BH Barry William HALE

Born 1969, Paddington, Sydney, New South
Wales. Lives on the Mornington Peninsula,
Victoria

Barry William Hale is an artist working across
media, including painting, drawing, tattoos,
installation, performance, video, sound and
VR. Trained at Sydney College of the Arts, he
IS also an occultist with a deep engagement
In esoteric practice and research. In creating
his work, Hale draws on the legacy of ancient
magic and its revivals and permutations, to
bridge the conscious and unconscious and
collapse boundaries between human and
non-human. In this exhibition, Hale’s
monumental automatic drawing attempts to
capture the numinous through a magical link
to metaphysical subject matter.

Objects displayed alongside Hale's own
artwork relate to his spiritual quest. They take
form via communications with supernatural



beings or inward voyages exploring the dark
recesses of the psyche. An Egyptian figurine
of the god of strength and chaos, jewellery
and vessels depicting pagan Greek ecstatic
religion, an Aramaic spell bowl, Renaissance
hermetic magic texts, a Hebrew Kabbalistic
book and famous publications from the
magical revival of the late 19th to early 20th
centuries meet psychological Surrealist
methodologies.

In Hale’s drawings, elaborate dream-like
writings morph into faces, hover in the air like
smoke, and coalesce into strict symmetry
before disappearing into the night. Hale’s
drawing practice is a feat of endurance;
through disciplined perseverance he ruptures
the membrane between worlds.



Barry William HALE

(Born 1969)

Demonomania Rhizomata 2025

Paint pen on aluminum

Commissioned by State Library of Victoria
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Obsidian mirror

Obsidian (volcanic glass), 1995
Courtesy of Barry William Hale
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Aramaic incantation bowl
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Archaeology I1A7.861



Magic may seem an obscure or fantastical
practice, but we have used magic — along
with religion — to negotiate our relationship
with the world for thousands of years. Barry
Hale’s work is inspired by magic from the
ancient world until today. His influences
include the power of Set, the ancient
Egyptian god of the desert, chaos, storms
and strength; an openness to inspiration
characteristic of Bronze Age Minoan ecstatic
religion; and the physical sensation and raw
emotion typical of the worship of the Greek
god Dionysus. Hale’s lineage continues
through Jewish Kabbalistic letter mysticism,
the Renaissance hermetic magic of Heinrich
Cornelius Agrippa von Nettesheim, the
system of Enochian magic developed by
Elizabethan court magician John Dee, and
the revival of magic in late 19th- century
France and England. More recent influences
include The Book of the Law by ceremonial
magician Aleister Crowley, received
clairaudiently in Egypt in 1904 and the basis
for the magical religion of Thelema (Greek for
‘will'); and the art of the grandfather of



modern sigil magic, Austin Osman Spare.



CAROLINE TULLY: How did you get
interested in magic?

BARRY WILLIAM HALE: | was very
iInterested in the supernatural and occult
when | was young. When | was around 12
years old, | loved reading this magazine
called The Unexplained Mysteries of Mind
Space and Time. | also walked into a New
Age shop in my suburb of St Marys [in
Sydney] and saw a copy of Raymond
Buckland’s witchcraft book and other stuff
and lots of crystals. When | walked in, | said,
‘Onh, it feels very intense in here!’ or
something like that. | had a super-sensory
experience, and the owner, who was an older
woman, latched onto me like she recognised
that this young teen had some special sense
or ability. From that time onward, | visited
often — she later turned out to coordinate
phone-in psychics and introduced me to a
circle of old ladies involved in the Spiritualist
Church. | regularly went to their meetings
where they shared experiences and did group
meditations. It had a Theosophical bent as



well. Anyway, | was a total punk, frequenting
the Adyar Bookshop and other occult
bookstores.
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White faience amulet depicting the
Egyptian Seth animal

Glazed composition (faience), 1294-30 BCE
On loan from Nicholson Collection, Chau
Chak Wing Museum, The University of
Sydney

Donated by Mrs ML (Molly) St Vincent Welch
in memory of Lieutenant Colonel JB St
Vincent Welch DSO (1881-1919) and Dr JB
St Vincent Welch (1919-1972) 2017
NM2017.166
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Kabbalah on the Laws of the
Transmutation of Letters and Words of the
Hebrew Alphabet and its Combinations
Manuscript, before 1864

Formerly owned by David Halperin (1814—
1860)

RARESF 091 H35 (Vol. H)
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James BERTRAM
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F RUSSELL
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Austin Osman SPARE (illustrations) (1886—
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The Starlit Mire

London: John Lane, The Bodley Head, 1911
S 828.91 B46
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Egyptian god Set figurine
Polymer compound, 1997
Courtesy of Barry William Hale



CAROLINE TULLY: This case contains
various items from magical and ecstatic
religious practice. What is the relationship
between magic and your art practice?

BARRY WILLIAM HALE: All my work is the
residue of engagements with magic. My
artistic practice can be seen as a series of
different explorations of magic that | return to
time and time again. | develop them through
aesthetic elaboration and magical research,
adding to an existing corpus of knowledge
which continues to grow and inform itself.

CT: Ceremonial magic is quite formal and
rational, with many rules about procedure, but
you seem to burst out of the formal
Apollonian rules of ceremonial magic in a
Nietzschean or ecstatic Dionysian manner.

BWH: There are two ways to the divine, the
rational and the irrational, so the Furies and
all that have an important part to play, and |
am squarely NOT excluding them from my
camp.



CT: The idea of the ‘irrational’ can have
slightly negative connotations.

BWH: No one likes an unbridled inspiration,
let alone frenzy.
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Isopata signet ring (reproduction)

Late Bronze Age (1600-1400 BCE) Greece
On loan from Nicholson Collection, Chau
Chak Wing Museum, The University of
Sydney

Acquired before 2008
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Bowl in the form of a Silenus mask
Bronze, 2nd—4th century CE

The University of Melbourne Art Collection.
Gift of

David and Marion Adams.
2009.0260.000.000
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Lekythos depicting Dionysus Ceramic,
c.470 BCE

The University of Melbourne Art Collection.
John Hugh Sutton Memorial Bequest.
1929.0080.000.000
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Porcelain wall tiles

2
Wooden planchette
Exhibition props, purchased 2025
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Aleister CROWLEY

(1875-1947)

Gems from The Equinox: Instructions by
Aleister Crowley for his Own Magical
Order

Phoenix, AZ: Falcon Press, 1986

Courtesy of Michelle Moo



CAROLINE TULLY: What prompted you to do
your first automatic drawing?

BARRY WILLIAM HALE: My first automatic
drawing was after

| performed the ritual of the Mass of the
Phoenix, with a reading from Liber Tzaddi
from Aleister Crowley’s Holy Books of
Thelema. | scribbled in ink on standard
sheets of thick paper or card and placed them
on a wall in sequential order from left to right.
| repeated this process every sunset for 144
days. The act of automatic drawing at the end
of the ritual was an attempt to capture the
numinous. Repeating the ritual was a way of
recalling the eternal or propelling myself into
an ever-present Thelemic theophany. In a
sense, this was a process of ‘esoteric
cartography’, to use a term coined by David
Chaim Smith. Even more than that, it was an
attempt to create magical doorways to recall
direct experience, not just a recording or
mapping of the process.
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Barry William HALE
(Born 1969)

144 automatic drawings 1994-1995
Ink on card

Courtesy of Barry William Hale
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The centrality of automatism within the
Surrealist art movement is well documented.
Under Andre Breton’s leadership the
Spiritualist technique of automatism applied
to making art replaced a supernatural agent
with the unconscious mind as conceived by
Freud. Initially the Surrealists used
automatism as a writing technique to record a
spontaneous, uninterrupted flow of words. In
1924 André Masson developed graphic
automatism as a gestural equivalent. During
his automatic drawing he would free his mind
of external distractions, enter a trance-like
state and surrender to his internal tumult. Like
a Spiritualist, he assumed the role of a
medium but one whose hand was animated
by the unconscious rather than by divine
agency. His pictorial automatism also nods
towards the written word, with some works
exhibiting the strong stylistic influence of
Islamic calligrams and calligraphy.
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London: Atlas Press, 1997
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CAROLINE TULLY: Regarding the purpose
of automatic drawing — would you say that
your automatism is more psychoanalytic or
paranormal? Are you trying to access the
unconscious or the supernatural?

BARRY WILLIAM HALE: My automatic
drawings are akin to the doodles art historian
Ernst Gombrich speaks about, more than to
the rarefied artistic expressions of the
Surrealists — although at times my work has
strong formal resonances with the automatic
drawings of André Masson. Doodles are
creative expressions born of the unconscious
mind, unfocused drawings made while a
person’s attention is otherwise occupied.
They can be concrete representations or
abstract, daydream drawings. Like doodles,
my automatic drawings are a simple
occupation of time and my relation to them as
| draw correlates with what Wittgenstein
would call the ‘disinterested gaze’ — there are
no preconceptions, just the act of drawing
itself. Masson reported a compulsive,
mediumistic state in the execution of his



automatic drawing; the same state can apply
to doodling, where markings seem to unfold
autonomously independent of their creator’s

will.
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CAROLINE TULLY: Your images morph
between human and animal forms. Does this
indicate an interest in a kind of alternative or
reverse evolution?

BARRY WILLIAM HALE: | use notions of
contagion, multiplicity, the rhizome, and
zoanthropy or ‘becoming animal’. Automatism
allows me to explore new modes of
reproduction that allow the daimon (guiding
spirit or divinity) and demon (supposedly evil
spirit or devil) to take form. There is a
deconstructive aspect to this — a non-
evolutionary becoming, a proliferation,
dispensing with heredity or ancestral unity,
discarding the simple duality of the sexes.
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Barry William HALE
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CAROLINE TULLY: Is your art alive? For
example, would you consider the images in
the Legion 49 book to be animate?

BARRY WILLIAM HALE: Sure. The original
paper cuts were conceived to be brought to
life by ritual. The combination of paper cut,
sigil and name are the necessary keys to
work with the spirits within this book, which
originates in the Renaissance grimoire (book
of spells) The Sacred Magic of Abramelin the
Mage.

| was inspired by Otomi paper cuts, which |
first encountered during my travels in Mexico.
The Otomi pantheon of deities is represented
by cut-outs from tree bark, which people use
In their rituals and ceremonies, including
shamanic and sorcerous practices. They refer
to bark paper cuts as ‘bad aires’ and use
them to remove iliness, plague and curses.
They are animated by a shaman through
ritual and are not considered alive until they
are cut out.
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Barry William HALE

(Born 1969)

Enochian Workbook 17
2010-2015
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Gobolinks, or Shadow-Pictures for Young
and Old
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CAROLINE TULLY: How would you describe
the anthropomorphic elements that often
emerge from your abstract mark-making?

BARRY WILLIAM HALE: My drawings
emerge from a long creative process
spanning many years working with line. The
key element of these drawings is the variation
and reiteration of form. While they are both
gestural and figurative, their structure
emerges from signature-like filigree flourishes
and embellishments that lose their beginning
and end in ever-unfolding and flowing forms.
The symmetries and asymmetries of the
unfolding line pull into snap focus only when
viewed later from a fixed perspective. Like
frames in a film, the drawings capture a
historical segment of time, but linear time is
blurred, and velocity and escape are
suggested by the lines. Peripheral spectres
emerge from the tangled line and the edges
of the field of vision. When animated, these
drawings exhibit an embryonic physicality.



CAROLINE TULLY: What is your theory of
demonology? How does it relate to your art
production?

BARRY WILLIAM HALE: My work is a
synthesis of art and magic, and the residue of
my esoteric endeavours. It is essential for me
to forge a magical connection to the
metaphysical subject matter. There is great
power in the things that people are afraid of.
"The Devil' is the name a new regime gives to
the god(s) of those they oppress. These
repressed forces become the locus of
forbidden power imprisoned by the walls of
taboo. But for me, they become the agents of
liberation. My work gives primacy to direct
experience with the divine, in the spirit of the
rebellious Promethean spark of the Luciferian
fire. | once dreamt that a Tibetan ascetic gave
me a large, incomplete book. It reached back
to a lineage of demon-quellers and ghost
catchers stretching far back into antiquity,
and contained richly illustrated pages
depicting a huge catalogue of demons and
other supernatural beings and creatures. |



was watching him masterfully execute his last
picture in a distinctly Tibetan traditional style.
When he finished, he passed the book to me
to continue cataloguing beings that belonged
in the pages of this never-ending book.
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CAROLINE TULLY: What is the relationship
between writing and drawing in your work?

BARRY WILLIAM HALE: | am interested in
doodling, graphology and signatures.
Doodling is a reaction against writing, but is
also related to it. Graphology is a pseudo-
scientific study and analysis of handwriting. It
is reputed to diagnose the character of a
person and can be applied to the field of
medicine to track disease, especially of the
brain and nervous system. The signature is a
mark of authenticity. Although a signature is
never inscribed in exactly the same way,
through repetition its style is forged into a
distinctly recognisable aesthetic. My
automatic drawing often incorporates
signatures and other word elements, but
ornament eclipses the word, and figures of
the grotesque come to inhabit the images
from the centre outwards. This is a form of
writing that defies understanding: it is asemic
(with no semantic content), with its own
iInscrutable alphabet.
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Flight from the Object
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Pencil on paper 1994

Courtesy Barry William Hale



CAROLINE TULLY: Is there a link between
magical ritual, martial arts and performance
art in terms of physical and mental
endurance?

BARRY WILLIAM HALE: | started martial arts
training when | was five. | was obsessed with
Bushido and images of Shinto and martial
artists meditating under waterfalls in the
winter with snow on the trees. | felt a natural
affinity for such an experience and thought
that | was innately destined towards it. |
remember reading an account of a Bardic
initiation in which the Bard composed an epic
poem on the night of the winter solstice while
lying in a running stream with heavy rocks
placed on their chest. | had an out-of-body
experience during my preparation for a
martial arts grading, which required me to
stand in ‘horse stance’ for one hour. My feet
were sweating profusely — it was a hot
summer night — and as | stared at a brick
wall, | left my body.

This experience led me to understand
overcoming physical discomfort as a method



of inducing a spiritual or extraordinary
experience. When | got to Sydney College of
the Arts, with the most conceptual approach
of the three art schools in Sydney, |
encountered Donald Brook's Flight from the
Object and decided to become an ‘artist
without limbs’, to revolt against traditional
technical skills and use my body and
performance as the medium of artistic
expression.



CAROLINE TULLY: Many years’ worth of
your diaries and notebooks, featuring various
drawings and experiments with text and
letters, suggest that a devotion to research
informs your artistic practice.

BARRY WILLIAM HALE: During my research,
| looked at the mystical and magical
applications of alphabets that claimed to be
the primordial, prelapsarian language spoken
by Adam, through which God created the
cosmos. | began with the languages of the
three Abrahamic faiths (Judaism, Christianity,
Islam) and derivative mystical traditions in
which the alphabet has a central role, In
particular the magical calligrams and
calligraphy of Sufi movements such as
Bektashism and Hurufism. For me, Islamic
calligraphy represents the height of the
aesthetic application of divine language. In
Islam, figurative art is generally regarded with
suspicion as it is thought to lead to idolatry.
The injunction against such representations
resulted in a proliferation of calligraphy
unparalleled in the West. Although Allah



could not be depicted figuratively, he could be
represented by his letters and the phrases
from his Book, and there was also the idea
that the letters of God are reflections of the
natural world.



CAROLINE TULLY: Research and study not
only inform your work but contribute to artistic
invention. How do you synthesise the various
streams you investigate, merge them, and
use them as a springboard to create original
work?

BARRY WILLIAM HALE: During my
explorations into magic and aesthetic
experimentation with the Enochian alphabet
(said to be the lost language of Enoch
delivered by angels, received clairvoyantly
and transcribed by the Elizabethan magician
and polymath Dr John Dee and his seer
Edward Kelley between 1582 and 1589) |
have developed a variety of fonts and
calligraphic styles. | applied the injunction
against figurative representation integral to
Islamic calligraphy to my Enochian
calligraphic experiments, representing figures
through letters and phrases. In my case, the
artworks comprise different articulations of
the letters of the Enochian alphabet, the
names of the letters and their permutations in
a calligraphic form.
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Peter SPILSBURY

(Unknown)

Golem 1991

Vault 1991

Earth 1991

Documentation of 3 Barry William Hale
performances by Peter Spilsbury
scans in lightboxes, from 5 Kodachrome
slides

Courtesy Barry William Hale
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HYPERCUBE 210. Enochian Research

Art/Magical 2018
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