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‘THE TREMBLE, THE SYMPTOM, THE SWELL AND THE HOLE TOGETHER’ 
ALEX BACZYNSKI-JENKINS

Chisenhale Gallery presents The tremble, the symptom, the swell and the 

hole together, a new body of work and the largest commission to date 

by London and Warsaw-based artist and choreographer Alex Baczynski-

Jenkins. 

For his new commission at Chisenhale Gallery, Baczynski-Jenkins 

presents a choreography that unfolds across the duration of the 

exhibition, examining the relationships between affection, distraction, 

desire and loss. Performed by Baczynski-Jenkins’ collaborators 

and presented within a minimal and adaptive set, the choreography 

incorporates two interwoven temporal formats: fortnightly ‘Episodes’ on 

Thursday evenings, followed by extended ‘Fugue’ performances every 

Friday to Sunday, 2-6pm.

7KH�ZRUN�WUDFHV�TXHHU�DIÀQLWLHV�DFURVV�VRFLDO�SUDFWLFHV��DUW�IRUPV�DQG�
timeframes, in which bodies simultaneously experience pleasure and 

GHÀFLW��+HUH��GDQFH��JHVWXUH��VRXQG�DQG�VSRNHQ�ZRUG�FRQWULEXWH�WR�DQ�
embodied vocabulary through which the performers navigate intimate 

DQG�IUDJPHQWDU\�H[FKDQJHV��UHÁHFWLQJ�RQ�WKH�HGJHV�RI�VXEMHFWLYLW\��
corporeality and representation.

During the days that the gallery is closed to the public, Baczynski-

Jenkins and his collaborators rehearse and develop the next Episode, 

transforming the gallery into both a performance space and a live 

production house.

This commission develops Baczynski-Jenkins’ interest in negotiations 

of desire and the materiality of gestures, as well as the stagings and 

affections of queer commons. 

The tremble, the symptom, the swell and the hole together is developed 

in collaboration with and performed by Magdalena Chowaniec,               

Jia-Yu Corti, Kwabena Darko, Jonathan Gonzalez, Samuel Kennedy, 

Matthew Morris, Jayson Patterson and Thelma Sharma.



Alex Baczynski-Jenkins (born 1987, London) lives and works in 

:DUVDZ�DQG�/RQGRQ��+H�KDV�SUHVHQWHG�ZRUNV�DW�6ZLVV�,QVWLWXWH�
&RQWHPSRUDU\�$UW��1HZ�<RUN��0X]HXP�6]WXNL��âyGť���DOO��������
David Roberts Art Foundation, London; Block Universe, London; 

Sophiensaele Theatre, Berlin; Whitechapel Gallery, London; Cricoteka, 

.UDNRZ���DOO��������DQG�;�$SDUWPHQWV��+RPHZRUNV��%HLUXW���������
%DF]\QVNL�-HQNLQV�ZDV�8.�$VVRFLDWH�$UWLVW�DW�'HOÀQD�)RXQGDWLRQ��
�����DQG�������+H�LV�WKH�FR�IRXQGHU�RI�DUWLVW�UXQ�SURMHFW�VSDFH�.HP�LQ�
Warsaw.

PERFORMERS
Magdalena Chowaniec��ERUQ�������%LHOVNR�%LDOD��OLYHV�DQG�ZRUNV�LQ�
Vienna.

Jia-Yu Corti (born 1966, Taiwan) lives and works in London.

Kobe Darko (born 1996, London) lives and works in London.

Jonathan Gonzalez (born 1991, New York) lives and works in Berlin 

and New York.

Samuel Kennedy��ERUQ�������/RQGRQ��OLYHV�DQG�ZRUNV�LQ�/RQGRQ�

Matthew Morris (born 1969, Sydney) lives and works in London. 

Jayson Patterson (born 1991, Melbourne) lives and works in Warsaw 

and London.

Thelma Sharma (born 1946, Cambridge) lives and works in London. 



exhibition opening hours

EPISODES 
 
The tremble, Thursday 19 January, 7pm

The symptom, Thursday 2 February, 7pm

The swell, Thursday 16 February, 7pm

The hole together, Thursday 2 March, 7pm

fugues
Friday-Sunday, 2-6pm

Admission is free and no booking is required. The gallery has limited 

FDSDFLW\�DQG�YLVLWRUV�ZLOO�EH�DGPLWWHG�RQ�D�ÀUVW�FRPH�ÀUVW�VHUYHG�EDVLV��

LIST OF WORKS
The tremble, the symptom, the swell and the hole together, ����
Performance; duration varies.

Wooden stage, heaters, speakers, blankets, carpet, sound equipment, 

occasional props, lights.



TALKS & EVENTS
Saturday 28 January, 3pm 
An afternoon viewing of Alex Baczynski-Jenkins’ exhibition with 

an introduction to the work by Eliel Jones, Exhibitions and Events 

Assistant at Chisenhale Gallery. Coffee and cakes are generously 

SURYLGHG�E\�WKH�(DVW�(QG�:RPHQ·V�,QVWLWXWH�

Thursday 9 February, 7pm 
$OH[�%DF]\QVNL�-HQNLQV�LV�MRLQHG�LQ�FRQYHUVDWLRQ�E\�&DWKHULQH�
:RRG��6HQLRU�&XUDWRU�RI�,QWHUQDWLRQDO�$UW��3HUIRUPDQFH��DW�7DWH��
Baczynski-Jenkins and Wood discuss his new work in relation 

WR�WKH�¶FKRUHRJUDSKLF�WXUQ·�UHÁHFWLQJ�RQ�WKH�KLVWRU\�RI�GDQFH�DQG�
performance within the exhibition space.

Thursday 23 February, 7pm 
Selected by Alex Baczynski-Jenkins, a screening of The Red Shoes 

(Michael Powell and Emeric Pressburger, 1948) is presented in 

DVVRFLDWLRQ�ZLWK�08%,��The Red Shoes tells the story of a young ballet 

GDQFHU·V�TXHVW�WR�EHFRPH�D�SULPD�EDOOHULQD��08%,�LV�D�FXUDWHG�RQOLQH�
FLQHPD�SUHVHQWLQJ�FXOW��FODVVLF�DQG�LQGHSHQGHQW�ÀOP��,Q�FRQMXQFWLRQ�
ZLWK�%DF]\QVNL�-HQNLQV·�H[KLELWLRQ��08%,�DUH�RIIHULQJ�&KLVHQKDOH�
audiences a free month at mubi.com/chisenhale. 

Thursday 9 March, 7pm 
-RmR�)ORUrQFLR��/HFWXUHU�LQ�+LVWRU\�RI�0RGHUQ�DQG�&RQWHPSRUDU\�$UW�
and Visual Culture at University of Exeter, explores the political and 

aesthetic value of refusing a ‘poetics of spectacularity’ when engaging 

with illness. Drawing from Alex Baczynski-Jenkins’ new work and 

speaking from a position ‘beside’ the binary of health and malady, 

Florêncio examines the dull moments of illness, the unremarkable 

symptoms that signal its presence in our ordinary lives.

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 

RQ�UHTXHVW��3OHDVH�FRQWDFW�UDFKDHOEDVNH\ÀHOG#FKLVHQKDOH�RUJ�XN�
for further information. Please be advised that two weeks’ notice is 

UHTXLUHG�LQ�RUGHU�WR�FRQÀUP�DQ�LQWHUSUHWHU��



‘THE SEAGULLS’
by Ezra Green
The seagulls don’t often whirl in such numbers above the canal and 

lately everything seems like a bad sign.

The signs circle and the sum of all seagulls seems to describe a dark 

circle in the air.

,�DP�GHVFULELQJ�D�KROH��D�FLUFXODU�JDS�LQ�WKH�DELOLW\�WR�EHOLHYH�ZKDW�LV�
happening.

,�XVHG�WR�WKLQN�WKDW�*RG�DQG�(URV�DQG�$WURFLW\�DOO�OLYHG�LQ�WKLV�KROH�
together.

The perfect answer to that absurd premise would be a seagull’s void-

like squawk, but the seagulls are strangely silent today.

,�DP�ORRNLQJ�IRU�D�ZD\�WR�EODPH�WKH�VHDJXOOV�IRU�HYHU\WKLQJ��EXW�,�
cannot get above them.

Fortunately it turns out that morality is a ladder that can be climbed 

simply by disassociating oneself with the ground. 

)LUVW��,�ZLOO�PDNH�VXUH�WKDW�WKH�JURXQG�LV�QRW�ZKHUH�,�DP�VWDQGLQJ��WKHQ�,�
will climb the ladder to the seagulls.

This isn’t working. 

,�FDQ·W�ÀQG�WKH�JURXQG��

,�FDQ·W�VWDQG�LW��,�ZLOO�GURS�WKH�KXPDQ�KHDUW�LQWR�WKH�KXPDQ�KROH�WR�VHH�
how far it will fall.

,�ZLOO�VWD\�KHUH�DQG�OLVWHQ�DQG�JURZ�VLFN�DQG�VZHOO�ZLWK�IDOOLQJ�XQWLO�,�
hear it hit.

&RPH�VHDJXOOV��FRPH�ORYH��\RX�GRQ·W�QHHG�WR�Á\�VR�KLJK�DQG�ZLOGO\�WR�
tremble with unbearable vertigo.



Interview: ALEX BACZYNSKI-JENKINS
Ellen Greig: Your new commission at Chisenhale Gallery, The 

tremble, the symptom, the swell and the hole together, places your 

choreographic practice into an exhibition. How did you develop a 

performance within the timeframe and format of an exhibition?

$OH[�%DF]\QVNL�-HQNLQV��7KLV�LV�WKH�ÀUVW�RFFDVLRQ�,�KDYH�ZRUNHG�ZLWK�
VXFK�D�WLPHIUDPH��)URP�WKH�RXWVHW�,�ZDV�LQWHUHVWHG�LQ�GHYHORSLQJ�D�
choreography that would unfold and be distributed over the duration of 

WKH�H[KLELWLRQ��7KH�FORVHVW�H[SHULHQFH�,�KDYH�KDG�WR�ZRUNLQJ�RQ�VXFK�DQ�
H[WHQGHG�WLPHVFDOH�LV�WKH�SURMHFW�VSDFH��.(0�WKDW�,�FR�UXQ�LQ�:DUVDZ��
This informed my thinking about a structure for experiencing the 

ZRUN�WKDW�ZRXOG�LWVHOI�EH�D�VRFLDO�FKRUHRJUDSK\��,Q�GHYLVLQJ�WKH�IRUPDW�
,�EHJDQ�WKLQNLQJ�DERXW�GLIIHUHQW�NLQGV�RI�DXGLHQFH�UHODWLRQVKLSV�WR�
viewing and time in various contexts: the exhibition space, the theatre, 

watching a TV series or the intimate voyeurism of observing everyday 

OLIH��,�ZDQWHG�WR�GHYLVH�D�IRUPDW�WKDW�ZRXOG�EH�D�K\EULG�RI�WKHVH�W\SHV�RI�
relations to time. 

,Q�WDFNOLQJ�WKH�TXHVWLRQ�RI�KRZ�WR�XVH�VXFK�DQ�H[WHQVLYH�WLPHIUDPH��
,�ZDQWHG�WR�GHYHORS�D�ZRUN�WKDW�ZRXOG�HQFRXUDJH�DQRWKHU�NLQG�RI�
DXGLHQFH�UHODWLRQVKLS�WR�FKRUHRJUDSK\��,�DUULYHG�DW�WKH�IRUPDW�RI�
the ‘Episodes’ and ‘Fugues’ as a way of trying to gather a returning 

community of viewers, who would develop a relationship with the 

piece and performers over a period of time. 

EG: You have structured the work around two terms: Episodes, which 

happen fortnightly on Thursday evenings, and Fugues, which precede 

HDFK�(SLVRGH�DQG�WDNH�SODFH�IURP�)ULGD\�WR�6XQGD\�����SP��:K\�KDYH�
you used these terms?

$%-��,W�VWUXFN�PH�UHFHQWO\�WKDW�ERWK�(SLVRGH�DQG�)XJXH�DUH�
compositional structures and structures of feeling. The idea of 

‘structures of feeling’ comes from novelist and critic Raymond 

Williams, who uses this phrase as a way to characterise a social 

experience at a given moment in time. Feminist academic Sara Ahmed 

inverses this and writes about ‘feeling structures’ to describe how 

you sense certain infrastructures, disciplines or the production of 

VXEMHFWLYLW\��

The word ‘episode’ refers to a number of things. There is the TV 

episode, which gathers a following over a period of time. TV episodes 

  

  



are a way of distracting yourself from the everyday and passing time 

ZLWK�IULHQGV��DV�ZHOO�DV�VXEMHFWV�RI�GLVFXVVLRQ��7KH�XVH�RI�WKH�ZRUG�
‘episode’ also carries with it a reference to ‘having an episode’ or the 

notion of a ‘medical episode’, both of which are usually connected to 

mental health. 

Thinking about the episode then brought me to the term ‘fugue’. The 

fugue is a baroque music composition, which contains a number of 

HSLVRGHV�ZLWKLQ�LW��:KDW�,�ORYH�DERXW�WKH�QRWLRQ�RI�WKH�HSLVRGH�ZLWKLQ�
the fugue composition is that the main theme of the fugue is called 

WKH�¶VXEMHFW·��DQG�ZLWK�HDFK�HSLVRGH�\RX�KDYH�WKH�VXEMHFW�WKDW�HQWHUV�
in a new key and is then fragmented and distributed through multiple 

YRLFHV��,�UHDOLVHG�WKDW�IXJXH�FRPSRVLWLRQ�LV�UHODWHG�WR�KRZ�P\�ZRUN�
RIWHQ�LQFRUSRUDWHV�WKH�GLVWULEXWLRQ�RI�D�VXEMHFW�DFURVV�D�SRO\SKRQ\�RI�
YRLFHV�DQG�DFWLRQV��,Q�GRLQJ�VR�WKH�ZRUN�EULQJV�DWWHQWLRQ�WR�D�VKDUHG�
VXEMHFWLYLW\�WKDW�LV�KHOG�EHWZHHQ�DQG�DFURVV�WKH�SHUIRUPHUV��

There is also a ‘fugue state’, which is a dissociative state of temporary 

DPQHVLD�ZKHUH�WKH�DIÁLFWHG�IRUJHWV�ZKR�WKH\�DUH�DQG�IUHTXHQWO\�OHDYHV�
ZKDW�WKH\�NQRZ�EHKLQG��,W�LV�FKDUDFWHULVHG�E\�ORVV�RI�PHPRU\�ZLWK�WKH�
VXIIHUHU·V�VXUURXQGLQJV�EHFRPLQJ�IRUHLJQ�WR�WKHP��,W�FRPHV�IURP�WKH�
/DWLQ�WHUP�¶IXJD·�PHDQLQJ�WR�ÁHH�RU�FKDVH��7KLV�IHOW�SRWHQW�WR�PH�LQ�
relationship to the current moment, coupled with my interest in dance 

and distraction. 

7KLV�EULQJV�XV�EDFN�WR�D�FRQYHUVDWLRQ�,�KDG�ZLWK�P\�IULHQG�$QGUHZ�
+DUGZLGJH�ZKR�LV�D�SHUIRUPHU�DQG�FKRUHRJUDSKHU��+H�LQWURGXFHG�PH�
to a passage from Blaise Pascal’s The Pensées (1669), which is set in 

WKH�WLPH�RI�WKH�¶GDQFLQJ�NLQJ·��/RXLV�;,9��ZKR�VHW�XS�WKH�DFDGHP\�
and established dance as a discipline in Western history. The passage 

GHVFULEHV�/RXLV�;,9·V�UHODWLRQVKLS�WR�GDQFH�DV�D�GLVWUDFWLRQ�IURP�
sadness. Pascal offers another perspective on dance that has resonance 

IRU�PH��+H�IUDPHV�GDQFH�DV�ERWK�SOHDVXUH�DQG�LQWHUQDO�ÁLJKW��GHVFULELQJ�
LWV�UHODWLRQVKLS�WR�SRZHU��7KLV�OLQH�RI�WKRXJKW�KDV�YDULRXV�LQÁHFWLRQV�
LQ�ERWK�UDYH�DQG�TXHHU�FXOWXUH��,Q�WKH�ÀUVW�(SLVRGH��The tremble, we 

sample a line from Susan Sontag’s Illness as Metaphor (1978), “No 

FKDQJH�LQ�VXUURXQGLQJV�µ�,Q�WKLV�SDVVDJH�VKH�GHVFULEHV�DQ�LOOQHVV�WKDW�
no change in external surroundings can heal, whereby the experience of 

ÁLJKW�LV�DOO�LQVLGH�

EG: The work is titled The tremble, the symptom, the swell and the 

hole together. Could you explain where this title comes from?



ABJ: The title of the work is composed of the four separate titles 

of each Episode. These words have been sampled from a poem by 

my friend Ezra Green, The Seagulls ��������:H·YH�PDGH�WKH�SRHP�
available for audiences to read.

(*��7KH�XVH�RI�UHSHWLWLRQ�DQG�ORRSLQJ�LV�YHU\�VLJQLÀFDQW�LQ�\RXU�
previous work, as well as your current commission at Chisenhale 

*DOOHU\��:KDW�LV�WKH�LPSRUWDQFH�RI�UHSHWLWLRQ�LQ�\RXU�ZRUN"

ABJ: Repetition in choreography is a useful procedure that brings out 

the materiality of what might often be considered as immaterial. By 

experiencing something again and again and again you go through 

waves of proximity, observation of detail, boredom and desire. 

<RX�EHFRPH�PRUH�DZDUH�RI�VXEWOH�H[FHVVHV��ODFNV�DQG�LQÁHFWLRQV��
When a structure becomes very apparent, you begin to see the way 

the performer is navigating and engaging with that structure. The split 

between the performer and what they are doing, between the dancer and 

the dance becomes more apparent. The opposite is also true, there is an 

impossibility because these two elements can never be split. 

EG: Could you talk about the role abstraction and fragmentation play 

in your work?

$%-��$�SURFHGXUH�,�XVH�D�ORW�LQ�P\�ZRUN�LV�GHV\QFKURQLVLQJ��ZKLFK�
LV�GLVSODFLQJ�D�PRYHPHQW�IURP�ZKHUH�LW�XVXDOO\�KDSSHQV��,Q�WKLV�
piece we work a lot with holding gestures. For example, the way 

you are touching your face now – what else is happening ‘beside’ 

RXU�FRQYHUVDWLRQ"�7KLV�LV�VRPHWKLQJ�,�DP�LQWHUHVWHG�LQ��:KHWKHU�LW�LV�
self-comforting or a place that contains memories. These are habitual 

gestures that we do not necessarily notice, but they are symptoms of 

something or someone. They might stem from desire or function as a 

way of giving comfort or supporting yourself. 

One way of desynchronising these gestures is by removing touch 

from the surface of the body where it is usually located. Another form 

of desynchronisation occurs when the performers observe their own 

JHVWXUHV��,Q�WKLV�SURFHGXUH�ZH�DUH�]RRPLQJ�LQ�RQ�WKDW�JHVWXUH��DV�ZHOO�DV�
materialising a gap and creating a sensation of distance. The term that 

we are using for this is ‘alienating gestures’. 

EG: Is your interest in staging repetition and materialising distance 

related to othering or queering a space? 



ABJ: Both materialise experiences of strangeness.  Part of what 

queer performance is, is the production of space and the othering 

of space. Performance is a technology of other-worlding.  Othering 

space and a sense of foreignness is at play in this work. So yes, this 

defamiliarisation is shared between materialising a gap in experience 

and the queer experience that troubles heteronormative narratives. 

,Q�WKLV�FDVH��,�ZDV�SDUWO\�LQWHUHVWHG�LQ�RWKHULQJ�WKH�JDOOHU\�VSDFH�E\�
literalising the idea of staging. We have produced a four-layered, 

DGDSWLYH�VWDJH��,�ZDQWHG�WR�PDWHULDOLVH�D�VWDJH�WKDW�ZRXOG�EH�PDGH�XS�RI�
a few stages and could be choreographed over the exhibition.

 

EG: Yes, the stage brings focus to not only the performers but also 

focuses the position of the audience and how they relate to the 

performance. How does this work draw on or relate to theatre?

7KURXJK�VDPSOLQJ�LQFRPSOHWH�RU�OR�À�WKHDWULFDO�RSHUDWLRQV�OLNH�
staging, sound and slight shifts in the use of the gallery lighting. The 

VWDJH�VXJJHVWV�D�OR�À��PDNHVKLIW�WKHDWUH�EXW�LW�DOVR�GRHV�QRW�ÀW�TXLWH�VR�
HDVLO\LQ�WKDW��7KH�RFWDJRQ�LV�DQ�DZNZDUG�VWDJH�VKDSH��GLIÀFXOW�WR�SODFH�
DV�DQ�REMHFW��,V�LW�D�VWDJH�RU�VRPHWKLQJ�HOVH"�2U�D�VWDJH�LQ�GHQLDO"�7KH�
VWDJH�LQWURGXFHV�WKH�LPSOLFDWLRQV�RI�WKH�WKHDWUH�EXW�,�XVH�LW�DV�D�PHDQV�WR�
stage gestures that are intimate and of the everyday.

(*��:RXOG�\RX�OLNH�WR�VD\�VRPHWKLQJ�DERXW�WKH�VRXQG"

ABJ: The soundtrack is developed by Jayson Patterson. The sound 

changes throughout each Episode. There are materials that will have 

YDULRXV�LWHUDWLRQV��)RU�H[DPSOH��LQ�WKH�ÀUVW�(SLVRGH�WKH�¶QRWKLQJ·�
sample is taken from a Sinead O’Connor’s Nothing Compares 2 U 

�������DQG�ORRSHG��WKHUH�LV�DOVR�D�VRXQG�RI�D�ZDVKLQJ�PDFKLQH��$OO�WKH�
VRXQGV�ZH�DUH�XVLQJ�DUH�VDPSOHV�WKDW�ZH�PDNH�YHU\�VPDOO�DGMXVWPHQWV�
to in pitch and treble. 

EG: In the work there is a very intimate moment between the 

performers who paint each other’s nails with a blue nail polish. Can 

you talk about this moment?

$%-��,�VHH�WKH�LQWLPDF\�RI�SDLQWLQJ�\RXU�QDLOV�RU�SDLQWLQJ�VRPHRQH�
HOVH·V�QDLOV�DV�DQ�DFW�RI�FDULQJ��,W�DOVR�LQWURGXFHV�D�VHQVH�RI�EHLQJ�LQ�D�
room with friends, hanging out, doing each other’s nails. 

The nail painting is a way of caring for the surface but it is not 

VXSHUÀFLDO��,W�H[DPLQHV�WKH�GLVMXQFWLRQ�EHWZHHQ�VXUIDFH�DQG�VHQVDWLRQ�



and how you perform surface. Working with the surface is a form 

of queer performance, staging the surface, troubling the interior and 

exterior. The colour blue is partly indebted to Derek Jarman’s Blue 

��������,QWHUHVWLQJO\��WKH�ÀUVW�WLPH�EOXH�DSSHDUV�LQ�-DUPDQ·V�ZRUN�LV�LQ�D�
ÀOP�FDOOHG Death Dance ��������,�KDYH�QRW�VHHQ�WKH�ÀOP�EXW�DSSDUHQWO\�
there is a scene with blue light and death dancing in white robes and 

killing the actors one by one. 

(*��:H�KDYH�EHHQ�WDONLQJ�DERXW�KRZ�\RXU�ZRUN�GHDOV�ZLWK�ORVV�DQG�
distraction, seemingly quite morbid subjects, but then there is a lot of 

hope in this work. There are moments when you all look like you are 

having a lot of fun! 

ABJ: Yes, that is very important. The moments of being with each and 

for each other are a big part of the work as well. 

EG: You have recruited eight performers for this work. Could you talk 

about who you have worked with on this commission?

$%-��,�DP�FROODERUDWLQJ�ZLWK�HLJKW�SHUIRUPHUV�IRU�WKLV�ZRUN�DQG�WKH\�
will perform in various constellations throughout the eight-week 

period of the exhibition. The work is developed in collaboration 

with, as well as performed by Magda Chowaniec, Jia-Yu Corti, Kobe 

Darko, Jonathan Gonzalez, Samuel Kennedy, Matthew Morris, Jayson 

Patterson and Thelma Sharma. The sound design was developed in 

FROODERUDWLRQ�ZLWK�-D\VRQ�ZKR�LV�DOVR�KHOSLQJ�ZLWK�SURGXFWLRQ��$QG�,�
KDYH�EHHQ�LQ�GLDORJXH�FORVHO\�ZLWK�.U]\V]WRI�%DJLĸVNL�DV�GUDPDWXUJLFDO�
support, as well as Enad Marouf who helped in the research phase. The 

process is dialogical.

(*��:KDW�GR�\RX�H[SHFW�WKH�H[SHULHQFH�RI�DQ�DXGLHQFH�PHPEHU�ZLOO�
be when they visit during a Fugue? And how does that differ from the 

experience an audience member might have during a one to two hour 

Episode? 

ABJ: The structure of the work invokes two different relationships with 

time. The Episodes are a more condensed form of time, like an event. 

Whereas in the Fugues we will be working with a more extensive idea 

of time, diffracting parts of the work and zooming in on them. There 

will also be a stronger sense of intimacy. 

  

(*��$Q�DXGLHQFH�PHPEHU�PLJKW�YLVLW�IRU�ÀYH�PLQXWHV�RU�WKH\�FRXOG�VWD\�
for the full four hours. Because there are only three performers in each



Fugue, I expect this will also be an intimate experience for the audience 

members?

$%-��'HÀQLWHO\��WKDW�LV�D�KXJH�SDUW�RI�LW��

(*��<RXU�H[KLELWLRQ�RSHQV�RQ�WKH�GD\�RI�86�3UHVLGHQW�HOHFW�'RQDOG�
Trump’s inauguration, the opening night is on the eve of his 

inauguration. There is a very particular mood we maybe experiencing 

such as fear and a lack of power or agency in the face of current world 

politics. How has this political atmosphere affected the way that you 

KDYH�DSSURDFKHG�WKLV�ZRUN�DW�WKLV�VSHFLÀF�PRPHQW�LQ�WLPH"�

$%-��,�ZDV�YHU\�DZDUH�WKDW�WKH�ZRUN�RSHQV�RQ�WKH�HYHQLQJ�EHIRUH�
7UXPS�EHFRPHV�SUHVLGHQW��$QG�WKLV�UHODWHV�WR�ZKDW�,�VDLG�SUHYLRXVO\�
about this sense of mourning and hopefulness. What we have is 

FRPPRQV�²�WKLV�VLWXDWLRQ�RI�JDWKHULQJ�DQG�DIÀQLWLHV��,W�IHHOV�LPSRUWDQW�
to insist on that. The gestures express a sense of being at loss, but at 

the same time they embody the potential of intimacy, commons and 

complexity.

$OH[�%DF]\QVNL�-HQNLQV�LQWHUYLHZHG�E\�(OOHQ�*UHLJ��([KLELWLRQV�
DQG�(YHQWV��&XUDWRU��&KLVHQKDOH�*DOOHU\�RQ�)ULGD\����-DQXDU\�DW�
Chisenhale Gallery, London. Chisenhale Interviews, series editor,  

Polly Staple, Director, Chisenhale Gallery.
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