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THAT DAMN
BORDERLINE

Sound art, 
improvisation, 

composition and 
the stuff in between

November 25th
Malmö
Study Day

10:00-12:00 Session I
Lunch Break

13:00-14:00 Session II

Seminar Room
Inter Arts Center
Bergsgatan 29

November 25th
Malmö
Concert I

19:00
Black Room

Inter Arts Center
Bergsgatan 29

November 26th
Skillinge
Concert II

19:00
Skillinge Teater

Möllevångsgatan 9

November 27th
Växjö

Concert III

19:00
Media Artes

Västra Esplanaden 10

November 28th
Göteborg

Concert IV

19:00
Element Studio

Åvägen 24



Study Day

Interventions by:

Johan Svensson
Marco Fusi

Tine Surel Lange
Alessandro Perini

Jessie Marino

Concerts

Program:

Tine Surel Lange
“For solo violin(ist)”

Jonatan Sersam
“Pareidolia”

Þuríður Jónsdóttir
“INNI - musica da camera”

Bára Gísladóttir 
“ORF (en líka axir og önnur pynintgatæki)”

Johan Svensson
”Down”

Alessandro Perini
“On that day my left ear became a frog”

Marco Fusi violin, viola d’amore, objects



THAT DAMN BORDERLINE
Sound art, improvisation, composition

and the stuff in between.

This project aims at investigating the borderline between sound 
art and music. It gathers different artistic subjects active in the 
field of sound art, installation practices, composition, electronic 
music, performance and improvisation.

Various debates have been taking place about what sound art 
is, and what discriminates a sound art work from a traditionally 
composed piece of music. “That damn borderline” examinates 
these issues both on a theoretical level and by putting into play 
a concrete creative process.

A study day will articulate the most theoretical part of the 
project, where the artistic figures involved will share and 
discuss their approach to the borderline. The discussion will 
cover some of these topics:
• The different relationships of the artist with the sonic 

material. How does the composer or the sound artist 
approach the compositional process?

• Active and passive listening. What does the artist expect 
from the audience?



All pictures of Marco Fusi are ©Marco Sartirana unless otherwise indicated

• Site-specificity in sound art and music. Does absolute art 
still exist?

• Instant-composition, happening, improvisation in the XX 
century. Scelsi, Cage, Ives. Compositional approaches and 
interpretational intricacies.

• How does the context (venue, technology, history) push the 
boundaries between sound art and music?

• Sound objects and sounding objects: when the sound takes 
the shape of a thing.

Regarding these themes, new works have been composed by 
artists whose artistic approach shows a tendency to oscillate 
between these two extremes: on one hand the traditionally 
written music, based on a grammar which the European 
compositional practice of centuries has shaped, and on the 
other hand the process of creation typical of sound art, of 
improvisation, of field recording and so on, involving a different 
design and experience of the sonic object.



L
et’s talk about a fluid music. 
This is a music that finds itself in-
between different mediums of 
performance. Permeating spaces of 

acoustic and electronic sound, light, visual 
art, performance art, dance, theater - and 
choosing from this flood of possible material, 
anything which the work finds necessary. 
This is a music concerned with the 
organization of materials in regard to time-
based structures, rather than narrative forms. 

Space and venue provide a framework for 
this fluid music. These frameworks may 
include the concert hall, the black box 
theater, the subway platform, the gallery 
space, an interactive video game, etc... Each 
type of frame comes with its own set of rules 
and expectations. The baggage that comes 
with each frame, affords an opportunity 
for the artist to build into it, by complying 
with these expectations, to build around 
it, by toying with and manipulating these 
expectations, to position oneself against it, 
but never to ignore the framework we are 
dealing with.

The multiplicity of the types of materials 
used in these musical works can allow these 
pieces into the worlds of theater, dance, or 
performance art, but they may also remain 
happy inside music. This work allows for 
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the inclusion of internet memes, popular 
music, DIY technology, video projection, 
archival material and clichéd dance moves 
for example, but dis-places the context of 
these materials’ usual occurrence in the 
world, by organizing them into rhythmic 
patterns and formal musical constructs. The 
kind of fluidity that I work with, in this music 
has not to do with temporal, harmonic or 
melodic fluidity, – but rather in the equal 
treatment and focus on extra-musical 
material elements.  In developing this work, I 
try to give video, staging, costume, furniture, 
props, and lighting equal importance to the 
musical parameters at play. 

Since the era of John Cage, we can accept 
an extended definition of music to be the 
organization of any sound – by continuing 
in this context, I wanted to think of music 
as the organization of any vibration. This 
would allow us to include light and the 
manipulation of objects and bodies in space 
to the roster of possible musical materials. 
We could then think of re-mapping the 
concept of amplification to include costumes 
as an amplification of our skin and bodies, 
video projection as the amplification and 
animation of light, further, we could harness 
and direct electrical flow not just as a tool 
for powering our machines, but as a creative 
platform for the electrical impulses in our 
brains, to carve out and illuminate a lively 
performative space within our imaginations.J
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I 
am definitely more on “music” side of the 
borderline, rather than the “sound art” side: 
at the moment I compose music intended to 
be performed in concerts. My compositional 
process always starts with an idea or a 

concept, which usually has to do with relationships 
between sound sources (instruments, objects etc.). 
I then spend a lot of time building a set-up by 
exploring materials and actuators: experimenting 
and refining/reducing. During this part of the 
process usually the initial idea gets modified or 
pivots in a new direction. When the set-up is ready 
I compose the music. Usually I spend about as 
much time building the set-up as composing the 
piece.
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The last years I have gradually been 
moving towards including more and 
more home-made acoustic electronics 
(electro-mechanical devices) as sound 
sources in my music. The reason for 
this is that I am in general interested 
in expanding the acoustic sound pallet 
traditional instruments can offer. At the 
same time I want to explore possible 
relationships between human and 
machine. Recently, visual elements 
(in the form of lights and movement 
patterns) have become a much more 
important part in the conceptualization 
and grammar of my music.

I am not really interested in thinking 
about how an “audience” will listen 
to my music. I try to compose music 
that would create an impact on (and 
surprise) myself if being in an audience. 

I think it is very difficult to find and 
define the borderline between music 
and sound art. But I think the most 
important defining element is time (or 
the perception of time or timelessness). 
The venue, institution, situation etc. 
where the event takes place are only 
external attributes. For example: my 
music does not become sound art when 
performed in an art museum. “



W
hat’s the difference is 
between composition 
and sound art? What’s 
the difference between 

the composer and the sound artist? 
Depending on who you ask you’ll 
probably get very different answers, 
interpretations and conclusions, and 
it could seem like there’s no specific 
definition - or even a disagreement 
thereupon. I think the definition is very 
individual, and for me that’s the beauty 
of it. To work both as an composer and a 
sound artist gives me a special freedom, 
where I have the possibility to explore 
my art from different perspectives. 
From the outside it might look like 
I’m moving quite fluently between 
composition and sound art, but for me 
it feels more like a jump than a fluent 
movement. I’m very clear about which 
direction I’m going when I start a 
new work, and the “composer” or the 
“sound artist” role hugely defines how 
I approach and work with my material. 
Putting it all to the point: As a composer 
I shape the material - as a sound artist I 
let the material shape me. As a composer 
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I’m extremely strict with what happens and where things are going, and 
nothing happens without me wanting exactly that to happen. Opposite, 
when I work with sound art I have a very clear feeling of letting things 
happen within a concept and the sound is often more free to evolve - 
which also means that the concept needs to be that much stronger. The 
sound artist in me probably find my composer works partly boring and 
restricted, and the composer in me probably find my sound artist works 
too unorganised and chaotic. If I don’t define from the start which role I’m 
going with, I would be pulled in two very different directions and never 
finish due to constant quarrelling with myself. That being said, I do have 
sound art elements in my compositions, and opposite.

“That damn borderline” is something that inspires me, makes sure that 
I keep developing, and gives different perspectives both to my art and 
to the listening experience. Which leads me to the listener. How much 
information should the listener have before a piece? And how does 
information change how the listener perceives my (or any) works? What 
you experience now is highly coloured by what you have experienced 
before. This and any pre-given information by the artist is crucial to how 
the listener perceives a work, and I find it interesting how I as an artist can 
work with (/manipulate) information giving different readings. I appreciate 
and want to nourish the listeners experience and tend to not want to give 
too much personal information before-hand to colour the reading of a 
work. But afterwards I love to spill everything, and share my thoughts and 
reflections on the work with the audience, and to hear how their experience 
might have been different than mine. 

I use real sounds from our surrounding world in my art, and often work 
specific with our categorization of these sounds (and sound in general). My 
works demand that the listener takes time to actually listen: Time to listen, 
to guess, to categorise, to connect sound with image, to doubt, to give up, 
and time to start all over.

We live in an increasingly noisy world where we tend to block out sound 
(often with sound). I believe blocking out sound and in the end forgetting 
how to really listen makes us disconnect from our surrounding world. 
We are protecting ourselves but might also miss out on real listening 
experiences and I think it’s crucial that we listen more! I wish to intrigue 
my audience to listen and to be open to the many listening 
experiences our daily life has to offer. I wish to make my 
audience to open up and connect more through listening, 
and through listening create increased empathy for our 
ever changing world.

“



L
istening.   You are sitting in a concert hall, 
just in front of the stage. The music they are 
playing is terrible. Really boring. But you 
cannot leave: your friends are on stage and they 

will notice. Also because you are one of the few people 
in the audience. You start thinking about what happened last Sunday: you 
were at a gallery and one of the artists had a sound piece. Just one little 
motorized object, producing weird metallic resonances all the time.

Space.   You were able to walk around the object, listen from many 
perspectives, from afar, getting closer… When you thought you had no 
more interest in the sounding object, you just walked to the next room. 
You could hear it playing its weird sounds even from there, while you were 
chatting with the gallerist, but you did not care that much. Actually, you 
liked the twinkling sound it made. The object was not requesting your 
attention now, but still was somehow present.

Time.   Somebody made a distinction between music that begins and 
ends, and music that starts and stops. For sure the music you are listening 
to in this very moment, sitting in the concert hall, has a beginning and 
an end, which means: it’s like a discourse, the flow that constitutes its 
development is made of subsequent elements (even if if they suppose a 
non-linear logic) which brings your attention forward, towards the future. 

“
Photo: Michela Benaglia



This music is an arrow in time, departing from a point and 
landing on another. Does an eternal music exist? In that 
case, it cannot begin, it can only start to play; it cannot 
end, it can just stop. We catch a glimpse of it during a 
finite time window.

Grammar.   The twinkling work of sound art was still 
there (the electricity was connected, nobody had pushed 
the stop button yet) when everybody left, and you were 
still speaking to the gallerist with your glass of white wine in your hand. 
How come your mind could jump in and out of this sound, without the need 
of following the arrow? How could you focus your mind so deep into the 
features to the metallic resonances of that object, analysing every little 
distinct bend of its pitch, every nuance of dynamics, every modulation if 
its timbre, and just after a while totally forget about it, and continuously 
switch with your attention between the two states? «Wait a moment» you 
think, «could it be really so, that sound art has no grammar?! Every sound 
is a sound for itself; I am not forced to deal with hundreds 
of years of tradition and construction when I listen to 
the sounding world, when I graze the utopia of reduced 
listening».
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During the last few years, musicology and music 
philosophy engaged in a new discourse over the 
definition and the function of the artwork, and 
on its role in the production and perception of 
artistic and creative experience. Key concepts 
such as faithfulness to the score, respect for the 
composer’s intentions and subordination of the 
performer/reproducer to the composer/creator 
went under a severe criticism, revealing their 
historical and artistic limitations.

Following a similar trajectory, within the last 
decades, a handful of composers developed a 
broader concept of the creative process: Giacinto 
Scelsi, Pauline Oliveros, John Cage, Eliane Radigue 
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(among others), expanded the concept 
of musical composition to an extent 
where a specific open-mindedness 
become necessary for the performers, 
whom are required to take part in the 
creative process of music making.

Curiously enough, within the community 
of performers (and, specifically, within 
the new music circles of interpreters) 
this offer for greater interpretative 
freedom has not been welcomed. 
Deeply engraved in performers’ ethic, 
concepts such as faithfulness to the 
score, respect for the composer’s 
intentions and subordination of the 
performer/reproducer to the composer/
creator oppose a strenuous resistance. 
Often, compositions that ask for a 
broader performative approach are 
simply considered less accomplished 
works.

This music calls for a new figure 
of performer, emancipated from 
authoritative scores and musical habits, 
and open to critical reshaping of sonic 
objects. More than a reproducer, the 
performer is asked here to actively state 
his/her artistic position in the process 
of music making, and he/she is required 
to engage actively through the creative 
process that leads to a unique musical 
result. “



Johan SvenSSon is a Swedish 
composer, exploring the field between 
acoustic and electronic music. His focus 
is on chamber music but his 
compositions range from solo pieces to 
works for symphony orchestra. 
Currently, his interest lies with 
electromechanical devices and the 
relationship possibilities between man 
and machine in live situations. He is the 

Artistic director and a founding member (as composer and performer) of 
the ensemble Mimitabu. His music has been performed at MATA festival in 
New York, ULTIMA Oslo Contemporary Music Festval, Internationale 
Ferienkurse für Neue Musik in Darmstadt, Nordic Music Days, Tempo Reale 
in Florens, conDiT in Buenos Aires, Sound of Stockholm, iN festival in Seoul 
and SchauSchall in Graz, by Norwegian Radio Orchestra, Swedish Radio 
Symphony Orchestra, ensemble mosaik, Distractfold Ensemble, Curious 
Chamber Players, Aksiom, Mimitabu, Ricciotti ensemble, Karin Hellqvist, 
Simone Beneventi and Marco Fusi among others.

Jonatan SerSam is a Swedish 
composer and performer who lives and 
works in Malmö. He was born 1986 in 
Lövestad. Sersam studied composition 
at the Malmö Academy of Music from 
2008 to 2016 with Luca Francesconi, 
Rolf Martinsson and Kent Olofsson 
among others. His work list contains a 
wide variety of forms and ensembles, 
ranging from large orchestras to solo 

instruments, and electronic music either independent or written for dance 
or paintings. Sersam’s music has been performed internationally at MAMBO 
in Bologna by ZeroCrediti and Francesco La Licata, at the Dark Music Days 
in Reykjavik by Elektra Ensemble, in churches and concert halls in San 
Francisco and Los Angeles, and by Notus Wind Ensemble in London at the 
Royal Academy of Music. In Sweden his music is often performed, recently 
by artists such as the Kreutzer Quartet (UK), Norrköping Symphony 
Orchestra (SWE) and others. Sersam has been fnalist in the ALEA III 
Composition Competition in 2016 in Boston.



tine Surel lange (b. 1989) is a 
Norwegian composer and artist based 

in Eggum, Lofoten Islands, Norway. She 
is working with the surrounding world 
both thematically and as material (e.g. 
field recordings) and her works range 
from experimental chamber music to 

electro acoustic pieces (live electronics, 
soundscape composition, installation, 

ambisonics) to performances and 
audiovisual works. Surel Lange is working/have worked with ensembles 

like asamisimasa (NO), Lydenskab(DK), Alpaca Ensemble (NO), SISU 
Percussion Ensemble (NO) and Chordos String Quartet (LT), and her works 
and installations have been performed/presented at festivals like Borealis 

(NO), Nordic Music Days (DK/IS), UNM (SE/FI/NO), DruskoManija (LT), 
Berlin International Guitar Festival (DE), Echofluxx (CZE) and in big parts 

of Europe, and in Russia, Canada and South Korea.

thuridur JónSdóttir has a 
considerable output of both orchestral 

and chamber music. The concert 
experience, comprising the acoustics 
of the concert hall, has often been a 

primary concern for her. This concern 
is reflected in different ways in the 
works, e.g. by the use of electronic 

sounds or multimedia, theatrical 
elements, field recordings or through 

audience participation. She furthered her education with Franco Donatoni 
at Accademia Chigiana in Siena, Italy and with Alessandro Solbiati at 
Accademia di Novara, Italy. After living and working in Italy for years 
Jónsdóttir now works in Reykjavik, Iceland where she has dedicated 

her self to composition and music teaching. Compositions by Jónsdóttir 
have been commissioned and performed by such ensembles as Caput, 

Sirius Ensemble, Ensemble Adapter and by the institutions Los Angeles 
Philharmonic Association, Radio France, Nord-Deutscher Rundfunk, West-

Deutscher Rundfunk. 

Photo: Sigtryggur Ari



aleSSandro Perini was born in 
1983 in Italy. He studied Composition 
(with Luca Francesconi and Ivan Fedele 
among others), Electronic Music and 
Science of Musical Communication in 
Italy and Sweden. His artistic 
production ranges from instrumental 
and electronic music to audiovisual and 
light-based works, net-art, land-art, 
vibration-based works and custom-built 

machines. As a composer, he had his compositions played in festivals such 
as Biennale di Venezia (Italy), Festival Futura (France), Open Spaces 
(Germany), Connect Festival and New directions (Sweden), Procesas 
(Lithuania), UNM 2012 (Iceland), Moscow Forum and ReMusik (Russia), 
Tempus Fugit and Distat Terra (Argentina). Among the most significant 
residencies for visual artists, in 2016 he’s been in Chiaravalle (Milano, Italy) 
for Imagonirmia Prize, realizing a series of projects about site-specific 
sound art; in 2017 he was in residence at I-Park Foundation in Connecticut 
(May-June 2017); in 2018 at Fondazione Spinola Banna per L’arte (Italy), 
where he designed three machines to modify the clay found on-site; and 
again in 2018 at the BIOART Society in the Finnish Lapland.

Bára gíSladóttir is an Icelandic 
composer and double bassist based in 
Copenhagen. Her music has been 
performed by ensembles and 
orchestras such as The Danish National 
Symphony Orchestra, Ensemble 
Adapter, Ensemble InterContemporain, 
Frankfurt Radio Symphony. Bára´s 
pieces have been selected for festivals 
such as Dark Music Days, Darmstädter 

Ferienkurse, International Rostrum of Composers, KLANG Festival, Nordic 
Music Days and Ung Nordisk Musik. In 2018, Bára received the Léonie 
Sonning Talent Prize and was the composer in residence at Skálholt 
Summer Concerts. Bára has released three albums; Different Rooftops, in 
2015, B R I M S L Ó Ð, in 2016 and Mass for some in 2017. Bára is an active 
performer and regularly plays her own music. In addition to this, she is the 
double bassist of Elja Ensemble, Skark Ensemble, and Balkan-band Orphic 
Oxtra. Bára is a member of the Swedish-Icelandic composers’ collective 
Errata, a long with Finnur Karlsson, Halldór Smárason, Haukur Þór 
Harðarson and Petter Ekman. 

Photo: Gabrielle Motola



JeSSie marino is a composer/
performer/media artist from New 

York. Her current work explores the 
repetition inside common activities, 

ritualistic absurdities, and the 
archeology of nostalgic technologies. 

Jessie is the Co-Founder of the 
experimental performance duo ON 

STRUCTURE and is Co-Artistic 
Director, Composer, and Cellist for the 

composer-performer collective Ensemble Pamplemousse. Her compositions 
have been performed internationally by groups such as SCENATET 

(DK), SoundInitiative (FR), We Spoke Percussion (UK) and presented at 
performing arts venues/festivals such as Café Oto (UK), MATA Festival 

(NYC), SPOR Festival (DK). Jessie’s work has recently been commissioned 
by Borealis (NO), Kong Tomorrow (DK), Huddersfield Contemporary 

Music Festival (UK), SPOR Festival (DK), SCENATET Ensemble, We 
Spoke Percussion, and she was an Artist in Residence at the Headlands 

Foundation for the Arts (CA). As a performer, Jessie works on developing 
new modes of musical performance styles with her duo ON STRUCTURE, 

plays regularly as a cellist with Ensemble Pamplemousse, and has 
developed a motley cast of performative and compositional Alter Egos. 

marco FuSi is a violinist/
violist, and a passionate advocate 
for the music of our time. Among 

many collaborations with emerging 
and established composers, he has 

premiered works by Billone, Sciarrino, 
Eötvös, Cendo and Ferneyhough. 
Marco has performed with Pierre 

Boulez, Lorin Maazel, Alan Gilbert, Beat 
Furrer, David Robertson, and frequently plays with leading contemporary 

ensembles including Klangforum Wien, MusikFabrik, Meitar Ensemble, 
Mivos Quartet, Ensemble Linea, Interface (Frankfurt), Phoenix (Basel) and 
Handwerk (Köln). Marco records for Kairos (Pierluigi Billone – ITI. KE. MI / 
Equilibrio. Cerchio), Stradivarius (Salvatore Sciarrino works for violin and 

for viola; John Cage, Freeman Etudes; Scelsi Collection Vol. 7), Col Legno, 
Geiger Grammofon. Marco also plays viola d’amore, commissioning new 

pieces and collaborating with composers to promote and expand existing 
repertoire for the instrument. Marco teaches Contemporary Chamber Music 

at the Milano conservatory “G. Verdi” and is Researcher in Performance at 
the Royal Conservatoire Antwerp.

Photo Marc Perlish

Photo: Veera Vehkasalo



Tine Surel Lange
“For solo violin(ist)” *

“For solo violin(ist)” is piece exploring and challenging our strong liste-
ning expectations towards the violin and the violinist. The violin is such a 
strong sounding, historic and symbolic object, and when writing for violin 
the sounds you explore will (almost) always be somewhat in relation to 
this. The roles are very set, as are the expectations, and the sheet for a new 
piece from the start blurred with connotations.

Jonatan Sersam
“Pareidolia” **

For my piece, I chose two research fields to dive into. I wanted use music’s 
own internal processes both as analytic tools and as ground material. 

One idea I immediately found interesting about the concept of this project 
(swimming in the lake between sound art and western art music), was how 
theories on art perception could interfere and constitute fundaments of 
composition. In the study of visual perception, such as in Rudolf Arnheim’s 
classic “Art and Visual Perception”, theories are presented on how we 
perceive shapes and patterns and how identifying a familiar object real-
ly functions. An important phenomenon in this field is Pareidolia, where 
perception creates an object or a “gestalt”, based on very vague or random 
information. The common example is a face, which appears as soon as we 
see the form of a circle. We seem inclined to create a familiar entity from 
sparse material, filling in the gaps in our minds. In my piece, I’ve con-
sciously used simple forms, intentionally imitating recognizable everyday 
sounds, such as speech, this way opening up gaps for the perception to fill. 
Simple musical “gestalts” are presented, which then change in a number of 
ways. 

This brings me to my second starting point. I let these forms work their way 
from musical gesture towards tangible, unrefined (and undefined) sound. I 
feel that a musically designed gesture creates a certain atmosphere around 
itself, distancing it from its source and elevating from the physical action 
from which it origins. While tangible sound, such as noise, is somehow 

Program noteS



situated closer to both the listener and the physical action representing it. 
In Pareidolia, using this invented premise, I zoom in and out of the sour-
ce, consciously using the distance I mentioned. This is how my borderline 
sounds.

Þuríður Jónsdóttir
“INNI - musica da camera”

This piece was initially written for baroque violin and 2-channel electroni-
cs.  It was commissioned by Halla Steinunn Stefánsdóttir with support from 
Hlaðvarpinn – Women Cultural Fund in Iceland 2012. Here is premiered a 
new version of the piece, for violin and electronics.

The subtle and fragile harmonics of the baroque violin interact with a 
soundscape made of an infant’s murmur.  An old lullaby is woven into the 
texture.

Bára Gísladóttir
“ORF (en líka axir og önnur pynintgatæki)”

ORF (en líka axir og önnur pynintgatæki) (En.: SCYTHE (but also axes and 
other torture equipment)) for viola d’amore and live electronics was com-
missioned and premiered by Marco Fusi in 2018. The piece describes an 
ancient way of grass cutting, decorated with textures of torture :) :) :)



Johan Svensson
“Down”

Down (2012) for violin and electronics is a piece that explores an unusually 
low register of the violin. The forth string is tuned down one octave and 
this string is the far most used in the piece. With this extreme scordatura 
the pitch is not clear and stable; the intonation is instead fluctuating de-
pending on the dynamics, bow position, playing technique etc.

A synthesized fan sound is used as the only material to create the electro-
nics. This sound is, in its static and synthetic appearance, quite the contrary 
comparing to the sound of the violin but they do have some similarities, 
e.g. the same fundamental (low G). In the first half of the piece the electro-
nic sound is stubbornly repeated in the same way, with the length of the 
sound as the only difference. It is linked to the violin in the way that it is 
starting and ending as a consequence of the violin sounds. In the second 
half the synthesized fan is divided into its separate elements. The violin and 
the electronics are closer connected; violin is not the leader anymore.

Alessandro Perini
“On that day my left ear became a frog” **

Music for violin revolves around violin, of course, but what if the focus were 
on the bow? The bow runs up and down (left and right), and this is already 
a very important suggestion about space. It could be interesting, for a mo-
ment, to leave our role of human listener, and imagine how sound is expe-
rienced by the bow itself.

A  custom-made laser-cut bow was designed for the occasion: all in MDF, 
no hair - only a thin wooden layer flows on the string. Two contact mi-
crophones (the ears of the bow) are attached to the opposite ends of the 
bow, the frog and the tip. The point of contact with the string while the 
performer is playing is proportionally close or distant compared to the 
position of the two microphones, which lets us experience a stereophonic 
space of listening, tied to the position of the bow.

* Piece especially written for “That Damn Borderline” with the support of
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