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INTRODUCTION 

The research group The Performances of Everyday Living at SDU 
Odense is pleased to present the conference EXTREME MUSIC:  
HEARING AND NOTHINGNESS. The research presented suggests, 
explore and examine the respects in which music may be 
transgressive, provocative or alien; are there respects in which 
some music challenges us to the point that it may even prompt 
questioning as to the very nature of music?  

The research presentations deal with the notion of extreme music 
in relation to a wide variety musical genres. The conference is a 
cross-disciplinary endeavor. Presentations reflect the perspectives 
of philosophy, musicology, musical composition, marketing, leisure 
studies, media studies, literary studies, music pedagogy, semiotics, 
psychology, gender studies, education studies, performance 
studies and culture studies. 

This conference builds upon the momentum initiated and 
maintained by the spring 2016 series of guest lectures at SDU 
entitled "Extreme Music", the fall 2016 series of guest lectures at 
SDU entitled "(More) Extreme Music" and the international 
conference entitled “Mind Over Metal: Metal Music and Culture 
from A Cross-Disciplinary Perspective” held in December 2015 at 
SDU. 

                                  

http://soundmusicresearch.org/Topics_in_the_Aesthetics_of_Music_and_Sound_Spring_2016.pdf
http://soundmusicresearch.org/Topics_in_the_Aesthetics_of_Music_and_Sound_Spring_2016.pdf
http://soundmusicresearch.org/Topics_in_the_Aesthetics_of_Music_and_Sound_Fall_2016.pdf
http://soundmusicresearch.org/Topics_in_the_Aesthetics_of_Music_and_Sound_Fall_2016.pdf
http://www.sdu.dk/mindovermetal
http://www.sdu.dk/mindovermetal
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ORGANIZING COMMITTEE: 

Cynthia M. Grund (Chair) is 
Associate Professor of 
Philosophy at the Dept. for the 
Study of Culture, University of 
Southern Denmark (SDU) at 
Odense. Grund has her 
FT/Doctor of Philosophy from 
U. of Tampere, Finland. She is 
Research Director for The 
Performances of Everyday Living 
and coordinator for The 
Aesthetics of Music and Sound 

at SDU. Grund is Editor-in-Chief of JMM: The Journal of Music and 
Meaning, which is funded by the Danish Council for Independent 
Research | Humanities (DFF | Humanities) and was grant recipient 
as well as Chair of the organizing committee for 2015’s Mind over 
Metal: Metal Music and Culture from a Cross-Disciplinary 
Perspective (www.sdu.dk/mindovermetal) also funded by DFF | 
Humanities.  
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Vitus Vestergaard (Vice-Chair) is 
Assistant Professor of Media Studies at the 
University of Southern Denmark. He is also 
trained as an organ player and a sound 
designer. His work and interests include 
sound media, sound design, exhibitions 
and more. In 2015, Vitus took the initiative 
to combine these areas of interest in an 
exhibition on the visual side of metal 
music entitled Marks of Metal. The 

exhibition ran from January through May at the Media Museum in 
Odense and in June, a traveling version was displayed at the 
Copenhell music festival in Copenhagen. The next year the same 
team created a new exhibition at the Copenhell festival on the 
industrial aspects of metal music. 

Claudio Cifuentes-Aldunate, Dr. Phil in 
Latin American Literature, Université de 
Fribourg, Schweiz; Master in Latin 
American Literature, Universidad de 
Concepción, Chile; Bachelor in Language 
and Literature, Universidad Católica de 
Valparaíso, Chile. He is Associate Professor 
of Spanish and Latin American Studies at 
the Institute for the Study of Culture, 
University of Southern Denmark. 
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Mogens Davidsen (1961). PhD, Associate 
Professor, Department for the Study of 
Culture, University of Southern Denmark 
(2008 -) 
 
 

 

 

Toni-Matti Karjalainen is Academy 
Research Fellow and Docent 
(Management of Music and Culture 
Export) at Aalto University School of 
Business. His research focus is on the 
trade of cultural narratives within the 
rock music industry and on the export 
of Finnish heavy metal in particular. 
Prior to this, Toni- Matti worked as 
Research Director of the 
multidisciplinary IDBM Program of 
Aalto University. In addition to his work 

regarding heavy metal, Toni-Matti has conducted and managed a 
number of research projects ranging from design management to  
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(Toni-Matti Karjalainen, cont.) visual brand communication in 
different industries. He holds the degrees of Doctor of Arts (Art 
and Design) and M.SC. (Economics), has published over one 
hundred articles in academic and popular domains, and has 
lectured at universities, schools and companies in various 
countries. Toni-Matti is also the host of the international academic 
research conference, Modern Heavy Metal: Markets, Practices and 
Cultures, taking place in Helsinki in 2015 and 2016. He is a serious 
heavy metal and rock music enthusiast himself. More information: 
www.tonimattikarjalainen.info & www.modernheavymetal.net.  

Tore Tvarnø Lind. Associate 
Professor, PhD, Department of 
Arts and Cultural Studies, 
Section for Musicology, 
University of Copenhagen. 
Working primarily as a musical 
anthropologist, Tore has 
extensive fieldwork experience 
(Greece and Denmark). Tore’s 

research interests includes religious music and music torture. 
Currently, Tore is working on aspects of the metal scene in 
Denmark and is particularly interested in hardcore, aggression, 
vocal styles and audiences. 
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Karl Spracklen is a Professor of Music, 
Leisure and Culture in the School of Film, 
Music and Performing Arts at Leeds 
Beckett University (UK). He is interested in 
leisure theory, identity, community and 
belonging. He is the Principal Editor of 
Metal Music Studies and has published 
dozens of papers and books, the latest 
being Critical Event Studies, co-authored 
with Ian Lamond. 
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Program  

Wednesday, November 30: 
Throughout the day: Participants arrive in Odense. 
19.00-21.00: Welcoming meet-and-greet buffet at CabInn.  

Thursday, December 1 at the University of Southern Denmark, 
Campusvej 55, 5230 Odense in O95. Please note that the 
Adobe Connect Room for O95 is https://c.deic.dk/EM-
H_and_N/, room password = “extreme”. 
8:55-9:00: Brief words of welcome and orientation.  
9:00-9:40: Karl Spracklen. From The Wicker Man to 
Atlantean Kodex: Extreme Music, Alternative Identities and 
the Invention of Paganism 
9:45-10:25: Joe Morrison. The Aesthetics of ‘Hardness’ in 
Electronic Dance Music 
10:30-11:10: Craig Fox. Metallic Hardcore, Stanley Cavell, 
and Experiences of Modernism   
11:10-11:30: Coffee break 
11:30-12:10: Jasmine Shadrack. Mater Omnium and the 
Cosmic Womb of the Abyss: Nomadic Interiorities and 
Matrifocal Black Metal Performance 
12:15-12:55: Edia Connole. Hearing and Nothing: 
WormSound, after NM 
12:55-13:45: Lunch break 
13:45-14:25: Martin E. Rosenberg. Cognition, Complexity 
and Non-Linear Time during Jazz Improvisation 



14:30-15:10:  Roberto Azaretto. Extremity as State in the 
Music of John Cage 
15:15-15:55: Mogens Davidsen. The Appeal of Nemocentric 
Aesthetics 
15:55-16:15: Coffee break 
16:15-16:55: Vitus Vestergaard. Tuning, Intonation and 
Extreme Emotion 

17:00-17:40: Tinne Stubbe Østergaard. Is the Experience 
of Music Only Happening through Our Ears? 

17:45-18:25: Søren R. Frimodt-Møller. Vertical and 
Horizontal Complexity in the Music of Devin Townsend 

 

Ca. 18.45-21.00 Dinner at SDU. 
21:21-21:41 OR 22:21-22:41 Bus 42/41 from stop at SDU 
main entrance to stop by Odense Central Station. 

 

Friday, December 2: at the University of Southern Denmark, 
Campusvej 55, 5230 Odense in O95. Please note that the 
Adobe Connect Room for O95 is https://c.deic.dk/EM-
H_and_N/, room password = “extreme”. 
9:00-9:40: Ricardo Jacinto. > 333 Parts and 37 Seconds for 
Solo Cello 
9:45-10:25: Gabi Vanek. A Discussion on Classical Idiom and 
Compositional Structure in Gorguts' Pleiades' Dust 
10:30-11:10:  Caoimhe Doyle and Katherine Foyle. The 
Hum: Tales from an Alien Soundscape   
11:10-11:30: Coffee break 
11:30-12:10: Toni-Matti Karjalainen. Meshuggah and 
Ironman - Resemblance in Extremity? 
12:15-12:55: Karl Spracklen and Søren R. Frimodt-Møller. 
Presentation of avenues for publication. 
12:55-13:45: Lunch break 



13:45-14:25: Claudio Cifuentes-Aldunate. About the 
Concept of ‘Extreme’ and Its Use in Music: A Semiotic 
Approach - Some Examples 
14:30-15:10: Stan Erraught. Obscure, Abject Desire (or un-
Americana Activities) 
15:15-15:55: M. Selim Yavuz. ‘Humörets Bottenvåning’: 
Suicide in Depressive Suicidal Black Metal Music 
15:55-16:15: Coffee break 
16:15-16:55: Teresa Gillespie. Disintegrating into the 
Dissonance of Dissociation 
17:00-17:40: Amanda di Gioia. ‘Death by Stereo!’: Sonic 
Horror in Vampire Texts 
 

18:17-18:41: Bus 41 from stop at SDU main entrance to stop 
by Odense Central Station 
19.30-ca.21.30: Dinner in town at Restaurant Paprika, 
http://www.restaurantpaprika.dk/  

 

All lectures will include time for discussions and comments. Please 
note that we are streaming lectures live via Adobe Connect – room 
links and password are provided in the above program – and the 
lectures will subsequently be available online. 
  

This will make the event somewhat of a hybrid conference, providing 
various levels of interactive dissemination. On the one hand it will 
feature the usual old school conference-style Gemütlichkeit , where 
discussions take place face-to-face in a collegial and open-minded 
environment, on the other hand it will be possible for the 
considerable number of foreign participants, who have attended the 
weekly seminar series – Topics in the Aesthetics of Music and Sound 
– of the research group by means of an online meeting room: please 
see 
https://www.facebook.com/groups/TheAestheticsofMusicandSoun
d/ for more details. 
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Roberto Azaretto was born in Buenos 
Aires, Argentina. After playing electric 
guitar for several years in thrash metal 
bands, he became interested in avant-
garde music. He graduated from 
Universidad Católica Argentina with a 
degree in Music Composition. Since 
September 2014 he is pursuing doctoral 
studies in Composition with David Felder 
in the State University of New York at 
Buffalo, where he is a Presidential 
Fellow. His music has been presented in 

Europe and the Americas. Research interests include practices of 
inscription, instances of non-human agency and the intersection of 
music and philosophy. 

Extremity as State in the Music of John Cage 

On September 9, 1963, American composer John Cage presented 
what was, according to all extant evidence, the first public 
performance of Erik Satie’s Vexations, believed to have been 
written between 1893 and 1894. At the top of the score, the 
piece—which Satie himself never discussed—has the following 
note: "In order to play this motive 840 times in succession, it would 
be advisable to prepare oneself beforehand, and in the deepest 
silence, by serious immobilities". While not prescriptive, it’s 
possible to see how such an indication could, in a receptive mind, 
instill the idea of an extraordinarily long, extraordinarily repetitive 
work, and Cage’s mind was receptive: eleven years prior, he had 
composed 4’33’’, his “silent piece”, the most famous and 
controversial work he would create, an extreme composition due 



both to the performer’s almost total inactivity and to the resulting 
absence of an intentionally produced sounding surface. 

       Lasting over 18 hours, the Vexations premiere was neither the 
first nor the last time Cage would test the limits of musical 
possibility. He often situated his work in the outermost areas of the 
discipline, exploring extremes of duration, inaction, density and 
virtuosity. However, unlike previous composers known for their 
work on liminal spaces—such as Romantics like Liszt and Paganini 
or post-Romantics like Mahler—Cage did not use extremes to 
increase the expressive tension of an otherwise conventional 
musical content, but instead presented them as loci of perceptual 
interest in themselves.  

       In this presentation I will examine 4’33’’, Vexations, 0’00’’, the 
Freeman Etudes and Organ²/ASLSP to show how the works set up 
different “extremities” as phenomena to observe or spaces to 
inhabit, instead of using them as vehicles for the representation of 
subjective states. I hold that in composing—or appropriating—
music that deals directly with the limits of music, Cage was enacting 
an immanent critique of the art form, and therefore doing art as 
philosophy. Previous scholarship on his work has usually focused on 
one of these terms at the expense of the other, either emphasizing 
the musical or philosophical aspect of the corpus. However, it is my 
contention that both aspects must be acknowledged to properly 
ascertain the importance of Cage’s production. 

http://soundmusicresearch.org/em/Presentations_EM.pdf


Claudio Cifuentes-Aldunate, Dr. Phil in 
Latin American Literature, Université de 
Fribourg, Schweiz; Master in Latin 
American Literature, Universidad de 
Concepción, Chile; Bachelor in Language 
and Literature, Universidad Católica de 
Valparaíso, Chile. He is Associate 
Professor of Spanish and Latin American 
Studies at the Institute for the Study of 
Culture, University of Southern Denmark. 
 

 
About the Concept of ‘Extreme’ and Its Use in Music: 

A Semiotic Approach - Some Examples 

In this paper, I will try to concretize a certain vagueness and 
relativity of the concept of 'extreme'. This concept is based on a 
supposed normality as well as a normativity. In fact, the senses of 
‘extreme’ seem to be based on a moving ontology of the concept, 
which is unstable by nature. My intention is to outline the 
meanings of this concept and retain the senses that could be more 
stable in it, because we are dealing with a fundamental liminal 
problem. After viewing a general definition, I intend to investigate 
what this concept could represent in the universe of music, or 
better yet, in the universe of sound. The physical manifestation of 
sound in the world (as a casual phenomenon) would be broader 
and more inclusive than the pure field of that already codified (by 
the culture) as ‘music’, since it embraces all kind of sounds from 
music to noise, and allows us to speak of limits and the meaning of 
those limits. The phenomenon of sound, as casual as it can be, 
depending on its rhythmical or melodic characteristics, will always 
be perceived as ‘something like music’ by a subject already inserted 



in a semiotized world. This subject will recognize a possible 
decoding related to the music placed in a limit of the music as 
category. That is an example of the ‘extreme’. What follows is a 
semiotic approach to the concept of  ‘extreme’ analyzing the semes 
(Greimas) and isotopies that generate the idea about something 
outside of our horizon of expectation (Gadamer). The concepts of 
semes and isotopies will also be applied to some examples, such as 
the musical character of the sound coming from insects, and their 
passage from ‘natural phenomena’ to the world of ‘ritual music’ in 
some Balinese traditions. 

http://soundmusicresearch.org/em/Presentations_EM.pdf


Edia Connole is a black metal theorist 
and Bataillean scholar, with an 
orientation in apophatic mysticism. 
She has contributed to philosophical 
and cultural collections such as The 
New Bataille: Contemporary Readings 
(Bloomsbury, forthcoming 2017), 

Through the Subcultural Lens: Hebdige and Subculture in the 21st 
Century (Palgrave, forthcoming 2017), and Metal Music Studies 
(Intellect Limited, 2016). Her books include Floating Tomb: Black 
Metal Theory (Mimesis, 2015), co-authored with Nicola 
Masciandaro, and Serial Killing: A Philosophical Anthology 
(Schism, 2015), co-edited with Gary J. Shipley. With Scott 
Wilson, she is the co-founder of MOUTH—an actionist art 
project in culinary divinomics—and co-author of The Georges 
Bataille Cookbook (Schism, forthcoming 2017). 
mmmouth.wordpress.com 

 
Hearing and Nothing: WormSound, after NM 

Negative theology, which tries to carry the implication of 
the theopathic state over into the realm of knowledge, 
might merely take up the thought of Dionysius the 
Areopagite. God is nothingness, but I prefer to say God is 
NOTHING, not without linking this negative truth to a 
perfect laughter: the laughter that doesn’t laugh. 

—Georges Bataille 

I find a glow worm between two tombs. / During the night, I 
place it in my hand. / From there, the worm looks at me, 
spreads through me to the point of shame. / And we lose 



each other in its gleam: we merge into one another in the 
light. / The wonderstruck worm laughs with me and the 
dead and I am also wonderstruck, laughing at being foretold 
by the worm and the dead. 

—Georges Bataille 

 

In the tradition of apophatic mysticism—or “negative theology,” 
as Bataille refers to it above—divinity is aligned with extreme 
light, which, by overcoming the organs of sight, obliterates all 
objects so as in its effects exactly resembles darkness. 
Correlatively, in black metal, extreme sound, by overcoming the 
organs of hearing, obliterates all musical components so as in its 
effects exactly resembles chaos or nothingness. Put somewhat 
more succinctly, if music is an ordering or organization of sound, 
black metal that negates the soundness of sound ostensibly 
undoes this, but in so doing expands the realm of what can 
occur in the place of music. To quote Paul Hegarty, “music is not 
here, not possible here, but [takes] its coming into being from 
this impossibility.”  

While implicitly not true of all black metal, it has become 
something of a theoretical commonplace to cite second-wave 
Norwegian bands by way of example. Here we find an 
intentional use of low-fi recording and paired back song 
structure to negate the soundness of sound, to present or, more 
properly, manifest music whose separations between individual 
instruments ends up in decay and indistinction. As Eugene 
Thacker contends, “this ‘necro’ sound presents . . . an encrusted, 
distorted music that is about to rot, not only the musical 
foundation of melody, but the physical substrate of music 



itself.” This is WormSound, a sonic analogue of seething 
corporeal life vermicularly bringing to presence the very 
formless form we spring from and return to: “that nauseous, 
rank and heaving matter, frightful to look upon, teeming with 
worms, grubs and eggs” which, as Bataille says, “is at the 
bottom of the decisive reactions we call [. . .] disgust or 
repugnance.”  

With commentarial recourse to the sonic effects of 
Tetragrammacide’s Typhonian Wormholes: Indecipherable Anti-
Structural Formulae (Iron Bonehead Productions, 2015), “audial 
extremity taken to the nth degree” (Black Metal Reviews), such 
experiences, concomitant with laughter, pain and anguish in 
Bataille’s oeuvre, are among the extreme states that will 
concern us here, precisely to the degree that they are 
uncontrollable, in so far as they fracture the composed 
rationality of the isolated individual, opening her to a mode of 
communication that exceeds language and, a fortiori, universal 
rational humanity. 

http://soundmusicresearch.org/em/Presentations_EM.pdf


Mogens Davidsen (1961). PhD, Associate 
Professor, Department for the Study of 
Culture, University of Southern Denmark 
(2008 -) 

The Appeal of Nemocentric Aesthetics 

From a cross-aesthetic point of view, the paper will present a 
common artistic syntax, the structure of which is somewhat shared 
by the musical, the literary and the pictorial expression. 

Based on Mark Turner’s theory of the literary mind (The Literary 
Mind [1998]) which states that while it has been common practice to 
regard the everyday mind as non-literary and the literary mind as an 
option of choice, it seems as if the literary character of the mind 
causes a fundamental way of orientation in the world. But this 
doesn’t mean that the world as such is structured as a literary work; 
we only conceive it as such because this is what we do best. In reality, 
the literary mind is a limitation because that, which is not compatible 
with the literary principles, easily avoids our attention. This is in line 
with the philosophy of Henri Bergson, which promotes an idea of the 
human mind as “pragmatic”, only designed to find its bearings 
expediently in its surroundings; the mind is not made up to 
“understand” the world outside the mind’s own will to control it 
(L’Évolution créatice [1907]. And this is where art can set in and 



shake our feeling of identity between the structure of reality and the 
capacity of our mind to register it. Art can do this by avoiding the 
fulfillment of the expectance-horizon of the mind about the 
linguistic, iconic or musical character of an art-work (see fig. 1). 

The figure below illustrates how the nemocentric – anxiety 
provoking – appeal doesn’t “please” the literary mind, which finds its 
ease in naturalism, consonance and “closure”. On the contrary, the 
nemocentric appeal is nurtured by dissonance, fragment and 
“broken” linguistic syntax. Furthermore, as this paper will claim, the 
nemocentric appeal has the correlative properties of a state of low 
entropy in reality (comparable to what Jane Bennet calls “thing 
power” in Vibrant Matter [2010]). Sharing qualitative properties with 
reality as such, the nemocentric expression thus avoids the symbolic 
and quantitative reference, we see in conventional art. Hence we 
“feel” the nemocentric expression more than we process it in 
cognitive or cerebral terms. The nemocentric expression is vital 
(though it often paradoxically orchestrates images of death and 
destruction), and it has a clear political aspect. Jane Bennett says it 
this way: 

“Why advocate the vitality of matter? Because my hunch is 
that the image of dead or thoroughly instrumentalized 
matter feeds human hubris and our earth-destroying 
fantasies of conquest and consumption.” (Vibrant Matter, p. 
ix) 

Finally the paper will address the problem of operating with 
“aesthetics” and “the nemocentric” within the same paradigm in the 
light of Ray Brassier’s considerations in the 2009 interview “Against 
an Aesthetics of Noise.” 

 



http://soundmusicresearch.org/em/Presentations_EM.pdf


Caoimhe Doyle and Katherine Foyle are 
writers/theorists living in Dublin, Ireland, 
and have been working together since 
graduating from the National College of Art 
and Design in 2013. Doyle and Foyle write 
as one, and speak as many, harnessing 
video and multimedia elements to expand 
and interrupt their performance. Topics 

under disruption include: Black Metal Theory, Science Fiction, Fan 
Fiction and Hyperstition. In 2015 they prophesied the release of the 
Kanye West album Life of Pablo.  

Recent publications include: “Murder by (Telephone) Numbers: 
Serial Killing and Unreason through the work of Douglas Adams” in 
Edia Connole, Gary J. Shipley eds Serial Killing: 
A Philosophical Anthology (2015); “It’s a suit! 
It’s me! Hyper-star and Hyper- Hero through 
Black Sabbath’s Iron Man” in Edia Connole, 
Nicola Masciandaro eds Mors Mystica: Black 
Metal Theory Symposium (2015); and “The 
Flat Devil Net: Mapping Quantum Narratives 
in True Detective” in Edia Connole, Paul J. 
Ennis, Nicola Masciandaro eds True Detection 
(2014). 
 
 

The Hum: Tales from an Alien Soundscape 
—— 
“… it’s like a, like a chittering I guess. You hear it, you don’t hear it 
really but you just get the sound in the middle of your head, like an 
itch. It’s not so much like a swarm of bees but more like a crowd, 

Caoimhe Doyle 

Katherine Foyle 



a crowd at a concert because you can pick out words and, I say it 
out loud and it sounds insane, but you can hear them talking to 
each other, coordinating. And more than that, you can hear their 
hate.” (David Wong). 
—— 
A low, persistent, barely audible throb. A high pitched wail. A 
violent vibration. A thud. Again, and again, and again. There is no 
relief, no end, no explanation. 
—— 
“In these inhuman encounters, the world presented itself, gave, 
sounded warnings and left a mute science in my soul, to which the 
soul’s subsequently acquired knowledge closed all access. I would 
like to share this muffled understanding but can’t since it’s never 
transmitted along human sentences. How would my words let the 
world without words speak without me? Can I efface myself enough 
to let it ring?” (Michel Serres). 
—— 
The Hum is an audio phenomenon, a persistent low-frequency, 
humming, rumbling or droning noise. Hummers (those who can 
hear The Hum) often experience physical side effects such as 
pain, headaches or nausea. Many are driven to suicide. Potential 
causes of The Hum are discredited almost as quickly as they are 
suggested: electromagnetic fields, radio waves, the movement of 
tectonic plates. More unlikely theories persist: angels’ trumpets 
heralding the imminent Rapture, remnants from secret CIA 
operations, “unknown threats from the Outside or xeno-agents.” 
—— 
“… radical openness always brings with it base-participation, 
contamination and pandemic horror, the horror of the outside 
emerging from within as an autonomous xeno-chemical Insider and 
from without as the unmasterable Outsider. In any case, radical 



openness is internally connected to unreported plagues.” (Reza 
Negarestani). 
—— 
If The Hum is an alien plague then Black Metal is the vector by 
which it spreads. Seeking the melancholy solitude of its droning 
never-silence, musicians become unwitting agents,  fans become 
carriers. An infection unforeseeable because who would ever think 
that something so difficult to listen to could be catching? The Hum 
is. The Hum persists. The Hum won’t let us live. 
—— 
The Hum: Tales from an Alien Soundscape is a short audio/visual 
artwork that examines the Hum through the lens of Black Metal. 
Underpinned by a number of meditative audio techniques, 
the piece invites participants to embrace the alien and to allow 
themselves to be broken open, ready for contamination. 

http://soundmusicresearch.org/em/Presentations_EM.pdf


Stan Erraught is Principal Lecturer 
in the Dept. of Media and Creative 
Industries at Buckinghamshire New 
University. He has a PhD in 
Philosophy from UCD in his native 
Dublin and has, at various times, 
being a performing and recording 
musician, a record producer and 

worked in live music production. He is currently working on music 
and utopias (and dystopias). 

Obscure, Abject Desire (or un-Americana Activities) 

“'You still play like you’re 14 years old.' 

 I said, 'Yeah, I play bad.' 

That's what he wanted."1 

The above exchange is producer Jim Dickenson recollection of 
working with Alex Chilton during the making of the latter’s 1979 
solo record, Like Flies on Sherbet.2 The next record to be released 
with Chilton’s involvement was Behind the Magnolia Curtain 
(1981)3, the debut LP by Tav Falco’s Panther Burns, on which 
Chilton played guitar and drums. 

If at least one of the necessary, though not sufficient, conditions of 
‘extreme music’ is the unease/ discomfort/ revulsion it provokes in 
the listener, then these two records certainly exemplify a particular 
modality of the extreme, taking familiar structures and song forms 
and unmasking an  obscene, abject supplement to canonical forms 
and narratives. 

1 https://www.pastemagazine.com/blogs/crawdaddy/2011/07/alex-chilton-1975-1981.html?p=3 
2 Alex Chilton - Like Flies on Sherbet, Memphis, Peabody Records 1979 
3 Tav Falco’s Panther Burns – Behind the Magnolia Curtain, London, Rough Trade 1981 



In this paper, I would like to concentrate on two songs, one from 
each record; ‘No More the Moon Shines on Lorena’4, credited to 
A.P. Carter of the eponymous family but certainly older, from Flies, 
and ‘Bourgeois Blues’5 by Leadbelly, from BTMC.  

‘Lorena’ was left off the European release of Flies, and it’s not hard 
to see why; the tale of love thwarted by the commerce in human 
beings ‘way down upon the old plantation’ is hard to hear with an 
un-horrified ear.  ‘Bourgeois Blues’ is, by most accounts, Leadbelly’s 
response to the discrimination he encountered when he visited DC 
to record for Alan Lomax at the Library of Congress. Reportedly, 
Lomax described Washington as ‘a bourgeois town’6; Leadbelly 
didn’t know what the word meant, but when it was explained to 
him, the song came quickly.  

Each song then, is ‘about’ the African American experience in the 
South; but refracted through partial or complete white authorship, 
and, in both of these recordings, sung by a white man.  

If the subject matter and racial ventriloquism is challenging, the 
sonics of both records up the stakes considerably. ‘Lorena’ sounds 
like the negative of a particularly messy jam; the tail from the 
effects left in place with the source sounds removed. ‘Bourgeois 
Blues’ is more conventional to begin with, but repeatedly collapses, 
with the drums failing to keep pace and Falco’s rockabilly inflected 
yelp about the only thing keeping time. 

In both cases, what offends is a commitment to ‘going too far’ 

Finally, at a period when the faux-naif stylistic gestures of punk had 
become short hand for the authentic, music such as this, created 
for the most part by ‘real’ musicians finding creative ways to 
4‘No More the Moon Shines on Lorena’ – Alex Chilton:  https://www.youtube.com/watch?v=s_z_x2o0wNY 

5 ‘Bourgeois Blues' Panther Burns:  https://www.youtube.com/watch?v=poCNeYlSMbI 
6 Wolfe, Charles; Lornell, Kip (1992). The Life and Legend of Ledbelly. New York: HarperCollins 

https://www.youtube.com/watch?v=s_z_x2o0wNY


subvert their own habits, brought a sensibility that ironised exactly 
this commitment to authenticity.  
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Metallic Hardcore, Stanley Cavell, and Experiences of 
Modernism 

In the course of a 2013 public discussion at Berklee College of 
Music about the metallic hardcore band Converge’s highly regarded 
album Jane Doe (2001), music producer Susan Rogers comments on 
one song in particular, characterizing it as “awesome”. The song 
she singles out (“Phoenix in Flames”) is surprising, as it’s atypical for 
the record. It is only 42 seconds and consists of two bursts of 
frenetic yet rhythmic drumming, accompanied by screams. Later in 
the course of a comparison with classical music, the 
songwriter/guitarist for the band provides a potentially useful term 
for what they create: “abrasive music.”  

In “Music Discomposed”—an article ostensibly about jazz 
criticism—the philosopher Stanley Cavell uses instances of mid-to-
late 20th century art objects as a basis for offering several 
characterizations of “modernism” and of “modern.” For instance, 
he says early in the article that “the dangers of fraudulence, and of 



trust” are essential to the experience of modernist art, and then 
also that modernism makes clear “what has always been true of 
art.” His approach to thinking or writing about art is “holistic” we 
might say. Following Wittgenstein, “potentially the entire culture” 
is up for discussion when considering a work and its significance. 
And so Cavell’s investigations of art objects—music, and especially 
film, for instance—are wide-ranging in their scope. His approach to 
writing philosophy, at least in part, is perhaps best characterized as 
“critical” in the sense of “criticism.” Where his real work comes in, 
he’s (at least in part) engaged in what philosopher and art critic 
Arthur Danto would have called “criticism.” He’s talking about the 
significance of the art under consideration, and how it relates to 
how we’ve come to experience it and how it’s given to us.  

In this talk I would like to situate Converge’s instance of “abrasive 
music” alongside Cavell’s discussion of modernism. The purpose of 
doing so is to shed light both on the music itself as an instance of 
art, and on the usefulness of, and importance of, Cavell’s concept 
of “modernism.” Abrasive music is perhaps difficult to make sense 
of; thinking about “modernism” might help us in that effort. In a 
Cavellian spirit, what I have to say might well count as a variety of 
music-critical writing or art criticism.  

http://soundmusicresearch.org/em/Presentations_EM.pdf
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and Design in 2013. Doyle and Foyle write 
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video and multimedia elements to expand 
and interrupt their performance. Topics 

under disruption include: Black Metal Theory, Science Fiction, Fan 
Fiction and Hyperstition. In 2015 they prophesied the release of the 
Kanye West album Life of Pablo.  

Recent publications include: “Murder by (Telephone) Numbers: 
Serial Killing and Unreason through the work of Douglas Adams” in 
Edia Connole, Gary J. Shipley eds Serial Killing: 
A Philosophical Anthology (2015); “It’s a suit! 
It’s me! Hyper-star and Hyper- Hero through 
Black Sabbath’s Iron Man” in Edia Connole, 
Nicola Masciandaro eds Mors Mystica: Black 
Metal Theory Symposium (2015); and “The 
Flat Devil Net: Mapping Quantum Narratives 
in True Detective” in Edia Connole, Paul J. 
Ennis, Nicola Masciandaro eds True Detection 
(2014). 

The Hum: Tales from an Alien Soundscape 
—— 
“… it’s like a, like a chittering I guess. You hear it, you don’t hear it 
really but you just get the sound in the middle of your head, like an 
itch. It’s not so much like a swarm of bees but more like a crowd, 

Caoimhe Doyle 

Katherine Foyle



a crowd at a concert because you can pick out words and, I say it 
out loud and it sounds insane, but you can hear them talking to 
each other, coordinating. And more than that, you can hear their 
hate.” (David Wong). 
—— 
A low, persistent, barely audible throb. A high pitched wail. A 
violent vibration. A thud. Again, and again, and again. There is no 
relief, no end, no explanation. 
—— 
“In these inhuman encounters, the world presented itself, gave, 
sounded warnings and left a mute science in my soul, to which the 
soul’s subsequently acquired knowledge closed all access. I would 
like to share this muffled understanding but can’t since it’s never 
transmitted along human sentences. How would my words let the 
world without words speak without me? Can I efface myself enough 
to let it ring?” (Michel Serres). 
—— 
The Hum is an audio phenomenon, a persistent low-frequency, 
humming, rumbling or droning noise. Hummers (those who can 
hear The Hum) often experience physical side effects such as 
pain, headaches or nausea. Many are driven to suicide. Potential 
causes of The Hum are discredited almost as quickly as they are 
suggested: electromagnetic fields, radio waves, the movement of 
tectonic plates. More unlikely theories persist: angels’ trumpets 
heralding the imminent Rapture, remnants from secret CIA 
operations, “unknown threats from the Outside or xeno-agents.” 
—— 
“… radical openness always brings with it base-participation, 
contamination and pandemic horror, the horror of the outside 
emerging from within as an autonomous xeno-chemical Insider and 
from without as the unmasterable Outsider. In any case, radical 



openness is internally connected to unreported plagues.” (Reza 
Negarestani). 
—— 
If The Hum is an alien plague then Black Metal is the vector by 
which it spreads. Seeking the melancholy solitude of its droning 
never-silence, musicians become unwitting agents,  fans become 
carriers. An infection unforeseeable because who would ever think 
that something so difficult to listen to could be catching? The Hum 
is. The Hum persists. The Hum won’t let us live. 
—— 
The Hum: Tales from an Alien Soundscape is a short audio/visual 
artwork that examines the Hum through the lens of Black Metal. 
Underpinned by a number of meditative audio techniques, 
the piece invites participants to embrace the alien and to allow 
themselves to be broken open, ready for contamination. 
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Vertical and Horizontal Complexity in the Music of Devin 
Townsend 

 

The terms “vertical and “horizontal” in the title of this paper refer to 
the two axes of the visual representation of a musical arrangement. 
For a long period of time, and perhaps longer than what can be 
defended as a result of the initial exclusivity of digital recording 
technology, metal productions have operated mostly at the 
horizontal level of the arrangement: The ideal of e.g. early thrash 
metal productions has been to echo a raw, dry live sound with not 
too much going on at the same time and overdubs limited to getting 
that extra guitar solo into the mix. This ideal still exists in parts of the 



metal community, but in the late 1990s and early 2000s, many bands 
in the extreme metal genre spectrum gravitated towards more 
vertically complex arrangements. Devin Townsend, both as a solo 
artist and with the band Strapping Young Lad, plays an influential 
role in this development. 

Townsend has stated that his original intention was to make his 
music “symphonic” with all that implies of having many voices 
interacting at the same time, but his initial inability to balance the 
many voices in the mix created the “wall of sound” that became his 
trademark among fans, and which several other artists have tried to 
achieve since. Townsend has, however, also had an explicit desire to 
make music, which sounds extreme.  For instance, in a documentary 
chronicling the making of the 2005 Strapping Young Lad album Alien, 
he makes statements such as ”Let’s take that strip that’s not 
supposed to go red and make it go fuckin’ crimson” and ”Let’s just 
rape and abuse technology and make something that people want 
to turn off”. This paper will argue that, along with Townsend’s 
increasing mixing abilities throughout the years, and his thereby 
increasing ability to avoid the sometimes indistinct noise-like 
character of his early productions, his music has embraced a higher 
degree of horizontal complexity, i.e. rhythmical complexity and 
complexity with respect to phrasing. The paper further speculates 
that this may be due to the vertical complexity of Townsend’s 
arrangements having lost a bit of the ‘extremeness’ it had when the 
voices were not carefully balanced in the mix – i.e. the increase in 
horizontal complexity makes up for the decrease in extremeness in 
relation to the vertical axis of the music. 

http://soundmusicresearch.org/em/Presentations_EM.pdf
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Disintegrating into the Dissonance of Dissociation 

Someone is speaking, but the listener is unable to discern the 
meaning of what is being verbally transmitted. The speaker is 
speaking the language of the listener. Yet, to the listener, the 
speaker’s words seem stuck together in a taut continuum of 
inseparable sounds, piercing through a diffuse but persistent noise. 
Now and again, distinct words or phrases pop and snap out from 
the continuum, forming brief but unsatisfying moments of release; 
a kind of lexical comprehension abstracted from the grammatical 
context, such that the computation of information as it is 
consecutively delivered fails, but an inventory of trigger signals is 
stored. As the tension between the diffuse noise, taut continuum 
and lexical snapping continues to resonate through the nervous 
system, the listener’s ability to synthesise falters even further. The 
incoming sound is shattered. A spatial decomposition breaks out of 



successive time producing segregated streams of simultaneity. The 
listener’s mind splits, splices and scatters across the proliferation of 
streams and disintegrates into the dissonance of dissociation. 

Through a multi-channel audio presentation I will sonically 
construct an aural scene of dissociation. Rather than consider the 
dissonance of dissociation an irrational cacophony to which the 
subject is essentially passive, I’m interested in approaching it as an 
intricate spatialisation that is actively produced as a psychophysical 
coping strategy. While the response may be maladaptive in 
cohering to the demands of the social situation and in conserving 
the self in the temporal present, it may be adaptive to a perceived 
future. The subjective death the listener undergoes in dissipating 
into a multitude of unfolding micro sounds may even be, to use Ray 
Brassier’s words, ‘a cognitive opportunity’. 

The mapping of the aural spatialisation will draw upon Alan 
Bregman’s Auditory Scene Analysis. The piece will be constructed 
entirely out from voices, both computer and human, digitally 
manipulated such that words dissolve into the inaudible. Audible or 
not, the voices will form a layered text with references to 
theoretical influences and themes including aspects of Jan Schnupp 
et al. Auditory Neuroscience, Ray Brassier’s Catastrophy of Time, 
Sigmund Freud’s Beyond The Pleasure Principle and Inigo Wilkins’ 
Irreversible Noise. 
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‘Death by Stereo!’: Sonic Horror in Vampire Texts 

Sound has always been an integral component in building suspense 
and fear in consumers of horror texts. Vampire stories and vampire 
films have often employed sonic tropes such as the howling of 
wolves, the timbre of a pipe organ, or the shrieks of their victims to 
evoke extreme emotions in their audience. The imagery coupled 
with the diegetic sound in vampire texts is also extreme. Images of 
blood, death, and various other horrors are splashed across the 
screen (or are described within the pages of a book), while a 
soundtrack or sounds out of a nightmare are being played in the 
background. The “extremity” of the music or sounds selected to be 
used in vampire texts is multifarious. Some creators of vampire 
texts choose to focus on counter-culture creators of the music 
featured within certain scenes (such as music from the metal 
milieu). Other creators of vampire texts rely on humorous 
juxtapositions between the context of the lyrical content of music 
being played in comparison to what is occurring onscreen (or on 
the page), highlighting another aspect of extremity. Composers and 



creators of certain musical pieces may focus on vampires or 
vampirism to indicate extremity within their work. This paper and 
presentation will briefly explore the manifold of roles of music and 
sound in horror texts featuring vampires. Thus, the main research 
questions of this presentation and paper are as follows: How is 
extreme music represented by creators of vampire texts? Are 
sinister songs connotative of a sinister vampire? How much do 
vampire texts rely on sonic guises? How does extremity in the song 
and sound choices of vampire texts reflect in the context in which 
they are used? In particular, I will focus on how “romantic” 
depictions of vampires are usually accompanied by sonic sounds of 
pipe organs (as the research of Halfyard and Hannan indicates), but 
depictions of more “extreme” vampires, like those in John 
Carpenter’s Vampires and those within subcultural vampire fiction, 
abandon this trope. These methods will include analysis of dialogue 
(close reading of language focused on word choice, particularly 
figurative language, imagery, and symbolism) and of the imagery in 
the texts themselves (for example, in films: analysing framing, 
lighting, costume, and plot). 
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> 333 Parts and 37 Seconds for Solo Cello

This paper presents and examines a process based multimedia 
installation exhibited in Lisbon in 2016. The installation occupied a 
gallery space comprised of several rooms with distributed objects, 
sounds and text. The work in question opens up with the following 
verbal score: 

Parts and duration: 
Solo to be performed by anyone with any instrument. Place the 
instrument horizontally. Distribute several contact microphones on 
its body and, while recording all the signals separately, crush it as 
slowly as possible with maximum pressure, at a steady speed. 
Arrange all the pieces in groups in a disciplined way. Diffuse the 
recorded audio tracks in independent speakers in the same 
room. 

The installation presents what seems to be the result of this 
proposed performative process thus creating a situation where the 
spectator is placed in the presence of hundreds of organized 
fragments of a cello (the musical instrument that has been at the 
centre of my practice as a free improviser) and the sound of its 



meticulous destruction. It suggests a route, both conceptual and 
narrative, presenting the final solo of a cello as the result of a 
methodical extreme pressure action in its body. 

The 37-second multichannel sound piece is a microscopic sonic 
document of the moment when the instrument’s body suffers this 
radical transformation. The recording and diffusion strategies 
propose a situation where the audience is “placed” inside the cello 
as if it were a “collapsing architecture”. The extreme sonic 
magnification still recalls the materiality of the instrument but the 
action totally reconfigures its sonic image: the sonic expectation 
towards this particular instrument is confronted by a primal 
uncontrolled disintegration sound. 

The 333 elements are organized in groups with different shapes 
and sizes, clearly and methodically presented on six tables, 
proposing also a microscopic approach to the instrument´s body 
through a diffracted anatomy. These resulting objects still keep the 
traces of the instrument´s classical design but the fragmentation 
and pressure distortions bring into mind a myriad of other origins 
and at times recall its material origins. 

With this installation as background I´m interested in discussing 
strategies to explore the spatiality of the cello as a musical 
territory. How the cello’s anatomy and its performativity may 
become central in the development of my musical vocabulary to 
inquire a performance place and context, articulating ideas about 
free improvisation and site specificity. 

Photos and audio: http://www.ricardojacinto.com/mainprojects/ 
installations/333partese37segundos 
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Meshuggah and Ironman - Resemblance in Extremity? 

In the proposed paper, I explore the notion and characteristics of 
“extreme” in two seemingly different contexts: metal music and 
endurance sports. The motivation of the paper is based on my 
personal experiences and notes as a long-term metal fan and sports 
enthusiast. Tentatively, I discuss various themes that are seemingly 
contradictory in the discourses of fans, media and general public 
within both realms – such as extreme versus mainstream, 



personal/hedonic rewards versus social/communal cohesion. I use 
two particular cases to illustrate the points that stand out. The first 
one is Meshuggah, “a Swedish extreme metal band” (their 
Wikipedia definition), who pursue extremity in their highly 
technical and technological approach to music making, odd song 
structures and polyrhythmic compositions, as well as overall heavy-
duty production and display. The second case concerns Ironman-
distance triathlon (consisting of 3.8km swim, 180km bike, and 
42.2km run leg) that serves as an example of “extreme endurance 
sports” (Schüler et al. 2014) or “ultraendurance event” (defined as 
a competition that exceeds 6 hours in duration by Zaryski & Smith, 
2005). But what characterizes these cases as extreme within their 
respective fields? Are there some common characteristics in the 
experience and practice of these seemingly different domains? 
According to the Merriam-Webster dictionary (definition 1c), 
extreme is “exceeding the ordinary, usual, or expected”. What is, 
then, the ordinary, usual, or expected, in metal music or in 
endurance sports? Are Meshuggah and Ironman valid examples of 
extreme in the first place? For many people, especially among 
devoted metal fans and triathlon hobbyists, they may not appear 
like that. The increased popularity and variety of metal music and 
long-distance sports during this decade have also shifted the 
boundaries of extreme. Music that sounded extreme in the 1980’s 
does not generally deliver the same experience for the 
contemporary metal fan. Moreover, as (Kahn-Harris, 2007) note, 
extremity has become a ubiquitous and vague concept in 
contemporary popular culture, and heavy metal in particular. Our 
judgment on the perceived extremity of music can rely on 
aesthetics, cultural or social grounds, or the qualities of music itself, 
and the auditory and bodily experience it provides. And the same 
applies to sports. In the paper, to address the above points, I aim to 
locate various representations of extreme within these two fields. I 



plan to do this by analyzing selected discourses within the fan 
(metal music) and hobbyist (triathlon sports) communities as well 
as media texts. 
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The Aesthetics of ‘Hardness’ in Electronic Dance Music 

This paper is a contribution of the attempt to provide an analytic 
philosophical aesthetics of electronic dance music. Nick Wiltsher 
(2016) has started to develop an account I call the ‘Flow’ view, in 
terms of the relations holding between the music and the people 
moving to it. In this piece, I want to focus on one particular concept 
relevant to dance music aesthetics, and to start to trace 
connections to some of the other areas that Wiltsher has drawn 
attention to. That concept is ‘hardness’. 

Hardness in music is an aesthetic property, and is a defining quality 
of certain genres of dance music. Hardcore, gabber, schranz, 
and breakcore are all ‘extreme’ styles of electronic dance music, 
and what makes them extreme is precisely that they have hardness 
as a defining quality, in contrast to other genres in which hardness 
may be present but not definitional. 



I start by comparing hardness in electronic dance music with 
‘extremeness’ in other musical genres (jazz, metal, Noise) to expose 
some commonalities; shared features include difficulty, 
demandingness and other forms of inaccessibility (‘barriers to 
entry’). I identify sonic features – speed (tempo), loudness, timbre, 
dynamics – that are relevant, but which are not adequate 
determinants of hardness in dance music. Theoretical accounts of 
extreme musics emphasise the presence of elements which aim to 
represent industrialisation, violence, chaos, darkness, 
rawness, power, aggression, ignorance, machismo, 
pornography/sexual violence, or fascist imagery / ideology.  I agree 
with Wiltsher’s ‘Flow’ theory that a representational account fails 
to account for unique features of the aesthetics of dance music: in 
particular, the music’s effect on dancers and the dancefloor, the 
relationship between the listener, their body and the music. I think 
that Wiltsher is correct to explicate the aesthetics of electronic 
dance music in terms of bodily movement and an implicit compact 
that dance music makes with the listener/dancer. But I suggest that 
hard genres problematise his ‘Flow’ account since they transgress 
this compact, in so far as hard genres do not make the same kind of 
invitation to move. I propose an analysis of ‘hardness’ partly in 
terms of relentlessness and unreasonableness. 
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jazz composition at the Berklee College of Music, he has returned 
(after thirty years) to performing in the Pittsburgh area. 
martinerosenberg53@gmail.com; 
https://thenewcentre.academia.edu/MartinERosenberg 



Cognition, Complexity and Non-Linear Time during Jazz 
Improvisation 

 

Contemporary research into the cognitive neuroscience of jazz 
improvisation demonstrates that the question of intentionality with 
respect to improvised content becomes complicated by how jazz 
musicians move from preparing for improvisation (what Berliner 
calls “thinking in jazz”), to the processes of improvisation “in-the-
moment,” while in “conversation” with other improvisers “saying 
something,” as Ingrid Monsen puts it.  There is a complex 
relationship between thinking musically, and interacting musically: 
Both Charlie Parker and John Coltrane describe the need to learn 
everything one can about music, and then, when the moment 
comes, forgetting everything and just play; while Sonny Rollins says 
“Don’t play the music, man; let the music play you.”  I argue that 
their statements are empirical, not poetic.   

I call these two stages “projective apprehension,” which describes 
the top-down visualization of harmonic, melodic and rhythmic 
pathways on an instrument and their ‘capture’ in spatial schema 
and proprioception; and “proprio-sentience,” which involves the 
spontaneous enactment of those pathways in visceral response to 
the aural stimuli emerging from the other members of the 
ensemble, also “saying something.”  The first requires feedback 
loops that stabilize as a global neuronal ensemble emerges within 
each individual embodied performer. The second requires feedback 
loops from the individual’s proprioceptive responses to the other 
members of the ensemble, and then, in a process that sometimes 
creates interference patterns, from the ensemble back to the 
individual, whose intentionality becomes altered by that feedback.  



Neuroscience research on jazz improvisation, particularly that 
shaped by the paradigm that Francisco Varela and Evan Thompson 
call “embodied and enactive” cognitive science, suggests there can 
be no linear narrative of the complex processes involved in 
preparing for and performing improvisation.  Where this complexity 
is most apparent is in how difficult being “in the moment” really is, 
given the lag in time between receiving sensations and their 
register with self-conscious awareness located in executive 
function.  That lag makes performing in response to others 
impossible while trying to “think.”  Further research indicates that 
several different time scales seem to co-exist during improvisation 
in ways that recall Varela’s account in his justly famous essay “The 
Specious Present” (1999), as well as Daniel Kahneman’s more 
recent and accessible account in Thinking, Fast and Slow 
(2011).   For example, the phenomenon of “getting lost” that all 
jazz musicians experience results from the break down in the 
precarious balance of immediate visceral response to aural 
sensation (1/10 scale), while attempting to remain aware of the 
narrative frame of the song form itself (10 scale).  What follows is 
an attempt to model this non-linear narrative of the complexities of 
improvised performance in a way that may shed light on how jazz 
musicians respond viscerally without thinking, while still 
contributing novel complex conceptual content. 



Jasmine Shadrack Jasmine Shadrack is a 
Senior Lecturer in Popular Music at the 
University of Northampton, UK. She is in her 
final stages of her PhD in Interpretive 
Performance Autoethnography and Female 
Black Metal Performance. Her publications to 
date include tattooing and female body 
reclamation, feminism, graphic novels, black 
metal, death metal, with theoretical 
applications of Butler, Spivak, Foucault, 

Baudrillard, and Kristeva. She is the choir master for her 
institution’s chamber choir and is also the front woman and 
guitarist with the avant-garde black metal band, Denigrata. 
Jasmine.shadrack@northampton.ac.uk 
 

Mater Omnium and the Cosmic Womb of the Abyss: 
Nomadic Interiorities and Matrifocal Black Metal 

Performance. 
 

If a woman cannot feel comfortable in her own body, she has 
no home. (Winterson, J, The Guardian, 29.03.2013). 

Black metal is beyond music. It exceeds its function of musical 
genre. It radiates with its sepulchral fire on every side of 
culture [...] Black metal is the suffering body that illustrates, in 
the same spring, all the human darkness as much as its vital 
impetus.  (Lesourd, E. Helvete: Journal of Black Metal Theory; 
vol. I, 2013. 41-42). 

Masciandaro’s notion of ‘the cosmic womb of the abyss’ (83) in 
black metal theory, suggests a foregrounding of a matrifocal 
position cosseted and restrained within the patriarchal frame of 



black metal that at once, performs against it and from within it. The 
overt masculinity of this subgenre, of metal and popular music 
structures and the wider socio-cultural metanarrative, means that 
for a woman to occupy space within black metal, she has to identify 
the cosmic womb as her own. The process that subsequently 
unfolds is a subjective self-embodied analysis that, through 
interpretive performance autoethnography, develops a critical 
understanding of women and their relationship to black metal. The 
notion of woman as the female nomad, as Winterson notes, whose 
inability to feel comfortable in her own body means that she is 
mediated through patriarchal structures and her home is denied 
her. Through interpretive performance autoethnography, that 
sense of home, of the occupation of her interiorities, becomes a 
tangible active performance; the abyssic void becomes arrested by 
female black metal performance and the mater omnium ceases her 
nomadic journey, and finds release.  

This paper seeks to analyse female black metal performance 
through interpretive performance autoethnography. As the 
guitarist and front woman with the avant-garde black metal band 
Denigrata, my involvement has meant that the journey to find my 
home rests within the blackened heart of musical performance. 
Interpretive performance autoethnography provides the analytical 
frame through which the cosmic womb of the abyss becomes 
manifest in Denigrata’s music and art-objects. This process 
identifies and actualises Creed’s ‘generative archaic mother, 
constructed within patriarchal ideology, as the primeval ‘black 
hole’, the originating womb which gives birth to all life’ (27), 
exceeding the mystical, all-powerful feminine divine and making 
her, through black metal performance, wholly human.  

Key words: Autoethnography, Performance, Black Metal, 
Subjectivity, Feminism 



Karl Spracklen is a Professor of Music, 
Leisure and Culture in the School of Film, 
Music and Performing Arts at Leeds Beckett 
University (UK). He is interested in leisure 
theory, identity, community and belonging. 
He is the Principal Editor of Metal Music 
Studies and has published dozens of papers 
and books, the latest being Critical Event 
Studies, co-authored with Ian Lamond. 

From The Wicker Man to Atlantean Kodex: Extreme Music, 
Alternative Identities and the Invention of Paganism 

The German epic heavy/doom metal band Atlantean Kodex has 
written two concept albums based on the folklore and paganism of 
old Europe and the West: The Golden Bough, and The White 
Goddess. In the latter album the song Sol Invictus tells the story of a 
‘neolithic magick’, a sacred truth, about death and resurrection. 
This pagan cycle is described as underpinning not only the 
established religions such as Christianity, but runs deep in today’s 
secular, scientific society: ‘Beneath the fragile crust of this modern 
age of reason’. The two albums owe their titles to two books that 
have influenced the rise of modern paganism, though they remain 
deeply problematical: Frazer’s well-learned but speculative myths 
about the meaning of the story of the Golden Bough in the Aeneid; 
and Graves’ far-fetched claim of thousands of years of continuity of 
a pre-historical cult worshipping the White Goddess. In this paper, I 
explore the most important influence on Atlantean Kodex, which is 
also one of the most important influences on modern paganism: 
the film The Wicker Man (1973). This film tells the story of a pagan 
revival and survival on an island off the coast of Scotland, and ends 



with the Christian police officer sent to investigate a crime there 
being burned in an enormous wicker man. I discuss the ways in 
which that film uses the speculative folklore of Frazer and Graves to 
construct a set of invented traditions about paganism and its 
alternative, counter-Christian nature, which have made paganism 
appealing to extreme metal musicians and fans. In this discussion, I 
will use examples from other metal bands and fans who have 
name-checked the themes and the traditions of the film. In 
discussing the folklore of The Wicker Man, I also explore the folk 
music used in the soundtrack, which has also contributed to the 
invention of modern paganism and extreme folk music. I will 
conclude by suggesting that although many pagans have adopted 
this extreme music and myth into their world-views, the myth of 
The Wicker Man is also used as a playful rejection of Christianity 
and its authority by those of a secular or humanist persuasion. 

http://soundmusicresearch.org/em/Presentations_EM.pdf


Gabi Vanek is a bassoonist and 
occasional sculptor currently 
living in Kansas. She graduated 
from the University of Iowa 
where she studied bassoon under 
the tutelage of Benjamin Coelho. 
At the time of this writing, she is 
finishing her M.Mus in Bassoon 
Performance at Wichita State 

University, where she had studied with Dr. Stephanie Patterson and 
now studies with Zachary Hague. Gabi often finds herself more 
interested in playing in a death metal band than an orchestra, but 
has decided that playing contemporary and new music pieces on 
bassoon will have to satisfy her craving for tonal dissonance for 
now. She is currently playing electric bassoon in, an as of yet 
unnamed, free improvisational/noise duo. They were most recently 
featured at the 2016 K.N.O.B. New Music Festival in Wichita, KS.    
In her free time, she has earned titles such as “Cultural Imperialist” 
and “Rabble-rouser” when trying to discuss extreme music in the 
context of the Western Classical tradition. 

A Discussion on Classical Idiom and Compositional 
Structure in Gorguts' Pleiades' Dust  

In May of 2016, Canadian technical/avant-garde death metal band 
Gorguts released their EP Pleiades’ Dust. The album narrates both 
the exploration and eventual destruction of The House of Wisdom, 
an educational and intellectual hub found in Baghdad during the 
Islamic Golden Age (circa 8th - 13th  centuries CE). 

The EP is a single piece that is divided into seven “chapters”, much 
like how a symphony is divided into movements. My research 
explores how the compositional techniques found in the piece, 



specifically the use of a recurring theme and varied metric 
structure, reflect the narrative of The House of Wisdom. I believe 
that these techniques were used intentionally by the band, 
specifically by main song writer Luc Lemay. Lemay has said in the 
past that he often does not use his compositional training 
when writing for Gorguts, but when writing for Pleiades’ Dust he 
consciously sought to incorporate classical idiom. 

We know that in the earliest incarnations of death metal, lyrics 
were often initially focused on blood, gore, and the irreverent while 
the music, though often requiring proficient technique, was not 
specifically harmonically or rhythmically complex. Gorguts has 
proven to be quite transgressive to the genre not only by using 
lyrical content related to history but, especially by the specific use 
of classical idiom in the composition of Pleiades’ Dust. While 
Gorguts is not the only death metal band to do this now, it is a far 
cry from what was happening in the genre during the late 80s and 
early 90s. Since the release of their album Obscura in 1998, Gorguts 
has continued to push the boundaries of what defines death metal 
as a genre. 

While there has been some writing on the compositional process 
used by Gorguts in Pleiades’ Dust in non-academic contexts, a 
notable example being the June 2016 issue of Decibel magazine, I 
look to expand upon this for the burgeoning field of academic 
studies in extreme music. My focus is specific to compositional 
practice in addition to the histories of the genre that have been 
written by Jason Netherton in Extremity Retained and Albert 
Mudrian in Choosing Death: The Improbable History of Death Metal 
& Grindcore. 

http://soundmusicresearch.org/em/Presentations_EM.pdf


Vitus Vestergaard is Assistant Professor 
of Media Studies at the University of 
Southern Denmark. He is also trained as an 
organ player and a sound designer. His 
work and interests include sound media, 
sound design, exhibitions and more. In 
2015, Vitus took the initiative to combine 
these areas of interest in an exhibition on 
the visual side of metal music entitled 
Marks of Metal. The exhibition ran from 

January through May at the Media Museum in Odense and in June, 
a traveling version was displayed at the Copenhell music festival in 
Copenhagen. The next year the same team created a new 
exhibition at the Copenhell festival on the industrial aspects of 
metal music. 

Tuning, Intonation and Extreme Emotion 

Today, most Western music is based on equal temperament: The 
equal spacing of the 12 pitches of the octave. However before the 
20th century other tuning systems were widely used and in tuning 
history a lot of musicians, composers and instrument makers have 
described equal temperament as being “out of tune”, “bland” and 
“characterless”.  

In this presentation I make the argument that tuning and 
intonation can be (and is) used as a means of creating emotion in 
music. I argue that equal temperament is in a sense characterless 
and much better suited for serial music and atonal music than for 
tonal music. When using non-equal temperaments and intonation 
on the other hand the character of harmonies and intervals have an 



expressive potential that can be used in trying to elicit certain 
emotions. 

One short part of the presentation will focus on rigid tuning 
systems. Here the examples range from renaissance music to 
computer music and from the use of Pythagorean tuning to the 
tuning systems made possible by software. Another, larger, part of 
the presentation will focus on more fluid use of intonation and 
tuning. Here the examples range from laid back jazz singers with 
low intonation to punk groups playing with out-of-tune guitars. In 
these cases intonation and tuning is more intuitive instead of being 
based on a fixed system of exact frequencies of musical notes. 

The presentation will only touch briefly on the mathematics of 
musical temperament. Instead the emphasis is on the expressive 
potentials of tuning and intonation. One main question is how 
tuning and intonation can support more extreme emotions, i.e. 
sorrow, in Western music. Here the presentation will focus on the 
one man black metal band Xasthur and especially on the song 
“Trauma will always linger” and its use of tuning as an expressive 
means of eliciting extreme notions of trauma, grief and despair. 
Other examples include punk music and music from video games. 

Several possible explanations for the relationship between 
temperament and emotion are offered and examined. 

http://soundmusicresearch.org/em/Presentations_EM.pdf


M. Salem Yavuz is a PhD student and
part-time lecturer at Leeds Beckett
University. Coming from a musicological
background, his current research focuses
on the genealogy of death doom metal
music networks in northern England and on

situating these fringe musical spaces in related larger cultural 
groups such as doom metal and extreme metal, having previously 
written dissertations about John Dowland and Elizabethan social 
structures, and death and suicide ideas in depressive suicidal black 
metal music. He is also an editorial assistant of the journal Metal 
Music Studies.  

 ‘Humörets Bottenvåning’: Suicide in Depressive Suicidal 
Black Metal Music 

‘Music is no different from the indifferent howling of the wind that 
black metal seeks to evoke, but always for somebody, if only just 

for oneself, to place oneself at the very limit of oneself where one 
is dissolved to NOTHING.’ 

Melancholy, death, and the darker thought spectrum should not be 
considered separate from black metal at any point through its 
history, as suggested by the above quote from Steve Wilson. In 
contrast however, depressive suicidal black metal (DSBM) took these 
themes further in terms of their crudity, and more importantly it 
fixated on the ideas of death and suicide. DSBM emerged as a style 
after the turn of the century, and one may consider it to be a style of 
both black metal and doom metal from different perspectives. The 
birth pangs of this style are observed in the popular media through 
1990s and 2000s with the style being labelled many things including 



black metal, doom metal, and dark metal among others before 
settling on DSBM. The self-assigned style signifier ‘depressive 
suicidal’ shows both the intimacy of involvement of the community 
(for this case in particular, the musicians and the audience) and the 
fixation and the insularity of themes present in DSBM. The reason 
for this fixation may be interpreted from an ontological security 
point of view, more so as the internalisation of the death idea and 
an opposition to denial of death. Anthony Giddens defines 
ontological security as ‘persons having a sense of order and 
continuity in relation to the events in which they participate, and the 
experiences they have, in their day-to-day lives’, furthermore this 
‘security’ may be broken down with an existential confrontation; a 
confrontation, as Philip Mellor suggests, which has ‘the potential to 
open individuals up to [Kierkegaardian] dread, shattering [their] 
ontological security’. Black metal theory also provides an important 
insider view to the interpretation in question from a philosophical 
standpoint. The proposed paper looks at DSBM music through this 
combined lens and interprets how the musicians, in their lyrics, 
approach the ideas of death and suicide to provide a cultural space 
–intended for audience- for this confrontation from either a visceral
or a violent and forced angle in hopes to contribute to death studies
within metal music.

http://soundmusicresearch.org/em/Presentations_EM.pdf


Tinne Stubbe Østergaard holds a M.A. in 
Semiotics and Religious Science from the 
University of Aarhus and additional studies in 
Nordic Language and Medical Anthropology. 
She is an independent scholar who regularly 
attends lectures, seminars and conferences. 
Her interest in the human sense of hearing 
began with a course in 'Bones and Sound' with 
the American osteopath Stanley Rosenberg in 
1977. 

Is the Experience of Music Only Happening through Our 
Ears? 

This paper pursues a phenomenological approach to the human 
experience of sound and music with a focus on our sensory organs 
and how music has a direct physical impact on the body. 

The aim is to give some insights and raise some questions in order 
to perhaps better understand why extreme music can be attractive 
for some. 

The ability to hear depends on the inner ear and the cognitive 
processing making it possible to pay attention to specific sound 
patterns and make sense of them. But it is often overlooked that 
hearing is a later development of the vestibular sense, our primary 
sense of gravity. To single out a specific source of sound is possible, 
but most of the time sounds help us make sense of the 
environment, with the sense of gravity as a sort of coordinating 
point of reference. 

Sound and music can be envisioned as vibrations, and these 
vibrations have an impact, not only on the organism but also 



within. This impact can be observed and experienced as subtle, 
subsonic, harmonic, challenging, harmful etc. or even so extreme as 
to be fatal. 

The vibration of materials, and the patterns they create, are 
essential in musical instruments, and the skills of making high 
quality instruments have been highly esteemed in human history. 
But developing the human ability to sense the subtle qualities of 
sound now seems to be replaced by learning the ability to 
withstand a high impact of sound, either through head phones 
directly into the ears or through electronic sound systems, 
analogue or digital. Recorded sound, broadcasting and easy access 
to music makes it possible to be exposed to music at any time, 
often used to shield us off from background noise and efforts to 
distract our attention. 

Extreme music may be a way of catharsis, be necessary in a 
Benjamin sense in order to ’feel’ the music, or a sort of self- 
destruction in order to break free from boredom, but a deeper and 
wider understanding on how we are able to sense and experience 
music may give us a clearer idea of the consequences. 

The presentation will include audio-visual materials and practical 
experiments. 

http://www.soundmusicresearch.org/em/Presentations_EM.pdf
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41 11.50 11.52 11.57 12.01 12.04 12.08 12.12 12.18 12.22 12.24 12.26 12.31 12.36 12.39 12.47
41 12.11 12.13 12.17 12.19 12.23 12.27 12.33 12.37 12.39 12.41 12.46 12.51 12.54 13.02
44 12.44 12.47 12.49 12.52 12.56 12.58 13.06
41 12.20 12.22 12.27 12.31 12.34 12.38 12.42 12.48 12.52 12.54 12.56 13.01 13.06 13.09 13.17
41 12.41 12.43 12.47 12.49 12.53 12.57 13.03 13.07 13.09 13.11 13.16 13.21 13.24 13.32
44 13.14 13.17 13.19 13.22 13.26 13.28 13.36
41 12.48 12.50 12.55 13.00 13.03 13.07 13.11 13.18 13.22 13.25 13.27 13.32 13.37 13.40 13.48
41 13.03 13.05 13.10 13.15 13.18 13.22 13.26 13.33 13.37 13.40 13.42 13.47 13.52 13.55 14.03
44 13.44 13.47 13.49 13.52 13.56 13.58 14.06
41 13.24 13.26 13.30 13.33 13.37 13.41 13.48 13.52 13.55 13.57 14.02 14.07 14.10 14.18
41 13.33 13.35 13.40 13.45 13.48 13.52 13.56 14.03 14.07 14.10 14.12 14.17 14.22 14.25 14.33
44 14.14 14.17 14.19 14.22 14.26 14.28 14.36
41 13.54 13.56 14.00 14.03 14.07 14.11 14.18 14.22 14.25 14.27 14.32 14.37 14.40 14.48
41 14.03 14.05 14.10 14.15 14.18 14.22 14.26 14.33 14.37 14.40 14.42 14.47 14.52 14.55 15.03
44 14.44 14.47 14.49 14.52 14.56 14.58 15.06
41 14.24 14.26 14.30 14.33 14.37 14.41 14.48 14.52 14.55 14.57 15.02 15.07 15.10 15.18

HVERDAG40 41

Fortsætter på næste side

42

 SDU-dag kører kun SDU-dage - se i kalenderen
         

44

sdu se også rute 140P kl. 07.36 fra OBC Dannebrogsgade Plads H 
samt 151L kl. 07.34 og 07.50 fra OBC Plads B

Rute 44 standser kun ved de anførte stoppesteder mellem OBC og SDU
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41 14.33 14.35 14.40 14.45 14.48 14.52 14.56 15.03 15.07 15.10 15.12 15.17 15.22 15.25 15.33
44 15.14 15.17 15.19 15.22 15.26 15.28 15.36
41 14.54 14.56 15.00 15.03 15.07 15.11 15.18 15.22 15.25 15.27 15.32 15.37 15.40 15.48
41 15.03 15.05 15.10 15.15 15.18 15.22 15.26 15.33 15.37 15.40 15.42 15.47 15.52 15.55 16.03
44 15.44 15.47 15.49 15.52 15.56 15.58 16.06
41 15.24 15.26 15.30 15.33 15.37 15.41 15.48 15.52 15.55 15.57 16.02 16.07 16.10 16.18
41 15.33 15.35 15.40 15.45 15.48 15.52 15.56 16.03 16.07 16.10 16.12 16.17 16.22 16.25 16.33
44 16.14 16.17 16.19 16.22 16.26 16.28 16.36
41 15.54 15.56 16.00 16.03 16.07 16.11 16.18 16.22 16.25 16.27 16.32 16.37 16.40 16.48
41 16.03 16.05 16.10 16.15 16.18 16.22 16.26 16.33 16.37 16.40 16.42 16.47 16.52 16.55 17.03
44 16.44 16.47 16.49 16.52 16.56 16.58 17.06
41 16.24 16.26 16.30 16.33 16.37 16.41 16.48 16.52 16.55 16.57 17.02 17.07 17.10 17.18
41 16.47 16.49 16.53 16.56 17.00 17.04 17.11 17.15 17.18 17.20 17.25 17.30 17.33 17.41
41 17.00 17.02 17.07 17.11 17.14 17.17 17.21 17.26 17.30 17.32 17.34 17.38 17.43 17.46 17.51
41 17.20 17.22 17.26 17.29 17.32 17.36 17.41 17.45 17.47 17.49 17.52 17.57 18.00 18.05
41 17.49 17.51 17.55 17.59 18.01 18.03 18.06 18.11 18.15 18.17 18.19 18.22 18.27 18.30 18.35
41 18.23 18.25 18.29 18.31 18.33 18.36 18.41 18.45 18.47 18.49 18.52 18.57 19.00 19.05
41 18.49 18.51 18.55 18.59 19.01 19.03 19.06 19.11 19.15 19.17 19.19 19.22 19.27 19.30 19.35
41 19.23 19.25 19.29 19.31 19.33 19.36 19.41 19.45 19.47 19.49 19.52 19.57 20.00 20.05
41 19.49 19.51 19.55 19.59 20.01 20.03 20.06 20.11 20.15 20.17 20.19 20.22 20.27 20.30 20.35
41 20.23 20.25 20.29 20.31 20.33 20.36 20.41 20.45 20.47 20.49 20.52 20.57 21.00 21.05
40 20.49 20.51 20.55 20.59 21.01 21.03 21.06 21.11
41 21.23 21.25 21.29 21.31 21.33 21.36 21.41 21.45 21.47 21.49 21.52 21.57 22.00 22.05
41 22.19 22.21 22.25 22.29 22.31 22.33 22.36 22.41 22.45 22.47 22.48 22.51 22.55 22.57 23.02
40 23.33 23.35 23.39 23.41 23.43 23.46 23.51

HVERDAG

 SDU-dag kører kun SDU-dage - se i kalenderen
         

40 41 44

Rute 44 standser kun ved de anførte stoppesteder mellem OBC og SDU
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40 06.10 06.11 06.15 06.16 06.18 06.21 06.26
41 07.04 07.06 07.10 07.14 07.16 07.18 07.21 07.26 07.30 07.32 07.33 07.37 07.41 07.44 07.49
41 08.09 08.10 08.14 08.16 08.18 08.21 08.26 08.30 08.32 08.33 08.37 08.41 08.44 08.49
41 09.00 09.02 09.07 09.11 09.13 09.16 09.21 09.26 09.30 09.32 09.34 09.39 09.44 09.47 09.53
41 10.00 10.02 10.04 10.09 10.14 10.17 10.23
41 09.50 09.52 09.56 09.58 10.01 10.06 10.11 10.15 10.17 10.19 10.24 10.29 10.32 10.38
41 10.20 10.22 10.26 10.28 10.31 10.36 10.41 10.45 10.47 10.49 10.54 10.59 11.02 11.08
41 10.30 10.32 10.37 10.41 10.43 10.46 10.51 10.56 11.00 11.02 11.04 11.09 11.14 11.17 11.23
41 50 52 56 58 01 06 11 15 17 19 24 29 32 38
41 20 22 26 28 31 36 41 45 47 49 54 59 02 08
41 30 32 37 41 43 46 51 56 00 02 04 09 14 17 23
41 14.50 14.52 14.56 14.58 15.01 15.06 15.11 15.15 15.17 15.19 15.24 15.29 15.32 15.38
41 15.20 15.22 15.26 15.28 15.31 15.36 15.41 15.45 15.47 15.49 15.54 15.59 16.02 16.08
41 15.30 15.32 15.37 15.41 15.43 15.46 15.51 15.56 16.00 16.02 16.04 16.09 16.14 16.17 16.23
41 15.50 15.52 15.56 15.58 16.01 16.06 16.11 16.15 16.17 16.19 16.24 16.29 16.32 16.38
41 16.20 16.22 16.26 16.28 16.31 16.36 16.41 16.45 16.47 16.49 16.54 16.59 17.02 17.08
41 16.45 16.47 16.52 16.56 16.58 17.01 17.06 17.11 17.15 17.17 17.19 17.24 17.29 17.32 17.38
41 17.20 17.22 17.26 17.28 17.31 17.36 17.41 17.45 17.47 17.49 17.54 17.59 18.02 18.08
40 17.47 17.49 17.54 17.58 18.00 18.02 18.06 18.11
41 18.20 18.22 18.26 18.28 18.31 18.36 18.41 18.45 18.47 18.49 18.52 18.56 18.59 19.05
40 18.49 18.51 18.55 18.58 19.00 19.03 19.06 19.11
41 19.23 19.25 19.29 19.31 19.33 19.36 19.41 19.45 19.47 19.49 19.52 19.56 19.59 20.05
41 20.19 20.21 20.25 20.28 20.30 20.33 20.36 20.41 20.45 20.47 20.49 20.52 20.56 20.59 21.05
40 21.23 21.25 21.29 21.31 21.33 21.36 21.41
40 22.19 22.21 22.25 22.28 22.30 22.33 22.36 22.41
40 23.33 23.35 23.39 23.41 23.43 23.46 23.51

LØRDAG40 41
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Bolbro / tarup - syddansk universitet

 

40 06.09 06.10 06.14 06.16 06.18 06.21 06.26
40 07.04 07.06 07.10 07.14 07.16 07.18 07.21 07.26
40 08.09 08.10 08.14 08.16 08.18 08.21 08.26
40 09.02 09.04 09.08 09.12 09.15 09.17 09.21 09.26
40 09.54 09.55 09.59 10.01 10.03 10.06 10.11
40 10.24 10.25 10.29 10.31 10.33 10.36 10.41
41 10.47 10.49 10.53 10.57 11.00 11.02 11.06 11.11 11.15 11.17 11.19 11.23 11.27 11.29 11.35
40 11.21 11.23 11.27 11.30 11.32 11.36 11.41
41 47 49 53 57 00 02 06 11 15 17 19 23 27 29 35
40 21 23 27 30 32 36 41
41 18.47 18.49 18.53 18.57 19.00 19.02 19.06 19.11 19.15 19.17 19.19 19.23 19.27 19.29 19.35
40 19.21 19.23 19.27 19.30 19.32 19.36 19.41
41 20.17 20.19 20.23 20.27 20.30 20.32 20.36 20.41 20.45 20.47 20.49 20.53 20.57 20.59 21.05
40 21.24 21.25 21.29 21.31 21.33 21.36 21.41
40 22.19 22.21 22.25 22.29 22.31 22.33 22.36 22.41
40 23.34 23.35 23.39 23.41 23.43 23.46 23.51

SØN- OG HELLIGDAG40

Afgange før kl. 11.00 fra OBC til Rosengårdcentret, se rute 21, 23 eller 82

41
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41 05.20 05.22 05.24 05.26 05.28 05.29 05.32 05.36
42 05.48 05.50 05.52 05.54 05.56 06.00 06.04
41 06.20 06.22 06.24 06.27 06.29 06.30 06.34 06.38
42 06.48 06.50 06.52 06.55 06.57 07.01 07.05
41 07.20 07.22 07.24 07.28 07.30 07.31 07.35 07.39
42 07.28 07.30 07.33 07.37 07.39 07.46 07.51

41S 07.36 07.40 07.43 07.48 07.50 07.52 07.56 08.01
150S 07.44 07.48 07.51 07.54 08.01

41 07.52 07.56 07.59 08.04 08.15
41 07.45 07.46 07.48 07.51 07.55 07.59 08.02 08.04 08.11 08.15 08.18 08.21 08.25 08.27 08.29 08.33 08.38
42 08.02 08.03 08.05 08.08 08.12 08.15 08.18 08.20 08.26 08.30 08.33 08.35 08.39 08.41 08.46 08.51
41 08.09 08.10 08.12 08.15 08.19 08.22 08.25 08.27 08.33 08.37 08.40 08.42 08.46 08.48 08.50 08.54 08.59
42 08.24 08.25 08.27 08.30 08.34 08.37 08.40 08.42 08.48 08.52 08.55 08.57 09.01 09.03 09.08 09.13
41 08.39 08.40 08.42 08.45 08.49 08.52 08.55 08.57 09.03 09.07 09.10 09.12 09.16 09.18 09.20 09.24 09.29
42 08.54 08.55 08.57 09.00 09.04 09.07 09.10 09.12 09.18 09.22 09.25 09.27 09.31 09.33 09.38 09.43
41 09.09 09.10 09.12 09.15 09.19 09.22 09.25 09.27 09.33 09.37 09.40 09.42 09.46 09.48 09.50 09.54 09.59
42 09.24 09.25 09.27 09.30 09.34 09.37 09.40 09.42 09.48 09.52 09.55 09.57 10.01 10.03 10.08 10.13
41 09.39 09.40 09.42 09.45 09.49 09.52 09.55 09.57 10.03 10.07 10.10 10.12 10.16 10.18 10.20 10.24 10.29
42 09.54 09.55 09.57 10.00 10.04 10.07 10.10 10.12 10.18 10.22 10.25 10.27 10.31 10.33 10.38 10.43
41 10.09 10.10 10.12 10.15 10.19 10.22 10.25 10.27 10.33 10.37 10.40 10.42 10.46 10.48 10.50 10.54 10.59
42 24 25 27 30 34 37 40 42 48 52 55 57 01 03 08 13
41 39 40 42 45 49 52 55 57 03 07 10 12 16 18 20 24 29
42 54 55 57 00 04 07 10 12 18 22 25 27 31 33 38 43
41 09 10 12 15 19 22 25 27 33 37 40 42 46 48 50 54 59
42 11.24 11.25 11.27 11.30 11.34 11.37 11.40 11.42 11.48 11.52 11.55 11.57 12.01 12.03 12.08 12.13
41 11.39 11.40 11.42 11.45 11.49 11.52 11.55 11.57 12.03 12.07 12.10 12.12 12.16 12.18 12.20 12.24 12.29
42 11.54 11.55 11.57 12.00 12.04 12.07 12.10 12.12 12.18 12.22 12.25 12.27 12.31 12.33 12.38 12.43
41 12.09 12.10 12.12 12.15 12.19 12.22 12.25 12.27 12.33 12.37 12.40 12.42 12.46 12.48 12.50 12.54 12.59
44 12.17 12.19 12.40
42 12.18 12.20 12.23 12.27 12.33 12.37 12.40 12.42 12.48 12.52 12.56 12.58 13.03 13.06 13.12 13.17
41 12.33 12.35 12.38 12.42 12.48 12.52 12.55 12.57 13.03 13.07 13.11 13.13 13.18 13.21 13.23 13.27 13.32
44 12.47 12.49 13.10
42 12.48 12.50 12.53 12.57 13.03 13.07 13.10 13.12 13.18 13.22 13.26 13.28 13.33 13.36 13.42 13.47
41 13.03 13.05 13.08 13.12 13.18 13.22 13.25 13.27 13.33 13.37 13.41 13.43 13.48 13.51 13.53 13.57 14.02
44 13.17 13.19 13.40
42 18 20 23 27 33 37 40 42 48 52 56 58 03 06 12 17
41 33 35 38 42 48 52 55 57 03 07 11 13 18 21 23 27 32
44 47 49 10
42 48 50 53 57 03 07 10 12 18 22 26 28 33 36 42 47
41 03 05 08 12 18 22 25 27 33 37 41 43 48 51 53 57 02
44 17 19 40
42 15.18 15.20 15.23 15.27 15.33 15.37 15.40 15.42 15.48 15.52 15.56 15.58 16.03 16.06 16.12 16.17
41 15.33 15.35 15.38 15.42 15.48 15.52 15.55 15.57 16.03 16.07 16.11 16.13 16.18 16.21 16.23 16.27 16.32
44 15.47 15.49 16.10
42 15.48 15.50 15.53 15.57 16.03 16.07 16.10 16.12 16.18 16.22 16.26 16.28 16.33 16.36 16.42 16.47
41 16.03 16.05 16.08 16.12 16.18 16.22 16.25 16.27 16.33 16.37 16.41 16.43 16.48 16.51 16.53 16.57 17.02
44 16.17 16.19 16.40
42 16.18 16.20 16.23 16.27 16.33 16.37 16.40 16.42 16.48 16.52 16.56 16.58 17.03 17.06 17.12 17.17

HVERDAG41 42

Fortsætter på næste side

44

 SDU-dag kører kun SDU-dage - se i kalenderen

 Skoledag (S) kører kun skoledage - se i kalenderen

         

via Middelfartvej
via Middelfartvej

Standser ikke mellem SDU og OBC

Standser ikke mellem SDU og OBC

Standser ikke mellem SDU og OBC

Standser ikke mellem SDU og OBC

Standser ikke mellem SDU og OBC

Standser ikke mellem SDU og OBC

Standser ikke mellem SDU og OBC
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41 16.41 16.43 16.46 16.50 16.56 17.00 17.03 17.05 17.11 17.15 17.19 17.21 17.26 17.29 17.31 17.35 17.40
44 17.07 17.09 17.30
41 17.11 17.13 17.16 17.20 17.26 17.30 17.33 17.35 17.41 17.45 17.49 17.51 17.56 17.59 18.01 18.05 18.10
42 17.45 17.47 17.49 17.52 17.57 18.01 18.04 18.06 18.11 18.15 18.17 18.19 18.23 18.26 18.32 18.37
44 17.55 17.57 18.18
41 18.00 18.02 18.04 18.07 18.12 18.16 18.19 18.21 18.26 18.30 18.32 18.34 18.36 18.38 18.40 18.44 18.48
41 18.15 18.17 18.19 18.22 18.27 18.31 18.34 18.36 18.41 18.45 18.47 18.49 18.51 18.53 18.55 18.59 19.03
42 18.50 18.51 18.53 18.56 19.00 19.02 19.04 19.06 19.11 19.15 19.17 19.19 19.21 19.23 19.28 19.32
41 19.20 19.21 19.23 19.26 19.30 19.32 19.34 19.36 19.41 19.45 19.47 19.49 19.51 19.53 19.55 19.59 20.03
42 19.50 19.51 19.53 19.56 20.00 20.02 20.04 20.06 20.11 20.15 20.17 20.19 20.21 20.23 20.28 20.32
41 20.20 20.21 20.23 20.26 20.30 20.32 20.34 20.36 20.41 20.45 20.47 20.49 20.51 20.53 20.55 20.59 21.03
41 21.15 21.17 21.19 21.21 21.23 21.25 21.29 21.33
42 21.20 21.21 21.23 21.26 21.30 21.32 21.34 21.36 21.41 21.45 21.47 21.49 21.51 21.53 21.58 22.02
41 22.20 22.21 22.23 22.26 22.30 22.32 22.34 22.36 22.41 22.45 22.47 22.49 22.51 22.53 22.55 22.58 23.02
41 23.30 23.31 23.33 23.36 23.40 23.42 23.44 23.46 23.51 23.55 23.57 23.59 00.01 00.03 00.05 00.08 00.12

HVERDAG41 42 44

 SDU-dag kører kun SDU-dage - se i kalenderen
         

Standser ikke mellem SDU og OBC

Standser ikke mellem SDU og OBC
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42 06.30 06.32 06.34 06.37 06.38 06.42 06.46
41 07.30 07.32 07.34 07.38 07.40 07.41 07.44 07.48
42 08.08 08.09 08.10 08.12 08.16 08.18 08.21 08.22 08.26 08.30 08.32 08.34 08.38 08.40 08.44 08.48
41 09.08 09.09 09.10 09.12 09.16 09.18 09.21 09.22 09.26 09.30 09.32 09.34 09.38 09.40 09.42 09.46 09.50
41 09.49 09.50 09.52 09.55 09.58 10.01 10.04 10.06 10.11 10.15 10.17 10.19 10.23 10.25 10.27 10.31 10.35
41 10.19 10.20 10.22 10.25 10.28 10.31 10.34 10.36 10.41 10.45 10.47 10.49 10.53 10.55 10.57 11.01 11.05
42 10.33 10.34 10.37 10.40 10.43 10.46 10.49 10.51 10.56 11.00 11.02 11.04 11.08 11.10 11.15 11.19
41 10.49 10.50 10.52 10.55 10.58 11.01 11.04 11.06 11.11 11.15 11.17 11.19 11.23 11.25 11.27 11.31 11.35
41 11.19 11.20 11.22 11.25 11.28 11.31 11.34 11.36 11.41 11.45 11.47 11.49 11.53 11.55 11.57 12.01 12.05
42 11.28 11.29 11.32 11.36 11.42 11.45 11.48 11.50 11.56 12.00 12.02 12.04 12.08 12.10 12.15 12.19
41 11.43 11.44 11.47 11.51 11.57 12.00 12.03 12.05 12.11 12.15 12.17 12.19 12.23 12.25 12.27 12.31 12.35
41 12.13 12.14 12.17 12.21 12.27 12.30 12.33 12.35 12.41 12.45 12.47 12.49 12.53 12.55 12.57 13.01 13.05
42 28 29 32 36 42 45 48 50 56 00 02 04 08 10 15 19
41 43 44 47 51 57 00 03 05 11 15 17 19 23 25 27 31 35
41 13 14 17 21 27 30 33 35 41 45 47 49 53 55 57 01 05
42 15.28 15.29 15.32 15.36 15.42 15.45 15.48 15.50 15.56 16.00 16.02 16.04 16.08 16.10 16.15 16.19
41 15.43 15.44 15.47 15.51 15.57 16.00 16.03 16.05 16.11 16.15 16.17 16.19 16.23 16.25 16.27 16.31 16.35
41 16.13 16.14 16.17 16.21 16.27 16.30 16.33 16.35 16.41 16.45 16.47 16.49 16.53 16.55 16.57 17.01 17.05
42 16.43 16.44 16.47 16.51 16.57 17.00 17.03 17.05 17.11 17.15 17.17 17.19 17.23 17.25 17.30 17.34
41 17.13 17.14 17.17 17.21 17.27 17.30 17.33 17.35 17.41 17.45 17.47 17.49 17.53 17.55 17.57 18.01 18.05
42 18.15 18.17 18.19 18.21 18.23 18.27 18.31
41 18.13 18.14 18.17 18.21 18.27 18.30 18.33 18.35 18.41 18.45 18.47 18.49 18.53 18.55 18.57 19.01 19.05
41 19.15 19.17 19.19 19.21 19.23 19.24 19.28 19.32
42 19.21 19.22 19.24 19.28 19.31 19.33 19.35 19.37 19.41 19.45 19.47 19.49 19.51 19.53 19.57 20.01
41 20.21 20.22 20.24 20.28 20.31 20.33 20.35 20.37 20.41 20.45 20.47 20.49 20.51 20.53 20.54 20.58 21.02
42 21.21 21.22 21.24 21.28 21.31 21.33 21.35 21.37 21.41 21.45 21.47 21.49 21.51 21.53 21.57 22.01
41 22.45 22.47 22.49 22.51 22.53 22.54 22.58 23.02
41 23.55 23.57 23.59 00.01 00.03 00.04 00.08 00.12
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42 06.30 06.32 06.34 06.37 06.39 06.43 06.47
41 07.30 07.32 07.34 07.37 07.39 07.40 07.43 07.47
42 08.30 08.32 08.34 08.37 08.39 08.43 08.47
41 09.30 09.32 09.34 09.37 09.39 09.41 09.45 09.49
42 10.15 10.17 10.19 10.22 10.24 10.29 10.33
41 10.45 10.47 10.49 10.52 10.54 10.56 11.00 11.04
42 10.51 10.52 10.54 10.58 11.01 11.03 11.05 11.07 11.11 11.15 11.17 11.19 11.22 11.24 11.29 11.33
41 11.45 11.47 11.49 11.52 11.54 11.56 12.00 12.04
42 11.51 11.52 11.54 11.58 12.01 12.03 12.05 12.07 12.11 12.15 12.17 12.19 12.22 12.24 12.29 12.33
41 12.45 12.47 12.49 12.52 12.54 12.56 13.00 13.04
42 12.48 12.49 12.52 12.56 13.01 13.04 13.06 13.07 13.11 13.15 13.17 13.19 13.22 13.24 13.29 13.33
41 45 47 49 52 54 56 00 04
42 48 49 52 56 01 04 06 07 11 15 17 19 22 24 29 33
41 17.45 17.47 17.49 17.52 17.54 17.56 18.00 18.04
42 17.48 17.49 17.52 17.56 18.01 18.04 18.06 18.07 18.11 18.15 18.17 18.19 18.22 18.24 18.29 18.33
41 18.45 18.47 18.49 18.52 18.54 18.56 19.00 19.04
41 18.51 18.52 18.54 18.58 19.01 19.03 19.05 19.07 19.11 19.15 19.17 19.19 19.22 19.24 19.25 19.29 19.33
42 19.45 19.47 19.49 19.52 19.54 19.59 20.03
41 20.21 20.22 20.24 20.28 20.31 20.33 20.35 20.37 20.41 20.45 20.47 20.49 20.52 20.54 20.55 20.59 21.03
42 21.21 21.22 21.24 21.28 21.31 21.33 21.35 21.37 21.41 21.45 21.47 21.49 21.52 21.54 21.58 22.02
41 22.45 22.47 22.49 22.52 22.54 22.55 22.59 23.03
41 23.55 23.57 23.59 00.02 00.04 00.05 00.09 00.13
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kalender 2016/2017 - Bybus i Odense

I kalenderen kan du se, hvilken busdrift vi tilbyder de enkelte dage.
Afgangstider fi nder du på de foregående sider.

24.december om aftenen udgår der ture - se
www.FynBus.dk i december for nærmere information

Hverdag

skoledag / Hverdag

lørdag
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sdu-dag / Hverdag
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