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FOREWORD

CUR JOan BalrRd, MBE, ChalRMan Of BaNbRIAZE DISIRICE COUNCL

Welcoma to the FE. Mc\Willam Gallery & Studio and the exhibition
Barbara Freeman: OnThe Squate. On behalf of Banbndge Distret
Councd, | would kke o thank Barbara Freeman and Joel Cathcart for
all their hard work preparing for this exhibition. Thanks aiso to David
Brett for his support and his nsightful essay in the catalogue. The
Fenderesiy Gallery, Flax Art and the Arts Council of Northern lreland,
have all helped 10 realise thes exhibition. Thanks also to Professor Jan
Smaceny, Hemdion Harty Professor of Music, Queen’s University
Beifast, for agreeng 10 open the show

We are grateful 1o the Gallery's Programming Committee: Prof. Philip
Napeer, Dr Maurmna Crozer, Jasper McKinney, Martyn Anglesea, Dr
Suzanne Lyle, Anne Stewart, Clir John Hanna, Clir Marie Hamdton, Clir
Jim McEkroy, Catniona Regan, Thérése Ratlerty and Dr Riann Coulter
for ther continued support and advice

The FE Mc\Wilkam Gallery and Studio and Banbedge District Council,
ts Counciliors and staff, extend a warm weicome 10 all vistors to ths
exhibton




BEYOND THE SQUARE

‘Riann COULIER

Barbara Frooman: On the Squara is tha first $0'0 axhubition by a
contomporary cuiptor 1o bo held ot the FE. MoWiam Gallory & Studio,
Itis also the first exhibition whoro sound plays a significant rola. Working
with tho composer Jool Catheart, Frooman prosents an installation of
sculpture, draveings and sound croated in rasponsa to the particular
fonsory oxpetionce of visiting the Gallory and the sculpture gardon,

In fact, to call Froaman a 'sculptor’ is roductivo. As Davd Brott discussos
in his assay in this catalogue, throuphout her leng and distinguished
care0r, Frooman's practioe has incompaoratod panting, drawing, seulpturo,
saund and installation. Thoso diversa olomonts aro held in a productivo
tonsion by a commitmant 10 what aho has desenbod a8 tho dosind to
work through what tho world felt ke rather than through what it lookod
L'

Froaman recoivad a traditional rainng, but 1S a's0 sall-taught, i that sho
teained horgoll 10 uge tho digital modia that are now contral 1o her work,
Sho studiod in Loaden in the lato 19508 and early 19608, but quickly
bocamo dissatisfied with the roliance on narrative and doscrption that
dominated sculptur departmants of tha ponied. Racalling hor coliege
yoars, sho has wntion

When | loft coliogo, in ‘G2, 1 had had about s yoars study in lifa
tirawing and modalhng. | had, from tima 19 tma, semo good teachars
like Anthony Caro and Elizaboth Frink; but what waoro we doing it

for? It seomod 1o have nd oxatantial connaction 1o tha ke wo ware
actualy loading. 1t was full of 8 knd of idoakst rhotoric which | simply
hated, And in giving up that sort of sculpturo, the major purpOso wWas

1o pive up that sert of dosenplive ropmsentation sitopothor. What

Iwantad, | now 8006, was to work though what tha world falt liko
rathar than through what it locked hke.?

Fraeman was rotiovad whon, lator that yoar, sho saw Caro's seminal
vtk Eordy Gno Morning? Alargo construction in bright-rod woldod
stael, Early One Morning has no obvious visua! signifrs and no single
proforced viwpant. Caro intendod tho diverse elomants 1o bo unified by
tho intenaa colour and conparad thair coharenta into a sculptural whole
to tha rolationship of nates vathin a pioca of music* Caro's intarast in
tho connactions botwooen sculpture and spacoe and scu'pturd and music
aro glso foatures of Frooman's work,

Anothor early influenco was an exhitation of Eduardo Chitida’s in

tho Galerio Maaght, Pans, in the early 196052 In warks including
Modulation of Space |, 1963, Chillida created a fluid dislogue botwoon
his material and tho spaca it cecupod® For Fraoman, at this impertant
point in har devalopmant as an artist, those ancountors with abstract,
Or non-roprasontational, works proved that it was possible 1o mako
contemporary sculpture, As sho rocalls, this wision of sculptura roquirad
o nirvs vy of thinking about form, drawing, and art in ganaral: ‘this
moant no more lines around forms; no more shading and hatching.

It moant a very diffarent kind of drawing that was going to bo basod
around eithor dingrams or gosturas'’

Fraeman's rojoction of descuption and rapresentation has resultod

inswork that is primanly abstract and drivan by sensation rathor than
narrative of visud) stimutus. Tha distingtion botwoen abstracton and
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non-réprésentatonal art i blurred. Taken hitorally, “abstract’ supdests an
whsch begins with an onginal image that is then refined, or simpified,
until the ongnal form is no longer discernable. ‘Nonreprasentational’
iImplies 8n iMage that does not ONYNSLG in, of refer 10, 10 & particular
thing. Thus Cubam could be seen as abstract, in the ornigingl usage of
the word, bacause the compostion oflén ongnatad wath & portrait or

a sti-ido; whareas, Kasamur Malavieh's famous Black Square, 1915, is

& truly non-fepresentational painting because it doos not refer to an
onginal image

Although the wrm “abstract’ is now used ganarally 10 refer 10 all non-

representatonal art, writing 11 1989, Doclan MoGonagle roected the

term in relation 10 Freeman’s an. instead, he argued har paintings ware
CONCTete exprssions of sensatons encrustod with the sort of detad
which, for the artist, locates meaning in timo and space, and for the
Vilvir Can credte egunalant axpenence. Theso works are made as a
result of expenence, not 10 doscribe it'r

Freaman has quastionad the «Jdea that her work is abstract and
contestod the dvision of st batween abstraction and figuration. Sho
writes,
| foel thore s a great kind of fiow that goes backwards and forwards,
and | would have thought that's a feminine thing - the discomfort with
VOry pracise chlegones.®

Although Freeman res:sts dstinct labels, in an essay on her work,
Fionna Barbor has pointed out that many fomale artsts have found
abstraction kboratng. Whie reprasentation iends 10 datarming tha

praduction of moeaning and often makos it dfficult 1o escape gondor
stereotypes inharant in SoCiaty and LANguago, NON-TOPrasentational an
potentally offers greater froadom.

Abstraction has sliowed Freeman 10 explofo 1he intorsectons betwoon
art forms. The ralationshe betwoon music and visual art, particularly
absiracton, has been long and frunful. Wassdy Kandinsky, the Russisn
pionaer of the avant-garde
wWIOW
The riches! lessons are o be learned from music. With fow
exceptions and dinvations, music has, for sevoral contunes, beon
ther art which employs i1S réS0urces, not in Order 10 reprasent natursl
appoarances, but as a moans of exprassing the inner life...

Freoman dates her interest in cONtOMPOrary Music 10 a concort by John
Cage and David Tudor that she attended in Washington DC in 1967, and
cites composers including Xenalis, Bouloz and Cage as inspiration. In
the las? decade, sho has worked with 8 number of composers based

in Ireland, including, in this project, Joal Cathcart. Racontly, she 100k
inspration from Bach whan she croated 8 senes of gcido prints based
on the barogue danco notation, which had influenced him

Vhile music has often inspired Freeman, her engagement in sound is
not solely musical. She s nterasted in compositionsl procosses such as
improvisation, 48 well as tha numancal and statistical maethods used by
coMmposers. Sho has s1atad that hor desio is not 10 “llustrate’ sound but
rather 10 tansion musical SHUCIUIES In LMo INTO ViSUB! Struclunes in
S2AC0. In 8 30030, her Creative Process 1S ko musicsl compasition and
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through form, colour and texture, she aims 10 mirror the rhythm, melody
and harmony of specific pieces of music.

As Devid Brett has pointed cut "sounds can only exist in spaces, and
sounds - propagating cutward from their source = create the space in
which they are heard!= Freeman has a particular interest in responding
to physical spaces as both an actusl volume and as a sonic environment.
Dascribing her initial conception of this exhibition, Freeman wrale!

The architecture and spaces of the F E. McWilliam gallery define this
project, originating both from within and without, tha ono passing
through the other to create new visusl/sound objects that are alweys
changing.”

The sculpture that forms the conterpiece of the exhibition is created
from four engraved Perspex cubes within cubes. This form echoes the
central space of the gallery - a square delineated by four central pillars,
It reflects light end colour from the skylight above énd the window to

the garden beyond.

In contrast 10 the machine-produced cubes, the suite of fifteen drawings
in charcoal, conté and chalk are soft-edged and gestural. These qualities
display the hand of the artist and introduce an expressive element into
the instaliation as a whole. All based on the idea of the square, some of
the drawings evoke diagrams for dance steps, while others are more kke
architactural plans or the outlines of buildings seen from far above.

Joel Cathcart's sound installation consists of two parts: a pure
instrumental tone which emanates from the central sculpture, and a
soundscape, based on recordings from the garden, which can be heard

through spaakers throughout the gallery. As Cathcart explains in his text
in this catslogue, both sounds are intended 10 oporate on the threshold
of aural perception, The potential overlap between the recordings and
the background neise from the gallery and environs challenges the
conventionsl dichotomy between indoor and outdoor spaces.

Ultimately, On the Square is an installation of diverse eloments that
unite to créate a dynamic intéraction of light and sound in space. That
these elemants are particular to this place, snd that Freeman was
inspired by the exparience of visiting the Gallery, resuits in a productive
dislogue betwoen FE. McWilliam, the inspiration behind this space, and
Freeman's thoughtful, compelling and original art.

' Barbaiea Fradman i Badun Froamanc Works on Pager 1568 = J008, od. David Brotl, Black
Square Books, Ballast, 2004, p.1.

' bid,

¥ S Anthory Coro, Eanly One Moming, paimied stoel and shurminym, 28800 x 67608 x 335.3 om,
Tote Codecton. presented by the Conternacrary Art Sockety 185D, Image svailable ot www.
tte.0rg. uleolioction.

* Tote display cociion, Auguat 204,

¥ During the early 18003 Chilida had reguior cchibitions i the Galeria Masghl.

* Edunrdo Chilide, Mogutirion of Spacw | ivon, 545 x 70 x 40cm, 1083, prcrasad Irom tha
Cadarie Maoght trough ths MeRobarta and Tunnand Galiery IGant-inAid) 1005, Imagd e labs
W L te.org. uljtoliection.

T Bartarn Fraaman it Bibase Frvaman: Forks on Peper 1966 - 2004, p.1

* Decion MoJoraghe, Forewerd, Do Mumee Compacnis Fabica Panrings and Drawings by
Bt Fraaman, Oechand Gallary, Dadry, 1089, unpdginated

* Bartaro Frooman in conversation with Fiorna Barber, guoted in Fonns Barbor, ‘Peinting
tha Good Ciject’, Do Wumani Compors Fabrica; Paintings and Drawings by Berbars Freeman,
unpagnated.

* Fionra Barber, "Painting the Good Otiect’, wnpeginated,

" Wasaly Kardiraiy, ‘Conoerring the Spirinval in Art’, 1871

U David Brot, "Motes’, The Banks of the Bann: Berbaep Fragran & Paul Wilsan, Milanrium
Conrt Arts Cantra, Apri-Nay, 7006, p.13.

 Bartarn Fraamen, Propiasd lor On the Sguane, 200,

installation at the
F.E. McWilliam Gallery



FREEMAN With JOEL CathaRL

David Brell

This is a very suitable venue Barbasa Freeman's installation because FE.
McWilliam's work and studio reprasents tha sor of place from which
sha sot out.

Sha received her formal artistic education in the nineteen fifties, passing
through sevaral London colleges as a part-lime student of sculpture,
maintaining hersalf by making life-size castings of figure groups for
exhibitons and industnial fairs. Her tourde-force was a group of miners
wiglding giant drills, for a Soviet trade fair at Olympia. A piece of work
such as that, done through the nights, would provide the wherewithal
10 pay fees and 1o live frugally for a year. What she learnad through the
days were the crafts of casting, canving and hife-modedling, because
thesa wara the actvities in which sculpture then consisted. Meathods
of making were principally either additive Imedalingl or subiractive,
[carving). These was a great deal of Iife-drawing.

This artisanal mannar of teaching was less and less connected with

the actual practico of contemporary an with every year that passed.
However, it could provide a good training in hard physical work and in
the habit of finding out for oneself. A trainee sculptor (and the notion of
‘raining’ was wadely usad) worked toward definite kinds of cbjects and
followed wellrecognised processas, in intricate crowded spaces called
'studios’. Thesa were, typically, places filled wath found obects from
naturg, skaichbooks, and maquetias.

Any education beyond that had to be self-education. Vary few female
studants continued intd mature practics, though planty set out in that
deaction

On The Square is the product of somathing very different.

Freeman's presant ‘studo’ for example s a dust-free environment
containing three computers and a digital prnter gbout the size of a smell
piano. The only material in evidence is paper, and almost nothing is
being made there. The complex Perspex cube, which is the centre-piece
of On The Square was, in fact, dasigned on-screen and manufactured
near Stansted Airport (fig. 1. It arrived in 8 bax, by truck, and in some
respects it wes designed by K2 Fabncations acoording 10 8 brief
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Drawing 11
charcoal & chaik
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sont forward by the artist who know from prévious exparience the
characteristic approach of the firm. Different versions of this cube have
appeared in other installations.

This is & ‘look, no hands' technology far remaoved from the artisanal
natura of McWilliam's studio, Barbara Freeman leamt digital technology
from a series of ‘how-lo-go-it’ books, and by incessant practice,

The artisanal espect of the artist's work appears in the drawings (fig. 2),
which have intricate texturés and 1onakitas in contrast to the smogth
fabrication of the cube, and in tha method of notched assembly by
which the cube has to be constructad. This was principally a8 matter of
necessity, so that the cube coulkd be transported in a flat pack, but it has
bacome an artistic element of architectonic character,

These differences are not really qualitative, but part of the wider and
deaper cultural changa of the last decades. The availability of good small
electrical tools and more recontly digital technology have transformed
sculpture through methods of assemblage, all kinds of light projections,
&nd sound technology.

This particular installation is the most recent in a series of related
manifestations which have employed sound in several interactive ways,
and it employs a concrate visual language which sha first exploited
almost fifty yoars ago.

Those who like 10 see an artist in terms of historical continuity will
easily racognise in On The Square an extended homage 1o Russian
constructivism, with particular referance to Malevich's Black Squares of
1813, or the graphic inventions of El Lissitzky. In the course of several

working visits 1o Communest Eastern Europo made in the ningteen
seventies, fellow artists in Hungary, and what we must now call “former
Yugosiavia', recognised her work as directly in this tradition. Rederence
to the paintings and drawings of Josef Albers are also traceable

In terms of iographacal contnuty, the artist initiated this cubss theme
when she bagan her professionsl career. On The Squan i in origin 8
lanter version of a cube, enttied Bethel, which was last exhibited in Leads
City Art Gallery in 1972 (figs. 3). That was one of & long senes of small
works made around the idea of a square. This series included reliefs and
constructions in recaicitrant materiale, such as stainless steel, brass and
Perspex. Several of these are in private collections. Though not on show
hete, many of Barbara Freeman’s highly coloured paintings and prints are
on a basic square format and employ digital mathods (fig. £)

An unstated cultural continuity in basic gaometrical figures connects
the squaraicubic format back in time 10 Renaissance octultism, number
mysticiem and the religious regection of the image. It is not by chance
that the artist's studio contains, not curiously shaped fiints or pieces of
bone, but a chant of prime numbers, diagrams and books on geometry.
We can recall, if we please, the Mosaic injunction against making graven
images, and the lslamic ritual of centring the universe upon a black
cube.

In & note on her childhood the artist has writien “When | was a ittle
girl | had the grandicse idea of baing 8 mathematician. When | studied
geomatry at schodl | loved it. | could not get enough of the daawing. |
loved the transparency of the space and the planes created in it, where
nothing s solid. Space created by layers of emptiness’

And lastly, the work exhibis an sesthatic continuity with thé more of
less perennial discourse of the relations between form and sound.
Digital software, either in visual or sonic matiers, dances to the

sama tune of “layers’, “symmetries’, ‘texture’, ‘granulation’ and other
commands. Programs for electronic scores translate fluently into
dimensional scores. Programs can be realsed through the mos! elegant
litthe devices, which do not, unlike instrumentalsts, demand 10 be paid,
with consequent growth of “sound art’ and ‘sound artists’.

It follows from these premises that Barbara Freeman's an is indfierent
to ideas such as ‘personal expression’, ‘issues’ of political rhetoric. The
question it seems 10 ask is not ‘what is in this for me?’, but ‘what do |
bring to this?’

The artist does not describe herself as a “sound artist’, but she has
worked with others in that field, and collaborated with composers

such as Nicola Lefany, Devid Lumsdaina, Michael Alcomn, Paul

Wilson, lan Wilson and, on this occasion, Joel Cathcart. She has had

an instrumental piece dedicated 10 her, by Simon Mawhinney, and 8
substantial orchestral sute by KevinVolans. She has no musical skills
(though there is a rumour that she once played the soprano saxophone
in a Scho jazz band), but has a Melong love of contemporary music and a
discrimingting imvolvement.

Joel Cathcart is & composer and performer from Bangor, and 8 PhD
candidate at Queen's Unsversity Music Department. He studes
instrumental compoasition with Pers Hellawel. Among the several

projacts that he is working upon is a large and expansive CoOMPosition
that will fill the Ulster Museum with sound, and shorter works that

13




amploy texts and the human voice. Another collaboration with Barbara
Freeman is in the planning stage.

On this occasion 8 pure instrumental tone pulses outward from the cube
and interacts and contrasts with a soundscape recorded in the garden,
emanating from ceiling level speakers - rather as the surrounding
building and'landscape penetrates and reflects within the cube, gently
undermining the perceptual distinctions between indoor and outdoor
space.

{fig. 5} Two giclee prints image size 28x28cm

Barbara Freeman has lived and worked in Belfast for the past thirty
years, longer than anywhere else. She has now had more exhibitions
than she ¢an count. She thinks it peculiar that she is still referred to
as an English artist, as if that explained anything. If pressed she might
admit-to be being ‘east-end cockney Jewish' from the land of Wren
churches and Jack the Ripper, but her whole drive is to live and work
as widely as possible. What matters is, not where you come from but
where you are going.

NOTES ON SOUND

There are two sounds presented as part of this exhibition,

Firstly, a highly distilled pulsing sound which emanates from the central
sculpture. This pure tone was sourced from the vibrations of a large glass
bowl,

Secondly, a field recording made in the gallery gardens, combining the
rustiing of the shrubbery with the steady drone of the motorway,

Both sounds are intended to operate on the threshold of aural perception.
wengthy silences heighten the sense of austerity, and suppress the
immediate awareness of sonic artifice. The potential overlap between
installed and native environmental sounds also serves to challenge the
conventional dichotormy between indoor and outdoor spaces.

| regard these refined and contemplative sounds as appropriate
companions to the luminous precision of Barbara Freeman's visual work.

JOeL CathCart
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The architecture and spaces of the gallery define the project originating both from within and without, the one passing through the
other to create new visual/sound objects that are always changing. Sounds from nowhere, distant motorway, wind and rain. The
rustling of leaves in the trees

The Cube (weork in progress), engraved Perspeo: and wood, 15M150x150em, 2011

16

17




The construction consists of a series of engraved Perspex cubes within cubes, a dalogue of geometnc forms. Light penetrates and
embodies time as it passes over and through edges and surfaces. The frame contains the frameless, reflecting and refracting light
and space in a constant play of primary forms.

The Cube lwork in progress), engraved Perspenc and wood, 150180 1500m, 2011
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The drawings form a counterpoint to the sculptural forms. To let the contemporary and the archaic inhabit the same space. Two
dimensions and three. The machined and the hand-crafted. The opaque and the transparent. the precise and the unfocussed.

Crawing 5, Charocal, conté and chalk on paper, 88 x 123em, 2011
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The formal austerity in the drawings is undermined by the spontaneous and intricate veils of white chalk, The hand roams across the
surfaco just as a skater moves across the ice in a process involving time, space, place, and the space between

Deavweng 3, Crarcos, contd and chalt on papor, BB x 123em, 201!




Charcoal, burnt clay and chalk on paper. Ancient materials that enable one to combine textural density with a soft brightness and
surface luminosity. The velvety dark space. |s there any space deeper or darker than that of a wall of charcoal?

Drawing 2, Charcoal, contéd and chalk on paper, 88 x 123cm, 201!
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The idea was not to draw the cube or aspects of it, but to draw with the cube, in company with it, in the same place. To think
about the cube as | drew and the particular quality of light and space that it creates in itself and around itself. The thought and the
perception are made palpable by the material and process.

M

Drawing 13, Charcoal, contd and chal on paper, 88 x 123cm, 2011




The charcoal moves softly across the paper surface picking up random textures from below and moves towards a finish in tentative
ambiguous moves. What appears in front is often softer than those forms beyond.

Drawing 12, Charcos, contd and chalk on papar, 88 x 123cm, 2011




Compared to the precise structure of the cube the shapes in the drawings are unsure of themsalves; near things are often soft and

unfixed, distant forms are sharp, unsettling our sense of space from coming to going, from imward to outward, always in motion jus:

as our bodies exist in the world.

Drawing 8, Charood, oontd and chalk on paper, B8 x 1230m, 201!
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The spectral elements in tha sounds are echoad in the soft undulating edges between the forms which are themselves built up with

layer upon layer of dark powdery rubbings.

Orasing 10, Craccoal, contd and chalk on papes, B8 x 123em, 2011

32




Whenever | drew it was for drawing’s sake. Early on | had to abandon Iife-drawing and that style of figure drawing that consists
of ines and tones describing objects. It got in the way of a spintual and emotionzl expression because it describes the world. To
describe the world is actuslly to determine the world.

Drawing 1, Charcoal, conté and chalic on paper, B8 x 123em, 2011




Deceptively simple - squares within a rectangle - but their relationships one with the othar are constantly breaking up and remaking
themselves, always in a state of flux

Drawing 14, Chascos, oontd and chalic on paper, B8 x 123cm, 2011




table yet dynamic, flat yet deep, diagrammatic yet atmospheric.

Drining 15, Charcow, contd and chalic on papar, B8 x 123om, 2011




Barbara Freeman, Square 2, Charcoal, conté and chalk on paper, 56 x S6cm, 2011
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