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Sound artist and theorist Brandon Labelle
argues that “sound is intrinsically and unignorably relational: it emanates,
propagates, communicates, vibrates, and agitates; it leaves a body
and enters others; it binds and unhinges, harmonizes and traumatizes;
it sends the body moving, the mind dreaming, the air oscillating.” 1
This notion has permeated sound art since its inception and has
driven artists to continually explore both the formal properties of singular sounds
and the conditional nature of listening.
In the 1960 s, minimalist musicians in particular took up this cause.
They developed radically simplified compositional structures
to experiment with the spatial and temporal apperception of sound,
in the hopes of expanding the horizons of aesthetic experience.
The impact of these sonic innovations is still being negotiated today,
as artists continue to explore the phenomenology of sound.
Audible Spaces presents three recent sound installations
that encourage participants to explore the subtleties of listening.
Drawing on the critical strategies of minimalism,
the artists in Audible Spaces use monotony, seriality and repetition —
both visually and sonically — as they consider both what and how we hear.
Tristan Perich, Zarouhie Abdalian, and [The User] have each
created immersive environments using seemingly uniform sounds that dissolve
into tonal, tactile, and temporal variations as participants engage with them.
Unified by a shared economy of means,
all three projects prompt participants to consider the dynamic relationship
between sound, space, and personal subjectivity
while addressing a range of historical, social, and sonic concerns.
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modulates the effect of binaural beating, which is felt
as rhythmic pulses between the ears. As a result
what each person hears is determined by the size and
shape of her body and her movement within the gallery.
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other, immersed in a constantly tuned environment,
yet never synchronized as their experiences are necessarily circumscribed by their own physicality.
Glass vessels placed throughout the gallery further
delineate pathways that visitors must negotiate. Each
of the vessels is distinct, but filled with just enough water
to produce the same tone as the others. Despite this
ability to sound they remain mute, recalling Carl Andre’s
famous idiom that “a thing is a hole in a thing it is not.”4
Their negating presence makes visible the silent background against which sound is perceived.
Like Perich’s Microtonal Wall, Abdalian’s installation
makes reference to Young’s early experiments and particularly to his interest in “getting inside” sound.5 However,
where Young hoped to direct listeners towards the
spatialization of individual sonic events, Abdalian focuses
her audiences inward, to their own pscyhoacoustics.
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100 metronomes and set them off simultaneously.
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The metronomes lose time at different rates and the
performance slowly unravels.
Like their Fluxus predecessor, Madan and McIntosh
are interested in interpreting quotidian sounds aesthetically. More specifically, they continuously explore
the residual presence of obsolete technology in society
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