
Rindon Johnson
‘lAW OF LARGE NUMBERS: OUR SELVES’

Chisenhale Gallery presents Law of Large Numbers: Our Selves, a new 
commission and first solo exhibition in a UK institution by Berlin-based 
artist Rindon Johnson. The first iteration of this commission — Law of 
Large Numbers: Our Bodies — was presented at SculptureCenter, New 
York, earlier this year. Johnson’s exhibition is commissioned and produced 
by Chisenhale Gallery and SculptureCenter.

Moving between physical, object-based works and immersive, virtual 
space, Johnson’s work cuts through assumed realities and examines how 
virtual and physical spaces are intimately aligned. His work is couched 
first in language; in the ways that language fails, contradicts or empowers. 
Through modes of expression spanning publishing, virtual and augmented 
reality, to working with materials such as leather, wood and stone to 
create sculptures and installations, Johnson’s works explore the impact of 
capitalism, climate and technology on how we see and construct ourselves.

For his commission at Chisenhale Gallery, Johnson works both within the 
walls of the building, as well as beyond them. The gallery hosts a single 
channel video projected onto a large screen central to the space. Coeval 
Proposition #2: Last Year’s Atlantic, or You look really good, you look 
like you pretended like nothing ever happened, or a Weakening (2021) 
comprises a continuous live rendering of ocean weather data meticulously 
collected by Johnson from March 2020 to January 2021. On any given day 
over the course of the exhibition, the work generates second-for-second 
figurative visualisations of weather data gathered on the same day in the 
previous year. The result creates a year-long portrait of an area of ocean-
surface and surrounding sky, seen from various perspectives. Continuously 
mapping a recent past through computer generated imagery, Johnson 
transports visitors to a contained yet constantly moving mass of water to 
observe its changing climate — from undulating waves, to falling rain and 
clearing skies.

This site, known as North Atlantic ‘cold blob’, or the ‘North Atlantic 
warming hole’, is coincidently located at the approximate geographical 
mid-point between Chisenhale Gallery in London and SculptureCenter 
in New York. The mass of water is a stubborn cool patch that, despite the 



surrounding water’s rising temperature, stays cold. A direct result of the 
melting of Greenland’s ice sheet due to climate change, the cooler waters in 
this area interfere with the Gulf Stream current’s regulation of oceanic and 
land temperatures from the east coast of North America to the west coast of 
Europe.

Installed in the Hertford Union Canal, which runs along the back of 
Chisenhale Gallery is Coeval Proposition #1: Tear down so as to make 
flat with the Ground or The *Trans America Building DISMANTLE 
EVERYTHING (2021), a large-scale sculpture referencing the distinctive 
silhouette of the Transamerica Pyramid in Johnson’s hometown, San 
Francisco. Floating on a temporary pontoon in the canal, the work is only 
visible from the towpath of the waterway. The Transamerica Pyramid’s 
silhouette and name act as starting points to address questions of identity 
and belonging, such as where one comes from, but also accounting for an 
ongoing process of identification and disidentification. Johnson’s sculpture 
disregards the Transamerica Pyramid’s iconic material construction of 
concrete, steel, glass and white quartz to produce a work that references the 
building as a reconstructed outline, remade in reclaimed ebonised redwood 
and steel. Exposed to the elements and affected by the movement of the 
canal’s waters, the work is both vulnerable and steadfast, simultaneously 
looking for recognition and obscurity, watched over by a small light 
embedded in the window of the gallery. 

As part of Chisenhale Gallery’s commissioning process, a bespoke series 
of talks and events is programmed in collaboration with each artist to 
run throughout the duration of every exhibition. Accompanying the 
commission is a publication with original writings by Johnson, published 
by SculptureCenter, Chisenhale Gallery, and Inpatient Press. Connecting 
Johnson’s rigorous and poetic writing practice with the larger themes of the 
exhibition, the publication reflects Johnson’s commissioning process, as 
well as a document of the varied ideas, artistic figures, and approaches that 
inform his practice.

Johnson’s exhibition concludes Chisenhale Gallery’s Commissions Programme 
for 2021, which included exhibitions by artists Yu Ji and Abbas Akhavan. 

Rindon Johnson’s Coeval Proposition #1: Tear down so as to make 
flat with the Ground or The *Trans America Building DISMANTLE 
EVERYTHING (2021) is on view until Sunday 9 January 2022.



artists Biography

Rindon Johnson lives and works in Berlin, Germany. Selected exhibitions 
include; Law of Large Numbers: Our Bodies, SculptureCenter, New 
York (2021); Away with You, Smithsonian Museum of American Art, 
Washington DC; This End The Sun, New Museum, New York (both 2020); 
Circumscribe, Julia Stoschek Collection, Düsseldorf (All 2019); New Black 
Portraitures, Rhizome, Online; and NGV Triennial, National Gallery of 
Victoria, Melbourne (both 2017).



LIST OF WORKS

Gallery
Coeval Proposition #2: Last Year’s Atlantic, or You look really good, you 
look like you pretended like nothing ever happened, or a Weakening (2021)
Realtime portrait animating programme, weather data, projector, 
platform, computer

Hertford Union Canal
Coeval Proposition #1: Tear down so as to make flat with the Ground or 
The *Trans America Building DISMANTLE EVERYTHING (2021)
Redwood, Steel, Pontoon, Chain. On view until Sunday 9 January 2022.

The sculpture is made possible through the Chisenhale Gallery Commissions 
Fund and by Valeria Napoleone XX SculptureCenter (VNXXSC).



EVENTS

As part of the commissioning process, a programme of talks and events 
has been devised in collaboration with Rindon Johnson, spanning the 
duration of the exhibition.
 
Tuesday 9 November, 7pm 
Rindon Johnson reads from his new book The Law of Large Numbers, 
followed by an open ‘crit’ of the commission with friends and collaborators. 

This event will take place onsite with a maximum audience capacity of 20. 
To book, visit our website or talk to a member of staff. 

Monday 13 December, (online)
Johnson shares an online presentation for the 2021 iteration of the Stanley 
Picker Public Lecture programme, part of a collaboration between 
Chisenhale Gallery and Kingston School of Art, London.

The Stanley Picker Public Lectures are kindly supported by the Stanley Picker 
Trust. For further information visit our website or talk to a member of staff.

Thursday 27 January, 7pm GMT (online) 
Chisenhale Gallery, Afterall, and The Black Atlantic Museum host a 
panel discussion examining the fluid geographies, and indeterminate 
borders of what sociologist Paul Gilroy has termed the ‘Black Atlantic’, 
in relation to Johnson’s new commission.

This event will take place online. To book, visit our website or talk to a 
member of staff. 
 
Saturday 5 February, 3pm
Amina Jama, Frieze x Deutsche Bank Emerging Curatorial Fellow, 
leads a tour of Johnson’s exhibition.

This event will take place in the gallery with a maximum audience capacity of 
20. To book, visit our website or talk to a member of staff. 



Chisenhale Crits
In response to Johnson’s ongoing interest in the pedagogical framework 
of the ‘artist group crit’, a series of artist-led constructive critiques of 
artworks have been programmed over the course of the exhibition. 
These ‘crits’ are open to all and will be facilitated by Peer Sessions 
(artists Kate Pickering and Charlotte Warne Thomas), with guests from 
the Chisenhale Alumni network. 

Saturday 11 December, 2pm
Peer Sessions and artist Harold Offeh lead an ‘artist group crit’ inviting 
members of the audience to share work-in-progress.

Saturday 15 January, 2pm
Peer Sessions and artist Paul Maheke lead an ‘artist group crit’ inviting 
members of the audience to share work-in-progress. 

These events will take place in the gallery with a maximum audience capacity 
of 20. To book, visit our website or talk to a member of staff.

All events are free to attend, unless otherwise stated, but booking is strongly 
advised. Please visit chisenhale.eventbrite.co.uk or ask at the front desk to 
make a reservation.
 
BSL interpretation for events at Chisenhale Gallery is available on request. 
Please contact mail@chisenhale.org.uk for further information. Please be 
advised that two weeks’ notice is required in order to confirm an interpreter.



LIMITED EDITION 
Rindon Johnson
Sparrow sings new song (2021)
Digital print on Vellum
20 x 30cm
Edition of 40

£255

Chisenhale Friends’ price: £229.50

To accompany the exhibition, Rindon Johnson has produced a special new 
work, Sparrow sings new song, (2021) as part of Chisenhale Editions.

For Chisenhale Editions, Johnson has produced a new edition that 
builds on research developed while making his sculpture, Coeval 
Proposition #1: Tear down so as to make flat with the Ground or The 
*Trans America Building DISMANTLE EVERYTHING (2021). 

Sparrow sings new song (2021) is a digital print on Vellum, a prepared 
calfskin. This surface provides Johnson a recurrent material upon which 
to consider living beings and their byproducts as economic commodities 
that form an undeniable (but frequently unremarked upon) part of our 
reality. The digital image depicts the floating sculpture included in 
his Chisenhale Gallery exhibition, based on a Xerox from the artist’s 
original four-panel preparatory sketch. Johnson’s long standing research 
into animal hides is layered with text which recounts shifts in sparrow 
behaviour and birdsong. The edition ultimately invites the viewer to 
imagine new narratives, bringing forward a subtext of our own identities 
as neither fixed nor constant.

Chisenhale Gallery Friends and Patrons receive a special 10% discount 
on editions priced up to the value of £3,500. For more information 
and details on how to join and support our programme please email 
development@chisenhale.org.uk.



Chisenhale interviews: RINDON JOHNSON

Ellen Greig: The first iteration of this commission, Law of Large 
Numbers: Our Bodies (2021), was presented at our co-commissioners and 
producers, SculptureCenter, New York, earlier this year. Your exhibition 
at SculptureCentre included more works than we are showing here 
at Chisenhale, and was very tightly connected to the publication that 
accompanies the commission, published by SculptureCenter, Chisenhale 
Gallery, and Inpatient Press. 

Your exhibition at Chisenhale Gallery, titled Law of Large Numbers: 
Our Selves (2021), includes two works and the publication, all produced 
as part of the co-commissioning process. Let’s start this conversation by 
talking about your sculpture, Coeval Proposition #1: Tear down so as to 
make flat with the Ground or The *Trans America Building DISMANTLE 
EVERYTHING (2021), which we are sitting beside right now, as it floats on 
a pontoon in the Hertford Union Canal, at the back of Chisenhale Gallery. 

Rindon Johnson: So yes, here is the work, sitting on a pontoon in the 
Hertford Union Canal. It can only be viewed from where we’re sitting, just 
outside your office, and also from the towpath opposite. It is actually fitting 
that we start our conversation by talking about this work, as it was the first 
idea I committed myself to when developing the show. I started thinking 
about this work right before the first lockdown in March 2020. 

I was back home in the Bay Area of San Francisco. Following on from a 
conversation with Sohrab Mohebbi, Curator-at-large at SculptureCentre, 
I was thinking about sculpture as a discipline and what kind of sculpture 
I would even make. As well as thinking about sculpture in relation to 
language and abstraction, and how to fix or unfix these disciplines. As I was 
at home, I found myself with an old friend, looking over the San Francisco 
skyline, where the 48-story futuristic building called the Transamerica 
Pyramid used to dominate the horizon. I was thinking about fixing and 
unfixing, about who gets to have a body and about the Transamerica 
Pyramid. Through this process it dawned on me that oh, it’s the trans 
America building. And this flat footed pun and play with language stuck 
with me. I was thinking what is the Transamerica Pyramid and what is trans 
existence? So this work, like everything I do, kind of stumbled into being, 
from an idea to a form.

EG: Can you tell me a little bit about the history of the building?

RJ: It was built in 1972 in the Financial District of San Francisco, for the 
Transamerica Corporation, a life insurance company, working with Fidelity 
Investments, mutual funds etc. Basically, they make money for people. The 



CEO of the company at the time, was really interested in the ‘fairness’ of 
making money. He thought that everybody should have financial freedom, 
like sunlight. He was like, I want to make a building that allows sunlight 
to get to the streets, just like everybody should have financial freedom 
and independence, which is just absolutely hilarious to me. It is like when 
Bernie Bros voted for Trump. There’s a circle, with slopes or something, 
and on one end there is Bernie, clearly saying, let’s build a better society, 
destroy everything, and on the other side, there’s the other guy just saying, 
let’s destroy everything! The agitation has the same undertone but different 
articulations, different violences and attracts, somehow, the same people. 

Anyway, the building is huge, and it’s beautiful, absolutely beautiful. 
The stone, the glass. The plunge through the bottom of it; it’s a complex 
and precise build that really uses light and reflection. When they were 
constructing the building they made unusual decisions like planting 
indiginous redwood trees at the base of the building. I think they’re about 
100 year old redwood trees. It’s unbelievable. It’s such a fascinating place. 

EG: Perhaps like the ‘energy’ of San Francisco itself? Not that I’ve been 
there. But I guess what you’re talking about is a contradiction in terms.

RJ: Yes totally, When the building was constructed, people hated it. And 
all these architecture critics were like, oh, it’s the worst building ever, blah, 
blah, blah. But over time, it just became part of the city. The idea of the 
beginnings of an icon really fascinates me. The Transamerica Corporation 
eventually moved to Delaware, because Delaware is where you can get a 
lot of tax breaks in the US, of course. And now the building is owned by 
some German company. 

I think what I like about the site is that it is kind of ‘up for grabs’, like as a 
trans thing. And I love the idea that anything else that is trans is also mine, 
because I’m trans too. For example, I am also interested in this in relation to 
transport companies. There is nothing like being on a road trip and passing by 
all these giant trucks with ‘trans-blank,’ like ‘trans-pacific,’ ‘trans-national,’ 
‘trans-air,’ ‘trans-alliance.’ All these trans, all that stuff under our name. It’s 
relevant, this action of naming yourself something. And then over time, 
it turns out that it means something different. And so suddenly, we are all 
in bed together by accident. And so maybe, let’s make it a thing. But then 
the material of it, what’s that? In architecture school, (or at least at the one 
I dabbled in), you learn that buildings should not have many visual and 
structural movements inside of them. It should be three, better two gestures. 
So, I was thinking, well, what are the gestures of the Transamerica Pyramid? 
There’s two, a triangle, and another triangle inside of it. 
 
EG: You started making this work by drawing sketches of the outline of the 
building.



RJ: Yes… A friend of mine called it a star and another said it reminded 
them of a body. To me, it feels very much like its own form but it does have 
a bodily element to it. I find the idea that it’s related to a single person or 
body kind of funny. I don’t mind it as a body, what’s a body anyway? Who 
gets one? Anyway, it’s all for all Trans. 

EG: Is it a monument? 

RJ: I don’t really know what the purpose of a monument is. But when you 
suggested that we install the work in the canal and that this work should 
be outside in a public space where essentially it could get damaged, I was 
like, that’s great. Because I don’t know if monuments can ever last very 
long, or if they should stay in one state forever. Perhaps monuments are in a 
constant shifting state. I’m in a constant shifting state.

Last year, while I was working on this show, The New York Times asked 
me to write a proposal for a new monument in response to a number of 
monuments and memorials associated with racial injustice being removed, 
or commitments being made to remove them. It was a really rough question, 
because what is a monument? And let’s be honest they were asking me to 
make the monument because I’m a black, trans artist. Do they feel that by 
asking me it somehow begins the process of absolution? For me, the only 
thing that could change the situation is if intentional movements by many, 
many people came together. And time. So I questioned if I could make 
something that pushes that forward? Or holds people accountable for those 
two things that are so big and nebulous.

I said yes to the invitation while also saying no by writing this text called The 
monument to all those who have suffered under capitalism, or something 
like that. I also made some suggestions to return Mount Rushmore to the 
ancestral people of that land, the Oceti Sakowin (Colloquially, the Lakota/
Sioux). The Oceti Sakowin people have a lot of different opinions about what 
should happen. Some people are like, let people keep coming to see it. Let’s 
tax the shit out of them. Other people are like, no, we don’t want them to see 
this again. It’s not my job to do anything other than to be like, give it back.

This work is a kind of a monument I guess. Perhaps it is my action of taking 
something back from San Francisco. It is an active monument.

EG: By installing the sculpture in a body of water the work is now in a 
literal state of movement. How do you feel about it sitting here and being so 
vulnerable to the weather, to birds, to humans?

RJ: The sculpture is made from reclaimed redwood timber used in water 
towers in New York City, so the wood has been exposed to the elements 
before and is rot resistant. And as for vandalism, it’ll hurt someone 



else before it gets hurt! Part of my interest in it being outside also has 
something to do with this perceived fragility of trans bodies, we’re 
alright, everybody weathers. 

The wood is ebonised, which uses a coffee and iron based dye to darken 
the wood to a nearly black stain. It’s an old process but it took off as a 
rising middle class came into being with the industrial revolution, which 
coincided with the exhaustion of Mahogany wood supplies throughout 
the Bahamas and other places where tropical hardwoods flourished. The 
process itself is a form of mimicking and I’m interested in it in relation 
to this historical deforestation; the transportation of wood across another 
portion of the triangular Atlantic trade route that I reference in the work 
we’ve installed in the gallery. Oh, and the Trans America building also has 
some triangles inside of it as well. 

EG: Yes, so let’s talk about the work we’ve installed in the gallery space. 
It is a CGI work, titled Coeval Proposition #2: Last Year’s Atlantic, or You 
look really good, you look like you pretended like nothing ever happened, 
or a Weakening (2021), which visualises weather data of the North Atlantic 
‘cold blob’. What is the significance of this site and what drew you to it?

RJ: The material conditions for making this body of work was that it was 
going to be exhibited in two places, New York and London. This in itself 
became a tool for exploring the geographical space across and between 
the two sites. Also, I’m a black American person, so that journey across 
the Atlantic has meaning. I was interested in what that journey looks 
like. I realised that if the work is being produced by these two places, the 
geographic middle point is where the show really is. So, I drew a line 
across a world map from New York to London and there I found this site, 
known as the North Atlantic ‘cold blob’, or the North Atlantic ‘warming 
hole’. The ocean in this area is getting colder while the surrounding waters 
get warmer and warmer as a result of the rising temperature of the globe 
and the Greenland ice sheet melting. Basically, all the ice is melting into 
this one hole in the ocean. The cooler waters in this area interfere with the 
Gulf Stream, which is a warm current that runs through the ocean, from 
Mexico to western Europe, and slides up past Greenland. The current also 
loosely marks the Atlantic triangular trade route. Scientists say that the Gulf 
Stream will eventually collapse if the sheet continues to melt. It is going to 
melt. Basically, it’s the laws of large numbers that we’re labouring under. 
In finance the law of large numbers refers to a business that grows so large 
they begin to eat themselves. 

At the moment (thanks to video games mostly) the graphics cards that 
make advanced CGI possible have reached a price point where a lot of 
consumers can afford them. These graphics cards represent an increase 
in computing power that have manifold applications, so for example, 



their prices fluctuated greatly in relation to the rise of cryptocurrency’s 
popularity and have waned since thanks to some governments’ interference 
in crypto. That’s an aside, but it’s an important one, it’s in the work too 
somehow. Anyway, in short, these graphics cards aid my ability to take any 
sort of data and turn it into something else. 

I have artistic vendettas with various art historical figures. One vendetta 
I have is with Andy Warhol and his long films. I wanted to make a film 
longer than Andy could have ever made. But not endless; a boundary can 
usually affirm the inscrutability of something. So I thought, maybe I could 
make a work that maps the activities of the North Atlantic ‘cold blob’ for 
the entire year of 2020. And of course, ocean data is free. So I just pushed 
all the data together.  Now there is this piece, vendetta sorted. 

EG: Tell me about this process. How did you gather this data? And then 
how did you translate this data into this moving image that we see now in 
the gallery space?

RJ: Well, like everything, I had some help from my developers at Pariah 
Interactive. We started with NOAA, (the National Oceanic and Atmospheric 
Administration). They basically hold all the data for the ocean, and they 
have various sites scattered on different coasts around the world. Also, if 
you’re traveling across the Atlantic, or any body of water, you have to report 
everything that you see, all the changing climate, and all the stuff that’s 
happening. So these reports are aggregated into these huge open access 
spreadsheets online. There is ocean data dating back to the 1600s. I’ll be 
mining that historical data soon enough. 

In this data cloud cover density is measured on a scale of one to 10. When 
you look at the data you can see patterns in it. For example, one guy 
recording the climate on one boat really seemed to think the cloud cover 
was intense. Was it just his mood? Seen against another data set from a 
different boat in the same area at the same time their data maps say that 
the cloud coverage was not that bad. I did a lot of sorting through this data 
and making them agree with one another. There is a lot of subjectivity 
in this piece, even though it relies so heavily on data. The computer also 
adds its own subjectivity to the work because ultimately the data itself is a 
translation of some factual hard realities (for example wind speed, sunrise 
time) vs. the subjective (for example cloud cover during a sunset) so I 
offload this missing information to the AI of the video game engine itself. 
Between all of it is a new thing that is an original moment. 

I collected all this data and I spent a lot of time figuring out which of 
these 50 columns of data is actually relevant to making a visual image? 
On average we used perhaps 20 columns in each spreadsheet to actually 



generate the imagery. The cold blob is very large, so there is data from all 
of its boundaries, it really is the blob itself in all of its aggregation. 

EG: In the work we see the ‘cold blob’ from two perspectives; one looks 
to the ocean’s horizon and the other takes a vertical perspective, looking 
straight down onto the surface of the water. In the western imaginary a shift 
from a linear perspective to a vertical ‘birds-eye-view’ can be traced back 
to the overseer’s hierarchical position surveilling plantations, to colonial 
expansion maps, to aerial warfare, to drones... Did this relationship to power 
and vision guide you to navigate the space through the use of vertical to 
horizontal perspectives? 

RJ: Definitely. I think about it a lot. I was thinking about Saidiya Hartman 
Venus in Two Acts in relation to whose vantage point do you see? And 
what does it matter? What is the past’s relationship to our present? What 
can we imagine and what can’t we?  

The camera switches from a vertical to horizontal perspective every 180 
seconds. I decided to use these different viewpoints as they both speak to 
a kind of violence. The work moves from a view of the sea and the sky’s 
horizon to looking directly down upon the sea’s surface from a bird’s-eye-
view. The vertical perspective examines a space of deep potentiality seen 
through what I consider a violent viewpoint, while the horizon view is a 
seemingly democratic understanding space, of flatness. 

EG: The work is 11 months long, so its running time is 8,040 hours, starting 
in March 2020. Why did you decide to map 2020, opposed to any other year? 

RJ: In many ways this is ‘a pandemic show’. The publication that we 
produced as part of this project, Law of Large Numbers, published by 
SculptureCenter, Chisenhale Gallery, and Inpatient Press was written 
during the first wave and maps the process of making this work. At some 
point, to sort through my vendetta with Andy, I knew I needed something 
long, but I didn’t see the fullness of a year until I began to see the year 
unfolding before me. I was speaking to my friend yesterday on the canal 
when we were watching the Transamerica sculpture being installed, and we 
were talking about how there is this question that we seem to all be asking 
ourselves, when will the pandemic end? And we both paused, and agreed 
that the pandemic will never end. And in telling that to one another, we felt 
a sense of relief. This will not just neatly end, this is part of who we are 
now. Letting it become who we are allowed it to move through us. 

EG: Yes, the book is like a diary of your time making these works, and 
references the artist’s who helped you along the way. 
 
RJ: My relationship with the artists in the book, in particular with 



Mary Lovelace O’Neal, and Jack Whitten are very important. These 
conversations about blackness and abstraction in painting, continue to 
confound and confuse me. I don’t really understand why blackness is so 
easily articulated through abstraction. 

I’ve been thinking a lot about data and my original trajectory with all of 
my work, in particular my cowhide and leather based works, which are 
not present in this exhibition, but inform the edition I have made for the 
show. When I started working with the cows I realised I am a byproduct 
of a system that I have no control over. And yet, I’m still alive. I still have 
agency and I looked at the cow, and realised that we are together in this; 
byproducts. I’m now looking at data sets and getting numbers and thinking 
that I too, at some point, was also just a number. I come from numbers. And 
as a subject in capitalism, I maintain myself as a number and in some way, 
enjoy it? Embrace it? Exploit it as I enjoy it? Anyway, a number can be 
anything, it could be the ocean, or it could maintain itself as a number. It can 
be something in someone’s bank account, or it can be literally nothing; just  
a fucking concept in my head. Perhaps it is just a concept in my head, like 
blackness is a concept… Mary Lovelace O’Neal’s abstract paintings with 
their giant gestures of colour also make me think about the kind of absurdity 
of naming one thing over another thing or one colour next to another colour. 

EG: Do you see this work as a work of abstraction? 
 
RJ: I think in my head, the work feels very abstract in its precision. It’s 
precise, or trying to be. The work is being projected through one of the best 
projectors on the market. The computer, which is running the work, has 
an incredibly fast processor and the highest end graphics card, so not be 
a bro about this, but we’re working with ‘top of the line’ throughout, and 
honestly the programme could handle even more power, the image could be 
even crisper, even more realistic. But the computer demands more than the 
projector can give it. At some moments in the work you can see the waves 
break down into pixelated squares. Every now and then the work glitches. 
Even with the best technology the data can’t be fully shown, it can’t be 
held together. And it will be many years before this piece will be able to run 
smoothly and precisely. The work is still, even when it’s physically presented, 
just an idea because the computer and the projector can’t keep up. 

EG: The technology we are using to run this work cannot hold the full 
‘weight’ of the work. 

RJ: Yes! The frames per second coming out of the computer averages 
about 125 frames per second. Then the projector can only do 60 frames 
per second. So you’re already losing half of it there. Interestingly too, 
60 frames per second is basically the boundary of our frames per second 



sight abilities, so our eyes are completely maxed-out. There’s an argument 
we can’t see 60 frames per second, we just think that we can. So in this 
way, yes the work is super abstract, because everything is getting lost and 
jumbled and confused. The brain is making up the work as much as we are 
seeing it. 
 
The human eye wants things to make sense, and virtual reality deals 
with this so well. Amy Jones (Assistant Curator at Chisenhale Gallery) 
and I were in the space the other day, watching the work, and we got the 
sensation where your eyes see one thing and your body is feeling a different 
thing, and you feel a sensation of sea sickness or disorientation. I thought 
that, theoretically, that sensation could only occur with a VR headset on.

EG: I like that in this work you have created a collective experience of 
people looking at something together, as opposed to the individual space of 
the virtual reality head-set.

RJ: Totally. This work allows you to feel the tone of the room through 
other people’s bodies.

EG: Much of your work starts with writing, or a relationship to language. 
This is really explored in the publication we have made, but also in the 
titles of your works. How does writing, or language, inform your work?

RJ: Language is like a leaky container. And I love a good leaky container. 
Words are constantly reinvented; everybody uses it a little bit differently. 
It is always in a state of becoming. As a trans human I am asking the 
question, what does it mean to be trans? I’ll never actually ever fully be a 
man, and that’s not even the goal. That was never the goal, right? That’s 
not why I’m on hormones, that’s not why my pronouns are so slippery. So, 
what is the goal? Perhaps it is just a state of becoming over and over again, 
which for me also relates to the slippages around language. To be a little 
bit of this and a little bit of that. But also, somebody can use the way that 
I look, or am, in a completely different way to how I see myself, or how I 
actually am. I was on the bus today and there was a little kid and she was 
alone. She saw me and she clutched her backpack. And I was just like, 
oh, this poor kid has it ingrained in her head to be afraid of me. But if she 
saw me in a completely different context with my kid who’s just a little 
bit smaller than she is, she would be completely happy to see me and feel 
safe and cool. This misrecognition and way of reading is a bit like words. 
All this to say, I think so much of my work, or maybe why I make work is 
because I don’t understand anything.

Interviewed by Ellen Greig, Senior Curator, Chisenhale Gallery, on Friday 
29 October, Chisenhale Gallery, London. 
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