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FOREWORD

This third instaliment of the Helen Macpherson Smith Commission
atl ACCA, devised by Sonia Leber and David Chesworth, was a
massive architectural and sound evenl. Employving the voices
of hundreds of psople in 8 composition of utterances insida a
famastical chamber of experence, Aimost AWways Evenywhere
Apparant offered & sersary overioad 1o visitors.

Once agan ACCAS umigue exhibition space, which is both
accommodating and challenging, was transtormed by tha vision
and imagination of arfists whose ambitions ware encouraged
by the opporunities offered throwgh ACCA'S most generous
commissioning project for Victorian artists,

From its inception four years ago, the Helen Macpherson Smith
Commission was devisad to benefit multiple recipients. As well as
providing & major opportunity for artists, an important part of tho
concapt was o bring great contemporany works of arl to regional
galieries. Past regional gallery recipients have been Bandigo,
Geslong and Ballarat, each receiving warks for their colection by
sigrficant Victoran artists - Callum Morton, Daniel von Sturmes and
Rosshynd Piggott respectively.

This year Mildura Art Galleny &5 the lucky recipient of Almost Always
Everywhare Apparant. It has been no small undertaking to rinstall
such a complex and massive wark, and we are very grateful to Arts
Victoria, who through its Touring Initiafives program, has enabéed
tha redarth of the work in regional Victorz,

Two of ACCAS fabulous Associate Curators ang fo be thanked for
their work on this project. Charlotte Day who worked closaly with
Sonia and David to achieve the smooth logistical managament of its
first manifestation at ACCA, and Hannah Mathews who has taken
on the coordination of its regeneration in Mildura, We have been
pleased to work with our colleagues Jullan Bowron and Antonetia
Zoma at Midua Art Gallery where Almost Always Evenwhers
Apparent will open in Movember 2008,

Finaly, it has been a great pleasure to work with Sonia and Davd
evar the past two years. Thair creathity, dedication, and infense
attention to every delad are exemplary and it has been wondarful
o sea Aimost Always Evanwhers Apparent evolve from concept
to dramatic realty,

Kay Campbel
Executive Director






INTRODUCTION
JULIANA ENGBERG

A panitentiary or a heavenly space? A strange sci-fi vessel or an arcana
henge? A life pod for entry and axit from this world, o some wird
hybrid incubator? According to lis makers, Sonia Laber and David
Chesworth, Aimost Aways Evanswiwne Appanent takes its physical
shape and philosophecal dimension from the all-sesing great power
that is mada manifest in the architectural design of Jeremy Bentham's
‘panapticen’. But in encountering i, | am compeled 1o venture thal it
plays with numenous structures that, over the ages, have inspirad, or
are metaphors for many spiitual and secular narratives,

Entaring through a small door that gives anto a long, pink-throated
comidor, the viewer is physically transported away from & mundane
raality into a symbolic space, Ushering you into the desper burmow of
place are scunds. Clicking noises, and a kind of white chatter. In fact
these emissions are morse-code; sounds on the wire, transmitting
to an wnsesn workd. The static hum suggests you ane about to
enter into a para-narmal, aken erdronment of transformation and
communication. Leber and Chesworth work their first sonic affect
upon the visifor, You ane exiting the comprehensibie visual realm and
entaring the mysterious spatial and auditory 2one.

Once through the entry canal, you ame al a middis placs, presented
s a spatia ovoid - a dual symbalic shape of both Ife-affirming fartiity
and zero nihiism. If this structure were 8 baslica, as ils architectune
might suggast, we would no doubt find a cholr of angsls Thing of soio
i1 50 in a rompe 'ecll sky, suggesting a portal of ascension. Instead,
overhead whirs a manacing ‘eye’ fan with flamas fluttenng anound its
metalfic blades = a slicing land of fumnace.

It this is & heavenly gats, then its threshold is bedeniled with riske. Rather
than a blue-sky heaven, the explosive flames suggest, as thay do in
madievalist symbolism, or fantastical el lairs, & Hades: a place of
purgatory in perpetuum, Tha internal cantre of Leber and Chasworth's
structung is a holding place, a kmbo, a place of transit for those who nesd
fo be uplifted 1o heaven or sent 1o a deadhd solution, The all-seeing
‘e’ will cast & pdgment over its inhabitants, And so, as incumbents,
wir are consigned (o walt, and while we do, we listen to thosa who
have gkeady passed either beyond the ocular apertune o into other
mystenous precincts, who now only exist as auditony phantoms.

Whiila we linger we are offered alermative places to consides, Spidering
aff the main pod of space, and away from the pohyvalent gare of
the “eya’ fan, are tunnels. Each seducthvely luminated by a biusish-
greenish candescent light. |s this the Bight at tha end ol tha tunnal
dlways referenced in metaphor, In death encountars, and rmystic
oocumencasT Ane thesa the alternative options bators final dispatch
to hi restiess hereatter indicated by the resident spoaks?

Each corridor offers a peephole to another possibility. But what
kinds of destination are thesa? In one portal bodies seam to ba
sucked to a celling, trapped in a kind of thwarted levitation. Another
view shows a shadowy place, a kind of cataract vislon: Indistinct
and suspicious. A moon casts ite silvery white light over rippling
witer in anather: a calmer place perhaps., In yet ancther wea ssam,
ourselves, to be transformed into an ocular survediiance unit hovaring
over tha masaic of a dome room. Mystical, spiritual, secular; the

eftable and ineffable. These destinations are but intermediate states
and send us back to the middie place 1o await a further conclusion
and again encounter the play of sounds.

Sonia Leber and David Chesworth's Almos! dways Evenwhere
Apparent, exists significantly in the realm of the:imaginary. Tha uitimate
power of the piece resides in the activated unconscious of the visitor
who must grapple with an overwhelming barmags of sensory stimulae
and repressad mamanes. Key in this is the encounter with volce
sounds - some ans given compositional structure like choral singing,
others are pra-linguistic and isolated: unmusical, primal and guttural,

The structured, hamonised voices, the ones that resemble a
chaoir, create a kind of appariticnal situation for the visitor. Voices,
in concen, seam 1o fiy above and around the space in which
one stands, suggesting another dimension, another placa, Thay
Inhale, exhale, exclaim, whoop, whaaa and squeal, Ha ha ha, They
coflectively mock and admaonesh you, thelr manacing mirth has &
kind of gothic, primordial darkness, as if to say “You think you know
what's happening? ... Well, you have no idaal’ This is the sound of
g:“ﬁn‘rnsfnrmm. circulating in the mysterious myx to torment and
ant us.

Detached from the chorus of voices, Individual sounds interect. A
baby gurgles, a male calls out in pain, In ecstasy alse, A female voice
coughs, another ks orgasmic, and yet another sobs. Ona senses the
beginning of a e cycla: the coming into lite, the multiple fransits of tha
hare and now, and the residual after-He that hovers in premonition,
mamory and loss.

He he he he he-ha-he, 1he voices taunt in that way that suggests the
wiorst is about to happen, Leber and Chesworth utifsa the uncanmy
aspects of sound in a similar way to the use of a haunting, suspenseful
atmosphere in cinema, which s frequently created by sound
deslodged from the visual clues that clarfy its ordinary presence and
body, Sat adnift from the vessal of person or thing, sound becomes a
kind of dramatic character of its cwn. What Michel Chian, after Piame
have created auditory poltengeists, set free to lurk in shadows, breath
denwn niecks, whistle in the dark, scream, creak, bang and challange
the viewer's general expectation of ocular mastery.

Almost Alwiys Everywhane Apparent is an epic and emotional jpumey.
One epressly axperisnced throwgh a deprivation of one of our most
controling and reassuring senses: sight, Like a kind of gestalt therapy
enpenience, the viewsar is required to forego absolute knowledge for an
instinéieal encounter that may at times be overwhedming. Darknass
lrks in the pieca, and momeants of frivaity have hysterical aspects.
Life and death are co-habitants in this womb-like space that offers a
very secular contemplation af the spirtual.

"Michd Creon firans: Claceka Govbman), The soee i cineria, Columibia. Linkversiny
Prems: New York, 1899
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CONFINED ABYSS: ART IN THE DUSK OF REASON
MIKOS PAPASTERGIADIS

Some conversations that are held in private once replayed in public
can assume anothar ie. it Is with this axiom, which | balleve is
cantral to Sonia Laber and David Cheswarth's practica, that | stan
rmy own reflections an their recant work, Sonia Leber and David
Chasworth have distinguished themsahes in Melbourne by their
ability to combing sonic and spatial elermants, They have captured
sounds and replayed them i unexpected places o produce
a new axperience of the orginal s=ound and its anvironment, Of
course, they don’l simoly fransfer one sound, or Simply inhabit &
given space. They work very caredully, modifying the architectural
properes and modulating the sonic elements. However, the
fransformations that océur in the studio, as part of the ressarch,
dasign and expermentation process, are not what concern me in
this essay. | am mone interested In the effect of the transposition
of one elemant into another location. It is the taking of images and
sounds that exist in one place and their relocation into another
amdrcnmmant that produces a foem of visual and aural dissonance.
Sonia Leber and David Chesworth transform both as they create
nénw kinds of relations betwean elements that might not otherwise
be put together. This is the basic principle of their art.

| also believa that ideas experience a similar trajectory. In classical
Grask thinking, a person who remained uherdy. private and rafused
lo engage with the pubic was described as an idiot. Simiarty, an
idea that exists exclusively in a private form, that remains inside the
maental or physical space of an indhvidual, is nol guite rmlsased fom
its idiocy, It becomes an idea as it responds, macts and engages;
that is, it becomes itself as i enters the public space. | do not beliave
i the prior purdty or primacy of the idea that = somehow Tomed
without beirg sulied by is own contaxt. On the cantrary, it is in the
way it emerges from and seeks 1o intervene in 8 given contaxt that
the Idea begins to find its form. Hance it ks in conversation, o in that
space batwean o after inferactions with others, that we realise our
mast precious thoughts,

Something like this happaned on a pleasant Sunday moming on the
hillsicke of Tarawarra Musaum of Art on the outskins of Melbourme.
Both Somia Leber and | waere attending the opening of Charlas
Anderson’s mstallafion A House for Hermes #8071, While we were
enpying the autumnal sun Sonka asked ma what | was working on.
| repliad by describing the two books thal | had just read: Stephen
Grey's Ghost Plane and Christos Taiolkas” Dead Ewope. She was
Immediately curious about Ghost Pliane and also desperate 10
check her own intarpratation of Tsiolkas' novel against mina, She
mterjected my reply by stating that her recant collabaretion with
David was concerned with issues of imprisonment Bke Grey and a
{ascination with spectral forces ke Tsiolkas.

Bafore | proceed 10 describe my response to the subsequent
Iinstaltation of Almost Always Evenywhee Apparent | will outline some
of the dimansions of what | see as the spectral logic that haurts
conftemporary sociaty, These eferences 1o the ghostly remnanis in
evaryday lite not only formed the bases of our orginal conversation,
bt also provide the key to my interpratation af their installation.



Such pamdoxical responses folow from the peculiar combination
of architectural, visual and sonic elements that Sonia Leber and
Danicd Chesworth have emplayed in this installation, | imagine that
upon entering a site where they ara commissioned to design a work,
thay oftan ask themsebes: "What are the stores that lurk within this
place?™ *Are the voices and traces from the past still audible and
visibleT™ This is not to suggest that their practice is Bae those haritage
eoccavations that make bland commemorations. Their engagement
with the space is more complax, It imvolves guestioning the sphere
of resonances in the presant as much as il Is a re-invention of things
past. In a public site, this line of questioning often reveals uncanmy
associations with social traumas thal were almost forgotten, it
can lead fowards a reactivation of burked mamaories as wall as an
mqpioration of novel culfural possibiities in the presant,

What Is most pertinent for this installalion, and has a bearing on
my original conversation with Sonia in relation to ghost prsoners
and Teolkas' novel Dead Eurppe, i the balief thet aschitectural
forms and, In particular, the introduction of a new visual and spatial
apparatus can change the nature of inhabitarts, This, of courss, is
a leng-standing belief in almost all chiisations, The affort io make
churches, templas and shrines nito places of great sgnificancs is
not simply to demonstrate the capacity 1o realise a spectacular
display of power and art, basl to render a specific set of melations
between the deity and the subjects that shapes the consciousnass
of those who entar this spaca. It is as f the building’s main purpose
s 1o communicate the awesome omnipotence and the breathtaking
omnipmesence of the deity. The scale of the building and the wese of
materals (ke stona that suggests permanence, and stained glass
thal plays with Eght to produce mulliple nuances) ae designed to
create not just a revenential ambianca of submission, but to define
he sources that give form 1o the spirit of absolule power. Even the
seale and volurma of thesa buildings is designed to enhance both the
reach of a single voioe that apeaks from the pulpit and the sustained
renvarberations of the choral cadences. This combination of autharial
clarity and wafting nates creates an ambience in which the message
from God &= both specific and almost evenywhara,

in Sonia Leber and David Chesworth's instafiation we are given the
opportunity 1o entaer a spacen which tharsis a similar tension betwean
contairing and unsetting forcas. Upon entering the lang coridar,
my initial reaction was that | was procesding down into an abyss,
As | amived in the centre of the work, tham was an ovanshedming
facing ol baing confined even as | stared dawn varous altemative
comidors, However, the music stimulated a fealing that my body
could rise above this confinement. And yat, as soan as | turmead my
ey upwands seaking the heavenly Imags that was just starting 1o
form in mmy mind, this image was intermupted by tha presence of a fan
that turned In a8 menacing circular motion ke a cylindrcal guillctne,
The image from Saint Pauls cathadral m London that Sonia Lebar
and David Chesworih have mcorporated into this installation acts as
a telfing instance of that which induces thes exparience of awesome
powar. Thay have chasen to reversa the gaze: rather than displaying
the massive struciurs from the perspective of & seated visitor, they
have captumd the peep-hole view from tha top of the heaveanhy doma
towards floor, which reveals both complex pattemn of the mosaic but
also reduces the appearance of tha visitor to a minute ant.

The primary site that inspired the Investigations for this project s a
prison that was modelled on the idea of the panopticon. A great deal
has been written on the history of the panoplicon. The appearance
ol Ihe panopticon revolutionised the design of prisons. N alkso
matenalised contradictory projects: on the one hand it was the
embodiment of the enfightanment's pranciple of instiling indhvidual
responsbility and self-policing nto people’s consciousness; on
the other hand, it sought to change tha evil nature of man and o
bring him closar to God, The panoplicon was the product of both a
sciantific logic and a socio-religious system of beliel, It raflects both
enlightenment principies of social organisation and the Christian
cosmoiogy of 8 God with an all-seeing eye. Il is a bulding that not
only give form 1o this idea of total vision, but it is also a structurs that
sesks to redeem criminals by subjecting them to aform of sunveillance
that makes them think that they are undar the constant gaze of an
imvigible gquard. The redemplive aspect of this device is pramised
on the assumption that eventually the prisoner will inlemalise the
image of the guard/God and become a meal subject undar thie law.
Sonia Leber and David Chasworth reflectad on this ambition to
make something 'good’ out of these “criminal types', Howaver, what
thay wera also struck with was the loss of faith in such structures,
Thay draw attention to the dimension of the prison cells, which lke
monastic cells are meant to ba a space that is disconnectad from
averyday e, Howevar, Tor the monk or nun, the solitary space is
meant 1o help focus the mind on the spirfual realm, wheraas for the
prisoner it is the opposite of a privale reom - both a punitive site of
materkal privation and a starting point thal leads back to society. In
their installation, Sonia Leber and David Cheswarth pushed further
this idea af the cell as a lifeless placa, and constructed a zone that
Is somewhers in a place like imbo, The mages of confinament that
they dapict are all of peopks in boundless but claustrophobic spaces.
They appear boundless because the relation batwaen ficor, wall and
calfing ssem to be inverted o blurred. They ane also claustrophobic
because the people inssda thess spaces seem 1o writhe and choke.
This birings to mind the mone sterle and alopic images of the prisons
and detention centres for refugess and suspected termornsts.

Whenever | see histoncal images or visit the 'herilage presened’
prizons that wera bullt according to the principles of tha panopticon,
| hawve the samea sense of dread and relied that | experience when |
drive by soma of my ofd primary and secondary schools, Them is
tha immediate fesng that these ane repressive and cruel places. Tha
good infentions of edemption are cancelled by the cold and susters
ambiance. Thera Is also relief that thess places are no longer built or
designed 1o function in the sama way, Howover, the reliel iz quicky
temparad, when you pausa to consider if the new is any better, For
example, in almost every instance that | have seen an Image of the
cells in Guantanamo Bay my response has bean numbness. Thay
are presented as if they were simple and sterle, not that different
to tha intericr of a local hospitel ward, Yet, what is imisible and
immadiately appanent when you spend amy time ina public institution
i the torure of noise - in walling rooms for instance, the tortuous
sound of commencaal television, This, of course, is the mild version
of auditory distraction that almost always appears evarywherg
apparent: ambient music and imageas. And now one of the prime
fechniques for convarting tha nature of the prisoner in prison camps
is the use of amblent music. Unlike the panopticon that used the
principless of light and surveilance to bang prisoners closer 1o



into her family's care. As lsaac procesds through Europe, his
delirious comvarsion into a vampire becomes a metaphor for tha
tethering 1o his mothar's curse and the severing of his paternal
bonds. Isaac’s father is a Greek-bom, Paris-educated communist
who fled persecution in his homaland, struggled to support his
tarnity while holding various factory jobs in Australia, and finally died
from & heroin overdose, Throughout his life he was fiecely secular
and displayed a disdaindul atlitude towards what he regarded as
the shallow and complacent Australian poliical culture. The story
of the father's haughty superiority and fatal end is contrasied o
the mother's earthy attachmeants and her entrapment in the voriex
of supernatural powers. She was borm in a Greek vilage that was
mired in superstitious beliefs, Her exolic beauty is shadowed by
the appearance of a demonic ghost. As the figure of the fathes
disappears into the urban debris and the collapse of any vestige
of chil life, ksaac’s vampiric transformation Is coupled with the
miother's return o her earthy and pre-modaermn belief systems. The
trinity of fathar/city/culture marks the death of Europe, while the
other trinity of mother/mature/spinit conjures tha kfe of a brutish
Eurgpa. The nowval ands with |saac in a catatonic state. His mother
resturmis to Europe. She saves her son by sacrificing her soul to the
dewil, The accursed powear of 8 pagan spirt emerges rumphant.

After Dead Euwrope’s publication, much of the critical attention
focused on its porfrayal of the viokent mistreatment of Jaws. Robert
Manne, one of Australia’s most prominent cultural critics, judged
the book to contain anti-Semitic writing. In my opinion, Manna's
critiqua overlocked the bigger question regarding the sources
of energy that drive Tsholkas® narrative. The novel proceads by
exprassing contempt for the decline of Weastem political culture and
ends by embracing the atevistic pre-modem forces. The enargy
that drives the noval 10 its conclusion s notl axclusively sourced
from a deep-seated racist hatred towards the Jews, Rather, the
interweaving of the stories of the father's death and the mothers
damnation embodies a larger destructiveness in the moral and
palitical werldview, Male authority, monotheism and the whole
enlightenment project are pronounced dead. European values
are presented as either hollow or defuncl. The chic and political
ideclogies are represeniad allegoncally as rulers capitulating
in shameful circumstances and the only successor to this void
Iz a pagan devll with ghosls and zombses al his command. As
lsaas i reclaimed In the monstrous maternal space of damanic
satf-zacrifice, the novel not only ralsas disturbing fanlasies about
the figuration of woman, bul also suggests that the process
of becorming a fatherdsss son is akin 1o being in a world whera
there is no rational explanation of cause and no basis for hopa in
ideals. Teolkas™ novel ends with the alienating conclusion - that
supernatural forces have tha ultimate power over human destiny,

Monsters and Ghosts

It is worth recalling that the emergence of ghost stores in
the modemn era is linked to the enlightenment and the Franch
revolution. EnSghtenment principles had a tremendous nflusnce
on the modem lorms of governance, They sought too establish
a lact-based mode of knowledge making and, by dafinition,
were opposed to forms of rule that relied on capricious myths,

malevolent superstitions and irational belied systems. They
sought to construct a transparent system of govemnance that was
based an rational modes of explanation. I i now well accepled
by cultural historians that the emergence of the ghost genre ig
a vehicls for expressing the mysteries that exist &t the edges aof
the lluminated spaces of reason, and the passions that elude
the powers of rationality, The end of enlightenmeant principlas is
nat just evidant in fiotion. After 311 the rhatoric employed by the
Bush administration was increasingly defined in tarms of what his
advisors defined as imperial realism, From this perspective, thare
was the firm balief that global reality could be shapad by Amarican
draams. Hanca, when faced with the perplexing image of Osama
bin Laden, Bush's rasponss was structured by a phantasmagaric
"search for mansiers and ghosts”. In the ascendance of ghost
genra kn literature and the comaction-based politics wa witness
anather level of this kss of falth in the rationalist worldview, Paiitical
debate s increasingly structured by what George Bush called his
‘fuit fealings', and alongeda this form of judgemant is the creaping
retum of supematural forces that are represented as if they were
always lurking within the body-politic. This shift challenges the
porder between rational ceder and monstious passions, as it
suggests that the passions not only co-exist with reason but that
they anjoy ultimata power, My focus on Tsiolkas' most recent novel
s inspirad by tha enreaty towards the spectral figures. A decade
earfier, Tsiclkas corveyed the rage against social meqguality and
moral comuption in pofitical terms, The appaal 1o the supematural
represants a significant departune in the source of mosal authorty,
It is both & concession over the Joss of faith in rational poiitical
argument, and a submission thal a demonic soversign has
transformed sochety nto a swirkng vortax,

Woices in the Horizon: Almost Always Everywhers Apparent

The account of the spectral figures in Tsiolkas' novel has parafels
to the articulation of voices and representation of figures in the
inslallation by Sonia Leber and David Chesworth, Voices ssem to
coma from elsewhere and linger in ways that defy the hard loglc of
scignce. (mages of peopla through viewabla theough peep-holes
disturt corventional understanding of where they are located and
whera thay belong, Even the appearance of other viewers in the
space of installation has spocky effects. On the oocasion that | fest
vigited the work, | noficed the arrival of an elderly statesman. He
was tall and still rmther lithe as he made his way towards the cenfral
atriurm. From thena | noticed him heading down one of the comridors.
He genthy placed his hands behind his back and as he approached
the end he began to stoop. The affect of the light around his bady
and the nacessity to band into the peap-hole suddenly created the
image af a hunchback, In my mind he was no longer the public
figure that | recognised but more fike one of the fictive images that
dominate our gothic fears, In this new imaginary of ghosts and
zombigs thare is a new dimansion of fear, There 5 now the dread
that averyone is not only confined 1o an abyss, but that they maybe
transformed into thelr worst anermy. What | am suggesting s that
the general fear of instability and movament have produced a new
kind of perceptual feedback so that spectral figures now appear in
the guese of the wog zombie,




the clarity of God's infinite power, the new camps ane organised
to achieve the goal of braaking down the decetiul defences and
uncover any knowledge of fulure destructive missions. The am |s
no longear to comvert the priscner but 10 extract information and then
neutralize damage. Each prisonsr is considered as a licking time
bomb that is linked 1o other detonators who may be moving freely
on the outside. Henca the aim of datention is deacthvation; it is 1o not
only dafuse the individual but ateo disamm the netwark.

To achieve this goal the LIS imefigence agencies have used irmeguiar
and discordant blasts of music, On oocasions they have saturatad
the space for long pericds with what they consider music that will
confuse, confound and ultimately conquer the will of the prisoner.
When Brian Eno defined ambient music as a process of combining
available sounds in order to creale & fotal environment, ha also
Imagined that this would enabile the listener to discem and craate niey
patterns of sonic flow. The process of communication was intended
as one of heightened contemplation and a naw form of creative
agency. What wa now bear witness 10 is a process of communication
fhat sesks to destroy the exdsting consclousness of the priscner and
then leave tha indhadual in a state of ruin, The communion iz nat to
bring the prisoner back 1o sociaty, bul to use music as a drill that can
break down the walls and then enable the inferogators 1o extract
anything of value from the mine of the evil mind.

The assurnption that music can heighten creative contamplation
or evan destroy defensive shialds grants it a great deal of power.
Sonia Leber and David Cheswonh's practice operales somewhore
between these two extremes, but | suspect that they also share
the view that music, and sounds in general, transform not only
our experience of spaca but also take an active role in shaping
our consciousness. However, thera is something even mare
unsetting about the aural doman than the paradox of visuality
fhat framed the idea of the panopticon. It is impossible 1o fasten
the exparience of listening. | am cbviously ralerring to the mulliple
and non-reproducitée interpratations of any live sound. However,
there i another dimension o the elusive qualities of sound that
provokes questions like; *What is the e span of 8 sound?” “Once
something is emitted where doas it go?” "After we comprahend
them do words and noises simply dissipate and disappear, or
do they continue 1o reverberale in infinitely small but continuaus
rhythms?* | imagine that Sonla Leber and David Chesworih
have bacome attunad to the way sonic and spatial elaments
are combined fo both control our consciousness and then
aleo produce effecis that dafy any kind of rational logic. Sound
is perhaps the most elusive slement. It has no real end, and it
cannot be relied upon to achieve social ends in a linear manner, It
can be britile and triumphant. This contradictony possibility brings
us back to the realm of the spectral. It is throwgh scunds that
Sonia Leber and David Chesworth suggest that the trace of things
that are not apparent i the here and now can become fainthy
prasant. The imperceptible and the departed can return with a
hint or a whisper. Hance we should note that the sonic effects in
Alnost Always Everywhere Apparant do not find a crescendo or
follow any saral saquencea: thay interrupt, intrude and cut across
each other 1o reproduce and stimulals our consciousness of the
aestheticised politics of war in the age of ambient fears.
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