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Must-See: Jonathan Baldock Offers a Bear Hug

At Arnolfini, Bristol, the artist unravels and reinvents folklore, horror and nature, weaving personal experience into a world of strange
encounters

BY HANNAH CLUGSTON | 09 SEP 26

This review is part of a series of Must-See shows, in which a writer delivers a snapshot of a current exhibition

To step into Jonathan BaldocK’s exhibition at the Arnolfini is to enter another world. The walls crawl with swirling stitched wall-hangings
and vivid, colourful murals; the scent of petrichor, jasmine, agarwood and oak wafts through the spaces; a low, growling soundtrack plays
through speakers while Baldock’s sculptures and ceramics pop up like blooms in a surreal garden. Titled ‘Held’, this three-room show
draws together the British artist’s recent work with a new commission supported by the Henry Moore Foundation.
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Jonathan Baldock, ‘Held’, 2026, installation view. Courtesy: the
artist and Arnolfini; photograph: Dan Weill

One of these is Bear Hug (2026), a gigantic bear made from canvas, laid on its side and decorated with thick felt branches in brown and
soft pink. Visitors are invited to climb into the bear’s arms, where they can feel and hear her heartbeat and settle under her weighted
paws to escape into a suspended reality under the animal’s protection. In the monograph that accompanies the show, Baldock describes
these spaces ‘as places where you can pause, reflect and maybe see things slightly differently’

Bear Hug transforms the gallery into a space for play and conversation. While a child pulls at the bear’s arms, two women approach me
to ask if I have braved a cuddle yet. Play and humour are a large part of BaldocK’s practice, especially in his ceramic pieces, where
buttocks pop out of boxes (Kiss from a Rose, 2023), stomachs bulge from plant pots (The Gardener, 2024) and tongues protrude
(Becoming Plant [A hop], 2023).



Jonathan Baldock, ‘Held’, 2026, installation view. Courtesy: the
artist and Arnolfini; photograph: Dan Weill

A creeping sense of the uncanny is never far away. His bold textiles, such as All of Creation Is a Symphony (2024), first appear as simple
celebrations of the natural world: insects and animals, dancing flowers and symmetrical patterns. But on closer inspection, there are
doubles everywhere: eyes stare out of flowers, busts and faces burst out, phallic plants and snakes appear between legs.

Baldock has been influenced by the English psychoanalyst Donald Winnicott’s concept of the ‘holding environment’, a set of conditions
a parent provides for a child that form a blueprint for their development. For ‘Held’, Baldock holds such a space for the creation of his
own imaginative world, where he plays with the unravelling and recreation of folklore, horror, nature and his own personal experiences.
He also holds that space for us — the audience — to take a pause from reality, visit a curious land and find respite in a teddy bear’s arms.

Jonathan Baldock: Held’ is on view at Arnolfini, Bristol until 27 September, before touring to Mostyn, Llandudno from 24 October to 13
February 2027

Main image: Jonathan Baldock, ‘Held’, 2026, installation view. Courtesy: the artist and Arnolfini; photograph: Dan Weill
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Jonathan Baldock: Held review - lick
me, trap me, pull me in
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Arnolfini, Bristol

The English artist has created a tense world of folkloric
psychedelia and pagan aesthetics that is weird, threatening
-and utterly compelling

O Weird and threatening ... detail from Roots by Jonathan Baldock (hessian, felt and cotton
thread). Phatograph: Copyright Jonathan Baldock. Courtesy of the artist. Photo by Rory Black.



Eddy Frankel
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rms are spread, hands are grasping, lips are puckered: everything
in Jonathan Baldock’s eerie, uncomfortable, strange exhibition of
tapestries and ceramics at Bristol’s Arnolfini is reaching out to
you. The whole exhibition is an invitation to be held, or maybe its
cuddliness is a threat, a violent trap.

The English artist has created a tense world of folkloric psychedelia and
pagan aesthetics here. Don’t read any of the bumf on the wall, it’s couched in
gentle, therapy-lite language about “radical gestures” and “holding space for
queer and working-class stories”. It doesn’t fit the show. Not that this isn’t
about queerness and the working class, because it absolutely is. It’s just that
this isn’t gentle and soft art, it’s weird and threatening and menacing - that’s
why it’s so good.

B You might find yourself trussed up as sacrifice ... The Caretakers by Jonathan Baldock, 2021.
Photograph: Luke Pickering/Courtesy of the artist and Hayward Gallery Touring
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You walk in and it’s as if you’ve stumbled on some messed-up rural ritual, a
rite where you might get invited to put on one of the wheat masks on the
wall and take part, or find yourself trussed up as sacrifice. Two lifesize felt
figures greet you as you enter, their robes decorated with leaves and
greenery. Pink holes at crotch level hint that these robes serve other
purposes too. On the walls, ceramic flowers have grown noses and ears, a
tongue pokes out of the centre of a grey poppy, trying to lick you as you walk
past. Hands reach desperately out of ceramic pots on the floor, as if bodies
have been trapped inside, or they’re trying to pull you in.

You have to get out, to escape this magical pagan world where nature has
come alive. But you flee to the next room and then the smell hits you: a
pungent odour of fur and wood and damp moss. A deep bass rumble echoes
in the space, the sound of twigs snapping and some creature breathing. It
could all be coming from that giant bear on a platform in the middle of the
room. It could be its breath you’re hearing, its musk you’re breathing in.
You’re invited to climb up and cuddle with it, to be embraced by its huge
arms. Kick your shoes off, wrap yourself in its limbs. It doesn’t feel
comfortable, it doesn’t feel safe. Will it hold you, or will it rip you limb from
limb?

£ A pungent odour of fur hits you ... Bear Hug by Jonathan Baldock, 2026. Photograph: Alice
Hendy/Courtesy of the artist and Arnolfini



That’s the central tension of the show: it’s all about the rub between care and
violence, between love and rejection. All this pagan imagery and rural
psychedelia comes down to Baldock trying to make sense of an England that

he is from - genetically, ancestrally - but can’t truly feel a part of culturally,
sexually.

That’s the thing about tribalism, about communities. You’re either in or
you’re out, accepted or rejected, and everything here feels like it’s about
being torn between the two.

O Will it hold you? ... Nature to be commanded must be obeyed by Jonathan Baldock. Photograph:
Copyright Jonathan Baldock. Courtesy of the artist. Photo by Stephen White & Co.



It’s great. Really great. Baldock’s work is hugely personal, there are
references to his mother everywhere, to her support for his career, to her
pleasant English garden. There are nods to sexuality and bodies, to English
history and Japanese culture. Faces grimace out of pots, flowers grow out of
anuses. The walls are covered in tapestries filled with geometric patterns,
images of bodies and teeth, trees of life, Celtic knots, English roses, ancient
inscriptions and green men. It’s dizzying, surreal, aggressive.

This is such an unsettling, threatening exhibition, helped no end by the
weird ambient soundtrack, which makes you feel like you’re about to be
pounced on by some mythical beast in a deep dark forest. There’s a sense
here of ancient rites seen through the lens of 1960s hippy love, and churned
through the mill of millennial malaise. It’s as if the Wicker Man wasn’t set on
an island off the coast of north-west Scotland, but in early 2000s semi-rural
Kent. A somehow infinitely more terrifying, uncomfortable and sinister
prospect.

At Arnolfini, Bristol, 27 June to 27 September
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Put On a Spread

In a concept restaurant in London, Jonathan Baldock’s
ceramic sculptures set a playful and curious tone.

Words by Matthew McLean

January 29, 2026
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"Jonathan Baldock: The Gathering," 2026. Image courtesy of the artist and Sketch.

Jonathan Baldock’s new installation is like an exotic hothouse left to bloom. Across the
India Mahdavi-designed dining room in the London restaurant Sketch, Baldock’s “The
Gathering” sees humanoid plants grow up around the bar, two heads bursting forth from
crowns of petals behind the maftre d’s stand, a cluster of giant cocoons dangling from the
ceiling, and a multitude of 80 unruly faces peering down at the diners from the copper-
skinned walls.

Hand rolled, decorated, cast, and glazed, the artist calls these rectangular plaques his “mask
works,” a staple of his practice since 2019. “They’re my bread and butter,” he says over a
breakfast of truffled galette bretonne (me) and eggs benedict (him) at Sketch. When I
arrive, Baldock is sitting quietly in a corner, wearing a baseball cap, but he quickly slips

into quick and a puckish conversation, full of eyerolls, laughter and asides on celebrity
ceramicists, intermittent fasting, the Mrinialini Mukherjee exhibition he’s just seen, and, of
course, his masks.


https://jonathan-baldock.com/
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Jonathan Baldock. Photography by Leon Foggitt. Image courtesy the artist and Stephen Friedman
Gallery.



“Faces are some of the oldest examples of art, aren't they?” he emphasizes. Indeed, the
earliest candidate for an object collected for its aesthetic value is the Makapansgat pebble,
with indents resembling eyes and a mouth, which caught the attention of a hominid in
3,000,000 B.C. The works’ approximation of facial physiognomy—sometimes
cartoonishly graphic, sometimes unsettlingly abstract—references both contemporary
iconographies (think of how the exaggerated expressions of emoji communicate across
languages) and older, stranger traditions, like the toothy jaw that’s carved into the opening
of a cave in Bomarzo’s mannerist Park of the Monsters, (begun 1547) which Baldock visited
in Italy in 2024.

But the artist’s ceramic faces are only one facet of a restless, hungry practice: He also dyes,
sculpts, and sews, and has made a grand four-poster bed for the Fitzrovia Chapel in 2017,
and a Noah'’s Ark of coupled stuffed animals for Jupiter Artland last year. What threads
through this variety of formats and mediums is an absolute commitment to hand-
production, with all its intimate imperfections. “More and more, social media is a
projection of perfection, something very plasticised,” he adds. He sighs. “I try to be the best
person I can, but I'm a very flawed individual with lumps and bumps and irregularities.”

"Jonathan Baldock: The Gathering," 2026. Image courtesy of the artist and Sketch.



Those lumps and bumps have a physical resonance: Baldock is an admirer of Niki de Saint
Phalle and her curvaceous patterned goddesses, and his work is, in part, a celebration of
the knobbly reality of the ordinary body. He’s drawn to clay and textiles, in part, because
he says they “speak so intrinsically about being human, like how we spend 99 percent of
our day connected to fabric in some way.” When sewing—usually using a humble blanket
stitch, the sort used to finish a bedcover—Baldock uses a curved needle: the same kind, he
points out, that a nurse would use for a surgical suture. “Warm Inside,” 2026, the series of
woven sculptures suspended from the ceiling of Sketch, are each shaped like massive seed
pods, pupae or bird nests, but through openings in their woven surfaces, hands or feet
peek out, shyly. Each one could be a womb, a tomb—or perhaps both: a vessel conveying
the whole span of a body’s life.

To make these cocoons on view at Sketch, Baldock not only wove each structure by hand
from willow and wool, he also first dyed and spun that yarn from raw fiber. There’s a
simple self-interest in staying in a near-constant state of productivity, he says, but this
obsessive work ethic is also, [ suggest, linked to his working class childhood in Kent. “I've
done shitty jobs, and I've seen my mother work three jobs at once, so I do know what a
privilege it is to be an artist,” he agrees. His mother comes from a long line of agricultural
laborers, and worked three jobs to support her children. After graduating, the artist juggled
jobs as a dishwasher and a school cleaner, among others, to be able to pursue his career.


https://nikidesaintphalle.org/
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"Jonathan Baldock: The Gathering," 2026. Image courtesy of the artist and Sketch.

Baldock says his upbringing also shapes his generous approach to display, how he stuffs h’
exhibitions with works, sometimes including soundscapes and even scents. “In my




background, when the pools man comes to the door, your mum offers him a cup of tea,” he
says (referring to the now-obsolete tradition of a collector who would come weekly to pick
up sports betting coupons). “So, if you come to my show, I'm going to put on a spread,” he
continues. “It's not going to be two twigs and a bit of Sellotape,” he laughs. “I want to
deliver.”

The creative legacy of everyday working people is a preoccupation of Baldock’s, whether
he’s celebrating the flowers grown in his family garden, or more distant examples of folk
art: One of the hessian-sack hangings in his 2025 exhibition at London Mithraeum
Bloomberg Space was appliqued with the phrase “You & I are Earth,” the words originally
inscribed by an unknown maker on a 17th-century tin-glazed plate uncovered from a
London sewer. For his 2093 exhibition at Yorkshire Sculpture Park, he recreated figures
found in anonymous woodcarvings in nearby Wakefield cathedral—raucous, carnivalesque
images of two-headed men sprouting leaves, or an acrobat taking an ass-first tumble.
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Jonathan Baldock. Photography by Leon Foggitt. Image courtesy the artist and Stephen Friedman
Gallery.



“The Gathering,” may have officially opened with a glittery dinner, but Baldock had already
taken his mother to see it over high tea. Meanwhile, he’s back to the studio in East London
to work on his upcoming exhibition at Arnolfini Arts in Bristol, for which he’s thinking
about the mythic image of the bear as a fearsome king of the woods, and the sensory, skin-
contact connections we make with their cuddly and plush distant relatives. Though the
Sketch project is not his first with a business (he has made artworks for the windows of the
Hermés stores in Tokyo and London), the dining room seems to have lodged itself
somewhere in Baldock’s thinking. For the Arnolfini show, he’s made a limited exhibition
ceramic mask: a pink disc, with eyes, nose, and a mouth scored into it like a knife that has
cut through butter. It’s called Dinner Plate, 2026, and, like the best of Baldock’s work, it’s
sincere, a little goofy, and quite irresistible.
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CRAFTS PERSPECTIVES

Q&A Using ceramics, textiles and
other craity mediums, the artist
explores the complexities of life
with theatrical flair. Natasha Levy
pulls back the curtain

Jonathan Baldock

Crafts: Your work is often described as being theatrical.
Do you see an exhibition as a performance?

Jonathan Baldock: It really is a performance. [ love going
to the theatre and escaping into another world, and I definitely
play off that in the work [ create.

I'm conscious that, in a lot of theatre, there’s a separation
between the audience and the stage - it’s about an illusion
being created from a distance - whereas with my work,
you're really immersed. So | spend a lot of time on details
to pull the viewer in, in the hope that what [ create will work
on amicro and macro level.

You frequently draw on mythology, folklore and ancient
rituals - what sparked your interest in these topics?

| had quite a religious, Christian upbringing and there
was never a place for queer people like me. These topics
offered alternate ways of living, and so much is open to
interpretation - I can impose my own readings onto them.
However, there were a lot of things that [ enjoyed about
going to church and the ritualistic elements of having a
faith. My life is framed by a certain amount of ritual, as [ think
most people’s are - so this naturally weaves into my work.

What other elements of your past have influenced
your practice and the themes within your work?

My granddad was a hop farmer, and my mum was, too,
when she was younger. Everybody in the family would help
- there are even pictures of me beside the hops in a pram.

As [ got older, | started to have more and more admiration
for people in my family who worked hard on the land, and
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ABOVE: Jonathan Baldock with Kiss from a Rose, 2023
RIGHT: installation view of Becoming Plant (A Hop),
2023, from Touch Wood at Yorkshire Sculpture Park thelﬂiowﬂedgetheyliad.

PHOTOS: MARK REEVES,
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LEFT: Moment in the Sun, 2023
BELOW: Earthly Coil (Sight), 2021
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l also used to spend a lot of time with my nan indoors
and she would teach me how to knit, sew and crochet - 1 was a
‘nanny’s boy’, if you will. When [ went to Winchester School of
Arts, I started incorporating some of those skills into my work.

the audience. I try to create a space that will engage the viewer,
somewhere they can bring their own experiences.

You studied painting throughout university, but now
work with a variety of materials - why?

Then later, when my mum had retired, she started to help me
work on pieces. It's been a lovely way for us to bond and have
time together.

That is what’s really amazing about a lot of these skills
—they'’re collective. There’s a reason why so many folk tales
involve spinning and weaving, because they probably came
from a time when people would have sat around working on
huge textile pieces together.

To what extent is your work autobiographical?

We are Flowers of One Garden was essentially an
exhibition about my relationship with my mum. Yes, the
theme was very personal, but it's also something that I think
a lot of people can connect with. My primary focus is always

20

[ like to bring in opposing materials because it creates
tension within the work. When you make everything the
same, your eye gets too used to it. | want the eye to be
busy when it's looking at my work, | almost want there to
be more than you can take in, for there to be a visual feast.

[ think of my pieces as being very painterly - they’re a bit
like tableaux vivants.

[ also just love materials. I've always been one of those
people that you could give a couple of toilet rolls and pipe
cleaners to and I would enjoy making something out of them.
Some of my very first works that got a bit of attention were
pieces made out of salt dough. At the time [ didn’t have a
studio and I couldn’t afford clay, so [ ended up creating these

COURTESY THE ARTIST AND STEPHEN FRIEDMAN GALLERY | MOMENT:
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salt dough ‘heads’ on my kitchen table in a shared house that
llived in just after graduating from the Royal College of Art.

What is your creative process like?

[ spend a lot of time researching an exhibition - [ very
much think of it as a play that sometimes has a cast of
characters. Once I'm fixed on an idea, I'll go straight in
and start making because I'm incredibly impatient.

Over the course of making, things g§o wrong and my ideas
change, or things don’t work out the way that [ want them to,
but it’s a back-and-forth process, the materials are teaching
you something. That’s what keeps it exciting, and what keeps
your mind engaged.

Why do you enjoy time-consuming craft practices
like sewing and hand building with clay?

I'm quite an anxious person, and I've always found that
process-based mediums are very levelling and calming.

ABOVE: Mother Flower, 2022

22

Having said that, it only works when you're not stressed or
under pressure from a deadline. But | can’t imagine moving
away from these techniques because, for me, there’s a
connection to the body and human experience. Making

with machines doesn’t allow for imperfections, and [ love
imperfections - | gravitate towards the lumps and irregularity
of ceramic, or a slightly uneven stitch. It’s like handwriting:

it speaks of the person who’s made it.

Your work includes lots of humorous motifs -
is this intentional?

To frame very heavy topics in a cold, serious way doesn’t
really reflect life. To me, life is light and dark. To see joy and
happiness can also be empowering, especially with everything
that’s going on in the world. We need to feel that there is good
so that we can see the bad.

Jonathan Baldock: Touch Wood'is at Yorkshire Sculpture Park
until 7 July 2024; ysp.org.uk
Jjonathan-baldock.com

PHOTO: MARK BLOWER
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There are few fashion houses that have as dedicated and continuous of a relationship with the art
world like Hermes. One of the ways the French luxury brand demonstrates this is through its exquisite

window displays, reaffirming its commitment to the highest level of craftsmanship in every form.

Yesterday, at the house’s flagship store on London’s New Bond Street, a new window display was
unveiled — a colourful tableau tracking of dusk till dawn that encourages onlookers to peer in and

interact with the work. Designed by frequent collaborator Jonathan Baldock, 10 sat down with the

artist to understand more about the inspirations behind the window exhibit and what it’s like finding a

creative synergy with Hermes.
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1. As an artist that bridges together large scale sculptures with immersive experiences, walk us
through your creative process —how do you transform an idea into a piece

In my work, I’'m always trying to think of ways to create worlds, to invite the viewer in, as that is an
important mechanism within my practice, ensuring it will be immersive. I think this can be as
expansive as using scent in the work. There are common themes in my practice that are reoccurring,
such as my interests in folklore, the body, mythology, and art history in the broad sense, and my
background is in painting. I often think of my work as a ‘tableau vivant’, or work that you step into,

with a performative aspect.

When I approach an exhibition, I start with an idea or theme, similar to how a theatre director might

work. If you’re given a play, you then make it your own by interjecting your ideas into the work.

2. How did you ensure to represent the essence of the Hermes brand with the new window
display?

First of all, I was given a brief, which was the spirit of the Faubourg. I love working within a brief
because it hones my focus and makes it easier to work within a theme, as opposed to going off on a
tangent. The alternative, having endless possibilities, can be overwhelming. I had never been to the
Faubourg store, so my understanding of it comes only from pictures I’ve seen. It holds a kind of
magic for me, an imaginary world, because I haven’t experienced it in person. The concept of
transporting between worlds is a common theme in my work, and one way I explore this is through
portals or peepholes, like those in the window for Rome. This idea, which I’ve used before, fit the
theme well as I considered it in terms of bridging worlds — thinking about the public and the private,
or the public outside and the commercial space of the store. It also connects London with Paris, and

the real with the imagined, the fantasy.

There was much I could explore with this. What I’ve aimed to do is create something playful that
engages the viewer in a particular way, treating the window as an active, rather than passive, space. |
hope it encourages interaction, making you bend down, peer through, and look under and around.

These windows, I hope, will transport you into another world.


https://10magazine.com/wp-content/uploads/2024/09/2409-Hermes-NBS_003.jpg

3. What was the inspiration behind the display?

Sure, so the inspiration for the window came from two key sources. Firstly, it was the terrace garden
of the Hermes store, which looked incredibly beautiful. Another recurring theme in my work is
nature, particularly the Tuileries Gardens in Paris. I’ve been to Paris many times, and when I think of
Paris, I think of its manicured parks, which are quite different from those in London. The Tuileries, in

particular, stands out as an iconic Parisian park. I wanted to pay homage to that in the window.

In a way, there are two parallel worlds, or paths. There is the path outside and then a path behind
these manicured hedges, which have mythological and folkloric references, like the Green Man in the
leaves. The patination of the leaves on the hedges appears as faces, with the mouths and eyes
functioning as portals. This recurring face motif appears throughout all five windows. Additionally,
each window represents a different time of day, starting in the morning and progressing through

evening, night like dusk till dawn.

4. How would you describe the narrative and meaning of the five windows that wrap around
the shop — are they all intertwined?

They are very much intertwined. It is definitely one story that unfolds across the windows. This
approach is, again, quite theatrical. I have presented it as if it were different acts in a play, starting
from morning and continuing until dawn. There is a kind of magic that happens at various points,
with some surreal moments. Another important aspect to mention is that Paris is the home of
surrealism, so there are many surreal elements throughout. For instance, there is someone playing

chess with a horse. There are fun, yet surreal, moments in the work.



5. Peepholes are a fundamental motif of your work, what encouraged you to use them in the

show windows?

For me, it’s a way to invite the viewer into another world, to transport them from the street into this
magical Hermes world and the artwork I’ve created. There is something about the window, being
separate, that aligns with the definition of sculpture. It requires movement; the body must walk around
it, look through it, and engage with it. I was thinking about how to use these portals to encourage
movement, to get people to interact with the work as they would with sculpture, despite the pane of
glass that separates us. This is what I’ve aimed to achieve — a playful mechanism to choreograph the

viewer’s experience.

6. How did you find the process of merging your personal style with Hermes?

This is the second time I have collaborated on a window. I created a window for the flagship store in
Tokyo, either in 2021 or 2022 — it was a great experience. I think Hermes carefully selects artists who
they believe will work well with them. There is a significant overlap in our shared interest in
craftsmanship. I incorporate handwork into everything I do, whether it’s basket weaving, textile
making, or working in ceramics. I consider myself a craftsperson in my work, and I believe we

collaborated effectively. We made good companions for another project.

What is really nice is that Hermes is very trusting and open to my ideas. While there is a conversation,

I have never felt limited by what I present. They have always been very enthusiastic.

Photography courtesy of Hermes.
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Artist Jonathan Baldock plays hide and
seek with the windows of Hermes'
London flagship

A series of fantastical, brightly coloured hedges, dotted with peepholes,
transform Hermes' New Bond Street store, offering an interactive
experience for the passerby

BY ANNE SOWARD PUBLISHED SEPTEMBER 5, 2024 IN NEWS
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The secret garden above Hermes” Rue du Faubourg Saint-Honoré store in Paris proved an
early inspiration for Jonathan Baldock for his transformation of the windows of the French
maison’s New Bond Street store. The British artist, whose works appeared earlier this year
in a solo show at Yorkshire Sculpture Park, displays a deep-rooted affinity with the natural
world and the rhythm of the seasons, embodied by his bold use of colour and sacred
geometry. His work is saturated with humour and wit, and his pieces, often in ceramic or

textile, have an uncanny, allegorical quality that channel his interest in myth and folklore.
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For the five windows that wrap around Hermes’ London flagship, Baldock has imagined a
Parisian autumnal scene, creating a series of brightly-coloured hedges dotted with
peepholes that offer a portal into a fantastical world of imagination. A recurring motif in
the artist’s work, the peepholes turn the windows into an interactive experience, a game of
hide and seek in which the passerby can participate. Baldock often takes a theatrical
approach to his practice, presenting hidden detailed worlds to those who care to look
closely, and in these windows, he presents a light-hearted blurring of the lines between
public and private, outside and inside, real and imaginary. Look between the branches to
find a whimsical cast of characters, each busy in different scenarios, with pieces from

Hermes” A /W24 collections taking on a playful role.
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The installation, entitled ‘Take a Peek’, was created using hundreds of individual leaves to
reflect the shifting shades of autumn. Made entirely of leather, the leaves were carefully cut
from unused materials sourced from Hermes’ sustainable development department, and

will go on to have a new life after the installation is removed.



(Image credit: Hermes)
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Jonathan Baldock Taps Into the
Spirit of Trees

Combining queerness, the natural world, and paganism, Baldock’s expressive, quirky
works expand on the very nature of earth-based spirituality.

AX Mina
June 24, 2024 — 3 min read
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Installation view of Jonathan Baldock: Touch Wood at Yorkshire Sculpture Park (all photos AX
Mina/Hyperallergic)

WAKEFIELD, England — Why do we knock on wood for good luck? As
common lore goes, this dates back to the ancient European pagan belief in tree-

dwelling spirits who can help protect us from bad luck. But according to

Rosemary V. Hathaway, a professor at West Virginia University, this origin is

likely apocryphal. People knock to avoid bad luck, which “puts knocking on
wood in a category with other ‘conversion rituals’ like throwing salt over one’s
shoulder: actions people perform, almost automatically, to “undo’ any bad luck

just created.”

And yet it’s also true that many cultures believe spirits reside in the trees, these
magical, ancient beings that have inspired many a fairy tale and myth. In
Jonathan Baldock’s Zouch Wood, on view at the Yorkshire Sculpture Park (YSP),

the spirits of the trees come alive. Baldock takes inspiration from three medieval

wooden carvings from the nearby Wakefield Cathedral — that of the Green

Man, a sphinx, and a misericord — creating ceramics, textiles, and basketry

that capture an earth-based imagination.

The Green Man shows up in a variety of beautiful ceramic works, emerging like
a flower out of a jar or peering from a smooth blue cylinder with his tongue and
ears sticking out. In another stunning cylindrical piece, he appears through what
looks like foliage, the textures of the leaves blending with his beard and
mustache. “The Green Man is a symbol of rebirth and resurrection,” notes
Baldock in an interview with YSP Senior Curator Sarah Coulson that
accompanies the exhibition, “and as such is in a continual state of transition. I
believe we are all going through this: we all adapt, change and alter. It’s part of

being human.”
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Jonathan Baldock, “They tried to bury me, They didn't realise | was a seed” (2023)

At the center of the exhibition are four textiles, each representing a season, its

colors, and sacred geometry inspired by patterns from nature and medieval

https://hyperallergic.com/jonathan-baldock-taps-into-the-spirit-of-trees/ 3/9
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symbols. According to Baldock, these symbols were found scratched onto many
church surfaces around the United Kingdom. Along the perimeter of the
textiles, he’s sewn the words “You Enrich This World,” such that one word
appears on each piece. This references a line from Shon Faye’s book 77¢
Transgender Issue: Trans Fustice of All (2022): “your existence enriches this
world.” In the center of the textiles is a basket that looks like a mummified body,

with a flower emerging where the face might be.

Combining queerness, the natural world, and paganism, Baldock’s expressive,
quirky works expand on the very nature of earth-based spirituality, accessible to
all and yet out of reach in a world that disconnects us from our day-to-day
relationship with nature beyond value extraction. Human hands, butts, and feet
emerge from the sculptures in surprising places, maybe a reminder of where we

come from and where we’ll ultimately return.

Speaking on the symbols he’s working with, Baldock noted in his interview with
Coulson why they resonate for him: “As a person from a working-class
background, I am connected to how they represent the voice of a regular
working person from history and not the voice of authority.” He adds, “As a
queer person, I see them as objects that don’t fit within the traditional teachings

of Christianity, yet here they are nonetheless.”
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Jonathan Baldock, “Be fruitful and multiply” (2023)
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Jonathan Baldock, “No one had paid them any particular attention” (2023)
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Installation view of Jonathan Baldock: Touch Wood at Yorkshire Sculpture Park
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Jonathan Baldock, “Becoming Plant (a hop)” (2023)

Jonathan Baldock: Touch Wood continues in the Weston Gallery at Yorkshire
Sculpture Park (West Bretton, Wakefield, England) through June 30. The

exhibition was curated by Sarah Coulson.
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Becoming Plant (A hop) (detail), 2023. Ceramic stoneware, 103 x 47 x 30 cm. Photo: © Mark Blower, Courtesy the artist and Stephen Friedman Gallery

We Have Always Been Here: A Conversation with
Jonathan Baldock

June 13, 2024 by Rajesh Punj

Jonathan Baldock recognizes the power of story to stir the imagination. His sculptures, as appealing as they are alien, forage into the past
to help make sense of the present. Unlike many contemporary artists, he doesn’t employ the readymade to reference reality; instead, he
creates his own outlines for real world, using ordinary but resonant materials that draw us in through their familiarity only to take us

further away from what we know.
Accept Reject
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Baldock’s interests are rooted in the unseen, places where myth manifests itself. “Touch Wood,” his current exhibition at Yorkshire

Sculpture Park’s Weston Gallery, draws on beliefs and rituals that have brought people together from time immemorial. Colorful figures
and faces, objects and ornaments, create a space of humor, irreverence, freedom, and joy, tracing connections across time while
reinforcing our ties to each other and to the natural world.

e

s —

Installation view of “Touch Wood,” Yorkshire Sculpture Park, 2023-24. Photo: © Mark Reeves,
Courtesy YSP, the artist, and Stephen Friedman Gallery

Rajesh Punj: Can you explain the ideas behind “Touch Wood?”

Jonathan Baldock: My intention and hope was to make a sacred space inspired in part by traditional religious places of worship. Using
textiles, basketry, ceramic, sound, and scent, I have created an immersive installation that reflects on some of the big questions about our
existence, but in hopefully unexpected ways and from a place of joy, humor, and love. The act of people coming together is something very
ancient, and I wanted to tap into that.

The idea stemmed from the medieval misericords that I discovered in nearby Wakefield Cathedral during my research for the show.
Misericords are wooden carvings found below the hinged folding seats of choir stalls within a cathedral, church, or chapel. When the seat
is turned up, it gives support to the person standing. In the Middle Ages, the clergy would have stood for hours of prayers and song, and
this would have offered some respite. Because the misericords were positioned on the undersides of seats, and beneath a “bottom,” it
would have been sacrilegious to depict scenes from the Christian scriptures, so this presented a unique opportunity for medieval artisans
to determine their subjects. In other words, misericords could be viewed as early forms of self-expression. They are frequently humorous
and irreverent, and they often stick two fingers up at authority or reference belief systems from folklore and mythology—beliefs, ideas, and
superstitions outside of the dominant Christian teachings. I had a deep connection to this idea of things existing quietly, out of sight, and
not fully suppressed by authority. To me, there is something very potent to be said about the human experience here from the perspective
of a regular working person and not those in authority, which, of course, is the perspective from which most of history is written. Humor
can be a tool to question and poke fun at those in charge.

I have tried to create a space that celebrates self-expression and self-determination, that also reflects on nature and our place on this
planet. Religious spaces typically make you look at existence, but where do you go if you don’t have a faith? Where do you turn to ponder
these essential questions about our place on this earth? I've reached an age when I've learned more about death, and in experiencing it, I
feel my gratitude for life even more deeply. I wanted to see if I could create a space to celebrate life and death, our interconnectivity and
dependence on nature, through the seasons. I look at all this through a particular lens of being queer, and so I wanted to create a sacred
space of peace, joy, and harmony that says we have always been here and always will be.
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Be fruitful and multiply, 2023. Polystyrene, felt, cotton thread, wood, and glass, 150 x 220 cm.
Photo: © Mark Reeves, Courtesy YSP, the artist, and Stephen Friedman Gallery

RP: Are the works more fairytale than fantasy?

JB: In truth, I don’t think of them as either. Yes, they reference folklore and mythology, and there is world building, but to call it fairytale
or fantasy feels reductive to me. I'm interested in the symbolism, meaning, and history behind these objects and stories, and what they tell
us about the world now from the perspective of people in the past. What was their relationship to nature, the world, and each other? As a
queer person, it is almost impossible to find much written historically that doesn’t condemn our existence, and even less so within
religion. Through folklore and mythology, it is much easier for me to place myself—I can create a place of pride, celebration, and
inclusivity for everyone; a place of love and kindness. This may seem trite, but if you have never been allowed that space, it's empowering

to think in these terms.

RP: Becoming Plant (A hop) (2023) appears to combine many different references. What were your influences?

JB: This is one of a series of works in the show inspired by the foliate being or Green Man. The foliate being is a motif found in many
churches and cathedrals; there were five misericords in Wakefield Cathedral dedicated to it, as well as two seat ends. It is thought to have
very ancient origins, with early examples from ancient Greece and Rome; or perhaps it came to Europe from India, where the foliate
being in Hindu mythology is known through the story of Kirtimukha, there to ward evil away from temples. The origins are unclear, but it
is often interpreted as a symbol of rebirth, representing the cycle of new life in spring, and it is with this reading that I have presented it in
the show.

Becoming Plant is a performative work incorporating my face and my mum’s at the top of the vessel, facing different directions as a sort of
double-sided Janus figure; my mother’s hand points up to the sky and mine to the ground. It is full of symbolism, representing the
physical and the spiritual while connecting past, present, and future. I often weave a very personal narrative into my work, and it goes
deeper in this case. The leaves around our heads mimic the hop flower, which is important to me because I descend from farm workers

and hop-pickers. Within the work, I want to remember my familial relationship with the land and nature.
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A symbol of sacred geometry can be found on the body of the vessel, mirroring those found on the four textile wall hangings that frame
the central space within a circle. Sacred geometry is an ancient science that draws comparisons and connections between patterns found
in nature and the universe. Strangely, these symbols can be found etched into the walls of churches in the U.K. as a kind of graffiti. They
were likely carved by the congregation, but the reason or intention has been lost to history. Some theories suggest that they were intended
as a kind of evil eye to ward off malevolent spirits. I was particularly drawn to them as a bridge to the lost beliefs of people at that time,
something very ancient.

Becoming Plant (A hop), 2023. Ceramic stoneware, 103 x 47 x 30 cm. Photo: © Mark Blower,
Courtesy the artist and Stephen Friedman Gallery

RP: Do you consider “beauty” to be a significant element in these works?

JB: Beauty has always been present in religious works of art and architecture. They were made to inspire feelings of connection to the
divine and evoke a bodily experience, so it was important for me to think about this. Of course, my installation is very humble in
comparison and uses more modest modes of expression. Most of the works are made by my hand, and I think that this allows me to
engage with the viewer in a different way. Although I invest a lot of time and love in the works, there is still a slight element of lumpen
irregularity about them—and therein lies some charm. These are not factory-made creations; they are handmade and speak to what it is
to be human. They also use very ancient crafts—ceramic, embroidery, and basketry—which lie at the heart of human evolution.

RP: There is something theatrical about the works, as if they are laughing at us, as much as we laugh at them. What do you want
from the encounter between art and viewer?

JB: There is a performative aspect to my work, for sure. The objects are not passive, and I hope they engage with viewers. When making a
work or exhibition, I give a lot of consideration to the viewer. Being an artist allows me to make a connection with other humans. We live
in a world where it can sometimes seem that everything is doomed, considering all the damage we do to the | 1 er. It can
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make you feel hopeless and powerless, but I believe in the good in people, and in the idea of coming together and finding connections. I
think that is what an art gallery can do. The world is very different now from what it was in the Middle Ages, but we still need places
where people from different walks of life can come together. There is a magic in that.

No one had paid them any particular attention, 2023. Polystyrene, felt, cotton thread, and ceramic,
190 x 58 x 108 cm. Photo: © Mark Reeves, Courtesy YSP, the artist, and Stephen Friedman Gallery

RP: As much as the works look “tongue-in-cheek,” I imagine that there is a lot of labor behind them. Do you want that to be
recognized?

JB: Yes, my work involves many hours of labor. I love process-based work—there is something wonderful about seeing it manifest slowly
before you. I also think that these methods of making can engage the viewer, because we all have a basic understanding of how something
might be made, even if we've never done it ourselves. So, for someone who might not be comfortable in a contemporary art gallery around
more austere work, this familiarity can be a powerful tool through which to engage. The materials and the process create bodily
connections to the work. I always say that my work is “by the body and about the body.” Even if you're not so interested in the ideas, you

can connect with this element, and I hope that if I have your attention for this aspect then there is a chance you will stick around for more.

RP: When I saw the show, I thought of Pieter Bruegel the Elder’s The Netherlandish Proverbs (1559), which is also known as The
Topsy Turvy World. It’s a large painting with scenes of chaos and confusion intended to explore the pleasures and perversities
behind Dutch proverbs. Am I right to imagine that the idea of an overview of life is important to your practice?

JB: I am so happy you mention that. I went to Vienna recently, and a highlight of my visit was the Kunsthistorisches Museum and its
collection of 12 paintings by Pieter Bruegel the Elder (the world’s largest). I was familiar with these works from pictures in books, but
nothing prepared me for seeing them in the flesh. They are incredible. Each one is filled with details illustrating the daily life and
traditions of peasants (regular folk like us) in a non-condescending manner—visualizing a history that could otherwise have been
forgotten. Children’s Games (1560), for instance, gives a bird’s eye view of a crowd of figures in a town square, where more than 230
children are occupied with playing 83 different games. It is a veritable encyclopedia of games from the period, full of humor and joy; it

even shows a little girl poking a turd with a stick, which made me laugh because I remembered doing the same thing as a child. History is
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largely documented for and by the rich; when regular people are mentioned, it’s often with a moralizing undertone. Bruegel avoids this,
which is why I find his work so powerful. In its essence, it connects us to our past in a very human way and says that despite these people
living in a very different time with different problems, we are all still human and find joy in similar things.

Kiss from a Rose, 2023. Ceramic and metal, 87 x 38 x 28 cm. overall. Photo: © Mark Blower,
Courtesy the artist and Stephen Friedman Gallery

RP: Kiss from a Rose (2023) again offers us something imaginative but absurd, its meaning as important as it is immaterial. Is
that the case?

JB: Yes, and I believe it can work equally on both levels. It is irreverent and funny, but it also has a deeper symbolic meaning. Itis a
reminder of our connection to nature. We produce earth (shit), and that earth creates life (the rose). It also refers to the scatological
humor of the misericords and pokes fun at the notion of bending over and bowing down to authority. And then it has the sculptural
concerns of an object on a plinth—part architecture, part body—how, as human beings, we have come to rely on the infrastructure of the

built environment.

RP: Overall, there appears to be a playfulness that camouflages purpose. Do you see it that way?

JB: I'm not sure that I would use the word “camouflage,” but I question why big subjects need to be dealt with in a cold, serious, and
unemotive way in contemporary art. I want to create spaces and works that don’t speak down to viewers, that treat them as equals. It’s not
the role of the artist to have answers, but to present ideas, experiences, and feelings that the viewer may connect with or respond to. They
say children learn better through play—because it’s fun. Why can’t it be the same for adults? To be clear, 'm not trying to minimize or
belittle these subjects—I hope to give them some humanity.

‘Jonathan Baldock: Touch Wood” is on view at Yorkshire Sculpture Park in West Bretton, U.K., through July 7 Accept Reject

https://sculpturemagazine.art/we-have-always-been-here-a-conversation-with-jonathan-baldock/ 6/7


https://ysp.org.uk/whats-on/exhibitions/jonathan-baldock

CONT
LEMPO
R ARY

Jonathan Baldock

by Emily Steer « 04.10.2023

The raucous ceramic and textile installations of Jonathan Baldock
(b.1980) Fic.1 are replete with emotion, often drawing on the artist’s
personal history, as well as mythic and pagan traditions. Since
graduating from the Royal College of Art, London, in 2005, his
exhibitions have become increasingly ambitious, encompassing
sound, scent and towering sculptures. His last solo show, we are
flowers of one garden, at Stephen Friedman, London (20th
January-25th February 2023), evolved out of the artist’s close
relationship with his mother. Large sculptures resembling flowers
Fic.2 reference her passion for gardening, alongside wider themes of
nature and life cycles. Such sculptures - some of which include
casts of his mother’s face Fic.3 - are at once humorous, touching,
terrifying, surreal and yet undeniably lifelike.

Baldock’s solo exhibition Touch Wood at Yorkshire Sculpture Park
(YSP; 23rd September 2023-7th July 2024) develops similar
themes Fic.4. The double meaning of the title - at once a reference
to traditional superstitions and lewd humour - parallels the multi-
layered approach of the installation. Here, Baldock’s symbolism
originates in the fifteenth-century misericords and carved wooden
figures in the nearby Wakefield Cathedral. Misericords are small
seats on the undersides of stalls or chairs, designed for monks or
canons to rest against for support during long periods of prayer.
They are often richly carved with vivid subjects, including mythical
beasts, or scenes of everyday life. In this new body of work, Baldock
has included casts of his face and body, as well as those of his
mother - featuring as part of flower heads or appendages to
ceramic vessels Fiec.5. This intensely personal approach is woven
through with folk motifs, sacred geometric forms and hybrid
creatures. Emily Steer interviewed the artist about this new
project and his interest in elements from the past that have often
survived in secrecy.

Emily Steer (ES): Touch Wood at Yorkshire Sculpture Park brings
together multiple threads - from the personal to historical and
local research. What was your starting point?

Jonathan Baldock (JB): I'm a fan of gargoyles and so whenever | go
to a new place | check if there are relevant architectural sites
worth visiting. Wakefield Cathedral doesn’t have gargoyles, but it
does have misericords, which are found underneath the seats in the
quire - the section where the clergy and choir sit during prayer.
They often show weird hybrid beings that are akin to gargoyles. In
Wakefield, there’s one carved with an image of a man



bending over and baring his bum, which was really funny to me, and
became a central part of the exhibition Fic.e. There are a lot of
scatological references in misericords; there’s also so much joy in
them. The imagery isn’t what we would typically consider to be
religious today - they are not necessarily connected to the
scriptures - but rather more to do with mythical, pagan or folk
beings. For me, they speak to the time and people who made them,
who | would say were working people. They are beacons of self-
expression, and this became the springboard to reimagine a
sacred space for Touch Wood. | wanted to bring these small
sculptures that have remained somewhat hidden out into the open
and make them monumental.

ES: What sort of imagery do you see recur in the misericords, and
how did the makers bring their own creativity to them?

Fig.1 Jonathan Baldock at Camden Art Centre Residency, London, 2018.
(Photograph Damian Griffiths).

JB: You see the Green Man quite a bit, the origins and significance
of which in a Christian context are still unclear Fic.7. For me, from a
queer perspective, there’s something important about the
misericords existing on the outside and surviving censorship. They
survived the Reformation and the conflicts that followed. A leaf
was added during the Victorian era to the misericord of the man
exposing himself, so it was censored a little, but he’s still there.
You can think of it as a silly bit of humour, frivolity and whimsy, but
it also speaks to something much more complex. History is not
written by working people, so | see these objects as a bridge to the
people we don’t know much about.

| grew up around people with religious beliefs, and so I’'m very
interested in faith but from a distanced position. If you’re gay, you
don’t have a place in many religions. But | think about existence
and spirituality. Sacred geometry is a recurring motif in this new



body of work, which ties into the idea of the never-ending line and
interconnectivity of everything. It also relates to nature, which is
another major theme in Touch Wood. A lot of these misericords
are hybrid versions of animals and nature. There’s a brilliant
documentary by Louie Schwartzberg about the mycelium network
called Fantastic Fungi (2019) and a book by Merlin Sheldrake titled
Entangled Life: How fungi make our worlds, change our minds and
shape our futures (2020). These ideas are very ancient, but in a
wider, cultural sense, we’re now discovering the extent to which
we’re all entangled beings.

ES: There’s been lots of interest in the idea of entanglement
recently. In The Milk of Dreams, at the 2022 Venice Biennale, for
example, many artists returned to the interconnection between
humans, nature and animals. The pandemic and the climate crisis
have certainly brought these ideas - which, as you say, aren’t new
- into focus as another way of understanding our place in the
world.

JB: | grew up around nature and couldn’t wait to get to the big
city. | think a lot of queer people have a desire to make that
pilgrimage. I’'m now in my forties, | don’t have children and people
who | care about are dying. There’s a shift in how I’'m thinking
about why I’'m here - it’s a feeling of ‘what’s next?’. In we are
flowers of one garden | was aware of my mum not being around for
much longer and | wanted to create a show about how important
she is to me. But it’s not just a love letter to her and her garden, |
was also thinking about my existence, our existence and the
purpose of it all. Touch Wood is a continuation of that. I’'m finding
comfort in learning about the planet and the idea of my body
returning to earth and feeding into something else.

ES: In secular cultures, there seems to be a shift in looking for new
meanings - ones that connect with ideas of returning to nature
rather than heaven or rebirth. We’re also thinking about the
future of the planet and the death of the world as we know it.

JB: We’re probably heading for mass extinction, but | think life will
continue in a different form. Our existence is so small and
insignificant and yet in the West we consider everything in an
anthropocentric way. I'm interested in looking at things in a
collective manner: organisms make us, we are a universe unto
ourselves. | wanted to create a space at YSP that is in parts funny,
joyous and meditative. Hopefully it will evoke a feeling similar to
what you might experience in a place of worship. A lot of people
who don’t follow a religion say that they are still moved by such
spaces. I’'m attracted to creating that through colour, the
handmade and the body.



Fig. 2 Wildflowers don’t care where they grow, by Jonathan Baldock. 2022.
Ceramic, hessian, linen, boning and dried chamomile, dimensions variable. (©
Jonathan Baldock; courtesy the artist and Stephen Friedman Gallery,
London; photograph Todd-White Art Photography).

ES: You also include sound elements in Touch Wood. Your
installations have become increasingly sensory - your audiences
walk into an environment rather than simply looking at pieces of
work.

JB: | love being able to create immersive spaces when I’m given
the opportunity. It’s very theatrical. | find a lot of pleasure in the
potential for worldbuilding and creating a space to step out of the
everyday. The sound has been created by a friend of mine, Luke
Barton, who is a musician. He’s incorporated recordings of plants
growing and birds at YSP, as well as Morris dancers and my
grandad playing the accordion. These samples feed into a
soundscape that takes visitors through all four seasons.



ES: It’s interesting that you’ve mentioned theatricality. Your work
in Touch Wood inspired by the misericords makes me think of
colourful historical storytelling such as Geoffrey Chaucer’s The
Canterbury Tales (1387-1400), with its bawdy humour and
celebration of working-class narratives.

JB: Exactly. | like imagining what regular people were doing. We’re
not that far removed from them. Although we learn about
ourselves through the past, history is often viewed through a very
narrow, formal perspective. If you were working the land, you’d be
surrounded by nature, which can be hard. | can see where this view
of it as something powerful and monstrous comes from. | think
we’ve lost that.

ES: Can you tell us about the craft processes that you have used in
Touch Wood? Are there any techniques that you tried for the first
time?

Fig. 3 Detail of Just a wild mountain rose, by Jonathan Baldock. 2022. Ceramic
stoneware, linen, boning, stuffing and dried hibiscus. (© Jonathan Baldock;
courtesy the artist and Stephen Friedman Gallery, London; photograph Mark
Blower).



JB: I’'ve made works primarily in textile and ceramic, which are
very much the core mediums in my practice. All the works are
made by hand and the textile pieces have involved months and
months of work Fie.s. | would say they are the most ambitious
textile pieces | have made in terms of scale - it was a real learning
curve. | always talk about the calming and meditative aspect of
hand sewing - the meeting of head and hand - but with these | was
close to tears on a few occasions. They just wouldn’t play ball. ’'m
so happy with the outcome of them though. They feel so alive and
powerful, which is just what | wanted when | decided to transform
the little medieval wooden sculptures into big, imposing, powerful
characters. The show also includes basketry Fic.9, metal and glass,
although | can’t take credit for all of those elements. They add
richness and complexity for the eye so that it never gets bored.

ES: There’s a strong thread of inherited skills running from we are
flowers of one garden to Touch Wood. In the former, you thought
about the skills you learned from your mum, and in the latter
you’re exploring your family tradition of hop farming. How far does
your knowledge of this ancestry go?

Fig. 4 Installation view of Jonathan Baldock: Touch Wood at Yorkshire
Sculpture Park, Wakefield, 2023. (Courtesy the artist and Stephen Friedman
Gallery, London; photograph Mark Reeves).

JB: My mum is very interested in family trees and ancestry. We go
to the local churchyards and it’s quite amazing to see the places
where my family have been buried for over hundreds of years.
There’s no exciting royalty, just people registered to labour on the
land; it goes quite far back. The crafts | employ are functional. I'm
interested in the handmade but not high-end embroidery or fine
beadwork. For textile works Fie.10 | always use blanket stitch, which



would have been used by people living in poverty who made things
from scraps of material. There’s also a relationship to the body:
it’s often the stitch used to sew people up. Even the clay | use,
there’s a functionality to it - it’s earthy - and the hessian | use
comes from plants. I’'m taking something that might be functional
or overlooked - in the same way I’'m remaking these small wooden
misericords - and elevating them in a space where they can be
beautiful or monstrous.

ES: Thinking about that relationship with the body, many of the
sculptures in we are flowers of one garden and Touch Wood
feature the human form trapped in or emerging from another
object Fie.11.

Fig. 5 Detail of They tried to bury me, they didn’t realise | was a seed by
Jonathan Baldock. 2023. Ceramic. (Courtesy the artist and Stephen
Friedman Gallery, London; photograph Mark Reeves).

JB: Yes, there’s a blur of the body. You could look at them as being
trapped or fused. There’s an obvious parallel with our
interconnectedness with the earth and nature, but I’'m also
interested in the connection we have with human-made structures.
Throughout history, nature and the body have inspired building
design - columns in Classical architecture often have foliate motifs
and Greek temples were modelled on the proportions of the human
body, for example. Many of the body parts are my own but | don’t
want the work to be necessarily ‘about’ me. I'm making votive
objects for existence. Part of this is about claiming a space or
giving purpose to my existence. It’s also about the ancient idea of
metamorphosis - in the human consciousness, we often see
ourselves in animals or objects.



Fig. 6 Kiss from a Rose, by Jonathan Baldock. 2023. Ceramic, 77 by 29 by 36
cm. (Courtesy the artist and Stephen Friedman Gallery, London; photograph
Mark Blower).

ES: we are flowers of one garden was the first time that your
mum'’s face was cast in the work and she returns in Touch Wood.
Why do you directly incorporate her body in your practice?

JB: A lot of my work is a love letter to my mum and nan. When |
was growing up, my mum would drop me at my nan’s when she
went to work, and my nan would teach me to knit and sew. She
wouldn’t do fine needle work; it was very functional. We’d sit in
front of the television and chat and | loved it. When | was at art
school, the sculpture department always seemed to be a very
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masculine environment, | was in painting but I still wanted to make
three-dimensional, sculptural objects so | relied on the knowledge |
already had: the textile skills that | was taught as a child. Later,
when | decided to create bigger things, | got my mum involved. She
helped me quite a lot with my early shows.

Fig. 7 A foliate offering, by Jonathan Baldock. 2023. Ceramic, 57 by 33 cm.
(Courtesy the artist and Stephen Friedman Gallery, London; photograph
Mark Reeves).

In we are flowers of one garden | wanted to make an ode to her,
not only as my mum, but also as a big influence on my work. Her
garden is beautiful. She loves flowers and she works hard at it. |
thought that was a great springboard for the exhibition. | wanted
to capture some permanence, so | cast her body in it. The show
was beautiful to create and it was magical to share with her.
Making work can allow me to feel more powerful and motivated to
make change outside the art world. It can be disempowering to

1



focus on the negatives, which is difficult at the moment as there
are so many awful things to be concerned about. How do you fight
that?

ES: Growing up in the United Kingdom, | definitely had the
impression that we were in a constant state of sociocultural
progress, which, in retrospect, is far from the truth. In making
Touch Wood | wonder if you have noticed any parallels between
contemporary and medieval values towards sexuality, gender and
class?
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Fig. 8 Be fruitful and multiply, by Jonathan Baldock. 2023. Polystyrene and
fabric, 220 by 220 by 150 cm. (Courtesy the artist and Stephen Friedman
Gallery, London; photograph Mark Reeves).

JB: I've been thinking about this. It’s hard to project. Many of those
perspectives were never documented. A lot of our understanding
around sexuality has been moulded over the last two hundred
years. Prior to that, on the occasions when homosexuality was
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evoked in art, it was sometimes linked to humour. But | like to
imagine that people are people and it’s always going to have been
there. Similarly, before the Reformation there would have been
women considered to be healers, who held prominent roles in their
community. But this was extinguished with the intensive period of
witch-hunting in Europe from the fifteenth century onwards.
Previously thought of as intelligent and talented women, they were
suddenly rebranded as dangerous witches.

We’re now making a huge amount of progress socially, but there’s
always backlash and people resisting. | hone in on bits from the
past that have the potential for magic, things that have the
potential to empower, that have survived in secrecy.

Fig. 9 Installation view of Jonathan Baldock: Touch Wood at Yorkshire
Sculpture Park, Wakefield, 2023. (Courtesy the artist and Stephen Friedman
Gallery, London; photograph Mark Reeves).
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ES: Your reworking of the misericords would seem to capture
that. It’s exciting to think that the person who carved the nude
man bending over would have a significant exhibition dedicated to
their moment of expression over five hundred years later.

JB: What’s amazing about the misericords is that they are
nameless. This is just freedom of expression and pure joy. Using it
as an emblem is incredibly powerful. Within this church - which is
full of emblems of authority, both religious and political, as we can’t
forget the role of patronage in these spaces - there’s this little
man baring his bum. We have our systems of value and status, but |
want to show humans and even their bodily functions alongside
other more ‘serious’ subjects, just like they did in the Middle Ages.
We all have the desire to laugh and love; we question our existence
in the same way now as we did then.

Fig. 10 No one had paid them any particular attention, by Jonathan Baldock.
2023. Polystyrene and fabric, 108 by 58 by 190 cm. (Courtesy the artist and
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Stephen Friedman Gallery, London; photograph Mark Reeves).

ES: Although the distinction between secular and religious life
exists today in a way that can’t be applied to the time when the
misericords were created, they nonetheless seem to manifest as
punctures in official narratives. They offer a more human
perspective of this period in history. There’s also a strong history
of pagan imagery, mythical creatures and goddesses from our land
that many don’t connect with growing up. All of this leads the body
to be cut off from pleasure and the natural world.

Fig. 11 Detail of Becoming Plant (A hop), by Jonathan Baldock. 2023. Ceramic.
(Courtesy the artist and Stephen Friedman Gallery, London; photograph
Mark Blower).

JB: | think many people are seeking that connection again and to
challenge historical biases. Victorian attitudes towards sexuality,
for example, were a matter of ownership. For me, what’s really
fascinating about churches is that they’ve been better preserved
than other types of buildings. They are rich material for tracing
our histories. In many other areas, such as houses or farms, the
past has been erased. The fact that these images have endured in
churches of all places blows my mind - it’s a story of survival.
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Jonathan Baldock Cultivates an Unearthly Garden of
Delights

The artist’s oversized flowers at Stephen Friedman Gallery, London, address ideas of inheritance and nurture

BY TOM MORTON IN EXHIBITION REVIEWS, UK REVIEWS | 30 JAN 23

Spring has come early in Jonathan Baldock’s solo show, ‘we are flowers of one garden’, at Stephen
Friedman. On the walls of the exhibition space, outsized blooms flourish, their sackcloth petals
spoking from brightly glazed ceramic discs, their stuffed-linen root systems trailing across the
black floor, as though they’ve been pulled up by some huge, unseen hand. These plants belong to
no species known to botany. Indeed, their generative pistils and stamen have been replaced by,
or perhaps mutated into, human countenances, cast from the faces of the British artist and his
septuagenarian mother — a woman who taught him many of the craft techniques he employs in
his work, and who has long cultivated her own modest garden in the village where Baldock spent

his formative years.
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This, then, is an exhibition about roots, nurturing and budding into (creative) flower, in which
sculptures formed from clay and textiles emphasize their origins as earth and vegetable matter.
Nevertheless, it is neither a wholly bucolic vision nor a straightforwardly autobiographical
exercise. In the exhibition text, the artist says that he’d like his anthropomorphized flora ‘to
look like they could perhaps eat you’, and in Wildflowers don'’t care where they grow (all works
2022), there’s a whiff of both the cursed mandrake root and the walking carnivorous plants
from John Wyndham’s post-apocalyptic novel The Day of the Triffids (1951). Here, Baldock’s
features emerge grimacing from the centre of a yolky yellow bloom, his mouth stuffed with
dried chamomile, as though to calm him from some terrible, hungry rage. On a different, albeit
no less disquieting note, in And I refused to just wither in place, a long pink ceramic tongue
spools from his mother’s mouth, while her face is framed by what look less like petals than
glossy scarlet labia. Growth may be one phase of organic existence, but it is bracketed by sex
and death - two things which Baldock’s flowers, with their unsettlingly mobile root systems,

appear all-too ready to provide.
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The cycle of life is as close to an eternal theme as it gets, and to make it feel fresh is no small
challenge. The artist’s witty formal invention certainly helps. Consider They were common and
close, I had no room for growth, a white stoneware vessel with a pregnant belly that sprouts a
pair of cast hands and feet expressing contrary, if connected, emotional states: the former an
exuberant jazz hands’ gesture, the latter toe-curling embarrassment (which extremities belong
to son, and which to mother, is left deliciously unclear). Another factor is how Baldock’s
identity as a gay man scrambles any dully heteronormative readings of these works’ dynamics,
familial or otherwise. Much as this exhibition is preoccupied with what we inherit, and
bequeath, through nature and nurture, it also has more universal concerns. While the show’s

titular ‘garden’ is, in one sense, the self, in another, it’s our wide, shared world.



Jonathan Baldock, They were common and close, I had no
room for growth (detail), 2022. Ceramic stoneware, hessian,
wood, dried lavender, 142 x 34 x 30cm. Courtesy: ©
Jonathan Baldock and Stephen Friedman Gallery, London;
photograph: Todd-White Art Photography

If this world has a deity, then perhaps it's Mother Flower: a totemic, stuffed-fabric bloom
whose pink face is tattooed with green floral motifs borrowed from European folk art. In the
gallery where she hangs, the sound work Just a wild rambling rose seeking mysteries untold (a
collaboration with Luke Barton) swells from a set of speakers. Amid amniotic throbs, mother
and son sing Dolly Parton’s track ‘Wildflowers’ (1987), and Baldock’s late grandfather plays the
accordion. Looking closer at Mother Flower, we might notice she’s chewing on a mouthful of
dried roses, consuming dusty, bitter petals as she breathes out sweet perfume. Maybe her
divine wisdom is that we should focus on cultivating our garden and leave the imponderable

uestions of life and death, the ‘mysteries untold’, to her.
q y

Jonathan Baldock’s ‘we are flowers of one garden’ is at Stephen Friedman Gallery, London,

until 25 February

Main image: Jonathan Baldock, And I refused to just wither in place (detail), 2022. Ceramic stoneware, hessian, boning,
stuffing, natural amethyst, dimensions variable. Courtesy: © Jonathan Baldock and Stephen Friedman Gallery, London;

photograph: Todd-White Art Photography
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Jonathan Baldock: ‘We Are Flowers of One Garden’

Art Stephen Friedman, Mayfair Until 25 Feb 2023

Time Out says
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You should always talk to flowers. Not to help them grow or anything, but because they might just
talk back.

The flowers in Jonathan Baldock's new exhibition are more likely to do that than most, because
they're not just plants, they’re almost human. His installation is filled with ceramic sunflowers and
pots and petals. Mouths and eyes and hands appear out of the pistils and stems, grasping fingers,
wagging tongues, flapping lips. They're sunny, obscene, funny, weird things.

But they’re not surreal for surrealism’s sake. Baldock’s hybrid human/flower garden is a tribute to his
mother, who didn't just raise him, but taught him many of the crafts he uses in his art now. Across all
the technicolour vegetation of the exhibition, you get to follow the ups and downs, annoyances and
loves of a mother-son relationship, the closeness, the tenderness, the tension. In the back gallery, a
giant sunflower - the mother to all the smaller ones in the show, maybe — peers out of the wall, its
roots flopping all over the floor, its eyes bulging and intense, always there, always watching, like a
mother is supposed to do.



With his work’s folk-y, handmade quality mixing with contemporary aesthetics and his tenderly
personal approach, Baldock proves that art doesn’t always have to be about big concepts of beauty
or grief, or about subverting the gaze or questioning the nature of looking or any of that bollocks.
Sometimes it can just be about how much you love your mum.

I've never been massively taken with Baldock’s work, but this is the best I've ever seen him. The work
is clean, beautifully made, clever, attractive. It's a genuinely moving, deeply lovely and hugely
affecting exhibition. It's the garden as a parable for familial love, for kinship, for letting relationships
bud and bloom, even when they're covered in manure. And more than anything, it made me really
miss my mum.

Written by Eddy Frankel Monday 23 January 2023



Wallpaper*

London art exhibitions: a guide for early 2023

Your guide to the best London art exhibitions, and those around the UK this
winter, as chosen by the Wallpaper* arts desk

Jonathan Baldock

Stephen Friedman

Jonathan Baldock, And | refused to just wither in piace, 2022. Ceramic stoneware, hessian, boning,

stuffing, natural amethyst

20 January - 25 February

(Image credit: Copynight Jonathan Baldock. Courtesy the artist and Stephen Friedman Gallery, London
Photo by Mark Blower)

Jonathan Baldock’s work employs ceramic art, installation and
performance to explore our relationship with the human body, and the
spaces it inhabits. Baldock’s show at Stephen Friedman, inspired by his
mother, will transform the gallery into a vibrant garden, filled with
monstrous flowers and sculptures infused with motifs of plants and leaves.
Embedded with playful humour, his work questions function, and asks the
viewer to reflect on the trauma and spirituality that surrounds our

relationship with the body:.

Writer: Saskia Koopman
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SPECIAL FEATURE

D@ 074 0D 094 Z 112 —J 126
89 Amanda Baldwin €D  Claire Tabouret Cory Arcangel @ Chim ! Pom
B ° Christina Quarles D% Donna Huanca D% Heather Phillipson (C((Q} Daniel Boyd
(SFO Dominic Chambers D@ Doreen Garner @o Ian Cheng D% Eric N. Mack
@ Ella Walker g Gabriel Chaile g Jon Rafman @D# Laure Prouvost
0@  Farah Atassi = Hannah Levy @) JR @o Liang Manqi
Hao Liang (D Holly Hendry @ Lili Reynaud-Dewar ©  Mimosa Echard
Harm Gerdes Jonathan Baldock g ° Rachel Rose @ Oliver Beer
Jenna Gribbon Kris Lemsalu Simon Fujiwara Richard Kennedy
Kara Joslyn Marguerite Humeau Sin Wai Kin Ryan Gander
Korakrit Misha Kahn Wong Ping Simon Denny
Arunanondchai Natalie Ball Wu Tsang Tauba Auerbach
Lauren Quin Nick Mauss Trey Abdella
Marina Perez Simio Quayola Zhao Zhao
Mark Yang Tau Lewis
Mike Lee Toby Ziegler
Oscar Murillo Woody De Othello
Rachel Jones Yuichi Hirako
Robert Nava
Tammy Nguyen
Ulala Imai

_ Blossoms



£2| d=2| Not Working(21%), Body Language(2£%),
You Are What You Eat(0tzH)

M7 AEl HABLIOIE 14.7x43,5X59cm 2021(21%),
HMAZLIOIE, ot& = ASl 22t 17.56X77x103.50m
2022(E%), E&IHE 70x195x101cm 2020(0t2H) / 2tstH
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XLiE &= Eating Feelings (A Conversation)

LI, ABIRE, HE, 5, 72, Y0I4g, =Xt 2
30x50%x185cm 2020 / RE2| L& ZEOIEL}t SAUE2E
ZERUCt 2B H0| 0tU= TS OR2IRQUIE, 713, o S2
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Gabriel Chaile Hannah Levy Hao Liang Harm Gerdes Heather Phillipson = Holly Hendry

b.1985 OFZHIE|L} b.1991 0|z b.1983 &= b.1994 =2 b.1978 = b.1990 &=

71'guld HE 224, o] 23wttt o= stojHe| = A1 &S A X2 A AlA 2.0 o7 oREZZY X, B2 Tt aash A 719 &2

7tHeld AFYL ol2E|Y B2 25H8 REjZ2 Shu e 2203 gRle] AAIE dubEth
71'du|d 27+ A&t ol m] 21g, 24, ¥E SRS 82 E Ad AHEY 9F-E HERsHATL
T AAES FH ARE Ao Azt FEAE Aol F7]H 2 2 A gt A8AEE
olop7| gttt AFY-2 AHALE ‘Al ZHA QIFEHAF = AL QIA| F8H4 AFefof] FEoke e okt
olgtrt. FHY A o) At o] Z3tet 20471 2717F fgshe tiAd2 o & A, % 71,
Mol Zastct o] & S8l QRsh A ‘o e A Er| ofAutetA A, 27|
ALE|SE Bl ARl S Asta, ‘Pao] Al ete  chefatth o] S HelE =, B SHHA E5%H
o2& WA &3H {4 QIALE gttt @493 2 U|E A& W 7HE (Retainer) (2021) =
oAl = TS & A7Fe AYlR| o] %9 dALE 2| At AEQl A AYR OHE 2o x]ot 5|8 259 Aulibe, GIEA B2 SR H, £ A=gs DRt e 2 270 ThETE
Lo A5 v ECt I A} du|ot HE 0B 2 Ax|ch 27ke] w4 v-83t 7R = 2jotR 72 AN 2ttt woldol AYd-. S22 9] A= AEE YR, AsE B3 AAI A7
22 AEol oJRlstE P2 ATk 20184 s = AR YAIE STk gurt 2 A TaAbE A A A E A2 T 29 ot &2 ZEolth ol Holx] x|k
Hof e Aotolg| 2o A F7] ofEVRE AE]S] T AFRSHE AR FE T AR dust 2 e 5= gle ShHol BAA Utk ke vl AAIE &2ol= ‘BES Taal Adhsta 7]o|gt
Y ¥ E 27} (Diego (Portrait of Diego 2-Zo] wof, A A 22 9| 25 Atk AusH 1 43} 2AA%E S A 53HE T35 tAE AAZE A = 2%t o AL B 2|AREE ofojU e} Hu|UE EE7to| 2t ZYER FERITh o] Q8 Fvhe iR,
Nufez)) (2018) 2 T3l SA1 S Bttt of2dEl} I o2 LRR = FHo] 3AE =gjilicty,  SAIH ZZe 2 AT ‘U= 559 A5 LUty ebes ARolA 2G-S ARkt 271 o] o] JFo 2 of e A RE vl Y28}, A ek 2oko] Aok At A
S8 X FAto| A ZA| s IS s go Brge A2 £o2 thu 1 AL ahs 7FR] 3L =t A7]of BAIt 9] @3}, 2, HEg Y #Ho| x| 7} EAJ2tA ZF Abo] EE AASH= AZb 719k 19 B 0= Qe olw 22 57 the]d SR Al ARUO|E AR E £ Y AE
HFRE 7] B0 27 oA @2 Aot YJozich Azt E24-2 FAll A6k of| 28 el e BAE Fo e sk 7k stolH YA 712k Z2 O A A AE A, 2] elol = epxtete] ¥, A Al Absh= thd, v B 5 et ARE A AEsle
5 Aol A o] ZHE L oozt HUdR R Sto]B2| & AA|ch 8] 9] dlgof= ofjul FA, U= A8453te Alge S50 Hxsta SEBL 22 2o 2 yehtelet Atk 27k 9ES T EE WY 5 dAbo] ol HXE git) sl ‘Blolgk ‘g oy of ©l
AHEEEA SAS U W Thde] A g Ro|x BEFof tld] edllstY ] u]eAtA A& w7t Qlok Fuket xtolz} 3kl E71% olgfgt 7Hgof kel ‘TR Y sto|H e de| &S A 7rEAF T ol g Tk AE] H x| WE22 AL 5402 YiHe JAstsiA O,
wokth 2022 Wiy Aavjdlidd 2340 2HE fAbo] Hopglth 20224 #Y Al A& dtite shde] ZHd A7 8 1], TRt A~ 2 OXE AAE Q7He YRt ollsHA ¥h-&-star, Ad) g2 7He{ %l 22 UshA 2@ f0E 2SI YA SETHE
27+ 3¢t (Rosario Liendroy(2022) 2 &Z3ich Lol 359 Al 27be 2 EYTh A sttt gste] FEFFAE W858t o 7HY dAE SAPEA 0 2 QA AA ool &= 2E83] BFX| Y= Zhkol| & AHAitol 2ol = 7P o agt Psol 7Y BE S
229 2AHE L BlE 2= A7t oFmy AR 9o I E A= a5 NREEo] |E Agzhdct” Rl A efoldt Az 9L s TS Hojsln, A3t gtk (The End>(2020)= A4 EatZrtg7go] AE zFsicts To] gAY sk
ol & Huol 2Rl EAS &0 UhE o] F2E, 2= gl oz e oy B5otict ohe off AE F=re] EE A Eol} Aot B3t 2, 23S FHl= 39S Az g xztolh ErbEvL e d-8-& 71 EAH 0 2 {ujy A5 UL of 7)ol = dAE
2-Eo| FEAFe, BAE, A4l ouiE Foitt.  B2EE ZYY Bsoke AN Y Holx|gk 204171 = 0l&-& thakshs Ao Axtd AN A5 0E Boldo] ‘Bld 9EE ARt TlYedidg e Sgader 9y, 1 23t Fo] SARTh AHE] 2] FAlo A s
Uhe AFES mFg A5 BEStHA 2AES  AESd 544 23 st 2otk At tf 9] o] & Fofl dle-S FFE. sheFol (Rollercoaster)(2022)= AHEALS E-2-1 ¢ ool A2)e} ge], =28 Atk E20 Azkd B 2204 Gatol} Bojth U= Soa| A%
ojsliste] wEtcy” B o= Ten 9. 71573 7h-2t 013 2ZHE Aol & 7tR R 2 Ao FEFES T2 AHL 20164 H|o]F FAE wEA olF st YIS BB AE 7t S AL 2 ZG3th 2FEo Z27+0 2 AAE M2 AlZtoll A BhetE 1zt
FAEFH YA E2(2022), F& 81 2(2021) SolA EHYERAES A wETh U i 2Z0] SISl A (AT (2014~16)& B]-R-3ch A e o] Hlo]E] 7} AFo] EolA 7HE oty |1 gA7E A st S qhok” ¥4k Pefe] 2728 AE Yy A4t
NI . of2AE L A E4(2022) =4 TR Aol EAfgttha 2ot ¥ 9 o v MEQI 0|5 (&g B2 5o T Aot AR, a2 EFT o] Bots B4 A S AR 2 RS (Rapture) (2022) Al2|2E 2 o)% 7} L gaks] =ajut) Tol ofx|g A
Fofle ~opo| gt | AN AL W EE B Lzts] &gtk Y 2hE o= AAIA 9kl Fp7t eRohe A9 wojd FX|E ofE Eo =2 T30t} (Falling Stars)(2022)= 43tg glo|g|E  J= HUu|&4) golde| 2 Eof S3th £ 2Es  19l 2H&-8 (Body Language) (2022), 87}
Zech 58 7HtkE A #y 2262 3%k T Abgestet S5l ARl S3o] A8 19 AT o] Ytk YoteS Yl 2 Y-S W5t 7)e AHE O 2 QI7ho] H72 ot ZZ Y A A ZHEo] gl 222 (Not Working) (2021)0]th.
Yo|r}” & ISy £Y Y ZTHIFZE BotAlot 28t A ‘T Abe] P o 2 2fe ook go 2 Holxle fA4AY, o o] AFEE  ARE BARIT gERt AlAE thE AR 2% =&Y 7] 2FE (You Are What
wHAE uto| AEEY HE AEyoldisty St Arte o S35k A-5-& Ao, Gl AR oA LS HET Hu] Hlojg 7t L2 FAl o3l 3ol glrkal W=tk You Eat)(2020)9]= ‘“GAlo] B Zo] vi2
u 2 2|otE R XA A A|H L Fo}7to] B(2022), 3|5to] /g, MAL, AW Bl S A Hot A 2 Toet) 2. g aZ2AE ‘RE o] Euth o o, 2 WSS 93t FAlo|tyat= AX|gE Adlo] Holglch FHA
Hol=29 9 BAIFIT(2021), H& T2 FJojdo] QPR Al g 7S e oWt W £21(2022, 2021)0l A 7§21 71X, (There Is No  713]7} A7Ick. Eeto| B ~ufg &50] 3% g ZEo] e = F4ot AT 285t
slolgkol AU A (2021), & Alo]Al7HE2H2020) o] ZE 0 g 5232 2017wy 2u|d o] Sea But the Sea) (712 A 0] ofojo]a]# 2022), B2 At vl oA Azl HE 2 3 qofish ey 27k AlZtol7| e ghok 20229 7HE
SolA A . FLoA AF L FF F A4 Z7E Zodich 20184 7F A 8 {(Werden: From Michelangelo toy (A~ EF 3 d& 9 Rl A-g, FH ZYL =5t o & Y AA e sty Yol A A I+ T4 ES
1A A= 10m Zolo] F=Fute] 2| 7% ] Eg 2y A7 2021), (Utopia)(@HAZ2AE Y Fe AL Hd n| S A ul& AEgct HEW 2] Fejoole|HotED g, AH
3|3tE, 9j7ta Fu|E, THAT] 44 Sofliy ¥ 22 2021) 59 @A Fof. HAle 2 2o} it 2. EME Jt]olE A 2] (2022), &¥lol=uj&stist ¥ JIYHoEst £
229 ofERI| G| 2te] Zhotch 2zu|&stw ESREENA A D &5 F Y Ho|EHe]E(2021), Alo]=d = Hd A2 2| gbiele](2022, 2020), $AY
ShAb 9 AL 2. FA9 0y E7HE(2021), e A& (2018), S 20LEAIE](2016), Eepgubde]2(2021), L AT e IMZ2ZHEY
A}sto] @ 2abul<TH(2019), 7FLAIQF H+-2-(2018) Hd Sto] EXE72]2](2016) oA AAUA AH.  GAEAY](2019) SollA 7HIA 7E. o)A
SolA AN AR, wlo] oA AR 9 EHE oM A 9 &5 Z. AF L &5 3.
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[an Cheng Jenna Gribbon Jon Rafman Jonathan Baldock JR Kara Joslyn

b.1984 0| b.1978 O|= b.1981 FHLICt b.1980 &= b.1983 =& b.1983 0|

2ol B Al g eflo] o] A4 ofido] Jels = g Eajol 2tiA] Weole, g WF0|E A0l e B A gz, =40 1

ALt T2 o] o] EE TR 1 R2AFE

o720l 2} QlT] 2 RAM Eell AR BEhe

AR AFo|t}, Zrte] 18l IS uf & A9l
AT S ST Arolol A A G ThETh

Rl IEISHE 2Tk FE A OPELEM
sxzgo] FHJIE. A8} £ Q1E, 19504 H] &l 4]
& REZR YA I% éz%ﬂﬁ} =3

deEe A g eepr] A 2 AR RE oA e E = FA= olt}.éﬂ e,
APYRO] 7S ZF L, o Eo] L;F TAA oluA = A TUEL A d HRo]
o/ ERtRtel & oA }—E— gl W 2L SASHA] Rt HAE QAT HJY% =&Y
ot B HFEH ZRANHY R THS AAS olalist7|7Hx] 27 A% ek g5 WA'E  ESEue Mg A, Hl 2R A9 Q17 X ShY EZZ G (trompe-loeil) Z THE 2 1Y
Zxote OltjolotE| 2 B AlY Xt AL 2] o]u]A| 7} $§g71 IIHPAOEI S5 9tk AT 28-S FA 2 G4 AR Y e AY SAd 22 AR UF] ol Zokgle HE Aol vjatst A BEL 05d 3D I}
71E2 ol 88l Azt oA o] datefFo] st Gl Fge 2 BAE = Alo] @SS dAs o, A 23, 2EF 23} 418k g3 nleAt 5 URl QU E, 7H, o S & REZR ARSI S FH  AERE off|2E JR. 2 AR Qo 27, ulksith gUE 2 Z Erto]E ffo} R FA3H
FA o ] T 282 etk A EME 25 o 70 otk o9 Fo] FA Y& = FdEE& ASshe Zlolehd RololE A 0 EAls S FAH S 27t ofRlE A 41, 23 A& =Y AdlE A $hok 7]ol3t ti/d2 ik @S stk 3ok @A,
Algeolde 2 27 A o 5% 4 gle Jg2gU AA 2 A Aok Dol giEoh g Aol SAIt Y] thHE ZASf ik efzuks ofuue Aol ST wuptt 18 oYl Al SHReL St JRY| Egfo]= ubal. 134 oAt RojA o] tiA S JuET A7 HAl =
olop7| 5 AU o] 7% AHE AP 27 olu]z] Zof A1 9l Altfo] U= ‘B 7’3} F2ubA OhE 212 (9-Eyes)(2009). 72 B 2oy Hul= Fogla T2 dott o|F 2 MFeAE 2] gk B APzlo] gle UﬂAleb‘ 24T ol e}, “AbRl-E 214l ] AFA o 2|k,
A ke delsty, OlT HFE 220 ‘Kol Z'o] Fol-& ofu|shEx] Tal-& Frt” A~EEHIF HYT AR F ugAZ o2 BR, 2pp, B 55 o7 U = vl ik Frth A7k RS 7HEle A7 A RS A&l soldths HollA A3 7t gl =
A 0.2 sk do7|wAl lstehe Z7h= 20018 2A[ottf st SY st Al = Bo|AL |54 Fg-g T2l 4ud 2ot 52 olme] Feg Abat dhot ARl 2] S W=t Sohutel JRE 18M|0fl A5 7HoetE 13‘ SRS Bl AWEE EETT S Y e
Alzdoltt. =eH o oafd ¢ gl H s T& ARHe0A 193 43k 22]al svjof STk ohEHE BotR 2 FH I FE, d=, 7hdt Aol & ALk ghlnk “Bf-3o] thepel S5 A9e R Y 90| WA ES WHE Yot ARtk RoA T F-2 Bt
S5k Al Fxgteh P Al X FEete] g3t (uhe] GO E)(20006)0014 %OI EAshe of T2 AFR] 9] o H-& Hjulsl AlA 2| = vlEARNA pFde agdlES AE 4 HYFrk o5 A2 ol ¥y A== 27 SR B2 AdE AW A &T-E
Algeold Al (d2)S REZ kgt ke AHEE 235 GO A AFS o=tk x5 =yt 20104 vl Sy Eol= sl s AdT EOPE% eE Ak Alge A mAl0] AAR], Fefe) A5HE T T3l HlETh ZAE dovle IP 02 B Auprte]
Z2 o7t e 4 e diFdel <>}°IEIO1E ojuf Z7H= 233 YAlo] 049 ‘Bupe 5717 VR&OJ (View of Pariser Platz)(2016) & 371tk olgola, 2h2ol &5k b AARFA AEE Btk vk Hel, 24 1o, 24 Ao A 247} upRs o ey X2 At
FUL, FAb= AF N E S YRYALS o7 %1 ool 2ulgl Wl K20 Abzets AMES WEAOR Ful= SR el 87t B2 v B <Everythmg Starts with 74%{ AY olgo] Eo| thRA] = AES AT 2UF2IT] St S0 o4l RS
o] G2 vt 2 () EdE2A = UM o] & 2330 FUT 27|, HEHE B AFRES ot ASES A 7MY a Dream)(2020)Z A E ot H7-5 A2 2 W L, B3] AR o]l Sl o5 el AE S CHFIL ATk Q1F-0] AL 2] x14do] ofujt
Aol & 27|1FE A7 &8 el = FaAlHe] 22, QFFo] o] e Hg taEdjol T35 0 2 Hfelo] FoJAA Eotut UpEl e U E 2zboltt Folxl 25 4, W8 A HRATE 2010-S HFR FIA] ], okZelzt, 517 o]opr| 2 MG Ethe oA Alshrt 24l el
AlejzZolh vl L Eo] AEefd FRlgol Ak Ae| 5 uleAte] o 23 dojE BolEd SR8 AT Al S BB 2 ehnhe I} ope| 2 A[Ej S0 Agste U AP ofrlotA] BE F9S AR 2 7] A a gopletal 27t 255 AFSshs 5
YY1 7L A5 FARITHE 8 A wlo] T e G rEgteh SRR 1 512 of 4 Hlt] e Al @A cuyet ArFol EFsk WAL 2 oAl H2HAeh @7 Foioll 22t A 2] opet 5 ula| et AejeloA e IS ol ST S 2@ LA For
@ttt 2 (BOB(Bag Of Beliefs))& ~UFEE 2 4'e] o8, 54 A4 2918 2xshe Atk 4E 2 HXE AAC H&skr] A -7} Het 25 A& Sof dAte] ¥ EA], HAE EYlrk 22 Z2AE0 it A% (The A AFT ol 27 A13HE W3 Azt
of ZelAlo| At AAIG Fold AFEotEL &E Ay AMe T 1-*6};]] 3 GojSol Ly, e =2 A AEuto|Aete g o 2 AFS] 3o Qlge] ol A, Aot AAS BEst= e Wrinkles of the City) &= AFS] 49] AlZ0] 243 FT o golch Ze| Lot &df 3|5t g Y
el = 4 ol 8Ate] 2o GFa woo AAet  ApdstA ols1d AR B G2 AY Heluhgl ZeE AYY] 22H'E 243t B & AAIYH. (Earthly Coil) (2021) Ao Ae Y& A $74& A1 o5 718 oo Hx|gh e zuolt) AHrjol 1 Azt & MAF S Hl 2%
7RIS Bt Ao A R HAE R ujgAte] S o REGE 2] gt B 7|37 ol A ek, 2haLuke: o] 3t guto] glrtar ] a7k Al def2 A 494 =, ZFolth o] A%HE, TF=ES| U, A stol o AUt w8(2022), 2 AR A M+B(2021, 2019),
T ZRIOYX|Th Fi el 53} gy o] olo] A Z7F AA R ARG, o] 24l wich “@AS £26H vhReh] hth A =, 5, 5718 ddsEe BEo B AlZEgin s &2, TRt A = 8718 YA RN A 2 2w(2018), Al7HL LVL3(2017),
3 2ol o] Foxith= HollA 2Ll EE T3 At thgste zAobtf st Shab 2 x| Aok gtk o] o] RS EEsoktt L5 M 22HE Aulishs 715w AR ok Alnle] o2 & BFF T JRS A Sl ia*ﬂdE HEMAI(2015) ol Al A A,
Ak webA 120] 2E2 7S AIAIQL FAl0l AR A A ES. s RETFER 9| (2022),  Hlof Be 4 ek 2E2l e it e} 8l Yoy} 213t 7S AP T o] BES Aol Aple 2 7HE oA, et A 271E 2afAde oA A Yl 2 3
Ao Zadolth A2 Algo]d oz A 8 =g gz o] 2 (2021), HIEH B3 A, A7k S Gt AaE Y. FA ZH%?ED}. %iﬂiﬂdlgo*ﬂ FoEHT Y 4 Holde 2P ARlS ofelo] 2387 =
TS APl A 2e 7He AL TS 5 GNYPZ22](2020) SollA HAA /2. F2olM  BlockZ@2](2022), AZFAuAA 8]S31(2022), e gEgPollaist Fsta AAr Y. dd Fheh 20224 490l = ST eto]uholl A 45mo]
iy Witk Ae|ZUol vEe] X oY AR U HE S w22 AAubge] e (2022), Yeke 9 281(2022), slol JE gaa (2022), & YA ES4|(2022), Fohe AR AR18-S I 54 $-Fetolut
Ol& Ag, & dYulottigta o] FUotE A4t ofE2| & 27T TH2021), BE 2o 14| A5EF YA olE(2021), vhER = gl ofo]o] Ao 2 Ao} AA-S v|wsl
=4, 212 0lEw(2022), b5 FURHH(2021), (2021), 2L Zepx]vhgo] 22T U (2018), EF7PARIAIT CH(2021), ~EHE o 20]&3(2020),  @stel 588 7] ¥t “o] 2= $-2]<] ujeht.
HEd &efohrEM A=A (2018), T3 AE|G AE B E(2016), GAH EEAH O & 2ElEze|edde | (H™ 2020,2019, EFIE  ofo] x| $-Feto|u} Zulo] RS S A1
Hd Ajalerel22]2](2018), T 281 (2016) S0l HAA 7. ZE]ZolA AF 9 2020, 2182 2020) SOl HAH A AEAAN - QLA LejofA T Ech” FAETHUA(2022),
7H|710] =32 (2017) 5-ollA1 7HIA 7HZ]. 45 % AT L EE 3 a2YA 2129AuET021), Had =R
Folul A gu & & o] G4 2E/3(2017) (2021), B A=A 2] (2021), Ho| A7z
T oM A Y F2E 3 A (2021) SollA QA A,
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— raveller INSPIRATION DESTINATIONS PLACES TO STAY STYLE & CULTURE FOOD & DRINK

STYLE & CULTURE

The best exhibitions in London in 2023

Fora bil of culture, head to these fabulous exhibitions across the capital

BY CONNOR STURGES

10 January 2023

t Photography, Pete Braith

Jonathan Baldock: We Are Flowers of One Garden, Stephen Friedman
Gallery

Inspired by nature, the cycle of life and his mother’s relationship with her garden, Jonathan Baldock’s
latest exhibition at the Stephen Friedman Gallery is a colourful collection of ceramics and wall-based
sculptures designed to uplift and encourage reflection. What does it mean to be alive? How do we
understand our place in the world? These are some of the questions proposed among Jonathan’s
sculptures which, although greatly autobiographical, can be appreciated for their universality. Spot
faces in flowers, body parts on vases, and other theatrical styles across the showroom.

Address: Stephen Friedman Gallery, 25 - 28 Old Burlington Street, London W1S 3AN
Website: stephenfriedman.com
Dates: Friday 20 January - Saturday 25 February









Jonathon Baldock, Mending,
2022, Stoneware and glaze
filled with mugwort, 20 x 14 1/2
x 15 inches. Courtesy of the
artist and Nicelle Beauchene
Gallery, New York. Photo: JSP
Art Photography.

Jonathon Baldock, Boo-Boo,
2022, Stoneware and glaze
filled with sage, 18 x 13 1/2x 13
inches. Courtesy of the artist
and Nicelle Beauchene Gallery,
New York. Photo: JSP Art
Photography.
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Jonathan Baldock:
Facecrime

The Bluecoat, Liverpool
by Kyle Nathan Brown

Jonathan Baldock, Facecrime, Bluecoat Exhibition Launch, 2020. Photo: Brian Roberts

It seems a strange time to visit an art gallery right now, but the latest exhibition at
Bluecoat (Liverpool), Jonathan Baldock’s Facecrime, was too intriguing to miss.
Originally set to open earlier this year, the exhibition was postponed due to the
coronavirus pandemic and very recently reopened. In a video interview about the
exhibition, Baldock explains how the works came about following his research into an
alternative history of ceramics; a history in which clay objects were not only
functional, but were used by early human civilisations as a means of communication.
His interest in Mesopotamian clay tablets, which bear the markings of the ancient



pictorial cuneiform language, inspired Baldock to adapt this idea for a contemporary
audience, using emoji symbols — the fastest growing non-verbal language of our
modern age. Non-verbal language can be found throughout the exhibition, where facial
expressions adorn ceramic towers and masks. Solidifying this idea of non-verbal
communication is the exhibition’s title, ‘Facecrime’, a reference to George Orwell’s
dystopian novel /984, in which body language is used as evidence of guilt, and
incentive enough for characters to be arrested and questioned by the state.

In Gallery One, three walls are lined with a row of clay tablets, or ‘masks’ as Baldock
calls them, each unique and bearing a human-like face. There is a sense of walking into
a crowded room of private conversations, each stopping dead upon the visitor’s entry;
some faces appear mouths agape as if interrupted mid-sentence, others with staring
eyes demand silence from the rest, which are frozen in comical shock. The room is
bright, and the masks are a feverish medley of colour, texture, shape and expression. In
some cases, Baldock has used leftover clay, string and beads, giving a sense of
urgency, as if these works were conceived during episodes of restless inspiration with
the artist hastily grabbing whatever was at hand; others convey a sense of care and
patience. The masks range from looking as though they belong in a primary school art
class, with their charming naivety and brutish execution, to nightmarish and expertly
crafted, and others still feel friendly and wise, as if fallen straight out of folklore and
fairy tales.

One mask bears a face of leaves or petals, black with flecks of light brown and glossy
with patches of matte paint, arranged around three holes; two eyes and a perfectly
spherical, whistling mouth. Contrasting this is a cartoonish pink face, matte and flesh-
like, with a crude, trunk-like nose protruding from the middle, bending downwards,
then immediately up again before being squashed into where its left eye should be. The
solitary right eye resembles a peeling scab, revealing a small orange ball underneath. A
second small, this time yellow, ball has been dragged through the wet clay to carve an
arched, frowning mouth, and two unnervingly realistic ears jutting out from each side
of the tablet complete the piece. The masks are beaming with emotion; warm, friendly,
sad, strange and jocular. There’s a strangely welcoming energy in Gallery One, after
the initial feeling of unease — the artist states that he wants viewers to spend time with
the works, and allow their own interpretations to influence how they experience the
fascinating characters of the exhibition.



After the intimate atmosphere of the first room, Gallery Two presents something
entirely different: a large space strewn with towers of elaborately decorated vases, one
of which almost reaches the gallery’s high ceiling, whilst others seem to have fallen,
spilling blue sand with small stamped coins or disks in heaped piles on the ground,
evoking an immediate sense of wonder. Like in Gallery One, there is an abundance of
colour, all soft and playful in pastel. This playfulness is apparent throughout these
works. Gloss details draw out puckered lips and toothy smiles from the matte finish of
the vases, whilst emoji stamps decorate the clay. Protruding tubes and body parts call
the viewer with beckoning fingers, waving hands, and mouths ready to speak. There’s
even a distractingly realistic male torso appearing from one vase, which the artist has
fashioned after his own. There is a sense of humour in these works, along with a
feeling of the artist’s hands; art made with skill, thought and care, adding the
satisfaction found when comparing something handmade to its mass-produced
replicant.

Somewhat obscured by the whimsy of the work is a sophistication in Baldock’s use of
technique and materials. His use of ceramics, blown glass, wicker basket weaving, and
even poured melted wax add depth to the texture and surface of each piece, the latter
creating a distinctly fleshy and tactile appearance and maintaining an immersive
experience throughout the exhibition.

The space is bright and peaceful, which adds to the surprise when, seemingly out of
nowhere, a loud, comical sobbing, or mad cackling is blurted out around the space,
bouncing throughout the installation. An almost inhuman whistling occasionally
sounds from above; according to the artist, these are the sounds of the works speaking
to each other non-verbally, adding an extra dimension to the already visceral world he
has created. Baldock has succeeded in giving these characterful objects a sense of
history. The strange blue sand that appears to have been spilled around the sculptures
may represent what has been lost over the many centuries — but what remains, these
ceramic vessels, offer glimpses of bygone civilisations; marketplaces and trading
docks, the storing and sharing of goods.



Jonathan Baldock, Facecrime, Bluecoat Exhibition Launch, 2020. Photo: Brian Roberts

In the adjoining corridor between the two galleries, the walls are again lined with
peering masks, but these feel different to those in Gallery One. Somehow more active,
they seek the visitor’s attention, like they have something to say. Aesthetically
uniform, the artist has utilised a folding technique, with the masks’ features only
suggested by the lapping of thickly glossed clay. The faces on one side of the corridor
appear brutally sad, with their eyes following the visitor around the building,
pleadingly. Whereas on the opposite wall the masks are smiling, some of them
mnocently, and others perhaps not. Though their folds of clay and blank eyes are
almost identical to the sad faces, these beings seem to be experiencing something else,
perhaps hinting at some absurd truth they learnt from the acons their kind have seen.
This is all conjecture, of course, but it is what this exhibition does so well; awakens the
Imagination in such a way that the audience can’t help but create lives, purposes and
histories for these characters and objects.



Facecrime feels as though it is about humanity’s enduring talent to communicate
through culture: art, language and even facial expressions, highlighting the ability to
talk and share, no matter what the circumstances, making this exhibition somewhat
comforting in our current time of anxiety and sorrow. The artist wants the viewer to
devise their own individual conclusions, but one interpretation is that this exhibition
constitutes a place to step back from the current moment, and contemplate something
enduring.

Jonathan Baldock’s Facecrime is on display at Bluecoat until 1 November 2020.
Kyle Nathan Brown is a writer and artist based in Northwest England, currently writing his first novel.

This review is supported by Bluecoat.









Witty ceramic masks by Jonathan Baldock
that convey a world of emotion

Katy Cowan | 20 Sept. 2019

Do you know those people who find the face of Jesus in a pack of Monster
Munch? It's called pareidolia, a psychological phenomenon that causes people
to see faces in inanimate objects. And it's a cognitive process that British artist
Jonathan Baldock is exploring in his latest series of ceramic masks.

Jonathan Baldock, Maske 11, 2019, ceramic, 31x 35 cm. Copyright Jonathan Baldock. Courtesy of the
artist and Stephen Friedman Gallery, London.



Called Personae, the collection teems with bright colours and outlandish expressions. Ripples
of clay allude to folds of skin whilst incisions and abstract protuberances reveal
physiognomic features such as eyes, ears and nostrils. Here, you can see Baldock is toying
with the theme of pareidolia. Whilst some masks mediate universal emotions such as
happiness or sadness, others merely hint at figuration.

Baldock achieves the variations in mood and personality by experimenting with different
ceramic techniques, using coloured clays, applying glazes, and firing the hanging tablets at
varying temperatures. "Lustrous, painterly finishes emphasise the playfulness of certain
expressions whilst earthen, pumice-like surfaces manifest feelings of melancholia," says the
Gallery. "The artist employs seriality to emphasise these differences by hanging the works
side-by-side and using an identical rectangular format."

You can see this new series at an upcoming exhibition at the Stephen Friedman Gallery in
London, launching on 27 September and running until 9 November 2019.

Baldock trained as a painter
but now works primarily in
low-fi ceramics and textiles -
hand-making vast 3-D objects,
sculptural pieces and
colourful immersive
installations. His work is often
crazily humorous but also has
an uncanny, macabre quality.
He has exhibited
internationally and his work
has explored everything from
emojis to orifices. His studio is
in East London but he exhibits
internationally. Find out more
at jonathan-baldock.com.

Jonathan Baldock, Maske 1, 2019, ceramic, 31 x 25 cm. Copyright Jonathan Baldock.
Courtesy of the artist and Stephen Friedman Gallery, London.



Frieze London diary: enforced leisure, free
whiskey and a four-poster bed

Plus, Theaster Gates' culture club
3rd October 2019 18:03 BST

In bed with Baldock’s mum

The artist Jonathan Baldock wants to get you
into his bed. This is no saucy invite but an
interactive artistic intervention called My
biggest fear is that someone will crawl into it,
showing in the sumptuous surroundings of
Fitzrovia Chapel (until 5 October). The artist
describes the four-poster work, which comes
complete with exquisitely crocheted blankets
and pillows, as a “secure centre in a chaotic
world”. Visitors can snuggle up and listen to a
narrative recorded by Baldock’s mother, who
told us at the private view how “extremely
proud” of her offspring she was. Bless.

Sweet dreams: Baldock’s bed in Fitzrovia Chapel may prove
enticing during Frieze Week © Stephen Friedman Gallery
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Jonathan Baldock and Emma Hart

De La Warr Pavilion, Bexhill-on—Sea, UK

Jonathan Baldock and Emma Hart have been on tour, or at least their three—act ‘Love Life’
exhibition has. Starting as a small but busy show at PEER in London at the end of last year, an
expanded ‘Act I’ was at Blackpool’ s Grundy Art Gallery over the summer, and the final leg
finds them on the UK’ s South East coast. The locations are significant: ‘Love Life’ takes its cue
from the puppet show, Punch and Judy, which can trace its roots in the UK to 17th—century
London. In the 20th century, the show’ s red—and—white—striped booths became a seaside holiday
staple, Punch’ s frequently violent relationship with Judy becoming a benchmark of summertime
family entertainment. But while ‘Love Life’ references the tropes of the show — De La Warr
Pavilion’ s back wall is painted in vertical red and white stripes, the artists wear Punch-style
large noses in a short film — it is contemporary domestic tensions that are being explored here
rather than the puppet show itself.

The scene is set with a decorative hessian hanging depicting a twee—looking house with
crosshatched windows (Baldock, Wait Until I Get You Home, all works 2016 unless otherwise
stated). At PEER, this faced the gallery’ s floor—to—ceiling front window; in Bexhill-on—Sea, where
the first—floor exhibition space is open on one side, it faces onto the interior landing of this
seafront pavilion. Peeking out from under the hanging is a garish pink carpet; to the left there’s
one of four booth—like interiors that resemble sparsely furnished stage sets. Dyed-red clothes
tumble out of a washing machine made from pink metal tubing (Baldock, Out Damn’d Spot') and
works in ceramic and fabric are positioned on the floor, the walls, a dining table. A giant figure in
a baby walker — Baldock’ s A Guiding Hand — acts as a slightly sinister overseer, its large pink
fabric head featuring a film of a single blinking eye. Behind it on the wall, Hart’ s ceramic Boohoo
Boob Tube features two squeezed paint tubes morphing into red—raw breasts. Spelt out in
alphabet spaghetti in a ceramic saucepan are the words: ‘I feel like I’ m drowning’ (Baldock, /#”s
Not Burnt It’s Caramelised). This is no ‘Home Sweet Home’, then; cartoonish and tense, it' s a
place to escape from, rather than to.



The tension is ramped up further in
the film, Love Life (2017), one of two
pieces in the exhibition produced
collaboratively, the other being Jon
and Emma, a sound installation based
on a 1951 Stan Freberg comedy skit.
Viewed from a red velvet sofa and
presented on a large wall-mounted
television, Love Life' s portrayal of
domestic drudgery and disquiet
provides a narrative that links the
exhibition’ s disparate elements. In a
series of simmering conflicts that
border on the slapstick, the domestic
life of a couple with a young baby
plays out, at turns funny, farcical, and
displaying a pettiness that anyone
who has ever had an argument with
their partner will surely recognize.
Feet are intentionally trodden on as
they pass on the stairs; doors
rhythmically slam; a crammed washing
machine whirrs naggingly. The pair
don’ t talk and barely look at each
other, their only communication being
via occasional messages written on
cardboard: ‘You ***¥*ing loser’ says
one; ‘A*x?xhole’ another.

‘Love Life’ offers an uncompromising
portrayal of a couple living together,

exploring both the internal pressures exerted on a relationship and the external expectations that
come with family life. Yet while it captures the monotony and frustration of the everyday, it is
sustained by both its humour and an almost self—deprecating shrugging of the shoulders. As it
examines the stresses and problems of the domestic sphere, it also acts as a reminder that,
despite all it can throw at us, equipped with an ‘if you don’ t laugh you’ Il cry’ stoicism, it is still

possible to — yes — ‘love life’ .



June 30, 2017 by Marcelle Joseph

Marecelle Joseph Interviews Artist
Jonathan Baldock

“There’s no place like home, there’s no place like home, there’s no place like home...”

Suddenly, images flash through your mind of a baby blue gingham-bedecked Dorothy
clicking the heels of her red sequined shoes. The artwork of British artist Jonathan
Baldock is equally transportative.

Baldock blurs the line between art and theatre with his cast of enigmatic characters —
typically meticulously crafted, soft, pastel pink sculptural assemblages that focus on the
human form with an unsettling sense of humour. Employing crafts traditionally
associated with the domestic sphere, such as home felting, basket weaving, candle
making, appliqué, ceramics and stitching, Baldock’s multidisciplinary practice
incorporates painting, sculpture, performance and playful installations, finding inspiration



in the enchanted realms of mythology, masks, tribal rituals and folkloristic traditions.
Like Dorothy’s ruby slippers, Baldock’s work has a performative element that
encourages its audience to engage with it. For There’s No Place Like Home at CGP
London (on until 30 July 2017), Baldock’s largest and first solo exhibition in a public
institution in London, the artist, referencing the 1939 musical The Wizard of Oz, creates a
symphony of surreal sculptures that play with scale, horror and marvel bordering on the
grotesque. Baldock’s work can also be seen in Hull (at the Hull Maritime Museum until
2" July 2017 as part of its UK City of Culture programme throughout 2017) and in
Blackpool (at the Grundy Art Gallery as part of a collaborative touring exhibition in three
parts with fellow artist Emma Hart until 12® July).

On the occasion of Baldock’s solo show spread over the two spaces of CGP London in
Southwark Park, including Dilston Grove, the cavernous historic church that was one of
the first concrete buildings of its size in Britain, Marcelle Joseph talks to Baldock about
his theatrical sculptural practice and the new cast of characters he was commissioned to
make for There’s No Place Like Home.



Congratulations on your latest solo exhibition at CGP! Working in such an iconic
and monumental building as Dilston Grove and covering two separate locales, how
did you approach this show? What came first? The form or scale of the sculptures?
The materials? The reference to The Wizard of 0z?

CGP commissioned me to make new works for their Dilston Grove (church) space. As
you say, it is such an iconic space and could be viewed as an artwork in its own right! It
is long, narrow and very high and so not an easy space to show in. I felt the work had to
be made in response to these factors so I always knew that I wanted the work to utilise
the height. From here, the idea of hanging works from the beams above evolved. This
adds to the already very theatrical nature of the space — not just a church but a stage.

For me, showing in a church made it impossible not to think of mortality. The exhibition
came about during a time when I was thinking a lot about the vulnerability and weakness
of the human body. Of the shortness of life... I felt the need to oppose this and to make
monuments to celebrate its strength and wonder. I started thinking about the church as a
body and the sculptures within as fragmented body parts — kind of votives made
monstrous. The Wizard of Oz connection quickly succeeded these ideas, and — firstly the
idea of the homemade within the works, the significance of home to people today, but
also that Oz is the home of all the unusual characters. Ozma is more interested in the
unusual ones than the ordinary ones.



Your work is fascinated with the human body and its many orifices. For this show,
the viewer encounters a human-scale votive candle adorned with waxen ears, a
wicker chain that morphs into a human spine, chandeliers shaped like breasts hung
from the ceiling and a sandy table in the form of an eye. Is your use of the body and
its many parts a way of demanding that your sculptures perform for their
audience?

Absolutely — I see these sculptures as very performative. Not just in their references to
the body and their energy but also in the fact that they are often activated in performance
by live performers. These interactions often leave the performer heavily costumed and
seem less alive than the sculptures, and I love that!

Carrying on with the corporeal theme, do the bodily orifices depicted in your work
have a sinister, sexual or violent side to them as well?

I enjoy the fact that orifices (particularly the word) often have sexual connotations, which
in turn could be sexual or violent. For me, however, the orifice becomes a metaphorical
portal to pass from one space to another. The doorway from the outer world to the
internal world, the physical to spiritual. Orifices on the body are mouths, ears, noses and
eyes and not just the anus, urinary meatus, vagina and nipples — which I guess carry more
sexual connotations. I think these two aspects can easily run parallel as they do in life. It
is the dark and light aspect of the world we live in... or does that make it sound too much
like some life coach/guru??



Your work, idolising design, pattern and decoration and often imbued with a hint of
the ‘dressing up box’, is laboriously made by the human body, using craft
techniques associated with feminised labour. How did your interest in these
domestic skills initially come about and how much of it is bound up in your own
autobiography?

I learnt to sew from my nan. She sometimes looked after me when my mum was at work
and being an older nan meant that she took care of me in front of the TV and showed me
how to knit and sew — I loved it! Later it was my mum who passed on her sewing skills —
the basic blanket stitch which is a bit of a staple within my work was taught by her. I’ve
always said my childhood role models were three women: my nan, my mum and my
sister. And I see them entwined in the work that I make. I believe these mediums have an
honesty and integrity to them and are incredibly empowering. Being able to make work
and construct work by hand — especially in the early days was incredibly important to me.
Today, I am lucky enough to incorporate elements that I do make myself and I think the
work is all the stronger for it.



Let’s talk about your palette. Is it pastel pink, sickly pink, candy-coloured pink or
flesh pink? Is colour integral to your work and on the flip side, is colour an
important tool for the viewer to translate or decode your work?

Firstly, it is flesh pink but I like that it is also all of those other pinks. I love that it is one
colour that has so many associations. Pink also has associations with childlike innocence
so it becomes another tool with which I bring together opposing forces and I subvert and
distort its reading with uncanny or darker elements



For this show, you will animate your new work with performances by Vancouver’s
Kokoro Dance Company who will interact with your new commissions in Dilston
Grove in bespoke, sculptural costumes. This is not the first time you have worked
with performance artists and have made costumes for them. How did this
collaboration come about with this Japanese butoh dance company and why the
fascination with adorning the live human body in relation to your sculptural
installations?

I was first introduced to Jay Hirabayashi and Barbara Bourget of Kokoro Dance through
the curator of a show I had in Vancouver — Tobin Gibson in 2014. Tobin had organised
for them to perform within my show, wear some sculptural costumes I had on display and
activate some of the objects. We hit it off immediately and both expressed a keen interest
in working together in the future. In 2015, they invited me to design the set and costumes
for their piece ‘The Book of Love’. Inviting them to come to the UK has long been a
dream of mine and I’'m very happy they have agreed to it. I had no prior experience of
Butoh dance before working with them but I think what they do is incredibly powerful
and a wonderful antidote to a lot of performance at the moment in contemporary art
which seems to be focused on the young, bodies, complacency and posing.

Credits

Images 1-3 and 6: Jonathan Baldock, installation shot of “There’s No Place Like Home”
at CGP London (Dilston Grove), 2017, Photo: Damian Griffiths

Images 4-5: Jonathan Baldock, installation shot of “There’s No Place Like Home” at
CGP London (The Gallery), 2017, Photo: Damian Griffiths.



Image 7: Jonathan Baldock, installation shot of “Love Life: Act II”’ at The Grundy,
Blackpool (collaborative exhibition by Jonathan Baldock and Emma Hart), 2017, Photo:
Ian Brown.

Image 8: Jonathan Baldock, installation shot of “Toilers of the Sea” at Hull Maritime

Museum, Hull (collaborative exhibition by Jonathan Baldock and Ian J Brown), 2017,
Photo: Ian Brown.

Links

Jonathan Baldock: There’s No Place Like Home, CGP London (15 June — 30 July 2017):
http.//cgplondon.org/jonathan-baldock/

Artist’s website: http://jonathan-baldock.com

Offshore: artists explore the sea, Hull Maritime Museum, Hull (1 April — 2 July 2017):
http://invisibledust.com/project/offshore-artists-explore-the-sea/

Love Life: Act 2 (two person touring show with Emma Hart), The Grundy Art Gallery,
Blackpool (17 June — 12 August 2017):
https.://www .grundyartgallery.com/programme/forthcoming/

Belmacz Gallery, London: http://www.belmacz.com/artists/baldock_jonathan

Nicelle Beauchene, New York: http://nicellebeauchene.com/artists/jonathan-baldock/




About the Artist

Jonathan Baldock (b. 1980, Pembury, UK) graduated from The Royal College of Art in
2005. He has exhibited internationally, recent shows include: Offshore: Artists Explore
the Sea, Hull Maritime Museum; SPACE Gallery, London; Love Life: Acts 1,2 & 3
(touring show with Emma Hart), Peer Gallery, London, The Grundy, Blackpool and De
La Warr Pavilion (forthcoming); Conversation Piece/ Part 3, Fondazione Memmo,
Rome; Baldock, Pope, Zahle, Northern Gallery of Contemporary Arts (NGCA),
Sunderland; Notes from the Orifice, VITRINE Gallery, London (UK); The Soft Machine,
Chapter Gallery, Cardiff; Hot Spots, The Apartment, Vancouver; A Strange Mix Between
a Butcher’s Shop and a Nightclub, Wysing Arts Centre, Cambridge. He has received
international awards and residencies, including: Kunstlerhaus Schloss Balmoral
Residency (2015), Abbey Fellowship, British School in Rome, Italy (2013); Residency —
The Forest, Wysing Art Centre Cambridge, UK (2012); and Skowhegan, School of
Painting and Sculpture Residency, Maine, USA (2007). Jonathan Baldock is represented
by Belmacz, London and Nicelle Beauchene, New York.



Jonathan Baldock and Emma Hart
PEER

97 & 99 Hoxton Street

November 9-January 28

“Love Life: Act 1,” Jonathan Baldock and Emma Hart’s new
commission for PEER in conjunction with Grundy Art Gallery and
the De La Warr Pavilion, will play out in three parts, the first
beginning here. For this exhibition, the artists have refashioned the
gallery as a surreal Punch-and-Judy set littered with bizarre
handcrafted objects. The two conjoined rooms of the candy-striped
space become a gigantic theater for Mr. Punch’s family to perform
their cheerfully violent hijinks. Everything is suffused with an air of
menace, as though Punch could pop out at any time and brutally
beat you with his stick.

In the first room, Baldock has constructed a baby’s high chair out of
sickly pink felt and thin metal rods (A Guiding Hand, all works
2016). In the chair sits a grotesque stuffed head, perhaps a child’s,
carrying a digital screen that displays a single eye. The eye just
stares, occasionally blinking and tearing up, as though it's
witnessed something terrible. On a nearby wall is Hart’s ceramic
breasts with bright-red nipples, which seem to have been
squeezed to resemble used-up tubes of toothpaste (BooHoo Boob
Tube). Jon and Emma is a collaborative recording of the artists
shrieking out each other’'s names hysterically, orgasmically—a
sound track for their sexually aggressive tableau. In the adjoining

View of “Jonathan Baldock and Emma Hart:
Love Life: Act 1,” 2016-17.

room, Hart’s trio of ceramic comic-book speech bubbles protrudes from a wall, their silhouettes imitating the aquiline
profile of Punch (“You two-faced lying motherfucker”). Their texts yell out phrases such as “the way you use a knife”
and “cross your legs”’—evoking a feeling not too unlike like that of being trapped in the crossfire of a lovers’ quarrel.

Through black humor and innuendo, Hart and Baldock create an engrossingly sad tale where the viewer can decide

the finale.

— Grace Beaumont



Seductive Spaces

Four new art talents expand
expectations of installation.

WORDS KATE NEAVE

Jonathan Baldock

Jonathan Baldock creates installations with the mindset of a

painter. Designing tableau-style compositions, he wants us to feel

like we can step inside the picture frame. Having entered into his
surreal landscape, he draws our eye to clusters of small sculptural
constellations that are not quite what they seem. Objects that resemble
archeological tools are in fact impractical and absurd. Strange
handmade objects are everywhere, made from felt, sourdough and
polystyrene. Filtering an interest in ancient artifacts, ritualism and
tribal costumes, Baldock knits, sews, kneads and glues an imagined
contemporary primitivism.

“I think the concept of craftsmanship and the ‘handmade’ has never
been more relevant than it is today,” he says. “For too long, ideas
associated with craft have been dismissed as sentimental and nostalgic.
I believe in the power of making things, and the bringing together

of head and hand.” Baldock quotes Jean-Jacques Rousseau’s treatise



on education, Emile, by way of explanation: “If, instead of making a
child stick to his books, I employ him in a workshop, his hands work
to the advantage of his intellect, he becomes a philosopher while he
thinks he is simply becoming an artisan.”

It is Baldock’s talent for engaging the mind that makes his work

so compelling. Handmade objects litter the ground like the cultural
artifacts of a fantastical lost population. They invite us to imagine
our own narrative. His sculptures become characters in stories drawn
from our own thoughts.

A strange cross between a butchers shop, and a nightclub, 2013.
Installation shots, Wysing Arts Centre, Cambridge. Photos: Plastique Photography



Jonathan Baldock: The Soft Machine

The British artist blurs the boundary between sculpture and
costume, at Chapter, Cardiff

For his first solo exhibition in Wales, Jonathan Baldock will present a series of
sculptures, installations and performances drawing from a variety of sources
including theatre, pagan ritual, and contemporary popular culture. Baldock’s work
often takes the form of hybrid sculptures that act both as objects and costumes -
turning modest materials into monumental monoliths, or knitted shapes into
spaces for performers to inhabit and activate — which explore the relationship
between the body and sculpture.

Titled The Soft Machine, the show makes reference to the 1961 novel by William
S. Burroughs, in which he described the ‘soft machine’ as ‘the human body under
constant siege from a vast hungry host of parasites’. By designing a world where
humans inhabit the objects, Baldock raises questions of dependence and control,
questioning the hierarchy between visitor and sculpture, maker and material.

to 29 June, Chapter, Cardiff



ARTFORUM

Jonathan Baldock
PEREGRINEPROGRAM
October 9 — November 6

The clown—a source of laughter for some and of unease or even terror for
others—is the central motif in Jonathan Baldock’s sculptural installation Pierrot,
2011, which takes its title and inspiration from Jean-Antoine Watteau’s 1718—-19
painting of a commedia dell’arte fool. Standing alone above his fellow actors,
Watteau’s Pierrot appears lost in thought, the expression on his unpainted face
remote. In this moment, he seems unable to fully inhabit his persona—perhaps
he is a man forced to play a part that stopped making sense long ago. Baldock’s
version of the Pierrot figure evokes a similar sense of displacement, albeit in a
comically literal fashion: The clown’s costumed body has been abstracted into a
series of modular geometric forms that the artist can (and does) reconfigure at
will. Baldock sculpts the individual components out of polysterene foam, then
blanket-stitches sections of cream-colored felt directly onto the forms, forming a
taut sheath over the entirety of each. On top of this are sewn additional fabric
cutouts in the shape of tears, body parts, polka dots, and stripes.

When viewed as an installation, the sculptures yield a single, exquisitely
balanced visual tableau. Seen as individual works, however, their affects career
wildly from humorous to bawdy to downright creepy. A head placed atop a stack
of cylindrical and rectangular forms evokes a clown in jauntily striped pantaloons,
yet the bullet-size hole where one of his eyes should be, and the scarlike strip of
black fabric running down the jawline, conjure far less comforting imagery.
Comparisons to Frankenstein’s monster and his slasher-film offspring are
inevitable, but equally resonant is David Wojnarowicz’s 1990 Silence =

Death and its iconic image of a man with his mouth sewn shut, blood running
from the sutures like tears. For the most part, Baldock avoids pinning any one
cultural or art-historical reference to his sculptures, preferring instead to allow for
a potentially infinite number of them. A torso with outstretched arms, for example,
suggests the graceful leaps of a dancer en pointe, while the crudely suggestive
smiley face appliquéd to its chest reminds us that “low” forms of culture offer
modes of levity that are just as powerful as “high” culture. What is a clown, after
all, if not a man who can show us the potential for transcendence that lies in
both?
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