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ABSTRACT

Discussions by social theorists on the functions of.
deviance have pointed out the positive role that deviance
can play 1in society. Empirical studies on youth cultures
have illustrated that although youth cultures have been
perceived by society to be deviant, their wvalues and
objectives are congruent with those of mainstream society.
This exploratory study attempts to outline the process by
which youth cultures are labelled deviant from a symbolic
interactionist perspectives The functional relation;hip
between society andryouth cultures are examined, in parts
through a socio-historical analysis of the history of rock
musica

Using the heavy metaL"youth subculture as a case
study, data were <collected using participant observation
techniques. Results obtained from field research present a
detailed description of the heavy metal subculture and
musicr, and provide evidence that such subcultural values
are tradifionat as well. Gender roles were examined in
more detail by performing a content analysis on lyrics of
heavy metal. This latter exercise provided quanéitative
data which illustrates the traditional rather than

non-traditional.nature of gender roles presented in heavy
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metal musice Interviews were also conducted with six key
participants in the setting to confirm conc;ptual validity.
These findings thus confirm the functional relationship
between society and youth cultures that are labelled
deviant, As youth gain power through societal fear of
their deviant status, society benefits in several ways

through identifying a highly visible deviant group.
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CHAPTER ONE

INTRODUCTION

The sociological significance of deviance has been
recognised by students of human behaviour for many years.
Its significance lies not only in the many insights that we
receive into the relationship between the individual and
society, but in the positive manner that deviance functions
in society as well, While Emile Durkheim (1933, pp.
102-108) first suggested in The Division of Labor that
debiance may play a positive role in society by clarifying
social norms and indicating the limits of social tolerance,
it was Georg Simmel (1955) who developed the . idea. He

outlined the role of deviance in social conflict theory,

Ihe Eunctions of Deviance
Simmel's work (restated by Coser, 1964) suggests that
deviance (and the conflict it engenders) performs
positively 1in society in at Lleast five interrelated
wayse(1) First, when no external enemies exist, deviants
exﬁosed within the society <can be wused as scaéegoats,

W V> S WD T W 0 A N T S T D A D T S U T O AU A A T Y

(1) These five functions are summarized 1in James Teevan,

ed.  Introduction 1o Seociologvi _A Canadian [ogus.
Scarboroughs Ont.: Prentice-Hall Canada Inc., 1982, ».
89. ‘ ’



serving to upify the general populace who do not deviate in
the same manner, The aggression directed towards the
deviant may further increase the cohesions, productivity and
we ll-being of the conformists, since the
antagonist=protagonist distinction produces a strong
allegiance stemming from a common identity.

Secondly, since deviants are viewed by society at
large with disgust and contempt, it adds a dimension of
security and stability to the identity of the conformers,
who perceive themselves as as being morally superior and
somewhat self-righteous. Kai Erikson (1966) argued that
this distinction is, in fact, an essential need of society.,
and that other behaviours will actually be redefined as
deviant 1in order to fill _the need of_ having someone
inferior with whom to compare one's self.

Thirdly, assuming that one can make the distinction
between "healthy"” or "harmful” deviancef non—-conformity can
serve as an early warning signal that something 1is wrong
with the social system. This <can help the society avoid
potentially larger faults that could cause more damage at a
later time. Both Simmel and Coser reinforced the idea that
deviance in a society 1is healthy wunless it attempts to

seriously undermine the basic fabric of society.



Expressions of deviance, they adviseds, could be evaluated
on the grounds of being healthy or harmful’to society,

Fourthiy: the social change that 1is encouraged by
certain forms, of deviance may begin a process of progress
and adabtation to "better” norms and ya{ues in a givén
social system. Again, the decision as to what is "hetter"
or "worse" for a society can only be made on a subjective
level, but is a distinction that theoretically could still
be made.  Certain people 1in the past who were labelled
deviant (such as Ghandi or Mgrtin Luther King) encouraged
social change 1in a fashion that 1is presently evaluated as
positive.

Finally, assuming once again that certain behaviours
actually "let off steam”, minor forms of deviant Behaviour
may lead to fewer problems for society in the long run.
This is to éay, if pent up frustration and aggression can
be expressed 1in a number of lesser deviant acts, more
harmful acts of deviance <can then Se averted. Prohibition
was abolished partly due to this philosophy, since
government leaders were more wiiling to accept certain
social consequences of Legal alcohol consumption th;n thgy
were in the nproblems with ™"bootlegging", organised crime

and the Llike.



While this functional approach to devi;nce may
illustrafe the point that deviance is a necessary part of
any society, it is used 'here only to provide a
macro-sociological backdrop to the focus of this study.
While functionalism aids in identifyiﬁg broad factors which
affect societal reactions to deviance (particularly in
collective rule-making), it does not provide a framework
for an intensive analysis of the interactive process that
exists between society qu deviant behaviour,
NeQertheless' as Schur (1971) has stated, "In this respects
it (functionalist theory) is quite consistent with, and in
fact complements, the major findings of Labeling;oriented

research."(2)

Labelling Deviange
It is appropriate, then, to move to a consideration of
the Llabelling theory of deviance. The . focus of this
discussion does not rest wupon the assumption that the
performance of a deviant act is an act that runs contrary

to the <collective conscience <(as Durkheim suggests).(3)

D D W > T D s s A A (i D s | B e Dl e s A S Y D e A Y T ———— -

(2) Schur, Edwin M. Labelinog QDeviant Behavior:i. It's
Sociglogical Implications. New York: Harper and Row,
1971’ Pa 1480 .

(3) Emile Durkheim, The Division of Labor. George Simpson.,
trans. London: Collier Macmillan Pub.,1933, p. 80



Rather it rests on the proposition that differing interest
groups in society attempt to apply the deviant label to
other groups that they perceive to be 1in conflict with.
Lofland (1969) has referred to this process as "conflict
games'; opposing forces (including pressure groups»
subcultures and control agencies) that struggle to define
situations in their favor., These interest groups know that
applying a deviant label to another group does more than
simply label a behaviour., If the label is successfully
applied it becomes a "master status™,(4) which defines the
essential character of those individuals involved as
deviant.

Becker (1963) has referred to tﬁe group that
instigates the labelling process as "moral éntrepreneurs".
These "are individuals who are motivated by highly moral
principles (e.,g. religious, humanitarian), and who seek to
change old Laws or make new laws that will enable them to
force a devianf label upon the behaviour in guestion. What
makes this pro?ess particularly opolitical is the fact that
"groups and individuals with high resources are more likely

than are those with low resources to be able to avoid or

- - - - -— - Y L AT " D T -~ - -

(4) See Everett C. Hughes, "Dilemmas and Contradictions of

Status", American Jourpnal of Sgociology, 50 <(March
1945), pp. 353-359,



resist negative labeling."(5) Furthermore, Becker observes
that:

sesthis fact-—-that moral cursades are

typicatly dominated by those 1in the

upper levels . of the social

structure--means that they add to the

power they derive from the legitimacy

of their moral position, the power they

derive from their superior position in
society. (6)

Youth Culture

In his <classic study on adolescence, James Coleman
(1961) suggested that the development of the secondary
school system in industrial society, particularly in the
post World War II years., ‘produced the age and geographicat
segregation that became the breeding ground for a
distinctive youth subculture. By allowing adolescents to
meet together in a regulated f;shion and to interact
largely with each other, a uniques, segregated and
distinctive subculture emerged. This readily ideqtifiabte
group not only created a subculture especially meaningful
to adolescents, but it also managed to establish a
permanent and powerless group that was easy to label as

deviant and equally easy to exploitae

(5) Schur, op. <cit.r pe 151,

(6) Howard Becker. Quisidersa.. Studies in the Socioloay of
Deviange. New York: The Free Press of Glencoes, 1963,
p- 149. :



In another books, Coleman evaluates the adolescent

subculture in particularly negative terms:

Adolescents have their own Little
societys with special symbols and
language, special interests and
activities o+ o+ o Such a situation
invites trouble, It encourages
leadership that asserts itself against
the adult demands. It encourages a

disdain for those who exert effort to
meet adult demands. It encourages a
status system among adolescents. « « &
In sumes it effectively impedes
education, keeping the effort expended
on learning at a minimum,.(7)

While societal reactions to the youth subculture tend to be
consistent with Coleman®s evaluation,(8) legislative
conﬁrol of fhe time that youth spend in a powerless
position continues to grow. “Where a high school education
ensured an adolescent an upwardly mobile occupation in the
1950's, a university degree or technical school diploma is

necessary to ensure the same type of position today. The

. . D A T A T S i i s A A D A D D T D A s Y N e N e > T W ———

(7) James S. Coleman, Adolesgents and the Schools. New
York: Basic Bookse Incesr 1965, p. 12.

(8) Hechinger and Hechinger, for example, write in their
introduction: "The pages which follow . . . are not
intended as a declaration of war but as an honest
attempt to make “the teens' once again a transition
period to full man- or womanhood rather than a tribal
“subculture'; a temporary condition to be terminated
with normal speed, rather than to be artificially
induced and prolonged « . ." See G Hechinger and

_F.Hechinger., Teenz-Age Iyrannye. Greenwichs, Conn.:
Fawcett Pub., 1963, pe iXe-.



effect is that adolesceﬁts must spend more time in a
dependant position wupon parents and the gchools than they
did only twenty or thirty years ago. Their powerless
statuss, as well as the continued pa{ticipation in the youth
subculture, is ensureda.

In the complex process of selection of a group to
label as deviant, youth and vyouth cu(tures appear to be
ideal. Lofland has suggested that "When low education and
youth or old age are combined in the same Actor . . « it
seems apparent that he becomes especialpy vulnerable to
escalation Cof a deviant identity]l".(9) A genre of music
listened to primarily by Llower-class adolescents would
appear to be an open invitation for middie~class
entrepreneurs to label as deviant.

On the one hand, adolescents appear to be an
intimidating group to label, due to various resources at
their disposal. Adolescents are quite physically adept at
carrying out protesfs .or retaliatory attacks.
Additionally, they have an abundance of energy and are
highly idealistice which‘ helps motivate them in their
various endeavors, Adolescents have Llarge networking
opportunities to facilitate rapid dissemination of

(9) Lofland, John. Deviance and Idepntity. Englewood
Cliffss, N. J: Prentice-Hall, 1969, p. 181.



information. This network is unified through peer
pressure; which exists especially in the séhoots.
Adolescents also have few major commitments in the social
systems, and are free to pursue their own interests or
causes at willa

Yet despite these advantages, youth or adolescents are
still one of the most powerless groups in society. They
are largely unsophisticated, and Lack the knowledge or tact
necessary to effectively defend -themsetves against any
moral aftack. Their dependency wupon those in authority is
crippling. Any attempts at criticizing the status quo are
aquickly gquelled by parents who Llean towards a more
conservative viewpoint. In addition to this dependancy
(which is both economic and emotional), adolescents' Llives
are heavily regulated by teachers and the secondary school
syétem. Elaborate control mechanisms are built into the
school system to ensure conformity to fime schedules.,
attendance and the Llike. Youth similarly are 1in this
position of powerlessness for only a few years, which helos
to prevent thg organisation of any effective or long=-term
protests. Any attempts by adolescents. to fight the
"deviant’ label only. enforce soc%etat beliefs - of youth

being rebellious.
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In addition to these structu}at " confines, most
adolescents are in a «c¢risis period of life, They are
attempting to build their own ;elf-esteem and make wise
career decisions, while trying to ward off moral attacks.
Because. many of them are Llikewise barred from obtaining
more powerful positions in society (i.e. those that dEop
out of school are largely destined to fill only blue-collar
positions), adolescerits remain a relatively powerless group
within society. Thus they frequently find themselves or
their culture to be the focus of a moral entrepreneurial

gttack.

Reviange and Youth

There is eQidence to indicate that these crusades have
been successful, In the roaring twenties, for example,
adolescents were criticized for their dinvolvement in
promiscuous sex, excessive drinkings, flapoer dresses and
short skirts., and Llewd dan}ing styles such as the
Charleston.{(10) In .the 1940's, adolescents were again
criticized for their strange attraction to big'bands and
trumpet players such as Harry James. Labelled

K
"jitterbugs", adolescents again adopted a specific

(10) For a discussion on the "flaming youth” of the 1920's,

see F. Philip Rice, The Adolescent. Boston: Allyn
and Bacon Inc.., 1981, pp. 13-15.
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subcultural style of Languége' and dresss, marked by the
porkpie hat, fingertip coat., aﬁd tight-bottomed trousers.
With the dnception of "rock 'n' roll"™ in the 1950's,
‘criticisms of adolescents and their cultﬁre were evident
againe.

Empirical evidence ind{cates that these negative
attitudes towards the changing youth subculture stilt exist
today. Feelipgs of adults toward adolescents includes open
resentment (Conger, 1971). They have been depicted as
rebeltious, unappreciative, immoragp ill=-mannered, untidy,
irresponsible, lazy <c¢hildren who are more interested in
having a8 good time than growing up. They are criticized as
people whose <chief delights are sexual dimmorality and
attendance at rock concerts, smoking drugs and listening to
shocking music (Rice, 19817, Barr, 19717 Drane, 19737
Feigelson, 19707 Gerzon, 1970). Adolescents of today have
been negatively stereotyped as pampered and spoiled,
irresponsible, immoral, hedonjstié, cynical, and rebellious
and rudé'(11) despite empirical evidence to the contréry.
Most empirical studies concerned with normal adolescents
indicate that the majority are not rebellious, not
politically active, nof resistant to the values of their

T . > OB D D S s N D D s S P A M D W i D TR W W A o T

(11) For an elaborated discussion on each of these
characteristics, see Ricer, ope <Cciter pp. 6-9.
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parents, not at the mercy of their emotions, nor even in
turmoil.(12) In a recent major study which surveyed 3,600
Canadian youth, researchers R. Bibby and D. Posterski
concluded in regards to the values of adolescents:

We do not mean to minimize the

potential of youth minorities to have a
cultural and political impact on our

societies, However., we would
underscore the fact that even in this
period of such publicized societal

disaffection on the part of youth, the
values and related lifestyles of the
majority of young people were largely
untoucheds « « « Our survey has found
that those terminal and instrumental
values deemed most 1important by adult
Canadians are also held by a solid
majority of young people. (13)

Ihe Bresent Study
It is the purpose of this study, then, to examine this

interactive relationship between the deviant image of the

adolescent subculture and the seemingly contradictory
conservative attitudes and actions practiced by its
habituees. The process of labelling the adolescent

subculture will be examineda Research has been carried out

to determine whether or not the wvalues of the examined

(12) J. Adelsons, "Adolescence and the Generation Gap".
Bsychology Ioday, February 1979, pp. 33ff.

(13) R. Bibby and D. Posterski, Ihe Emerging Generation:
An Inside Logk at Canada's Ieenayers. Toronto: Irwin
Publishings, 1985, pp. 23-24,
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components are really deviant (i.e. <contrary to mainstreanm
adult wvalues and suppositions).’ To facilitate this
analysiss, it will be necessary to focus on a particular
aspect of the youth subculture, and then identify any moral
entrepreneurial groups and their efforts to Llegislate a
deviant Label upon this aspect. The second part of the
analysis includes an in-depth evaluation of the actual
vatue§ and trends that lie beneath the symbols of this
particular aspect of the youth subculture. This s an
attempt to assess whether or not the wvalues being
promulgated are actually contrary to those of society.

One of the most readily accessible aspects of the
youth subculture is rock music.,. Given the high value that
adolescents place on music,{14) as well as the hiéh profile'
that rock music enjoys in the mediar, an analysis of this
aspect of the youth subculture should provide an accurate
‘picture of the way in which moral entrepreneurs in society
have dealt with the issue. Seconds, and more importantly.,

this study will aim at analyzing the specific value~laden

(14) In a recent Canadian survey, adolescent respondents
rated music as the second most important part of their
reference circle that they receive enjoyment from.
Most important was friendships, although for B. C.
and Ontario a greater percentage indicated music gave
greater enjoyment than friendships did. See tablte in
Ibider p. 32.
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messages that are produced within the rock music rubric.
Are the values being put forth truly deviant? This will be

the focus of this study.



CHAPTER TWO

REVIEW OF LITERATURE

As mentioned before, the importance of popular music
in the lives of Canadian adolescents cannot be overstated.
Avery (1979) has documented the inverse relationship
between television viewing and music Llistening during
adolescence: as the time spent watching television
declines the amount of time spent Llistening to music
increases. Larson and Kubey (1983) suggest that this is
due to the fact . that television <content 1is Llargely
determined by adult influences and is overly concerned with
adult matters. Popular musics, on the other hand, is geared
towards a younger audience and consequently deals with such
adolescent themes as hetero§exuat relations, autonomy and
setf-identity. Indeeds, recent research has documented
adolescents' preoccupation with music and radio over
television (Bibby and Posterski, 1985, Larson and Kubey,
1983). It is dronics then, that the bulk of mass media
research has dealt predominantly with effects of televisidn
viewing rather than music listening. Nevertheless, several
studies have been conducted on the relationship between

adolescents and popular musice.

15
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In the pasts, researchers such as Coleman (1961) viewed
popular music as a specific subcultural expression that
provided the catalyst necessary to unite young people and
allow them the ideological freedom to develop a collective
identity of their own. Yet wempirical research conducted
since Coleman's analysis has failed to substantiate the
existence of such thematic homogeneity in popular music.
Indeed, the term "popular music” 1is at best nebulous; it
can signify any genre of music from classical to punk, from
the most elusive forms of psychedilia to the strict melodic
confines of Tin Pan Alley. In an article addressing the
question, "What 1is ‘'Popular Music'?", Stratton (1983)
concludes: "eeaWhat is accepted as ‘popular music'® is
popular musice."(1) Frith (1978) has similarly suggested
that "It is only pop music whose wessence is that it is
communicated by a mass medium. . . The assumption is that
a pop audieqce can be CONSTRUCTED by the record industry
itself," (2)
If this is trues, it then becomes necessary to anproach
the problem of music and the adolescent subculture with a
narrower focus, for . not all of what <constitutes popular

music is necessarily a product of the youth culture, nor is

L A D G i s — - U —— N o> W R S A - —— i S w— -

(1) Jon Stratton., "What is ‘Popular Music'?", Ihe
S$ociological Beview, 31, 2, May 1983, p. 308.

(2) Simon Frith, Sound Effects:_ Youthe Leisuree and the
Politics of Rock. London: Constables, 1978, p. 6.
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it necessarily aimed at a primarily adolescent audience.
As a matter of facts, since the 1960's popular music has
consistently grown more diverse 1in terms of the increasing
number of styles and genres of music that receive radio
airplay. In a content analysis of popular music lyrics
from 1940-1977, for examples, Anderson et. al., (1980)
distinguished four types of mainstream and six types of
substream material played on the radio. Mainstream styles
consisted of pop balladse pop upbeats, rock ballads and
rock upbeats. Substream styles were based upon
distinctions between folk, country and western, rhythm and
blues., jazzs, comedy/novelty and seasonal selections.
Tanner (1981) similarly identified three mainstream genres.,
consisiing of Top 40, Progressive, Heavy Metal, and
miscellaneous. Buxton (1983) has commented: "From the
period afteq 1970Vemerged new rock music genress, marketing
types and 'supergroups.' a oretude to the sclerosis from
which rock has not yet récovered."(3) Even as early as
1971, Hirsch concluded:

While we have Llocated several youth

subcultures insofar as popular song
style preferences are concerned, we

D D D W D A S AR D D > —— D W A W . VD w4 W mm

(3) David Buxton, "Rock Music, The Star-System and the Rise
of Consumerism”", Teloss, 57, Fall 1983, o. 102.
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found no evidence for the existence of
a singles, wunified teenage culture
strong enough to overcome within=group
class and racial differences.(4) -

What appears to be the case then, éven if pop;lar
musi; did provide the vehigle to create a unified youth
subculture at one time, is that the popular music scene
currently provides a "smorgasbord"” qf musical styles. For
the more "mainstream" styles the term "pop music" seems to
be an adequate description, since (as suggested by Friph
before) they have been written specifically for receiving
top 40 radio airplaye. However, the number of substreams
that also gain exposure on the radio give only a sample of
the number of performers that also attempt to create music
within the confines of that same genre. Etzkorn (1976)
reiterates the point by declaring: "While .audiences
frequently tend to be specialized rega}diﬁg the types of
music they are selecting for exposures, we find that
musicians also specialize in performing certain styles.”"(5)
Popular music 'today: thens <creates the conditions where
several subcultures may consequently develop in response to

such musical diversity. Due to the propensity for -

adolescents to develop specific musical tastes, it is

D AN Dt R s WD S S S M WD G GRS B D A > At T 0o MM iy e S AN - . D AT W S O o

(4) Paul M. Hirsch, "Sociological Approaches to the Pop

Music Phenomenon™, Amerigcap B8ehavioral Scientist, 14,
1971+, p. 385.

(5) K. Peter Etzkorn, "Manufacturing Music™, Societyr 14,
1 Nov.~Deca 1976, p. 20.
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reasonable to suggest that several of these subculturat
musical styles may be age-specific. While each subculture
may hear a certain amount of their preferred genre played
on popular music radior, they are continually introduced to
other genres at . the same time. Etzkorn summarizes by
saying:

Within delimited social contexts

certain musical forms become clearly

associated with specific social groups.,

and are practiced within them to the

exclusion of others,

These specific musical forms are

socially learned and transmitted within

delimited social groups in ways

comparable to those characteristic for

other wvalues and certain non-material

cultural practices. Group-specific

socialization practices offer a key to

the analysis of the maintenance of

specific musical culture,(6)
As stated before, it is the purpose of this study to
examine a specific adolescent musical culture. A
consideration of deviance further necessitates that a
musical culture (referred to here as a. ™subculture™)
traditionatlly ltabelled "deviant" be the focus of this
analysis, to facilitate the observation of the interactive
processes between society and the individual.

Since the establishment of a much more diverse array
of musical genres on the popular music scene, adolescents
have 1increasingly identified each other.in terms of what
type of music they listen to (Chapman and Williams, 1976,
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(6) Ib‘id.l Pe 20.
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pe 6M1). ‘While this has not totally removed the deviant
label from all adolescents, it has in effect taken some of
the stigmatization away from certain subgroups by labelling
other groups as more deviant., In examining these various
subgroups, the style of music most readily identified as
deviant is LlLabelled "heavy metal”.(7) Other vyouth
subculturess, rock music, and adherents to heavy metal music
regularly identify heavy metal with the more "seedy”" side

of humanity. Ih; Economist, for example, describes heavy

metal as:

« ¢« o« @ rawes loud and violent type of
muUsice Its excesses are justly
notorious—--Mr, Blackie Lawless, a
singer with a band called Wasp [sicl,
abuses a semi-naked girl on stage while
wearing a chainsaw codpiece. A violent
attitude to sex is often taken in the
lyrics; an extreme example is 'Eat me
alive! by Judas Priest, which 1s
alleged to deal with forced sex at
gunpoint, (8) ‘

Such "allegations"” perpetuated by the rock music press and
others allow the "deviant"” Llabel to be continually applied
to the heavy metal genre of music. Studies have also been

carried out that Llink illegal drug wuse, self-reported
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(7) The history of the term "heavy metal" and the
characteristics of the music are dealt with in chapter
3. While punk music could also be considered as a
"deviant” style of music, the philosophical nature of
the punk movement has appealed much more to young adult
rather than adolescent groups.

(8) "Obscene But Not Heard?" Ihe Economistr ve. 296,
August 17, 1985, p. 25.°
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delinquency, and low commitment to school with listening to
heavy metal (Dees and Verar, 1978, Tanner, 1981). This
genre of musics, thens, provides a brief socio~historical
example of hoq adolescent subcultures are typically
labelled deviant in an attempt to stabilize the functioning

of society.

Labelling Iheory

While labelling theory brings to light the interactive
processes that stigmatize heavy metal music and other forms
of deviancesr it is necessary to distinguish between the
application of an informal versus a formal deviant label.
Theorists such as Becker (1963), while recognising the fact
that moral entrepreneurial efforts wusually precede the
creation of rules, nevertheless tend to concentrate
specifically upon the labelling processes that occur AFTER
formal legislation has been passede Heavy metal, however.,
has not yet progressed that far in the labelling process.
It is necessary, therefore, to focus on the process of
applying an informal deviant label. Empey (1982:408) has
diagramed the informal labelling process in the following

ways

Informal Labelling:
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Primary ---=> Dramatization =--> Delinquent --=-> Secondary

Deviance of Evil Identity Deviance

The formal labelling process, however., begins after
secondary deviance has been committed. Secondary deviance
legitimates the efforts of moral entrepreneurs by
reinforcing the deviant status of those Llabelleds and may

therefore justify the creation of new rules,
Formal Labelling:

Creation -=-~> Selective --=> Stigmatization ---> Permanent
of Rules Label Lling of 0Offender Deviant

Status

In outlining the informal LabeLLjng process, Empey
(1982:408) notes that first there are wvarious acts of
primary deviétion. Lemert (19513 suggests that all young
people engage in these acts to some extent for reasons of
their own. Primary deviance may consist of kicking over
garbage cans» skippfng school, and shoplifting for example’
acts that are defined by young persons as "fun" or
"exciting”. A contingent point in the practice of primary
deviancy, however, is rwhether .or not the "deviant"
behaviours are detected by society. Since society defines

these behaviours in much different ways, parents or school
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authorities may attempt to dramatize the Tevil"
(Tannenbaums, 1938). Moral entrepreneurial forces (such as
a parent or school organisations) may be %urther mobilized
in an attempt to "do something about the problem.” As a
result of the attempts of moral entrepreneurs to label such
behaviours as deviant., persons who have been discovered in
acts of primary deviance acquire a deviant identity
themselves.

Lemert (1971) has also suggested that once people are
S0 tabelleds another specific set of informal rules are
applied to their behaviour that restrict where they go,
what they do, and whom they associate with.s This, in turn,
acts as a type of "self-fulfilling prophecy"; deviants
cannot "reform” themselves even if so desired, since their
behaviour is continually interpreted in terms of their’
deviant master status. Their friendships are Likeuwise
restricted to others "who are Like them.” 1In response to
this stalemate, some deviants (the term is wused only in
reference to those who are so labelled) may engage in acts
of secondary deviance. Secondary deviance is behaviour
that 1is done in accordance with the expectations of the‘
deviant status, and frequenttg gives moral entrepreneurs
the justification necessary to create rules to outlaw such
behaviour. Lemert suggests that "When a person begins to
employ his deviant behavior . . . as a means of defenses

attacks, or adjustment to the overt and covert problenms
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created by the consequent societal reactions to him, his
deviation is secondary.”(9) In other words, it is almost
impossibie to act in such a way that society will interpret
your behaviour as "good,” or not associated with your
deviant status. Once moral entrepreneurs have documented
cases of secondary deviances the creation of rules normally
follows, and the process of acquiring a formal deviant label
then takes place.

This 1informal pbrocess will now be illustrated in an
application of labelling theory to rock music in general,
and heavy metal in particular. While brief, this analysis
serves to illustrate how society has typically Llabelted
aspects of youth culture as deviant. It is important to
keep in mind as well, that the entire process of labelling
by agencies of control <can be seen as boundary=-maintaining

activity which is functional to the well-being of society.

Labelling Theory Applied
Brimary Deviance
It is not necessary to break a formal law in order to
be labelled as a deviant. Any person caught violating a
moral norm of society is perceived to be deviant in at

least that situations, and sanctioning of the violator can
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(b) Lemert, Edwin M. "Instead of Court: Diversion in
Juvenile Justice". Public Health Service Publigation

Noa. 2127. Wash, D. C.: U. S. Government Printing
0fficesr 1971, p. 13.
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carry over into other social situations if the same actors
are involved.(10) In the case of rock musicr,(11) the very
aethetics of the music broke a very important yet unwritten
ascetic code in society. A§ Weber (1930) has documented.,
North American culture was originally developed within the
rigid confines of ascetic Puritan communities. What was
sacred to these communities (in the Durkheimian sense of
the word)(12) was the belief that holiness could be
maintained through the stimulation of the cognitive aspects'
of man by reading the Bible, praying, and attending Church
regularly. These ascetical virtues were to be rigidly
practiceds, at the expense of controlling all sensual
feelings, desires, and temptations. If Weber is anywhere
near correct-in his the§is that this form of asceticism
provided the social condition for the rise of a
capitalistic society, it is apparent then that some of
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(10) This has been experienced by various undergraduates
who were assigned to carry out a norm violation for an
introductory sociology <c¢lass at the University of
Calgary, Fall term of 1985, in order to observe social
sanctioning. One student broke into a bank line~up on
campuse and several days later had one of the people
who had been in the Lline-up walk past him 1in the
library and called him a "jerk".

(11) The term "rock music'" here is used in the same sense
that Frith (1978, p. 11) has distinguished it to
mean: a pop genre that describes the resultant music
of the <counter~culture particularly following the
1960s.

(12) See Emile Durkheim, Ihe Elementary Fforms of the
Beligigus Llife. Joseph W. Swains, trans. London:
George Allen & Unwin, 1976.
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those "sacred" ascetics were built into the social fabric
of today.

In an attempt to distinguish between cultures with
conflicting values., SorokiA (1937) has distinguished
between two opposing types of societies which he has
labelled "ideational” and "sensate". The former encourages
a "complete detachment from the sensate world and even from
oneself" (1937, p. 73) with the wexpress purpose of
personifying truth, beauty and goodness. The latter, on
the other hand, appeals directly to the senses. "Its needs
and aims are mainly physicals, and maximum satisfaction is
sought of these needs” (1937, p. 73). While most Sf
Sorokins' inferences to societies have since been
discounted,(13) his dichotimization remains fruitful in
distinguishing different 'tyoes of music. Until the
mid-fifties, proper (i.e. White) music was always composed
and performed 1in an ideational manner; it was designed to
convey through its lyrics an edifying message with musfc
providing an appropriate background. "Improper"”  music on
the other hand (usually black), contained sensate elements
that appealed to individuals on a3 physical level. Words
took second placer, and often the voice was used merely as
another instrument. Bécause of this, sensate music was
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(13) For & brief discussion see R. Serge Denisoff and
Richard A, Peterson, The Sounds 9f Social Change:
$tudies in Popular Culture. Chicago: Rand McNally &
Coer 1972, pp. 2-3,
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labelled deviant. Until the Llate 1950's musical producers
had done a reasonably good job in controlling the amount of
sensate material that was recorded. Rock musics, however,
glorified the sensate asoécts of the music and encouraged
people to "let loose” while Listening., Thiss, in effect.,
constituted the original act of primary deviance.

Social reaction to the wviolation of this norm was
immediates the opublic nature of the music did not conceal
the primary deviance for long. Early ;elevision coverage
of Elvis Presley concerts, for example, sttempted to film
Presley only from the waist up (Fornatale and Mills, 1980,
pe 42), because the habit of gyrating his hips while he
sang was considered to be Llewd and Llascivious. Indeed.,
what has been traditionally recognised as Presley's "magic"
was that he was a white man who could sing black music with
a black feel (Uslan and Solomon., 198{, Pa 32)Y. In
Sorokins' terms, Elvis' appeal came frbm’the fact that a
young male with an ideational (i.e. Protestant) upbringing
was able to perform particularly sensate musice.

Other early rockers such as Jerry Lee Lewis and Little
Richard have felt this tension between their religious
upbringing and attraction to rock 'n' roll. Indeed,
institutionalized <Christianity has delivered some of the
most severe criticisms of rock music since its inception.
To .this day, Jerry Lee Lewis still considers himself a

sinner destined for Hell because of his continued
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involvement in rock music.(14) Rock emphasized the beat of
the music to such an extent that society identified the
breaking of a '"sacred" norm, and began to Llabel rock 'n’
roll as deviant musice.

If the preoccupation with rock *'n' roll aided in
labetling the youth culture as deviants, the growth of heavy
metal helped to confirm that image. As Bashe has commented
regarding the music:

If rock & rotl 1is loud, heavy metal is

louder. . . If rock & roll is about

rebelliousness, heavy metal is

positively anarchic. « « If rock &

roll is about breaking down the

barriers between performer and

audiencer heavy metal completely erases

the Lline separating the two. . . If

rock & roll is about extremes, amplify

that for heavy metal,(15)
Since its 1inception and development as a subgenre of rock .
music in the late 1960%'s, heavy metal has totally glorified
the sensual experience of the music. Utilizing the recent
development of the <electric guitar in new and innovative
capacities (instead of using it simply as a loud accoustic

guitar), heavy metal <celebrates the new aesthetics of

loudness and electronics (Kealy., 1982).

(14) M. Uslan and B. Solomon, Digck (Clark's Ihe Eirst 25
Years of Rock & Roll. New York: Greenwich House,
1981’ p. 36.

(15) Philip Bashe, Heavy Metal Ihuynder. Garden City, New
York: Doubleday & Co. Inc., 1985, p. 6.
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Heawvy Metal as Pripary Deviance
One important incident that contributed to the demise
of the {deological motivation of the counter-culture of the
1960's occurred at the Altamont Rock Festival on December
6, 1969 in “Altamont: California. North America had
experienced "Woodstock"; the climax of the counter-culture,
only four months previous. Words such as "Woodstock

nation” and "

a new dawn" had been used to describe the
hopes of new young idealists at that time, For those who
were present, the collective experiencerpf Altamont saw the
defeat of those dreams.

At Altamont., Célifornia, the Rolling StonesMand the
Grateful Dead had organized a free concert as a "Christmas
present” to the young people of North Americar, and had
hired the Hell's Angels to police the area. B8y the end of
the evening four people had died <(including one black man
beaten to death in front of the stage by the Hell's
Angels), three babies had been born, and nﬁmerous serious
injuries and drug overdoses were reported. The shock of
the evening's activities was felt more in the centre of the
counter-culture than anywhere eL§e: Vabove all a keen sense
of failure to be able to implement the ideas of love aﬁd

peace pervaded. (16)

(16) Gary Herman also acknowledges this point in Reogk !n!

Roll Babylon. New York: Perigee Books, 1982, p.
145- i
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As a result of this disillusionment, some youth turned
once again for meaning to traditionally Christian lines,
forming, in ﬁart' the Jesus People Movement. Others
continued experimenting with alternative lifestyles such as
communes.; still others adopted a philosophy of
existentialisms and sought to experience the "ultimate
thritl”,

It was this latter group that brought heavy metal to
the fore. Moving first through genres of "psychedelic
rock” and "acid rock",(17) heavy metal became the ultimate
existential or sensate experience, whether listened to in a
packed colliseum or the privacy of one's own room.,

Besides deviating from the standard ascetic or
ideational musical norms, heavy metal was also associated
"with c¢riminal forms of deviance early on. The song
tradi;ionalty recognised by adherents as 'the' first heavy
metal tune, "Born to.be Witd" by Stepnenwolf,(18) was used
as the soundtrack for the popular motorcycle movie "Easy
Rider", It was the first time that the phrase "heavy

metal” (or, more correctly, "heavy metal thunder") was ever
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(17) So named because the sensate aesthetics of the music
were an attempt to re-create a trip on LSD or "acid".

(18) See Lenny Stoute, "The Roots of Metal, pt. 1",
Metallion, v. 1, noe« 1, Sept. 1984, p. 12. It
should be recognised that other bands with similar
musical styles were popular before "Born to be Wild"
was aired,
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used in a popular song.(19) Says Kay, one of the original
members of the band,

The song wasn't intended as a biker

tune. It was written about the age-old

custom of teenagers causing havoc on

the highways with daddy's car. - It was

an anthem for kids but after the movie

came outs, the biker label stuck.(20)
The song received much airplay as early as the summer of
1968, several years after the Hell's Angels Motorcycle Club
had risen to deviant fame on a wave of media hype and
sensatiqnatistic journalisme (21) Heavy metal's association
with the criminal element in society qyickly solidified.

As a matter of fact, the deviant status of heavy metal
was actually used as a commercial vehicle to attract people
to the music. Simmons has declared that ™"No matter how
law—abiding we are, most of us harbor a streak of
lawlessness and rebellion within us. . . As Long as the
deviance isn't a personal risk or loss, we seem to derive
some vicarious satisfaction from the rebellion and
lawlessness of others."(22) One of the first heavy metal
performers to <capitalize on this principle was ironically
the son of a Baptist minister, Vincent Furnier (bétter

(20) Ibid.’ D 12.

(21) See Hunter Thompson, Hunter IThompsenls Helll's Apngels.
New York: Ballantine Books, 1966, 1967,

(22) J. L. Simmons, Deyiants. Berkeley, California: The
Glendessary Presss, 1969, p. 22.
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known as Alice Cooper)., Realising that the best way to get
known in the music business was to be bizzare, Alice
created one of the most lucrative tours in rock history:
his Billion Dollar Babies tour of 1973. Using heavy metal
"music as the <corer, Alice produced a stage show that
included bludgeoning and chopping up baby dolls with a
hatchet, fondling an armless and tegless female mannequin.,
sexually molesting a giant tooth with a toothbrush, dancing
with a live boa constrictor, and climaxed with being
beheaded by a giant guillotine. Even his adoption of a
female name attracted many curious adolescents to his
concerts. Many heavy metal acts, following in the wake of
Alice Cooper's success, have <capitalized on Cooper's stage
presence. Their <concerts frequently utilize gigantic and
el aborate sets, magic tricks, and visual and Llighting
effects that help make the concert a sensate and
existential experience.

To summarize thens, when an individual youth s
attracted to heavy metal musicr, whether it be for the
sensate experience of the musicr, the reinforcement of a
deviant (and therefore "different"‘ or "individuél")
identity, the feeling of solidarity among the music's
adherents or whatevers, they experiencehthe application of a
deviant label by society as a result of the continued
efforts of moral entrepreneurs.“ Due to . the propensity of

heavy metal adherents to adopt a distinctive style of
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subcultural dress, the identification of such "deviants" is
made €a3aSYe Easy identification is functional. the
deviants*® high-profile enables conventional people to make

guick distinctions between "them'" and "us".

Ihe Dramatization of Evil

As Tannenbaum has suggested, 1initial acts of deviance
are defined by the actor as '"play, adventure, excitement,
interest, mischief, fun".(23) The community has a
di fferent definition of the situation, however, and the
dramatization of evil process is started soon after the
deviance is publicized. This is usually carried out by a
moral entreprenéur. Becker (1963) suggests that moral
entrepreneurs are typicalgy motivated in their crusade on
‘moral grounds, although their morality may be based upon .
humanitarian rather than religious concerns. The goal of a
moral crusades, says Becker, is either to create new rules
by which new forms of deviance are created, or to see that
existing rules are &enforced. As mentioned in Chapter 1,
the moral crusaders are often people in positions of power
and influence, It is theif version of morality,then, that’

is usually imposed upon society.
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(23) Tannenbaums, op. Citar po. 17« This point was
substantiated 1in interviews with adherents to heavy
metal, Each adherent interviewed expressed getting

involved in heavy metal music because it was "fun",
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Soon after heav9 metal received 1its identity as a
distinct genre of musics, moral entrepreneurs from varying
backgrouﬁds began to stigmatize the music in the same
manner that rock was stigmatized when it was first
introduced. While individual entrepreneurs may have been
motivated by different concerns, entrepreneurs came
typically from conservative, institutionalized segments of
society. Each wvoice similarly advocated governmental
intervention to control the persuasive influences of the
music, which they felt could corrupt young children and
subvert them into a life of deviance. Crusading voices
were heard from Protestant religion, the media, parents,
academiar, and the government. Each of these voices will be

briefly discussed.

Protestant Beligion

As eariy as 1956, an American Pentecostal minister
named Albert Carter epitomised the stand that North
American religion was to take against rock music. "The
effect of rock and roll on young people”, Carter said, "is
to turn them into devil worshippers; to stimulate
self-expression through sex; to provoke Lawlessness’, impair
nervous stability and destroy the sanctity of marriage. It

is an evil influence on the youth of -our country."(24)
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(24) Albert Carter, as gquoted in Gary Herman, op. Cite.sr D
153.
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That most’ religious critics have been motivated to:
criticize rock music on moral gréunds is obvious.
Institutionalized Christianity has been apalled at the lack
of control displayed by rock performers, and has frequently
chastized or excommunicated any Church member who has
become a rock musician. Even so, the Church has failed to
organize any consistently successful enfrepreneuria(
movement against rock music. At best, no more than a few .
strong mpral entrepreneurial voices have ever estabLished‘
themselves.

One of the most consistently vocal moral entrepreneurs
has been Rev., David A. Nobel, current president of Summit
Ministries. In his .lonely crusade against the evils of
rock musics Nobel's criticisms have included numerous
editorials, speeches, papers and books. 1In his latest book
Ihe Legacy 9of John Lenpon (1982), Nobel declares that
Lennon's contribution to North American society was
" -« . One giant, multi-media portrait of degradétion--a
sleezy world of dimmorality, venereal disease, anarchy.,
nihilisms, cocaine, heroin, marijuana, deaths, Satanisms,
perversian, and orgies,'"(25) According to Becker (1963),
political and economic power can also motivate the efforts
of moral entrepreneurs. This also appears to be a factor
in Nobel's condemnation. For, after noting that Lennon

(25) pavid A. Nobel, Jhe Leaacy of John Lennopn. New York:
Thomas Nelson Pub., 1982, p. 15.
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left an estate valued at approxi&ately $2?5'milLion’ Nobel
asserts somewhat jealously: "Not bad for one who referred
to himself as an 'instinctive socialist'",(26)

A second entrepreneufial voice that has gained a
certain degree of notoriety and respect within Christian
circles is Bob Larson. Also the author of numerous books
and articlgs on rock music"Lar§on is currently President
of Bob Larson Ministriess which includes a "Christian”
radioc show promoting the more conservative and "uplifting"
religious music. While Larson opposes most secular rock in
general, much of his evidence of 1its decadence comes from
the heavy metal genre. In his book Rock- Largon includes a
glossary of rock groups to help parents become attuned to
the "negative moral philosophies"(27) of today's secular
rock market. Many of _the groups criticized are from
mainstream heavy metal. Larson points out political and
moral problems with rock music when he criticizes rock by
saying: "For the first time, the control of Christian
musical expression was slipping from the status quo hands
of adult leadership".(28)

Younger moral entrepreneurial voices from

institutionalized religion have also appeared recently.,
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(26) ‘Ibidcl\p. 11.

(27) Bob Larsones Rockes Wheaton, IlLl: Tyndale House
Publishers Inc., 1982, p. 121.

(28) Ibid., p. 91.
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reaffirming conservative Christianity's general approach
towards the secular music market. Criticism is still based
in the ideational-sensate distinction; heavy metal s
recognised as evil because it has developed "a sound that
made Llyric Listenjng nearly impossible”,.(29) Heavy metal
is also believed to be able to draw youth into sinful
activities through evil messages both forwards and
backwards in the ‘music.(30) While religious moral
entrepreneurs have developed one of the most persistently
louds, morally motivated wvoices to speak against heavy
metal, they have not been able to organize enbugh power to
force the creation of new rules. This failure is discussed

more fully in the last section of this chapter.

Ihe Media

It is difficult to isolate the moral entrepreneurial
role that the media has played 1in stigmatizing rock music
and heavy metal. There is a strong desire by the media to

be seen as objective and aloof. Editors and journalists
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(29) Dan Peters and - Steve Peters, Why Knock Rock? Minn:
Bethany House Pub., 1984, p. 28.

(30) see  Jacob Aranza, Bagkward Masking Unmasked-
Shreveport, Louisiana: Huntington House, Inc., 1984,

for a discussion of such fears. "Backmasking"” or
"Backward masking” is the alleged practice of putting
Satanic messages into rock Llyrics that are audible
when a record is played backwards. Many religious
entrepreneurs fear that such messages work their way
into the unconcious of the Llistener, even when the
record is played forward.
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are slow to admit that the media plays a role in
agenda=-setting or in shaping the definition of a specific
situation. Yet it is obvious to studen;s of mass media
that newspapers and television (particularly) do play a key
role in the stigmatization process. In investigating a
similar situation regarding the Mods and Rockers 1in

Britain, Cohen states:

The student of moral enterprise cannot
but pay particular attention to the
role of the mass media in defining and
shaping social bproblems. The media
have long operated as agents of moral
indignation 1in their own right: even
if they are not self-conciously engaged
in crusading or muck-rakings, their very
reporting of <certain 'facts' <can be

sufficient to generate concerns
anxiety, indignation or panic. When
such feelings coincide with a

perception that particular values need
to be protecteds, the preconditions for
new rule <creation or social problem
definition are present. Of course, the
outcome might not be as definite as the
actual <creation of new rules or the

more rigid enforcement of existing
ones. What might result is the sort of
symbolic process which Gusfield

describes in his conception of the
"moral passage", there is a <change in
the public designation of deviance.(31)
It is possible that the media was threatened at first by’
the rock movement and its association with the

counter-culture, They may have feared that it would upset

the structure of society and therefore jeopardize the
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(31) Stanley Cohen, Eolk Devils and
Martin Robertson, 1980, pp. 16
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media's economically secure place in that society. As rock

began to flourish, newspapers were quick to report on any

skirmishes of students with policer, or any criminal

activity (1.e. communisms drugss, and so on) with rock
~N

musices The same newspapers were deafly silent about any

injustices adherents to rock music may have suffered at the
time, For example, Art Linkletter, a high=-profile
television personality known for his work with children and
youth, testified at a court hearing that vrock music
encouraged young people to experiment. with drugs. The
newspapers published his comﬁents. "Almost every time a
top=-40 record is played on the radior it is an ad for acid.,
marijuana, and trips. The lyrics of the popular songs and
the jackets on the albums . . lare all a completé' total
'campaign for the fun and thrill of trips”.(32) Billboard
magazine similarly reported Gordon McClendon's efforts to
put together a panef of prostitutes, ex-prostitutess
ﬁunkies' and ex=-junkies to assist him in weeaing out filthy
and suggestive records for airplay. McClendon was then
president of a chain of easy-lListening radio and television
stations. He stated: "We've had all we can stand of the
record industry's glorifying marijuana, LSD, and sexual

activity. The newest Beatles record has a Line of 40,000
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(32) "Linkletter talks on drugs to Nixon", New York Iimes.
Oct.e 24, 1969, pe 18
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purple heafts in one arm. Is that what you want your
chiltdren to listen to?"(33)

Music <c¢ritics were also quick to criticize the new
music through the media. Ralph Gleason, long time jazz
critic and self-appointed social commeﬁtator: was slow in
accepting the demise of the counter-culturg.(34) He too
condemned rock music because of its potentially disruptive

social force:

The Rolling Stones attack sexual taboos
and endorse the directness of today's
young people. Not an overtly
revolutionary act but one which=-when
coupled with the Beatles singing "I'd
love to turn you on" and "I get high
with a tittle help from my
friends-~. . « <challenges fundamentals
of American behavior., . « As I see it.,
the situation is plain: if you want to
reach the young people in this country
(and revolutions are made by the
yOounga. « )+ then write a song., don't
buy an ad or issue 3 statement.(35)

Gleason's article 1is used here only as an example of
the way in which media commentators helped to label those

involved in rock music as deviant,(36) Even with the more
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(33) "Anti-smut McClendon to set up fringe panel”.,
Billbeoard, May 20, 1967, p. 1.

(34) See "The Dream Simply Isn't Over™, Rolling Stone,» Oct.
28, 1971, Pa 30.

(35) Ralph Gleason, “The Greater Sound”. Ihe Drama Revieuws
Summer 1969, Reprinted 1in R Denisoff and R.
Petersons, ed.r Opse cit.r, 1972, p. 139,

(36) For examples of otherss, see R. Denisoff and R.
Peterson, ed.,» Ibid., chapter three.
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recent development of the ‘'rock critic! column 1in most
newspaperss, however, heavy metal 1is still often negatively
reviewed., While top 40 bands frequently receive a positive
evaluation, efforts are made to downplay more controversial
types of music Like heavy metal. Articles that do déal
with heavy metal appear. to wuse Lloaded <(and common)
descriptors Like "simplistic"” and "dégrgding". At other
times they are evaluated on their apparent deviant content
or image.(37) Seldom is heavy metal music evaluated on its
own artistic merits, or against its own uniguely developed
aesthetic. The media has, however, continued to assist in
labelling heavy metal adherents as deviant by associating
them with breaking existing rules (such as drug’taking,

intoxications, vandalisms, and the Llike).

Barepnts
While the role that parents play in LlLabelling is poorly
documented in the literature, it is likely that they play a
very significant part in upholding conservative values by
trying to force them upon their children. This includes
attempting to keep them away from listening to the more
deviant forms of music such as heavy metal. Much of the
literature produced by religious moral entrepreqeurs' for

example, is not written for adolescents but for their
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(37) See "Obscene But Not Heard”., Ibé Economist, v. 296,
Aug- 1?’ 1985' Pe 25.
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parents, so that they will be able to guide their "young
people in Christian values".,(38)

Perhaps the greatest evidence of this type of social
control is illustrated in concerts that are cancelled ahead
of time due to parental pressure; or concerts that are
subsequently barred from being repeated. One such occasion
occurred early in the Doors career.

At a recent Rock and Roll concert held
at the Coliseum [sicl in Phoenix, five
thousand screeming (sic) teen-agers

stampeded @& cordon of sixty policemen
when they tried to block the kids from

rushing on stage to join the
entertainers. An esoteric group called
The Doors were performing. Part of

their act was to shout obscenities, in
cadence to the feverish beat, at the
audience. Four-tletter words fouled the
air. Pandemonium broke out. To the
kids, this was just another rowdy.,
boisterous affair--all 4in good clean
fun of <course; but their parents took
different light of the occasion. They
prevailed upon the City Fathers to bar
The Doors from making future
appearances in Phoenix; and as an added
incentive to stay away from their fair
citys, the District Attorney's office
assessed heavy fines against the group
for performing before the public in an
indecent manner. (39

In recent vyearss, the organised moral entrepreneurial
voice of parents in the PTA (National Conference of Parents
and Teachers) and PMRC (Parent's Music Rescuce Centre) have
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(38)."A Letter to Parents”™, Peters and Peters, 0D. Cit.sr
Pe 8a

(39) Robert Scherman, "What Are Our Kids Buying?", Journal
of Bopular Culture, ve 3, no. 2, 1969, pp. 274-275.
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done the most to generate a formal deviant Llabel for rock
musics, particularly heavy metal. This will be dealt with

more fully in the last section of this chapter.

Acadenia

It is important to consider the role that academia
plays in the legitimation or stigmatization processes as
well.
Many academics, even at the best of times, do not lLook on
themselves | as purveyors of any specific morality
(especially conservative), Stilt the <conclusions of
various studies do, at times., have a serious impact upon
policy decisions in government, and they do impose a degree
of social control by wusing "scientific studies”™ as
"evidence". Regarding the legitimation process of

academiar, Shepherd has noted:

Social-intellectual structures are
primarily the result of the
inter—subjective legitimations of
political=economic power groups

dialectically ™ mediated through the
influence exerted by media on man's
sensory and cognitive faculties. The
_process of legitimation--whether
achieved by all the members of a
society turning their attention to the
process at one time, or by specific
members appointed by society who do
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little else--involves encompassing the
entirety or a part of everyday reality,
and putting dts 1imposing massivity,
within which everyday tasks are carried
outs, at a distance.(40)
Opinions of academicss then, legitimated by research and
journal publications, <can carry a lot of social "weight".
Articles ~published that view rock music as deviant could
effect the stigmatization of that genre of music,

To some extent, at least, academia did contribute to
the deviant label of rock music in this manner. Arguments
condemning rock on the basis of its inherent
destructiveness were vocalized most often by academics in
the field of psychology. Carey (1969), for example, saw
the &emergence of a distinctive set of values opposed to
traditional American society 1in rock music, and iabelled
this opposition as the "new Bohemian". Frances Braceland,
a noted psychiatrist, labelled rock music "a communicable
disease'”’ a "cannibalistic and tribalistic form of
music".(41) Dr. Joost Meerlo., psychiatrigt at Columbia
University, compared rock music with medieval lunacy and

Saint Vitus's dance, and exclaimed, "If we cannot stem the

tide with its waves of rhythmic narcosis and of future
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(40) John Shepherd et. aler Whose Music2_ A Sogcioloay of
Musical Lapguages. London: Latimer New Dimensions
Ltder 1977+ ppe 34-~35.

(41) Cited in M. Jahn, Rocki_ Erom Elvis Presley 1o the
Rolling Stones. New York: The New York Times Book
Co.’ 19?3’ D. 40.
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waves of vicarious craze, we are preparing our own downfall
in  the midst of pandehic funeral dances".(42) Labelling
from such sources legitimated the stigmatization process of

rock music ands consequently, heavy metal.

Goverpment

In Canadas, few (if any) governmental Lleaders have ever
commented publicly on rock music or heavy metal. It is
feasible that most of these leaders watched the ongoing
conflict in'the United States to see what the outcome might
bé. It s al;o necessary to mention that Canada never
experienced conflict around the issue of rock music to the
extent that the United States did. At most, a few
drug-related problems in Gastbwn; Vancouver or Montreal
arose from- tiﬁe to. time, and an influx of vyoung males
dodging the draft also occurred. But these problems have
not been considered direct.consequences of the influences
of rock music, .

In the United Statess, however., rock concerts.,
protests, and other highly publicised events prompted some
governmental leaders to comment on what wasrhapﬁening with
rock music. Legislation had been passed in various states
years before ouflawing the production or pLayiAg of jazz
records, but it has been noted that the motive for such
legislation was most Llikely racial (Nanry{ 1979) .
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(42) Jahn’ Ibid.’ Pe 68.
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Nevertheless, several government officials on both federal
and state levels felt it necessary to comment upon the
demoralizing aspects of rock musics perhaps with the hope
of stimulating discussion 1in the appropriate chambers of
government that coutld effect such Llegislation. Denisoff
and Peterson (1972) have reprinted two of the most
significant speeches from government officials 1in their
book TIhe Sounds of Social Change. The speeches occurred
during a most crucial era of rock's history. One
presentation was given by then Vice President of the United
States Spiro Agnew in 1970. The other was given during the
same year, by Nicholas Johnson, Commissioner of the Federal
Communications Commission, Agnew's purpose was to ge{
people to "Consider. -« « the influence of the drug culture
in the field of music"” (Denisoff and Peterson, p. 308).
Johnson's main agenda was not only to criticize Agnew's
perspectiver, but also to jllustrate that rock music
actually provided the government with some answers as to
how to go about changing society so that adolescents would
not have to resort to certain forms of escape (i.e.
drugs). Both viewed rock music as a potentially motivating
forces, though they differed in regards as what to do about
it.
In more recent years., commentary has been:sparse from
governméntal Lleaders on the problems with rock music.,

especially heavy metal. In the forward to a book on
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backward masking,(43) however, Louisiana State Senator B8ill
Keith suggests that "The sinister nature ‘of rock and roll
music is one of the burning issues of our time."(44)
Conservative citizens who have heard these statements of
societal leaders may be similarly influenced to label rock
and heavy metal music as deviants, and to stigmatize its
adherents as the sames According to labelling theorists.,
it is such effdrts of moral entrepreneurs that have the
potential to lead adolescents to a deviant master status.,
as well as increase the Llikelihood of them adopting a

delinquent identity.

Delinguent Identity

While Empey suggests that the third stage of the
informal Llabelling process 1is predominantly concerned witg
a delinquent identity, it should also be pointed out that
adherents to heavy metal also need to deal with their
identity as a deviant. Adherents to heavy metal usually
adépt a deviant (but non-criminal) self-identity soon after
reéognising their preference for heavy metal music. This
identity., however, is cognitively separated from a

(43) The supposed practice of putting backwards messages on

rock albums, with the inherent belief that the
subconcious is able to read these messages and
incorporate them 1into a behaviour. See Thorne and
Himelstein, .1984, for empirical evidence to the

contrary.

(44) David Aranzar Ope Citesr pPa. vViia
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delingquent, or criminal identity. Moral entrepreneurs.,
however, often blur the Linel between deviant and
delinquent, making little if any distinction between the
two. As already pointed out, an immediate consequence of
the efforts of mgral entrepreneurs is that the deviant is
viewed by society as a delinquent, and that this new status
becomes a "master status™; that 1is, everything he or she
does is interpreted in light of the new identity (Becker.,
1963, po 32). This new status is forced upon individuals
who begin showing @& preference for heavy metal music’
whether they define themselves as delingquent or not. As
Schur explains, peonle around the individual begin using a
retrospective interpretation of what has gone before in an
attempt to reestablish '"where the person 1is coming from”
(Schurs 1971, p. 52). Parents, for examples befieve that
they should have spent more time with their child so he or
she wouldn't have turnéd into a delinquent, or others may
beliéve that the person just "began hanging around with the
wrong crowd." Lemert (1971, p. 13) suggests that once
people are labelled as deviant they are expected to adhere.
to a new set of rules designed to control the expected role
they are to play as a result of their new status. -If
relatives with smaller children visit the homesr for
example, parents may warn their "delinquent" adolescent not
to associate with the smaller <children for fear of getting

them involved in listening to heavy metal music. If these
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new rules are broken, and the "deviant" does in fact
associate with the vyounger children, this 1is another new
act of deviance and the stereotype 1is reinforced. In
addition, friends who associated with the individual before
may become Lless and less interested in spending time with
that person.s As a result, the person with a preference for
heavy metal music begins to associate more with other
adherents to heavy metal, and may in time begin to identify
himself or herself with the heavy metal subculture, Other
subgroups such as preppies or punks may in fact begin to
attack physically this individuatibecause they identify him
or her as a '"metalhead” or "headbanger™ (the Llabel for
adherents to heavy metal), This physical violence had been
known to occur even 1in the Alberta school system.(45)

Because of the easy identification of adherents to
heavy metal and their master status as a "delinquent", they
are also more apt to be harassed by police. Says one
police officer:

"0Of course we're going to stop more
guys who dress Like delinquents,
because they're easier to spot. Like
the other night, my partner and I saw
one of those guys with Long hair and a
black leather jacket running along the
sidewalk at about 2:30 a.m. I put the
Lights on and we got him inside the car

just to check his I.D. and stuff, and
ask him why he was rfunning. If we had
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(45) See "Headbangers' Serenade'", Alberta Report, November
11, 1985, pp. 28, 33 for one such case where heavy
metal fans were being persecuted by other subcuttursl
groupsa
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seen some guy in nice pants and a
sweater running down the sidewalk, we
wouldn't have stopped him." (Interview
with Police Officer),

Because of  the ostracism by former friends.,
stigmatization by parents, and mockery by other groups, the
heavy metal adherents soon find themselves in what Schur
(1971) has térmed "role engulfment”™., Briefly stated, role
engul fment refers to the process whereby the person begins
to define himself as others define him. To be sure, one
attraction of adolescents to the heavy metal subculture is
that the dress and image portrayed is one of deviance and
intimidation (i.e. power)., In an adolescent's pgsition of
powerlessness and dependancy; the portrayal of autonomy and
acquisition of power through fear is indeed attractive for
some. There ié the tendencyr, then, to accept the heavy
metal role and begin to acquire a deviant identity. Some
adherents may adoot the deviant image without seeing
themselves as delinquent. That is, they realise that their
music is viewed by society as rebellious and evil, and they
enjoy the special status that they receive from being
associated with the music.

However, many adherents do not see themselves as
"necessarily" delinquent because of their association with
the music., Any delinquent behaviour that they may engage
in is perceived to be a concious choice rather than

subconcious indoctrination on the part of the music. This
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refusal to adopt a delinquent identity remainss, despite
their 4dnability to convince otherwise those who do not
listen to heavy metal, therents‘who do not adépt the
delinquent identity usually graduate from school, seek a
good jobs, and fulfill most, if not all, of society's
expectations of its citizens.,

There are those, however, who begin to see themselves
as both deviant and delingquent. These individuals soon
drift into the criminal element of éociety to reaffirm
their own identity. They may acquire a formal deviant
tabel if their delinquen£ behaviour persists.

Whether a "headbanger" has achieved a delinquent
identity or nots, he or she may begin to engage in acts of
secondary deviance. Lemert' (1951, p. 76) has suggested
that when a deviant act is commited for reasons of defense.,
attacks or adjustment to the overt_and covert problems

created by a deviant label, the deviance becomes secondary.
Secondary Deviance

There are two types of actors in heavy metal, then.,
who ﬁay commit delinquent acts: those who Qiew themselves
as deviant and delinquént, and tho§e who view themselves as
perhaps deviant butinot delinquent. To be surer, most of
the secondary deviance that occurs wifhin the heavy metal
context is carried out by the Llatter gréup. Because

attempts at reasoning with people who Llabel them as
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delinguent may fail, heavy metal adherents may resort to
delinquent acts to shock or irritate "normal" society, and
in so doing, may set off a "self-fulfilling prophecy"
(Empey, 1982, p. 404). An excellent example of this may
be found in the on and off stage impressions managed by
0zzy Osbourne, heavy metal rock musician. In a candid
interview Osbourne has complained:

"But when vyou're in the public:eye,
ear, nose and throat, they figure
everything you do 1is pre-meditated and
then they blur the line between your
stage Llife and what they 1imagine you
must really be like. They think I must
get up in the morning and go: Hmmmm, I
think I'll have a bowl of sheep's eyes.,
three or four cat heads and a leg of
Doberman on the side.”"(46)

Yet few of Osbourne's public appearances ever contain more

than reactive displays of secondary deviance:

In February., Osbourne made another
public splash, this time by urinating
in public at the Alamo. Texans were

infuriated. o . The Diary of a Madmap
Tour was a hit. « « Pigs' intestines
and calves' Llivers were tossed at the
audience as part of the shows, and a
midget. - was unceremoniously
"hanged". Critics called it a crude
abomination, while Osbourne howled with
glee. On the Diary of a Madmap cover.,
he presented himself in a spooked
houses surrounded by such demonic
paraphernalia as a black cat and an
upside-down cross hanging from one of
the walls. Ozzy's face was caked with
btood, and his wife Thelma was lying
bloodied on a table covered in cobwebs.

(46) 0zzy Osbourne, in an interview with Lenny Stoute,

"Barf at the Moon" in Music Expresss, ve 8. no. 76,
Feb. 1984.
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Not everybody appreciated Osbourne's

sense of humor, though, and authorities

in several towns tried -

unsuccessfully -- to ban- his

concerts. (47)
Few other heavy metal groups have gone to these lengths of
secondary deviance. But a few have also gone this far to
sensationalize their concerts, to make the concert arena
just that: the ultimate "sensate"., as opposed to
"ideational", experience.

However, there are other performers, as well as
adherents, who do not spend much time doing acts of
secondary deviance merely to upset the "status quo". There
are those in heavy metal who view themselves both as
deviant and delingquent, but who attempt to live their lives
as unhypocritically as possible., These metal listeners are
not typica}ly dressed in flashy stage materia( such as
spandex or expensive clothes. They do not usually rely on
a l;rge number of technical gadgets or magic tricks to
support thedir sensationalism, These groups dress
traditionally 1in bluejeanss, black t-shirés; and denim or
leather jackets. éor many of them, heavy metal has not
become a "fun" thing to do’ it has become a way of life.

This element of the heavy metal subculture has adopted a

deviant as well as delinquent identity, as defined by

G A o . - - ———— L — " - ———— WS WS e W - edm W D -

(47) Bashe, op. C€ite Dp. 4b.
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society and- by themselves. For thems, the creation of new

rules would change little of their behaviour.

Lreation of Ruyles

Atrpresent, moral entrepreneurial efforts have failed
in creating new rules to Llimit involvement in heavy metal.
According to Becker's labelling theory, if group A has
enough political and economic power it will successfully
apply a deviant label to group B, and new legislation will
be introduced. The fact that new rules have not yet been‘
created may be due to a number of reasons, a few of which
will be discussed here,

While moral entrepreneurs’ from religious circles might
rejoice if legislation were passed outlawing certain types
of rock music (such as heavy metal), this has never been
the expressed aims of the religious entrepreneurs. At
most, religious moral entrepreneurs have encouraged peoole
to deal with the issue of rock music on a ﬁersonal level,
encouraging adolescents to rid themselves of the desire to
listen to secular rock music (through ascetic virtues of
prayer, meditation and Bible reading). Burning or
destroying all offensive records and paraphernalia is also
encouraged, Peters and Peters (1984:9-10)), for example.,
encourage teenagers to discard and burn fheir.questionable
recordss, tapes and music memorabilia. They <claim to have

been responsible for destroying over ten million dollars
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worth 6f ‘rock music oparaphernalia to date. This may
explain in part why organized religion has had no formal
impact wupon creating new restrictive rules for the rock
music market.

The media has also never taken a formal stand for or
against heavy metal. With the inceotion of the rock
critic's <column 1in the wentertainment section of most
newspapers. the media has (in many cases) adopted
"highbrow—lowbrow" distinction similar to the positionrof
academia.

Academia has seemed to renege on its previous position
that rock ﬁusic necessarily endorses <counter-cultural
values. In recent years, many academics have instead
adopted the attitude that any academic legitimation of the
popular arts, such as by researchs, is a waste of energy and
money.(48) Most of the motivation appears to stem from the
assertion that popular music is inferior or "lowbrow"
musics, and that only ™"highbrow" music is worthy of any
attempt of analysis (Rosenberg and White, 1957). 1Indeed,
at the time of undeftaking this study, only . one known
academic attempt had been made at analyzing aspects of

heavy metal music (Strawr, 1984). Therefore, moral
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(48) See R. Serge Denisoff, '"Content Analysis: The
Achilles Heel of Popular Culture?”" Journal of Populac
Culture, vo 9, 1975, p. 456.
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entrepreneurial efforts to reform opopular music have
basically been left to governmental intervention.

But moral entrepreneurial voices from the government
have also remained silent in recent years. Part of the
reason for this has been the the transformation of rock
music inﬁo a multi-billion dollar industry, creating a new
batance of power in electoral districts. For government
leaders to oppose something which s by nature so
"popular", as well as something that involves a major
industry in societys, would be to commit political suicide.
Their initial interest in creating new rules, then, seems
to have dissipated.

The only group Left to pursue moral entrepreneurial
interests, then, have been the parents, and 1in recent
months they have attempted to do just that.(49) The 5.6
million-member National Conference of Parents and Teachers
(PTA) has recently encouraged the printing of warning
labels on potentially offensive record albums. The Pafents
Music Resource Centre (PMRC), which consists of many wives
of MWashington politicianss recently held a series of
hearings in Washington D. Ca to discuss the possibility of
apblying such labels, The PMRC is not only pushing for the

application of warning labels on those albums with explicit

(49) See, for example, James Muretich, "U. S. Groups Label

Record Industry Explicit", Ihe Calaary Herald, Sat..
Sept. ?I 1985.
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lyricsr, but is also requesting further categorization of
albums along the lines similar to that of movie ratings.
It is interesting to note, however, that they are NOT
pushing for the <creation of formal censorship laws to
regulate the application of these labels. Instead, they
want the record dindustry to develop their own system of
rating and apply it to their products. Perhapss, with the
stigmatization that comes with the 6reation of new rulese,
society has realised the dimpact of the basic tenets of
labelling theory., On the other hand, a self-inflicted or
informal label may still provoke a new informal Llabelling
process., In the words of one easy-listening performer who
testified at the PMRC hearings, "I don't want to have to
make my lyrics dirty so that I will be able to sell my
records.," The application  of these <censorship labels,

however, may do just that."



CHAPTER THREE

STUDYING HEAVY METAL

It is an assertion that the student of
society has to face the problems of
context and relevance fully, honestly.,
and openly. It 1is a contention that
the student of society has no choice
but to follow the necessarily
idealistic mandates of social science
as knowingly and as well as he can or
not to contribute significantly to his
field.

-- Jbe Participant Qbserver(1)

The research guestion still remains to be addressed:
"To what extent is heavy metal music 'really' deviant?" 1In
other wordss, are the wvalues expressed in heavy metal
materials directly opposed to or in "sinc" with those of
mainstream society? Given that the heavy metal mdsic genre
and adherents to the music have been labelled deviant, to
what extent 1is this label reflected or endorsed by
purveyors of heavy metal culture?

At first glance, the very nature of this question
appears to lend itself easily to an investigation in the
form of a content analysis of heavy metal lyrics. Since
the heavy metal subculture exists as an artifact of heaQy
metal musics, an analysis of the latter would seem logical,

. L G WD BT T N W T A D W WS e W D - ———

(1) Alfred McCLqu Leer "On Context and Relevance"” in Ihe

Participant 0Observer, Glenn Jacobs, ed. New York:
George Braziller, 1970, p. 16.
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Subcultural wvalues do appear to be more accurately
represented 1in song Llyrics than other cultural materials
because fhe artists are able to maintain a large degree of
control " over what is produced. This is especially true
with substream material guch as heavy metal. Due to the
experimental nature of the music and the specific audience
to which the music is directeds producers and sponsors (who
are more often than not wunfamiliar with subculturatl
aesthetics) are willing to give bands a larger degree of
autonomy in recording what they want to record. Méinstream
recording artists, on the other hand, are expected to
conform to existing formulae already perceived as
"successful”, James Hetfield, member of the heavy metal
band "Metallica”, recalls:

Did Elektra Lrecords] have any
suggestions? Yeah, fistfuls of crisp,
green ones. That"s all, they just gave
us the money and fucking said go to it.
There was no pressure from them, no
trying to get us to do anything
different. It's a great attitude to
work with? same as our management, they
just let wus do what we want, and keep
an eye on the biz, and that's cool.
Those guys are sharp enough to realize
they don't have a fucking idea why
we're so successfuls, but they know
we're doing the right numbers, so why
fuck with a happening thing?(2)
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(2) "Metallica Takes Heat From No One!", Metallion.,
(Toronto: Rock Express Communications Inc.)s V. 2¢
no. 10, April/May 1986+ pe 17.
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Rock videos do not give bands nearly the same amount
of control over their material that albums do. Since bands
are less able to mediate what sells in a video as compared
to musical compositions, professional producers are brought
in to sensationalize the video, and what is acted out on
the video will frequently have little or nothing to do with
the Llyrics of the song. An analysis of heavy metal
magazines (such as the Canadian periodical Metallion) might
produce an informative study on what is happening in heavyr
metal, but this too has 1its problems. Only a small
percentage of “adherents to heavy metal wever read such
material, for example; and those that do must take role
distance(3) since reading is not nqrmally a well-respected
public practice in the heavy metal subculture, 1In
additions rock journalists attempt to create a sociological
reality in articles and interviews that may not otherwise
existo.(4) An analysis of these materialss, thens, would
elicit a distorted view of the subculture.
A content analysis of lyrics, then, would ideally
elicit the most "valid" statements about the heavy metal
subcultures Even sos concerns have been raised regarding
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(3) See Robert A. Stebbinss "Role Distance, Role Distance
Behaviour, and Jazz Musicians", 8ritish Journal of
Sociglogys, vol. 20, 1969, pp. 406-415.

(4) Jon Stratton labels this the "discourse of popular
music”,. See "Between Two Worlds: Art and
Commercialism 1in the Record Industry”", Sociologigal
Reviews, vol. 30, May 1982, pp. 267-285.
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the validity of content analyses of lyrics (Denisoff, 1975;
Denzins, 19707 Carey, 1970). One would do well to imoiement,
Denisoff's caution in any analytical study of media content
when he says: "This is not to suggest that content
gnafysis be tossed out of popular culture; Rather, we must
be more careful 1in presenting our supporting material in
such a way that it is representative of the idiom."(5)
While Denisoff (1975) and Denzin (1970) specify several
shortcomings in wusing content analyses on Llyricss, two are
of special interest here.
The first and most important issue to address when
rusing content analysis alone 1in an assessment of heavy
metal. Llyrics is 1its obvious problem of interpretation or
inference to the subculture. Ling has suggested that
"Music 1is an excellent object of research for cultural
sociologists precisely because it is a <carrier of meaning
without being descriptive. ALl that has to be done is to
decode the meaning conveyed by the musical message!" (6)
But as one might expect, this process is far from
simplistice There is evidence to indicate that music is.
at the very teasts, culture specific, and that even within
cultures there are varying subjective dinterpretations
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(5) R. Serge Denisoff, "Content Analysis: The Achilles

Heel of Popular Culture?", Journal of Popular Culture.
Ve 9l 1975' Pa 45?.

(6) Jan Lings, "The Sociology of Music", Lapadiap University
Music Reviewr No. 5, 1984, p. 1.
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regarding what various pieces of music attempt to do .
(Schutz, 19647 Wright, 1975)., There is also evidénce to
indicate that many Llisteners wengage 1in an interactive
process with the musics symbolically interpreting not only
lyrics but the aesthetical dimensions of the music within
the context of the individual's collected musical
experiences (Coker, 1972; Ridgeway, 1976). This individual
context iss, nevertheless, defined in conjunction with the
social group to which one belongs (Etzkorn, 19767 Wright,
1975, Dees and Vera, 1978), With heavy metal participants.,
the heavy metal subculture in general and their immediate
peer group in specific constitute this social group. To
remain true to the sociological task, then, a content
analysis of this genre of music must take into account the
subjective meanings and interpretations of the social
groun.

The second problem with content analysis specific to
this research is the fact that heavy metal music has yet to
be analyzed within the coAfines of academia. Straw (1984)
has produced the only known academic paper dealing with
heavy metal which, while thought-provoking, was not based
upon empirical research., To perform a content analysis
alone on heavy metal lyrics, then, without knowledge of
their cultural context through previous empirical
literature or direct observation., would indeed be a

mistake.
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The ‘exploratory nature of this researchs, then,
demanded that other methodologies be incorporated into the
research design if a valid AND lretiable.study was to be
carried out. At the same timer, the nature of the study
dictated that one notrstop with an ethnographic description
of the. heavy metal scene. The <clearly-defined purpose of
this study was to find to what extent the heavy metal
subculture was deviant, But 1in order to discover the
respected values of this subculture, it was necessary f%rst
to become familiar with the meaning of the symbols that
convey these values by developing a grounded theory of
those symbols (Glaser and Strauss, 1967). This  was
facilitateds, in part, by conducting field research, using a
flexible and open-minded approach to data collection. As
Babbie has stated most succinctly: "éy going di}ectty to
the  social phenomenon wunder study and observing it as
completely ag possible, you can develop a deeper and fuller

understanding of it."(7)

Research Desian

For reasons outlined abover, a research design using
several methods was developed. This has beeﬁ referred to
by Denzin as "methodological triangulation®, "fhe

rationale for this strategy", Denzin says, "is that the
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(7> Earl Babbie, 1Ihege Practice of Social Researchs, 3rd ed.
Belmont Cal.: Wadsworth Pub. Coe.r 1983, p. 244,
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flaws of one method are often the strengths of another; and
by combining methods, observers can achieve the best of
each whgle overcoming their unique deficiencies.”(8) To
handle the task responsibly and ‘comprehensively, a
socio~historical analysis of the informal labelling process
was performed (see Chapter 2). Secondly, participant
observation research was conducted for two reasons: 1) To
become familiar with the norms and values of the heavy
metal subculture; and 2) To become familiar with the way in
which the music 1is used and interpreted in the setting by
‘the participants. After becoming familiar with different
contingencies 1in the setting, it became <clear to the
researcher that one theme frequently reappeared. This was
a concern wWith interpersonal relations between the sexes.,
and a keen understandiné of differing gender roles. After
gaining an understanding of the ;etting' a content analysis
was conducted on a random sample of thirty heavy metal
albums to examine " to what extent the sex-}etations theme
manifested itself 1in song Llyrics. A two~stage analysis
first determined thematic categories in the music and the
extent to which they appeared’ the second part further
analyzed gender presentations, and to what extent they

di ffered from traditional gender definitions of society.
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(8) Norman K. Den£in, Ibe Research Acts, 2nd ed. New York:
McGraw—Hill Book Co.r, 1978, p. 302.
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An attempt was also made to analyze underlying values
illustrated in other thematic categories of lyrics.

After the content analysis was completed the
researcher once again entered the field to test hypotheses
and Llook .for negative cases. Finally., ipterViews'were
conducted with adherents to heavy metal to further confirm
or disprove results found in the <content analysis. Since
the socio-historical analysis has already been covered in
Chapter 2, the other three methodologies will be dealt with

here in more detail,

Participant Qbseryation

In beginning this research, methods of participant
observ;tion were used (McCall and Simmons, 1969; Schatzman
and Strauss, 1973; Becker, 1970; Lofland, 1971). Since
there was no defined pbpulation of heavy metal adherents.,
random sampling was not possible. However, a heavy metal
adherent or "headbanger" (as they were inclined to define
themselves) was operationally defined according to the
following characteristics: 1) a tendency to select heavy
metal as their favorite type of music’s and 2) a bropens%ty
to define himself or herself as a "headbanger".

Initial access was gained to the field by visiting
local nightclubs which regularly featured tive "hard rock™
or '"heavy metal" bands., and made <contacts with the

participants in the setting. Access was also gained
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through attending special functions held in the <city to
promote amateur heavy metal bands. These functions were
usually entitled "Battle of the Bands". Concerts of heavy
metal bands were also attended, and attempts made to
igteract with those who were present. In addition to
casual contactss relationships were also established with
several "purveyors" of heavy metal <culture; young but
enterprising headbangers who were producing/directing a
local television show that televised heavy metal videos and
relayed information about bands., records, and so on,

Conforming to the <classic "participant as observer"
role (Gold, 19693, the researcher established meaningful
relationships with actors in the setting. At no time did
the researcher attempt to congeal his identity or his
reasons for being there. However, the information was not
usuallyi volunteered. Initigtly taking on the role of
"complete observer”, the researcher was able to study
interaction patterns and types of participants visiting the
setting. Fieldnotes were taken according to Lofland's
suggested categories of actse activities, meanings;-
participation, relationships, and settings (Lofland, 1971,
PP 14-15). As wells, <close attention was paid to the
dress and behaviour of each particibant. Generally,
observations were recorded immediately after leaving the

Sétting.
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From July 31, 1985 to July 23, 1986, the researcher
enteréd six different types of settings a total of 57
times, including <concert arenas, nightclubs, a <cable
television station, musician's union concert hall, a band
practice room, and home parties. This produced some 256
pages of typed fieldnotes. As contacts expanded.,
theoretical sampling was practiceds as was a concious
search for negative evidence to modify or refute developing
hypotheses (Turner, 1953, Robinson., 1951). Full attention
was directed to this process after the content analysis was
completed.,

A genuine: attempt was made at inductively developing
"grounded thecory" through the process of analytic induction
(Denzin, 1978). Before entering the field only vague ideas
of delinquency and rock music had been considered. Once
inside the fields however., it became <clear that an
important aspect of the heavy metal subculture involved the
p}esentation of ogender. After talking to a number of
participants, individual conceptions of gender began to be
examined and checked against past observations. By
referring to previous notes taken, examining negative
cases, performing a content analysis and aquestioning
through semi-formal interviews. reliability was
established.s As a final check for vélidity a close contact

in the setting (very similar to "Doc" in Whyte, 1955) was
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consulted about the final theoretical. statements, and his

concerns were checked again against existing data.

Lontent Apalysis

By the Llate 1960's it had become evident that the
album format had replaced the "hit single" as the dominant
form of musical sales. By 1969, eighty percent of dollars
spent on music had gone into buying L.P.'s (Fornatele and
Mills, 1980, pe. 74)., The practice of»ourchasing L.P."'s,
and that of discussing their overall worth rather than
their individual pieces of music, is even more pronounced
in the heavy metal subculture than in groups that Llisten to
Top 40 music. While Top 40 radio stations traditionally
play only single hit "tunes"., radio gtations that
concentrate upon playing more select substream material
(including those who play heavy metal) are apt to feature
albums rather than individual songs. Current charts that
list "pooular” heavy metal music likewise do not Llist
individual songs like the Top 40 charts, but the most
frequently purchased albums instead. It is logical, then,
that an entire heavy metal album be selected as the
sampling wunit for the <content analysis, with individual
songs comprising'the basic unit of analysis. |

A random sample was taken from a population of heavy

metal albums, This population was gathered from the first

six issues of Metallion magazine (a Canadian heavy metal
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magazine produced bi-monthly), September 1984 to July 1985.
Each issue contained one "Hard Chart" Llisting the thirty
best-seliing albums each month, Each list was compiled b}
a different record store or distributor, thereby giving.a
wider sample of albums and sales. The intent of the samole
was not to generate a sample of the "most popular” or
frequently purchased albums, Eut a diverse array of heavy
metal musice It was possible for an album to show up more
than once on the!charts; since albums could rise or fall
from popularity between one issue and the next. Because of
the desire to achieve as broad a range of heavy metal music
as possible, albums were included 1in the sample only once.,
thus reducing. the population of albums from 180 fé months
times 30 albums rated per month) to 133.

Out of the 133 albums a computer-generated random
sample of thirty albums was selected. Of these, two albums
were unobtainable, Both albums were fecorded on an import
label, and 'soecialty stores had back-orderéd shipments of
the albums but they had not arrived.s In their place two
other albums were hand-picked because of their inclusion of
female members 1in the band. The 30 album sample
constituted 22.6 percent of the population.

It was also importént to have thirty different bands
represented in the sample., If a second ;Lbum by the same
band appeared in the Llist of random albums, then, the

second on the list was excluded. This allowed all 133
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albums to ‘have an equal chance of being included in the
sample, and did not bias the selection of which album to
include from the same band. In our sample, two such albums
were omitted from the Llist. Random numbers were then used
to select two other albums representing bands not yet

included in the sample.

Eirst Stage

The sampling procedure described above produced a list
of 282 songs, 13 of which were instrumentals. Out of the
269 remaining songss the lyrics to 113 and one-third (42
‘percent) songs were printed on altbum <covers or inside
linerss The "one-third" lyrics of a song were printed on
the inside of an album, and were part of a song that took
up an entire side of an L.P. The ;emaining 155 and
two-thirds (58 percent) songs were transcribed by the
researcher and checked by a second coder for accuracy. The
lyrics of the 269 songs were then analyzed thematically by
two independent <coders well-versed in the heavy metal
subculture, Thematic categories were arrived at through
analysis of a pre-sample of albums not included in the

sample., The following categories were elicited:

Ve GENDER THEMES: Lyrics that deal with male~female
interaction or relationshinss, or Llyrics that describe
various qualities of a man or a woman, or group of men or

group of women., These identities must be human, however;
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not mystical or supernatural. Lyrics dealing with love,

sex and broken hearts are included in this cafegory.

2e REFLECTIVE/PHILOSOPHICAL THEMES: The lyricist
evaluates the Llifestyle he or she is leadings, or makes a
statement regarding life in general or about a social issue
or problem. These songs deal more often with attitudes

than behaviour,

3 OPPRESSIVE THEMES: The lyricist comments upon other
identities or institutions that are oppfessive to him or
her; they do not deal with the lyricist who views himself
or herself as oppressivé. Usually, ‘no real solution is
given to relieving this oppression. There 1is, instead, a
type of resolve made to tivé with the éonflict. Oppreésion
comes from such sources as parents, school, poliﬁe or some

abstract (but not supernatural) force are examples.

4o PHYSICAL CONFLICT - RECOGNITION/RESIGNATION/ENJOYMENT:
The lyricist sees and accepts physical conflict as part of
everyday lLife énd " resigns himself or herself to
participating in it, even if it means death., A certain
amount of enjoyment may be the reason for participating in
physical conflict. The conflict is the end, not thg means

to an end.

Se = PHYSICAL CONFLICT AS MEANS TO AN ENb:k Physical

conflict is seen as a viable means to a desired end; a good



72
solution to a _problem, While some enjoyment may be
extracted from the conflict, it 1is not an end in itself.
Even so, the lyrics concentrate more upon the conflict than

the motivation for it.,

6 MYSTICAL/SUPERNATURAL THEMES: The lyricist talks about
or deals with some type 'of force or entity that is not

human but is endowed with supernatural or mystical powers.

Ofteﬁ these forces are overwhelming and cannot be
controlled. At times the Llyricist is the possessor of
these qualities. Satanism and occult <characters (eg.

wherewolves) are examples of such a force.

Te EXCITEMENT THEMES: Purposeful behaviour that s
carried out for the primary purpose of producing enjoyment
or thrillss Fast driving, partying., "rocking"‘to musice
énd "getting crazy" are examples. Physical conflict and
sex are EXCLUDED from this <category since they apply to

_others,

8. ESCAPE THEMES: 1In desiring to get away from pressures
or from the mundane world, the lyricist does not look for '
excitement. Rather he or she Looks for a way to physically
avoid the conflict. At times the escape may be a desiéed
place to run‘to; at other times it is merely a deéire to

get away.
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9. LOSS OF CONTROL THEMES: Due to many pressures and
turmoil, the Llyricist finds himself or herself ACCIDENTALLY
becomind mentally 1ill or being wunabte to <control the
emotions, This is not done as a purposeful action, but is

a response to other pressures.
10. INSTRUMENTAL: There are no words to the song.
11. OTHER: (Please describe).

This thematic analysis is similar in procedure to other
content analyses of popular music lyrics.(9)

Although the categories are not mutually exclusives
two independent coaers achieved 72.5 percent agreement on
first choice of categories., and 100 percent was achieved
when considering each coder®?s first three choices., After a
brief discussion of each song, 100 percent agreement was
reached on first <choices. A reliability check was also
computed upon the revised coding. O0f the 27.5 percent of
the songs that did not match up on coder's first selection,
42 percent of coder one's choices remained unchanéed, 45
percent of coder two's choices stayed the same, and 13
percent of the songs were recoded from second or third

choices of both coders.
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(9) Cole (1971), for example, wused four categories of
themes: love~sexs, religion, violence, and social
protests Hirsch (1971) identified six basic themes:
heterosexuals, social commentary, religious, novelty,
personal, and nostalgica
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Out of the 269 songs, only one song did not fit into

the first 10 <categories and was listed 1in the "other
category”. For heavy metal musics, it apﬁeaﬁs that this set

of thematic categories is almost exhaustive at this time.

Second Stage

The second stage of the analysis examined the 102
gender-related lyrics that fell jnto category number one.
This was the largest of all categories, comprising 37.9
percent of the sample. Comparatively., Cole (1971) found 59
percent of lyrics of pop tunes from 1960-1964 dealing with
love-sex themes, rising to 71 percent from 1965-1969.
Hirsch (1971) found that a heterosexual theme wés displayed
in 69 percent of his sampole of popular music tunes. From
these percentages, as well as from other dinformation
co(lected from the content analysis, it is safe to infer
that heavy metal lyrics in general deal with a number of
themes that are foreign to pop music,

In doing a content analysis on gender roles, pains
must be taken to ensure the conceptual clarity of
operational definitions (in this case, traditional and
non-traditional gender traits)., In reviewing the
literature on sex and gender roles, how;ver, it becomes
apparent that most researchers measure traditional role
concepts specifically by expected duties of basically

middle-class wives or husbands. In attempting to measure '
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traditional roles in heavy metal music it becomes
difficults, thens, to use much of the past Literature as a
basis for such distinctions. There are two reasons why
this is so. Firsts, heavy metal is a genre of music that is
aimed at a consumer population that is largely adolescent.
Adolescents typically have not established themselves in a
formal social role <(other than someone elses son or
daughter, and/or student), _and consequently are not
expected to perform\?he same behaviour or assume the same
sex-typed duties as middle-class married adults. Secondly.,
some researchers have noted the different and sometimes
conflicéing eipectations, or emphases that are placed upon
the traditional female role; such as the maternal, wifelys
and erotic aspects. Regarding ;uch inconsistenciess
Suzanne Keller states: ". « . Primary emphasis is supposed
to be given to the maternal and wifely aspects., thqugh at
certain stages of the life g¢ycler the erotic component may
be preeminent."(10) One of those stages of the Llife cycle
where the erotic component may be preemineﬁt is
adolescence.

It therefore became dimportant that traditional role
expectations were defined in ways congruent with the status
of adolescents, in particular, those adslescents who have a

(10) Suzanne Keller, "The Woman's Role: Constants and
Change" in Readings in Introductory Socielegy., 3rd
ede, Harry Gracey and Dennis Wrong, eds., 1977, p.
238, Emphasis mine. ‘
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high probability of coming from working-class backgrounds
(Tanner, 1981). To get around the problems that previous
definitions of traditional roles might have created, male
and female roles were evaluated in terms of what quality or
qualities they. demonstrated or were expected to
demonstrate. The traits of the highest profile male and/or
female in each song were evaluated in the following manner.

Firsts, two independent researchers well=-versed in the
gender literature identified the sex of the writer of the
songs, as well as the singer (if a different person than the
writer). Secondly, the two researchers idenfified whether
the song was primarily -describing a male, a female, or
boths, or group of one or the other or both., Thirdly, the
researchers independently rated whether the characteristics
ascribed to the male(s) and/or female(s) were traditional
or non-traditional in natures using a3 Llist of traits
similar in nature to Freudiger and Almquist (1978), Chaftez
(1974, and Thaxton and Jaret (1985). This type of
analysis was preferred to using sex-typed gender rotesr
since there is often too Little information given in lyrics
to assess the social role of an individualt.

Eleven <characteristics were listed for each gender
that were traditional in nature, In a manner similar to
Chaftez (1974) and Freudiger and Almquist (1978), each
gender was evaluated as <conforming to the stereotyped

traits, not conformings, or the trait not being illustrated
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in the Llyrics. The following is a Llist of the traits for
traditional male: aggressiveness, dominance, strength,
darings courage, forcefulness, ruggedness, adventurousnesss,
independence, confidence, and Lack of emotion. Traditional
female traits included: passiveness, dependency.
guietness, meekness., gentléne;s' warmth, affection.,
kindness, sentimentality, soft-heartedness, and sensitivity
(Ricer, 1981, ppe. 314-316). In add{tion, "sexual desire”
was added to the Lis; of male qualities based upon
observations from the pre-test of the thematic categories.
"Erotic role" was added to the female's Llist of quaLitiés,
based upon comments from previous research.(11)

Non-traditional male and female roles were determined
by assessing any attitude or behaviour that went contrary
to traditionat personality traits.e A male who.exbressed.
fear of or dependence upon a woman was one example; a woman
who acted aggressively and independently was another.
Using indicators such as these, researchers evaluated the
"whole" presentation of the role in the lyrics rather than
isolated words or sentences in a verse or chorus.

Kaplan and Goldsen have developed a method for

analyzing the way in which particular values or symbols are
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(11) Deborah Harding and Emily Nett, for example, discuss
the Llarge part that the erotic role plays in the
presentation of women in rock music. See "Women and
Rock Music", Atlantis, vol. 10, no. 1, Fall 1984, p.
65.



78
presented 1n various media. Symbols <c¢an be presented
positively, positively with quali?ication; negatively.,
negatively with qualification, or neutrally (see‘Berelsonp
19527 Budd 1967, Freudiger and Almquist, 1978). One of the
reasons for recording the sex of the lyricist and/or singer
was to test for positive or negative evaluations of
ascribed traits. In the last part of this analysiss, then,
Kaplan and Goldsen's ideas were modified and applied to
traditional and non-traditional behaviour 1in an attempt to
assess whether a role was endorsed or criticized more by
males or by females. The categories developed were: a)
endorses traditional role (includes resignation to), b)
criticizes traditional role, ¢) endofses non-t;aditionat
role (includes resignationﬂ to), d) criticizes
non-traditional roles e) endorses and criticizes
traditional role, non-traditional role, or both,

This type of analysis facilitated comparisons between
male and female perspectives on gender rﬁles'_ and also
helped in the_ assessment of what type of role (i.e.
traditional or non-traditionat) was presented positively

within the confines of the heavy metal genre of music.

Ioterviews
After the content analysis Wwas completed the
researcher reentered the field to validate the analysis.

To conclude the research, interviews were conducted with
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six individuals, selected specifically for their strong
al legiance to the  heavy metal subculture, Using an
unstructured standardized interview format (or "nonschedule
standardized interview"” according to Denzin, 1978, op.
115), four males were interviewed at the same time. This
was to ensure the answers elicited were <collectively
accepteds even though the same questions were directed to
one individual at a time. One male played in a heavy metal
band, another was a deejay for a local heavy metal radio
show, The third was well-known for his involvment in
sponsoring local heavy metal contests and concerts, while
the fdurth was producer of a heavy metal television show.
In addition, two female adherents to heavy metal were
intervieweda. Both females were selected due to their
association with heavy metal. Both worked as
salespersonnel in record stores.

Interviews lasted about 90 minutes, and covered topics
ranging from dinduction into the heavy metal subculture to
defining heavy metal. Questions were also asked about
gender roles and their presentation in heavy metal, as well
as perception of deviance and delinquency. Interviews were

tape-recorded and later transcribed.



CHAPTER FOUR

HEAVY METAL: CULTURE AND CONTENT

Heavy Metal: A Subculture?

Part of the task of this research was to investigate
the possibility o% the existence of what has up unfil now
been ,assumed to "be": a subculture organised around the
production and consumption of heavy metal wmusic. To say
that a certain amount of activity peculiar to heavy metal
does not exist would  be a mistake; the moral
-entrepreneurial efforts of groups meptioned in Chapter 2
have taken great pains to publicize such collective ac;ion.
It is necessary, instead, to determine to what extent these
activities may be defined as "subcultural” in nature.

Clarke et. al. have noted that:

Subcultures + « take shape around
the distinctiye activities and ‘*focal
concerns' of " grounse. They <can be

loosely. or tightly bounded. Some
sub-cultures are merely loosely~defined
strands or 'milieux' within the parent

culture: they possess no distinctive
‘world' of their own., Others develop a
clear, coherent identity and

structure,. (1)

(1) John Clarke et. alesr "Subcultures, Cultures and Class:
A Theoretical Overview”" in Stuart Hatl and Tony

Jefferson, eds., Resistance Through Rituals. London:
Hutchinson & Co. Ltd., 1976, p. 14,

80
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It is possible, then, to define the activity surrounding
heavy metal as subcultural 1in at least a "loosely-defined"
sense of the word? heavy metal adherents cenFer their
group's identity and even activity around the focal concern
of heavy metal.
Straws however, does not agree, He asserts:

Ife o a musical subculture s
defined as a group whose interaction
centers to a high degree on sites of
musical consumption, and within which
there are complex gradations of
professional or semi-professional
involvement 1in music and a relative
looseness of barriers between roles
(such that members will all be
involved, in varying degrees, in
collecting, assessing, presenting, and
performing music)s, then Heavy Metal
audiences do not constitute a musical
subculture. (2)

On the surface, these differences appear to be semantical.
Clarke et. al have <concentrated only wupon the "focal

concern” of a groups, while Straw's definition uses several

criteria to determine what is or 1is not a musical
subculture. Nevertheless, the observations made while
conducting field research revealed that the activity

surrounding heavy metal music 1is subcultureal even in
Straw's sense of the term. This will be illustrated in the
discussion on participants below.

What appears to be the <caser, then, is that the

activity surrounding heavy metal, no matter how "loosely"
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(2) Will Straws, op. citer p. 112.
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organised, constitutes a subculture by any credible
definition. For the purposes of +this thesiss, however,
Schuwartz' definition of "subculture”™ has been wused in
determining whether or not heavy metal adherent's can be
classified as such. Schwartz writes:

The distinctiveness of a subculture
resides in t he symbolic devices,
especially shared moral and cognitive
categories, through which the members
of a group or social category appraise
and evaluate their own behaviour and
the behaviour of the members of.other
groups. « =« a pattern of behaviour’
acquires subcultural significance

insofar as it becomes an integral part
of a system of shared meanings.(3)

Within the social interaction of adherents to heavy metal.,
a number of behaviours are performed thét constitute a
system of shared meanings. The most obvious perhaps, is
the selection of "style" in dress .patterns'
self-presentations, and language. Brake (1985, p. 12) has
described these three elements of style as "Image".,
"Demeanour", and "Argot". 1Image is the appearance composed
of <costume ahd accessories such as hair~-style, jewellery
and 'artifacts. Demeanour 1is made up of expression, gait
and posture. Argot is a special vocabulary delivered in a

meaningful manner, Style is perhaps the most immediately

recognisable meaningful behaviour practiced by heavy metal
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3) 6. Schwartz, Youth Culture:. Ap Apthropolgaical
Agcoynte. Readings, Mass.: Addison-Wesley, 1972, p.
1.
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adherents, at least to the outside world., But small acts
and activities practiced by adherents in day-to-day
relations are seldom seen by individuals outside of the
subculture, These actions also elicit implied meanings
that only heavy metal adherents can appreciate. These
products of the rock culture produce more than a new form
of musical expression: they symbolically carry the
collective messages and values of the heavy metal
subculture. As Frith has commented, "Subcultural analysts
argue that there is, nevertheless, a homology, a stylistic
fit between youth groups' values and the musical forms they
use to signify them’; the sociological problem is to decode
the styless'"(4) To do thiss, the researcher must first
become familiar with the group's values and 1its musical
formS.

On the other hand, submitting the music to a detailed,
in~depth symbolic analysis may lead the researcher farther
away from the qualified interpretation adherents make of
the music. Cohen has noted that:

Massive exercises of decoding, reading.,
deciphering and interrogating « « .
the whole assembly of cultural
artefacts, down to the punks’® last
safety pine have been scrutinized.,
taken apart., contextualized and
re~contextualized. The conceptual
tools of Marxism, Struturalism, and

semiotics, a Left ©bank pantheon of
Genet, Levi~Strauss., Barthes and
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(4) Simon Frith, op. cit.r p. 219.
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Althusser have all been wheeled in to
aid this hunt for the hidden code.(5)

Regarding Cohen's criticism Roe adds:

For Cohen this 'symbolic baggage' that
adolescents are being asked to bear is
‘just too heavy' and the exercise of
decoding has become ‘'arcane, esoteric
and mysterious', so that we are in
danger of disappearing 1into a 'forest
of symbols', This warning is timely as

well as telling. Important as it is
the new sociology of subcultures needs
to be wary - of imposing an
over-subculturalized view of man upon
adolescent Life with atl the
distortions’ and over-sophistications

attendant with ite(6)

Indeed, labelling theory has also been criticized in recent
years on the same grounds; that actors are too often seen
as over-subculturalized, their behaviour deterﬁined,(7)
Therefore, while the followingr results do analyze what has
been identified as -the heavy metal subculture, the
integrity‘ of each participant' has been respected by
acknswleging the voluntary position that each adherent
holds. Heavy metal adherents are not forced to listen to
the music. Neither are they forced by the music to carry
out déviant or delinquent acts. Adherents, ‘on the other
hand, choose to associate themselves with the heavy metal
(5) Cohens, Op. citesr pe ixa

(6) Keith Roe, Mass Media and Adolescent Schooling:
Lonflict or Co-existence? Stockholm, Sweden: Almqgvist
& Wiksell Internationals, 1983, p. 73.

(7) See, for example, Taylor et. als, Ihe New Criminology-
London: Routledge & Kegan Paul., 1973, Chp. 5.



85
subculture 1in an attempt to resolve personal and social
conflicts which they aré experiencing. This will be dealt

with again in Chapter 5,

Jhe Participants

Involvement in the heavy metal subculture begins when
an individual <chooses, for whatever reason, to begin
listening to heavy metal music. Encouragement to listen to
the music can be experienced in a number of different ways.,
Older siblings influence younger children to lListen to such
musice frieﬁds‘encourage friends to listen to a particular
song or albums and individuals may at times purchase a
heavy metal upon impulse ;nd learn that they enjoy it. 1In
certain peer groups a considerable amount of status accrues
to anyone who listens to heavy metal music, rand a certain
degree of sanctioning; is experienced by those who choose
alternate styles. The most prevalent method of
introduction to the music, however., océurs when a piece of
heavy metal music is played on the radio. Adolescents who
enjoy the song often go out after hearing it played and
purchase the album. After the association is made between
the style of music and the "heavy metal”" Llabel (i.e.
record stores will often have a separate section Labélled
as such), individuals may begin to develop an awareness
that they prefer that type of music and will,seek it out.

Friends are consulted as to their musical tastes, and new
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friendships may be formed because of a shared preference
for heavy metal music.

In many cases, adherents to heavy metal are inducted
into this genre of music during junior high-schooL. Many
adherent§ at this age are not attracted to the music alone.,
but to the image which wmany heavy metal musicians portray.
Associating oneself with an image of independence or
intimidation helps to alleviate the structural problems of
dependancy and powerlessness that young people face.
Participants may also be inducted into the subculture while
in high school for the same reasons. Of the‘participants
observed and interviewed who began lListening to the music
during this time, a fairly high percentage (approximately
30 percent) came from homes where parents (or at least the
father) were particularly authoritarian; restricting their
children's freedom with early curfews, few dates., mandétoryv
short hair cuts, conservative dress and the Llike.
Adolescents coming from this type of background distanced
themselves from their conservative appearance by getting
heavily involved in the persona of heavy metal.
Participants who were ‘inducted into the subculture after
high school freéuently began associating themselves with
the music by patronizing local bars that frequently
featured heavy metal or hard rock bands. While in the bar,
participants either developed an appreciation for the music

or discovered that it really was "their type" of music.
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In whichever manner a person is introduced to heavy
metal musice two turning points had to occur in order for
them to view themselves as a contributing #art of the heavy
metal subculture, 1) They had to identify heavy metal as
one of their favorite types or most favorite type of music?
and 2) They had to perceive themselves as a "headbanger':;
as a person who identjfies him or her self with the
subculture. After these two preferences were realised, the
individual passed 1into the first of three stages 1in

adhering to heavy metal.

1. PBosers

The Poser stage is the first Llevel of involvement in
the heavy metal subculture. The term '"Poser” is used
condescendingly by more involved listeners to denote the
perceived motivation of such individuals to be involved
with heavy metal, While Posers may identi%y themselves
with heavy metal music and enjoy listening to it, their
interest in personifying the image of. heavy metal sometimes
becomes more important fhan the music itself. Posers will
periodically frequent a heavy metal bar or concert for -
example, to meet members of the opposite sexs, to get
together with friends on a weekend night, or perhaps'to
purchase some drugs. Posers may also dress up in a highly
stylized wversion of heavy metal dress so as tolappear

attractive to other participants in the setting.
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Almost all of the more involved heavy metal adherents
in the settings admit to having passed through the Poser
stage- if is rarely skippeds As a matter of fact, for the
majority of adherents the Poser stage is never passed.
Most adherents continue to have limited involvement in the
subculture, enjoy the deviant image associated with
listening to the music and contribute to the subculture
primarily by means of consuming the music. One primary
contingency that thg Poser must face is graduation from
high schoole. Due to high school <constraints and parental
controls., heavy metal music is 'most appealing to
adolescents in high school. Social structural factors such
as entrance to university may seriously discourage Posers
from méintaining a public identity as a headbanger. Most
university students are openly hostile to heavy metal
adherents., The status may thus be abandoned in favor of
more popular "preppy" dispositions.

For other Poserss the newfound freedom' of not having
to attend school anymore causes their interest 1in heavy
metal to wane., This is wusually due to the fact that the
ideology of overcoming oppressive forces is not nearly as
appealing when personal —constraints are alleviated. For
still others, their preference 1in music may change to
include country or easy-l;stening musiét a feeling that
they have "outgrown” their previous musical tastes may

develop.
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Although posers are viewed by more "hardcore"
listeners as béing insincere in their allegiance to heavy
metals, much of the Posers' focal activities are based upon
the consumption of heavy metal music. In junior high
schéol' for example, many heavy metal adherents invite each
other to their parents' homes and retreat to their own
bedroom:or family rooms, to Llisten to heavy metal albums,
They may also go to various record storgs to survey new
heavy metal albums that have come outs, or go downtown to
browse in the Llocal "headshops”.(8) :Pbser activities 1in
high school Llikewise centre, at tjmes, around the primary
activity of consuming heavy metal music. For high,
schoolers such activity may involve "listening to tunes" in .
a parked car or elsewhere from a ghetto blaster, or going
to a heavy metal concert. Since many high school=-aged
Posers are too young to frequent heavy metal bars, this is
not a frequent activity. However, friends may also be
invited to one's home to listen to music gnd compare
albums. Additionally, due to the Llimited finances of
high~school Posers, recording a friend's heavy metal albums

for one's own use is also common.
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(8) "Headshons" are shoos that deal almost entirely in
heavy metal paraphernalia such as posters, wall
hangings, jackets, arm and wristbands, buttons, pins,
earrings, and the Llike. 0ddly enough, "headshops"”
carry samples of almost all types of heavy metal
material culture except heavy metal albums.
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Posers are the most easily identifiable adherents to
heavy metal, The everyday "image'" or costume of males
consists of blue or black denim jeans, dark runners, a
black t-shirt (usually a heavy metal band jersey) and a
blue denim or black Lleather 'jacket. .This is usually
complemented with a red or green checked flannel shirt
which is worn under the jacket, the shirttail hanging out
in the backe At times a leather jécket will be worn with a
sleeveless denim_ vest over the outside. Denim jackets
often have. the back painted or even sewn (i,e,
needlepoint) with the crest or Llogo of a heavylmetal band.
While the typical hairstyle is usually Llong and straight,
some adherents choose ~to wear a very short hairstyle as
well. Earrings worn in the lLeft ear are also in style for
males. Earrings denote a certain individuality and
deviance if worn correctly. Howevers, earrings worn in the
right ear symbolize homosexual tendencies, and is to be
avoided. (9)
Female Posers' day-to-day apparel is also strictly
defineds, but differs somewhat with age groupings. Females
in junior high, for example, do not differ in dress much

from the males. Denim jackets and jeans are the norm, as

(9) In comparing this practice to other parts of the United
States and England, it is apparent that these meanings
inadvertantly change, depending upon the Llocale. 1In
Hawaii, for example, homosexuals traditionally wear the
earring in the left ear.
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are black t-shirts and concert jerseys., More make-up 1is
used on dates, howevers, and high heels are sometimes worn.
Femalg Posers in high school take great pains to find
tight=fitting denim jeans and often wear a solid-colored
but revealing blouse or shirt. Earriﬁgs are usually long
and dangling, and hair 1is usually "fluffed", standing high
on the top and sides of the head, Denim jackets are also
frequently worne, but a greater. concern for personal
appearance begins to develop. especialyy in grades 11 to
12. More make-up tends to be worn during this period
(particularly eye-liner and mascara), and high heels become
a frequent selection of footwear over runners, especially
on dates.

Gender distinctions become critically obvious at
concerts or bars when a popular band stops to play in the
area. rPosers view these events as a time to really "dress

up” or "strut their stuff', Males tend to wear the same
type of apparel as worn from day-to-day, although concert
jerseys are usually preferred over plain black t-shirts,
and a Llonger., déngling earring 1is often selected 1if a
male's ear is pierced. Similarly, denim jackets flaunting
al Llegiance to various heavy metal bands are common. There
is also a small contingent of males who have taken to
wearing ‘'"spandex"; a brightly-colored stretch pant that

adheres to the shape of one's legs, graphically reproducing

each curve and bulge. Male performers playing the more
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popularized versions of heavy metal frequently wear
spandex, although the majority of male adherents tend to
avoid it.

A more apparent contrast was observed  in female
apparel. While a small contingent (approximately 25
percent) of females still wear the common denim jacket and
jeans to " concerts, the large majority take great pains to
"beautify”" themselves. Spandex is frequently worn by women
for the more popular métal concertss, while ti@ht jeans.,
high heels and make-up is the standard for others. A small
proportion of females wear low=cut dressess, nylons.,
high-heels and fur <coatse In the <concert arena these
females were mostly observed staying near either the
"soundboard men" who wWere engineering sound for the.
concert, or close to the backstage entrance. Mosf were not
acco;panied by male companions., :but appeared eager to meet
the members of the band. In the clubss, however, this
latter type of dress became the norm for about half Fhe
females, the other half wearing tight jeans, high-heels and
low cut blouses. Fews, if any, wore runners, jeans and jean
jackets.

Another peculiar gender distinction was observed-in
behaviourt Norms allow females (especially in bars) to
dance with each other without fear of being stigmatized as
homosexual. It was <common during the first part of the

evening 1in a bar that up to 60 percent of the dancing
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couples were entirely female. Whereas males would dance
with females, it was absolutely taboo for males to dance

with males,

2a ZExperimenters”

During the year's time spent observing the heavy metal
subculture, several Posers were observed '"graduating” to
the Experimenter stage. This stage was usually achieved
when a Poser began to actively seek out Léss popula( forms
of heavy metal musics, and spent more time listening to
albums alone. New activities also involved "listening to
tunes™" with a few other <close companions, and developing a
critical vocabulary to assess the music.

Inception into the Experimenter group usually involved
a wunique socialization process by those adherents more
involved in wunderstanding various aspects of heavy metal.
Much of the heavy metal Llistened to by Experimenters
receives no radio airplay, yet enjoys Llarge volume sales,
A sense of a ﬁew aesthetic begins to develop 1in an
Experimenter, and he or she begins to Listen closer to and
seeks out more heavy metal music thaf is NOT aimed at the
popular music market. Instead of conforming ‘to popularr
themes and standardized music composifions; such artists
experiment more and attempt to remain true to their
Martistic dintegrity". Progressive groups such as Pink

Floyd and Rush, while not traditionally recognised as heavy
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metal bands, also enjoy Llarge sales to Experimenters
developing a taste for more complex and experimental forms
of music. Greater interest is taken in finding out more
about band members and tour schedules, and many
Expérimenters begin to experiment with writing their own
music or getting involved with playing in a band.
Experimenters also frequently seek to acquire older records
that are traditionally recognised as the "first™ bands of
heavy metal,(10) both to attempt to '"get a feel" for the
develooment of the musical genre, and to acquire status
among other Experimenters by building a heavy metal record
tlibrary., Often a distaste begins to develop for bands that
obviousty‘ attempt to <create music merely for the popular
market by sensationalizing concerts and images.

Unlike "the Poser group, the Experimenter group is
almost entirely male~dominated. Out of the forty-three
females interacted with in the setting or interviewed, only
six admitted receiving enjoyment out of Llistening to more
experimental types of musics or discussing or reading about
bands that interested them. Males in this group .again tend
to dress in blue denim, black t—shirté and denim or black
leather jackéts. They emphasize the image less than

listening to the quality of the music and lyrics. Females
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(10) Some of these bands are: Led Zepplin, Black Sabbath,
and Deep Purple.
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observed din the Experimenter group typically wore tight
jeans and tight t-shirts, revealing blouses and high-heels.

Induction 1into the Experimenter group is often
achieved by grade 12 for males. Those who do enter this
category usually continue to listen to heavy metal music
even after graduation. Most females inducted dnto fhié
category say they became interested in the music through
the efforts or fregquent selection of the music by their
boyfriends, It was reported that it is usually the male

who selects the music to be Listened to on a date.

3. "Hacrdcores”

While people belongfng to the Experimenter group are
most likely to Llisten-.to the widest variety of heavy metal
musicr, Hardcores tend to seek out a specific type or
"sub-genre” of heavy metal identified as "thrash"” metal.
Thrash metal differs from more popularized forms of heavy
metal and progressive’ musiq in that it concentrates upon
extremely fast tempos and many screams from the vocalist.
Emphasis is placed upon the complexity of the musics, and
the nplaying of such 1is made more difficult due to the
extremely fast tempo. There are also three main types of
thrash which ;re based on lyrical content: "Death metal”
thrash, "Speed metal" thrasﬁ: and "Black metal"”™ or "Satanic
metal” thrash. While melodic and harmonic styles are

roughly the same, we shall see in the next section that the
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three are further distinguished by the main theme of the
lyrics.

During the year's time spent in the settings, the
researcher met only two females who showed any interest in
one or more types of thrash metal., Keen distinctions are
also‘made between types of thrash; Black or Satanic metal
is considered by many to be the most deviant. As one
fgmale Experimenter put it:

s« » « Venom, Sla}er, Merci{ul Fate [names of various black
metal bandsl, those are not metal in my <category’;, that's

the black Satanic shits, crap, garbage, like, that's going
too far, Llike « « » no." .

While two females were inclined to listen to some Speed
metal thrash bands, (and one said she enjoyed a few Death
metal albums), Black metal was considered by all other
females to be too deviant,

Obviously, the ovérwhelming majority of adherents to
thrash metgl are males. Most Hardcore enthusiasts were
observed Llistening to thrash most of the time, although
some progressive music was also occasionally selected. A
hild antagonism develops between males who listen to thrash
and those who listen to more mainstream music. Concerts,
hdweﬁerr are attended by all three groupns, since the bands
who tour are almost solely mainstream. Thrash metal bands
seldom play more than the club circuit, and even then the

clubs must be based in cities large enough to support such
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a narrow base of adherents. During the year spent in the
field no thrash metal bands were observed playing in the
city.

Hardcores contribute much to the promotion of heavy
metal culture within their own <city. They often know most
of the heavy metal bands in the city’ where they are
_playing, and who is in each group. Hardcore adherents
encountered in the setting either held a full-=time job in
the music business, or contributed substantially to the
scene as a hobby. Hardcores encountered in the setting
worked at audio-visual companiess, record compan#es or
storess, recording studios and concert promotion agencies.
Other Hardcores had day jobs (eg. baker, supermarket
workers gas station attendant) or attended school
full-times but contributed to the heavy metal subculture by
hosting local radio and television shows, organising heavy
metal band cdntests and concertss, and writing in heavy
metal magazines.

Hardcores also contributed substantially to the
compilation of a formal history of heavy metal by
researching some of the "first groups" and, in particutar;
maintaining astoundingly large record collections of an
archival nature, One's prestige is measuredr, 1in part, by
the number of albums in one's heavy metal coplection.
Obtaining originql albums of the forerunners of heavy metal

music (such as Steppenwolf or Mountain), albums of early
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heavy metal artists, or hard-to-get albums (usually British
groups recorded on labels that were imported) were also
ways of énhancing one's status. -

Hardcores, then, are purveyors of heavy metal culture,
Almost entirely a male population, Hardcores are highly
intensive listeners., and often form a type of "cult" that
follows a favorite thrash band. Adherents may become a
Hardcore while in high school, but the transition usually
occurs after graduation from high school if a preference
for heavy metal music is still maintained. Hardcores are
key socialization agents, active in introducing Posers or
Experimegters to other forms of heavy metal, and to
developing an appreciation of the aesthetics of the music

and what it attempts to do.

Ibe Music

One requirement that must be met for a particular
setting to be <classified as part of the world of heavy
metal 1is that heavy metal music has to be played there.
Whether the participants 1in a particular setting can be
categorized as Hardcores. Experimenters, Posers, ‘or even
members of the general populace who find themselves 1in a
setting that is playing heavy metal music) the focal point
of any gathering 1is not the setting per -se but the music.

While certain settings are typically identified with heavy
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metal music,(11) each participant, no matter what Levetg
comes to these settings expecting to listen to heavy metal
musica For heavy metal adherents, the most important
component in any social situation 1is the music. It is the
music .that defines the situation and the activities
surrounding it as specific to the heavy metal subculture.
Furthermores, these types of settings provide opportunities
for collective evaluations of the music being played.
While popglar music has developed it's own standards for
evaluation, heavy metal has expanded upon those themes and
developed new areas of musical experimentation. In turn.,
these new areas of experimentation have now been
standardized, creating the "accepted” aesthetics of heavy
metal.

Adherents to heavy metal will evaluate the music on
the most elementary level of '"good" or "bad". This is due
to the fact that many adherents are unable to articulate
the generally wunderstood aesthetics or purpose of the
music., As ‘the commitment of participatioﬁ in heavy metal
growss, howevers, so does the understanding of what the music
is attempting to do. After understanding the purpose of

the musics, an individual decision is made (not without the
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(11) Certain bars and nightclubs, for example, were
wel l-known as "heavy metal bars", They regularly
featured Llive pop-metal bands playing weekends and
week-nights.
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influence of peers) as to which type of heavy metal music
they most prefer,

While distinctions based on differences in lyrics are
more common than distinctions based upon stylistic musical

differencess (12) three broad sub-categories of heavy metal

music exista. Each of these 1is evaluated upon its own
aesthetical standards. The first is the more popularized
forms of heavy metal musices or "pop-metal". . Kealy

(1982:106) has noted that popular music in general created
new aesthetics for rock music; namely the aesthetic of
loudness and the aesthetic of electronics. These have
certainly been adopted in produ;ing pop-metal musics, along
with additional aesthetics of limiting the Llength of the
song to three or four minutes (therefore suitable for radio
airplay), a driving beat, and the wusual standardized
musical organization of verse, chorus, verse, choruss
bridges verses, choruse

The most important aesthetic for popular heavy metaL
is commonly referred to' as a "hook"™? a <catchy musical
change in the music that catches the listener by surprise.,
At times this hook will be displayed in the "bridge”,(13)

but more often than not the hook s built din +fo the

(12) See next section on <content analysis for a discussion
of the different types of lyrical categories.

(13) A change in tempo .and chord oprogression that usually
gives a different "flair" to the musical experience.
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development of the chorus in a syncopated fashion. The
listener's regular beating bodily functions (such as
breathing pattern and heartbeat) are actually "frustrated"”
or caused to beat unevenly by Llistening to an intensified
syncopated beat. The result 1is a mfld but stimulating
physiological response, similar to those experienced in
mild emotional changes of excitement., happiness( or
expectation (Farnsworth, 1939, 1969, Berlyne, 1971). 1In
other words, the music's aesthetic can be measured by the
way that oﬁe's body is physically affected. 1In subcultural
terms this is referred to as a "buzz"; getting "turned on"
by the musics, getting "high” on the music, or as a "tasty"
presentation of a partichar tune.

The second style of heavy metal music may be entitled
"pr@gressive". Progressive heavy metal attempts to meet
all of the aforementioned aesthetics, but takes more
liberty in experimenting with different rythyms and musical
"runs” or "trills". Many progressive pieces of mus%c may
extend over the three or four minute maximum required for
radio airplay. Instead, emphasis is placed upon complex
changes in tempo, style, <chord progressions and ﬁuéical
themes, which require much more skill to perform than
pop-metal.

The third style can be categorized as "thrash" style
of héavy metal, which 1is characterized less by syncopation

of the beat than by speed and fast timing. Hard-driving
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beats are prominent in the musics, creating a very
aggressive and energetic aura. Emphasis is again on the
complexity of the musics with additional intensification
and skill needed to keep wup the fast pace. While lyrics
are an important part of th;ash metal, the wvoice of the
vocalist is used as a separate 1instrument; capablé of
making unusual sounds such as screams. Small but frequent
statements such as "oh yeah", "alright"., "cowe on", and so
on emphasize the wurgency of the music and encourage thg
listener to get involved.

Whether used as background music to a discussion with
f;iends or as the focal activity., heavy metal music must
conform to these aesthetical standards, or be judged as
"scrap" metal. As Kealy (1982) has also pointed out, the
electronic aesthetic (reproducing clear sound in Eecordings
is a precondition of enjoying a record or <cassette tape.
Poor sound reproduction alone may be reason enough to
regard an} heavy metal album as worthlesse. In Live
performances, professional sound engineers and first-rate
equipment must also be wused to produce a "clean” or
undistorted sound at high decibels. Even when listening to
the music in a particular setting 1is secondary to a
particiopant, the failure of those responsible to meet these
aesthetics will be reason enough for many participants to

leave,
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Ihe Scene

As mentioned before, the heavy metal subculture does
not dep;nd solely upon geographic locale to unify its
participants. Subcultural activity is carried out wherever
heavy metal music s played. Interaction may be
encourageds, for example, by one adherent playing a heavy
metal tune at full volume while carrying a ghetto blaster.
An aoproaching adherent may give an understood symbol of a
raised fists, or hand raised with the pinky finger and
pointer finger raised: the symbol of approval.(14)
Conversation may follows, even if- the adherents are

strangers,
Heavy metal adherents nevertheless tend to congregate
in more general types of settingsa. Age appears to be a
determining factor as to which settingé are frequented by
which participants. Younger participants in junior high,
for example (typically Posefs), frequent their parents
homes and organise parties with other f}iends whenever
possible. Parties usually take place when their parents
are not home., Ghetto blasters in parks and schoolgrounds
also constitute a legitimate subcultural experiences.
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(14) While 1in the setting -a number of participants were
asked what the Llatter symbol! stands for. Few knew
exactly, although it is a symbol that is frequently
displayed. A few adherents suggested that the two
raised fingers represent the horns of the devil, while
other adherents disagreed. To be sure, the wide use
of the symbol by other heavy metal adherents signifies
a subcultural action of approval.
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Attendance ‘at heavy metal concerts is limited, however., due
to the expense of the concerts, parental insistence that
there be an adult chaperone, and latenesé of the event.
While Top 40 music 1is usually played at school dancess,
these functions allow heavy metal adherents to congregate
together and even apply pressure :upon the deejay or the
band to play a few heavy metal songs.

Small groups of high school adherents, on the other
hand, tend to wuse a car that has a 'good" stereo. Such
cars are frequently parents® cars. Adherents often manage
to manipulate their parents to upgrade the stereo system in
it. Alternatively, they may pay for the upgrading
themselves., More affluent heavy metal adherents have their
oWwn cars. Heavy metal music 1is also played Lloudly at
parties at parents' or older _friends' homes., Several
participants also admitted to faking identification or
borrowing identification from a friend or sibling so that
they could "sneak into" a bar to hear a2 heavy metal band
play. Concerts are very well aftendedg and such concerts
usually have a half-hour break between bands to facilitate
interactionas

Bars become a <central gathering place for those
adherents eighteen‘ years of age and older. Several locatl
bars or nightclubs were known as "hard rock"” or "heavy
metal" bérs' where heavy metal bands wusually played

we l l=known pop-metal tunes (known as "cover—-tunes”").
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Original material was also periodically presented in these
places., Home parties were frequently organiséd; and
concerts were also well-attended by older adherents. Much
musical activity revolved around playing heayy metal on a
stereo with a few close friends at home. The researcher
also noted an increase in Llistening to such music while
alone. As one older hardcore participant commented:
"I could listen to this stuff all day. Put on a metal
album when I get up in the morning, listen all day., and go
to sleep listening to the same thing.”
Collective Values

While observing various activities and interactions in
the setting it became apparent to the researcher that
certain things were highly valued among heavy metal

adherents.

Music

As mentioned before, all participants <consulted
contended that music was a very big part of their Llife.
This 1is consistent with recent findings: Bibby and
Posterski (1985:33) found that some 90 percent of teenagers
in their across-Canada sample indicated that they listen to
music "very often". Next to friendshipsr, music was
recorded as the greatest source of enjoyment. It appears

that the high value that heavy metal enthusiasts place upon

-
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music 1is something they have in common with the rest of
youth in’ society.

Along with the high level of | enjoyment that
. headbangers receive from listening to their type of mugic'
however, there exists a keen defensiveness. In other
words, heavy metal adherents display a strong dislike
towards those who cri§icize their music. Most headbangers
are more than well aware that there are people attempting
to censor their music and Llabel the adherents as
delinquent. One female adherent commented:
"I have a couple of fr%ends that I said ‘Here, I'LLl put on
some [heavy metall ballads for vyou', and they said 'no, it
will hurt my ears', as if 1it's going to <corrupt them or
something. Shit, I mean, even Bruce Cockburn swears in his
songs. If there's a few harsh words in metal, what's the
difference?"
Reactions by heavy metal adhérents to others' dislike for
heavy metal range from relativism ("each to his own") to
acts of antagonism. Turning up a stereo in a phblic place
after someone has voiced criticism of the music is a

favorite antagonistic reaction.

Existential Pleasures

While studying the heavy metal subculture it became
obvious to the researcher .that many topics of conversation
centered'on various types of existential pleasures. These
pleasures contrast with the Llong-term goals of "normal”

society that involve deferred gratification., Getting
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drunks, driving fast, "doing” drugs, having sex, listening
to musics, and "partying” are examples of existential
pteasures, while getting a university degree, saving up for
retirement gnd taking yearly vacations are examples of
deferred gratification, Approximately one~half of the
conversétions overheard by the researcher dealt favorably
with existentially pleasures such as those abovee.
Similarly, Bibby and Posterski (1985:19) found that almost
six 1in ten young people desired a Llife of excitement.
However, excitement '"took a back seat”™ to more conservative
values of companionship and love. Similar wvalues were
expressed by heavy metal participants.

In the heavy metal subculture, it appeared ‘that most
of the talk about what <conservative society may deem
"deviant pleasures" was never put into action, .There was
frequent talk about having sex with a stranger of the
opposite sex, for example. This seemed to be an accepted
"rhetoric of deviance". Participants (particularly males,
but females as well) found such discussions to be a verbal
working-out of certain frustrations.

It was also obs?rved that all headbangers made a sharp
dist}nction between work and leisure time. Thompson (1969)
has suggested that "deviant" leisure pastimes have been
viewed by employees in thé past. as a pétential disruptor of
productivity because they are a "counterthesis"” to work.

In the settings however, participants were gquite able to
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differentiate between necessary duties in the "outside"
worlds, and enjoyable activities engaged- in apart from work.
Work was.viewed as essential by those interviewed, but not
as a necessary evil. Leisure activities were purposely
selected to provide a break from the routine of the week.

While 1in the settingr, a certain amo@nt of itlegal

activity was observed, particularly in the form of soft

drug consumption or purchasing (egqg. marihjuana, hashish.,
hashish o0il). Because observation of the heavy metal
subculture was made almost exclusively at places of

leisure, however, it is Llikely that observations”of such
activities were more numerous than would have been ;ecorded
when observing heavy metal adherents at other times.
Similarly, it is Llikely that such itlegal activity is
carried on at approximately the same level in other groups
of the same age and purpose. This fact was emphasized by
one adherent:

We are no more delinguent than any body else, Prepoies and
all others drink as much as we do, do as many drugs., and
have as much of the criminal element in their kind as we do

in ours. As a matter of facts, I know a few thiefs [sicl,
and their favorite type of music is Top 40, not heavy

metal.

Short=Tecrm Job Preparation

0f those headbangers interviewed informally in the
various heavy metal settings, approximately half of the

adherents came from working~class families and the other
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half came from middle—-class families.(iS) However.,
approximately 70 to 80 percent of the same individuals had
either gone through or were going through some form of
skills training at a technical institute, or were receiving
on-the-job training. Close to 90 percent had finished high
school, although some of these people had quit school and
gone back later, It would appear, especially with
Hardcores, that the desire to be éLose to the music
business dictatess, ‘to some extent, the amount and fype of
education that they seek.: Most career positions in the
music busines#:'such as sound engineer or audio technicianes
require short—=term training courses. This is_ not to say
that adherents of heavy metal are determined by their
association with the subculture to ¥imit their‘education.
Rather, serious heavy metal adherents are more likely to

want jobs that require such education.

Gender Expectations

One of the most distinctive aspgcts of the heavy metal
subculture to the —casual observer was the different
expectations that existed for males and females, .Males and
females would conform to these expectations in order to be
evaluated as "cool"” or "alright™. Failure to conform to
such expectations resulted 1in a range of sanctions’; from

T D A ww A D AT D T D D - - — N = S ——— T " - ———a——— > -

(15) Indicators were the district of town that their family
lived 1in, fathers® and mothers' occupation, and
adherents' occupation.
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ridiculing the behaviour or person to ostricism from the
group. For the most part males were expected to conform to
extremely rigid roles. Males were &expected to emulate
certain characteristics (ege aggressiveness, independence)
in their image, demeanour and argot, and were also expected
to practice behaviours that would disassociate themselves
from anything femining. Females, on the other hand, were
allowed at times to display certain male qualities in
addition to female <characteristics.e At other times such
masculine behaviour was expected of them.(165

One particularly obvious <characteristic expected from
males 1in the setting was "toughness” or "ruggedness',
Toughness was expressed in the gait of many participants,
wearing leather studded arm or wristbands and walking with
arms and legs slightly spread as if to protect oneself.
Toughness was also demonstrated by the lack of physical
intimacy between males. The only time males <came in
contact with each other was through carefully mediated

symbolic actions of supports such as a gentle punch on the

- - - - —— - — Y ————— W N W Ay - — — -

(16) For example, aggressiveness was an expected and
desired <characteristic of females when males were
viewing them in the erotic role. The behaviour was

seen as appropriate as long as it was oriented to
satisfaction of the male rather than the female’
(other-oriented rather than self-oriented). At a few
other times females were expected to threaten or even
engage in physical violence with another female if she
threatened to "make a play" for her boyfriend or male
she was witha Such activity also demonstrated
commitment and faithfulness to the male.
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shoulder, a special handshake where one person's hand
clasps the oxhér person's thumb, or a hand held high in the
air while an approaching male would do the same, slapping
hands as they met. Any other phys{cal contacts even
suggested, was negétively viewed. One  headbanger, for
example, relayed a story of a homosexual proposition on the

street:

That's as bad as G____ jumping in this <car, he's
hitch~hiking and this car drove down the side of the road.
Jumps ins, buddy in a big Cadillacs, and he says, [effeminate
voicel: "Where're you going?" Geoweor Six foot four.,
right? Looks down at this guy, U[deep bass wvoicel "I'nm
going down the street to get some gas.”" [(effeminate voicel
"Uh, do you mind if we stop around the corner a little bit?
I've never had anybody as big as you before.” And G____
just put his head through the window on that side; just
nailed him; just <cold=-cocked him on the side of the face.
Pushed his head right through the window on the other side,

"You flaming faggot™ he says, "stop this car.”
Stories such as these, whetﬁer true or concocted, stress
the behaviours expected of ﬁales.

Other . observed traits of males inctuaed
aggressiveness, independencer and desire for non-commital
sexual relations (i.e self-oriented). While male traits
were viewed by males and females more positively than
female traits, females were evaluated by males 1in the
setting more by physical appearance than expected
behaviours. At one heavy metal concert, for examples, the
lead singer shared with the audience an experience he had

in  a Calgary bar meeting '"the perfect femate”. He
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described her 'as being dressed in red leather pants, a
smalls, sleeveless black shirt, high heels and long, black

hair. Participants similarly commented in interviews:

Mate 1: '"Metal girls are sexy. They get dressed up in the
shortest skirt, and they usually have long legSa..

Male 2: And they usually wear the tightest spandex.,

Male 3: But they're not always sexy, they're more wild.
Matle 1: No they're not always sexy’, they're more of a wild
creation that is tolerable and acceptable, right? Little
old ladies look at them and go "Little slut"”, but Dad goes
"0Oooh",

Male 3: Yeahs, and swerves the car,

fLaughter]

The males in the setting also seemed to agree that "chicks"
were there not because they enjoy the music, but because
they want to 'get a guy”". The "pure" male motivation of
being involved with the music for dts dntrinsic value
enabled them to accord women a lower social position. As
one participant put dt:

Male 13 They U[females] Llike the musicians, whereas the
guys like the music.”

Male 2: But that's what the women are there for [to get a
guyls, it carries on the teen idol bit but for metal.

Male 3: That's chauvanistic.

Male 2: Okays, it's chauvanistics, but that's what 1 see.,

you know, Like the girls at the Helix <concert all
backstage.

Male 1: Yeah but girls are girls.
Male 2: Okays, girls are girls.,

The distinct masculine identity in heavy metal is also
reinforced by the recognition that few women Llisten to

thrash metal,
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Male 1: Women don't like a tot of thrash. They don't Llike
a lot of the intensity. They like a Lot more mainstrean
stuffs It's all guys. You go to a thrash show and you'll
be looking at about a 90% male turnout.
Male 2: But if you go to a show Llike Ratt vyou'll be
looking at about 75 percent women."”
These types of distinctions made by males reinforce the
masculine <character traits that distinguish them from
females.

Also evident is the extent to which females have been
socialized into accepting these 'gender distincticns and
actualtly conform to the behaviour. Females are more apt to
explain such differences in terms of individual tastes
rather than male or female differences. One female
commenteds, for example:

I don't Like all of that thrash stuff, I don't know what it

iss, but it just doesn't turn me on. I'm sure that there
are other <chicks that enjoy the stuff, but it's just not

for me."

Because of the stigma that 1is attached to getting
involved 1in the setting for reasons other than musics,
females fikewise tend to practice a certain amount of role
distancing to try to demonstrate their "pure" attraction to
the music. However, such role distance behaviour is still
practiced on a personal rather than social Llevel. To
illustrate., oﬁé female participant commented:

Like, a few friends of mine who are working in bands or
whatever, for them to turn around and say "O0h fuck, the

groupies are here again”, like I have to Llaugh, you know,
but then I kind of have to go "Don't fucking think that of
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ME", you know, because that's the last thing I want thought

of myself... But some of them chicks with the lace around
the ankles and the spandex and <chains, Llike those chickss

look at THEM.

While male édherents to heavy metal tenq to emphasize the
differences between the sexes, then, females tend to
downplay them, This may be duer, 1in parts, to the stigma
generally associated with female gender traits. These
inconsistencies are not radically different than those of
traditional society. In some cases -gender presentations
see@éd to be an extreme but logical extention of society's
traditional gender expectations. What appears to be
deviant is not the values, but the symbols that are used to
express such values. Long hair on males, for example, is
viewed in traditional society as effeminate rather than
masculine. Within the heavy metal subculture, however,
long hair is a symbol of freedoms, autonomy and, at times.,
virility. 'These are values traditionallx associated with
masculine behaviour, While these symbols seemed somewhat
extreme at times (eg. a "dog collar” worn by a male with 8
inch spikes sticking out of it), it was recognised that the
majority of adherents were adolescents. Most adolescents
are not confined or restricted by conventional social
statuses and careers that demand that a certain attire be
worn. Adoption of such traditional symbols are accepted as

presenting masculinity or femininity in proper ways. In
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subcultures such as heavy metal, it is the symbols that
change.

To summarize what has been presented thus far, the
data gathered through field research provides a number of
useful sociological insﬁghts. There is indeed a musical
subculture organised, however Loosely., around the
production and <consumption of heavy metal music. This
subculture-contains its own norms, values and symbols which
carry meaningful messages to the participants and serve to
unify the group. The types of participants in the setting
have been described, and the aesthetics of various styles
and types of heavy metal have been briefly presented., More
importantly, the wvalues which were both verbalized‘and
performed in the scene have not been found to deviate from
those of society at large. Rathers, it is the symbols used
to express such values that are different. In considering
gender, for examples the roles practiced and expressed were
not deviant but extremely traditional and sexist in nature.
Such data lends support to the thesis that youth cultures,:
while labelled deviant by moral entrepreneurs, are not much
different than the society in which they exist., Indeed.,
the data just analyzed appears to justify the statement
that the wvalues expressed "~ in vyouth cultures are more
conservative than societal vatges. Although the limited
séope of this exploratory study did notr permit the

gathering of —comparative data, the research design did
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involve a quantitative analysis of the expressed values in
heavy metal Llyrics., This 1is reported in the following

section,

Classifying Heavy Metal

The content analysis performed on a random sample of
heavy metal albums produced certain results which were
congruent with what was observed in the setting. In the
first stage of the anélysﬁs; the themes of each of the 282
songs on the thirty albums were identified., Thirteen of
the 282 songs were dinstrumentals (contéining no lyrics).,
and were thus removed from the sample., Of the remaining
269 songse, 102 (38 percent) dealt with "interpersonal
retations"” or 'gender themes". "Reflective-Philosophical"”
was the second largest category found in 51 (19 percent) of
the songs. "Excitement” themes followed closely with 48
(18 percent) songs. "Physical Conflict as an end in
itsel f" contained 21 songs (8 percent).,
"Mystical-Supernatural™ themes contained 16 (6 percent).,
only 13 songs (5 percent) dealt with themes of
"oppression”", 8 songs (3 percent) dealt with "involuntary
loss of control”, 5 (2 percent) dealt with "physical
conflict as a means to an end”, and only 4 (1 percent)
dealt with a "desire to escape”. While the gender category
contained the largest number of songs, there were a number

of other thematic interests expressed in heavy metal lyrics



117
‘that do not show up in the Top-40 tunes. The most obvfous
examples are physical conflict themes and themes that deal
with mystical or supernatural pouwers, |
While heavy metal adherents distfnguish among at least
three different st?les of heavy metal music, each of these
styles 1is further broken down by participants into
sub~categories according to the Llyrical <content. These
categories are referred to as "sub-genres" within the genre
of heavy metal music. From interviews with participants it
was <clear that there was a consensus on the following

sub—genres:

Te HARD ROCK: While most adolescents familiar with the
Top=-40 scene would characterize this sub=-genre as heavy
metal musice ‘adherents to heavy metal (parriculqrty
Experimenters and Hardcores) reserve this <category for
heavy metal that is primarily aimed at popular music radio
airplay. Groups in this sub=-genre fréquently use special
lighting, smoke bombs and other stage paraphernalia to
popularize their concertse. Songs are usually written
within a Top=-40 format <(such as three or four minutes
playing time). Consequently, most lyrics apparently have
to do Either with meeting members of the opposite sex Ar
"sartying"; with doing exciting things. A typical example
of this category is Quiet Riot's "Pafty ALL Night":

Got my head to the grindstone
Trying to act like a fool
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My hat is a lampshade
Can't find me at school
Well I'm an animal

Yes I'm a cannibal

They say I'm out for blood
One thing I wanna do

Party all Night
Party all Night
Party all Night long

Driving right way on the wrong side
A bit too much to drink

Women in the back seat

They don't know what to think

They say I've lost my head
"He'll probably end up dead"”
But they're too blind to see
What's important to me

Paradise parties, I'm on a

one way cruise

Lookin' for trouble

We got nothin' to lose

They're on the telephone
Tryin' to send me home

We've gone and pulled the plug
We got a new kind of schootl

Copyright 1984 The Grand Pasha Publisher (8MI)
ALl rights reserved

Sixteen albums from our sample (53 percent) fit into
the hard rock category. They contained a total of 161

songs. Of these songss, 76 (47.2 percent) dealt with gender

themes., 20 (12.4 percent) dealt with
reflective—~philosophical themes, and 4 (2.5 percent)
presented themes dealing with opopression. Themes of

physical conflict as a means to an end, physical conflict
as an end in itself, and the mystical or supernatural were

found 1in only 4 songs (2.5 percent) each. The second
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largest categorys, as predicted by heavy metal adherents,
~was "excitement themes'", which contained 35 songs (21.7
percent). 3 songs (1,9 percent) used themés of escaper 6
(3.7 percent) had themes of Lloss .of controls, 4 (2.5
percent) were 1instrumentals anq 1 fit into the "other"

category, an apparent "nonsense" song.

Za HEAVY METAL: A second sub~genre recognised by’
adherents was entitled "Heavy Metal" music. Bands playing
this music may also receive radio - airplay, but it is not a
main goal of the groups. Heavy Metal groups experiment moré€
with their style, and generate more of a "cult" following
than hard rock groups. Their adherents tend to purchase
every one of their albums, go to their concerts, and learn
everything they> can about the bands, includihg the lyrics
they have written and their particular form of musical
expressione. Lyrics concentrate on popular themes, but also
take more Lliberties in aealing with historical or
philosophical issues as well. The song "Balls to the Wall"
by Accept is one example:

Too many slaves in this world

Die by torture and pain

Too many people do not see

They're killing themselves - going insane

Too many people do not know

Bondage is over the human:  race

They believe slaves always lose

And this fear keeps them down

Watch the damned (God bless ya)

They're gonna break their chains (Hey)

Nor, you can't stop them (God bless vya)
They're coming to get you
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And then you'll get your
Balls to the wall, man
Balls to the wall
You'll get your balls to the walls, man
Balls to the wall ~ balls to the wall
(etc.)
Copyright 1983 Summer Breeze Music (ASCA#)
ALl rights reserved
The sample generated 5 heavy metal albums, or 17
percent. 45 songs were recorded on the 5 albums, 17 (37.8
percent) of which dealt with gender themes., 13 (28.9
percent) songs dealt with relective and philosophical’
themes, compared to hard rock's 12.4 percent. Four songs
(8.9 percent) dealt with themes of oppression, 2 (4.4
percent) with the mystical or supernatural., 5 (11.1
percent) with excitement themes, and 2 (4.4 percent) were
instrumentals. Escape and loss of control themes were each
dealt with in only one (2.2 percent) song, and there were
no songs dealing primarily with physical conflict. While
gender themes still <comprised the Llargest category (37.8

percent), reflective-philosophical themes also increased

(28.9 percent) when compared with hard rock.

3. PROGRESSIVE METAL: Progressive metal bands are
characterized predominantly by the experimental style of
their mUsSicC. The music is frequently elaborately
structured, but lyrical composition may be equally complex.
Lyrical themes range from popular intereéts such as

interpersonal relations and partying to more social and
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philosophical issues. Many of the lyricists in progressive
metal are well-read, which shows up in the lyrics as well.,

This s illustrated in Triumph's '"Stranger in a Strange

Land":

Andy Warhol's modern man

builds a castle in the air
The deck 1is stacked, but his house of cards
grows high as the market will bear

It won't take much to make his

ship of dreams come crashing to the ground
You just wait for the wheel of fate to turn
and the wind of the wolf

is gonna blow it all down

Shallow rivers of fashion

run on courses tried and true
The masses dive in and it washes them down.,
Makes 'em feel like they're all brand new
Blinding hatred caused by fear

is showing in their eyes
They want their truth all black and white,
But a rainbow never tells no ties to a

Stranger in a strange land,

What's a man supposed to do?

Just a stranger in a strange land.,

Waiting and watching and wondering

When witl the light come shining through?

(etca)
Copyright MCA 1984
ALl rights reserved

Four aLmes (7.5 percent) of the sampte of 30 were of

the progressive metal sub-genre, containing a total of 31
songs. Of the 31 songs gender themes dropped drastically
to 4 (12.9 percent), while reflective-philosophical themes

increased to 13 (41.9 percent). One song (3.2 percent)

dealt with an oppressive force, five songs (16.1 percent)
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dealt with physical conflict as an end in idtself, four
songs (12.9 ©percent) dealt with mystical=supernatural
themess, one (3.2 percent) dealt with an excitement theme.,
and instrumentals dncreased to 3 (9.?. percent). No songs
dealt with Loss of control, escape, or physical conflict as

a means to an end.

4, SCRAP METAL: Scrap metal is more of an eclectic
category containing any musical production that attempts to
fit dinto at least one sub-genre but fails due to poor
production of the album, lack of skill or talent of the
musicians or other such problems. In the thirty album
samoie; no albums were classed as scrap metal. Intuitively
this makes sense, since scrap metal albums would fail to

reach the top 30 sales charts of heavy metal.

5. WHITE METAL: The term white metal is used to describe
any heavy metal band that wuses Christian values and themes
in the lyrics of their musice. While musical styles may
range from mainstream to progressive to thrash, most white
metal bands write in the hard rock to heavy metal
sub-genres. Each songs, however, deals with some aspect of
traditional Christianity. Most white metal bands have
arisen out of the Protestant fundamentalist tradition,
using the music as a means of progelytization. White metal
represents a bitter irony between Christian adolescents and

the moral entrepreneurial activities of the Church to label
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such music as deviant. Most réligious moral entrepreneurs
still <characterize white metal as "harmful"” or "of the
devil”, 'Two heavy metal adherents who were interviewed in
the setting had regﬁlarly attended Churchs, but lLeft after
they were negatively labelled because of their preference
for such music,

While 1in the field., the researcher observed an
attitude of avoidance to white metal. Few heavy metal
adherents admitted ts buying such albums wunless those
adherents‘ upheld Christian values to some extent. These
low sales were in part a reaction to the "Bible thumpers"’
religious fundamentalist Christians (usually from
pentecostal-type Churches) who were present gutside every
heavy metai concert attended to hand out religious tracts
in an attempt to "save" heavy metal adherents. Even so.
one white metal album by the band Stryper received a top
rating for it's musical qualities 1in an album critique
contained in a secular heavy metal mag%zine.(1?) The
antagonistic relationship between organised religion and
heavy metal, however, still exists. As a result, no white
metal albums reached the top 30 chart at the time of this

studys, and consequently none were included in the sampnle.
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(17) See Drew Dalgliesh, Metallions, vol. 2, no. 8, 1986,
p‘ 46.
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6. THRASH METAL: As mentioned previously., fhrash metal 1is

divided into three thematic categories:

6.1 Black Metal: Black metal bands, above all, tend to use
Satanic themes or supernatural entities (such as werewolves
or vampirés) as subjects of their songs. There is
thematically a preoccupation with the supernatural. While
some bands mérely consider the possibility of the existence
of an ominous or transcendent force, other bands focus
their entire attention upon pureLyASatan%c themes, dealing
with the overthrow of Heaven and God by Satans, for example.
The band Venom 1is a txpical example of Black metal,
Printed here is an excerpt from their song "At War With

Satan":

Damnation has sunk its talons

deep into the womb of Utopias,

spilling forth great streams of

Virginal Purity and Bliss.
The Golden throne of tetragramaton

is ablaze, his Satanic Majesty sits
prouds, the joyous drones of celebrations
inact scenes of blasphemy, Lust -

and destruction, raping the Holy
Trinity.

The Sabbat chimes tunes of Burlesque

and insanity.

The Heavens in their last throes of death.

Gabriel and his Arch Angels falling
ever downwards through the fires of
pandemoneums, to the dark deserted depths
of Hell, theéir broken blood stained wings
scorched by the raging inferno lie battered
along the shores of Styx,.

Weary from the battle they seek refuge.,
bathing their wounds in the blood of a
million Martyrs,

(etca)
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Copyright Neat Records/Polygram
ALl rights reserved

The existence of Black metal 1is indeed the best
_evidence that heavy metal adherents have adopted the
deviant label that society has applied to all heavy metal.
Religious groups consider heavy metal music dtself to be
inherently evil. Anyone who listens to the musice they
believe, wiltﬂrun the sure risk of being taken over by an
evil supernatural force. Heavy metal adherents who consume
Black metal are reaffirming the deviant label that they

have accepted.

Black metal is also a classic example of secondary
deviance. As one black metal adherent has written:

Listen up troopers, very few black
metal bangers are true satanic
preachers the Llikes of King Diamond.,
late of Mercyful Fate. The wvast
majority of them adhere to the same’
principles which 0Ozzy and lommi [sicl]
laid down with Black Sabbath's first
two masterpieces, Black Sabbath and
Rarangids back when vyuppies were still
wearing love beads. That being, 'let's
give 'em some fantasy’, let's fuck with
their psyche.' In other words, lLet's
have some FUN.

That, quite simply people, 1is the
essence of devil metal; sheer amusement
for healthy imaginations, No more, no
less. To read more dinto it than that.,
is as sick as worshipping a half-naked
corpse nailed to a crossa.(18)
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(18) Tarin Elbert, "Reaping 1t Up", Metalliopn, vol. 2, no.
6, 1986, Pe 41,
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Even apparent '"Satanists'" such as King Diamond have
admitted: "OK, I'm just putting forward what interests me
in an entertaining ways, because at the bottom, that's what
it is, an entertainment. I was much more influenced by
Alice Cooper than I ever was by the occult.”"(19) Black

metals, thens, 1is used and interpreted by participants as a

symbolic acceptance of the deviant Label they have
received. It also has a reactive secondary deviant
element. Some headbangers have immer;ed themselves in

Black metal to "prove" to entrepreneurs that the music will
not have any harmful effects. Entrepreneurs, for the most
part, refuse to accept this evidence, and interpret actions
of such headbangeés in terms of their deviant status.
Headbangers may then react and %nvolve themselves still
more in Black metal simply to "scare” those engaged in
entrepreneurial activities.

Black metal also has one finaLKaSpect to 1its, as the
above quote from King Diamond suggests. Many adherents
define Black metal in the same way they define a "horror"
movie’ as an enjoyable type of entertainment. 3lack metal
bands are expected to have elaborate stage shows involving
magic tricks and costume changes. Such shows produce the
same shock or fear as horror movies do{ but participants
define the situation as a harmless form of entertainment.

A . - ——— AR S A B " - - —— —— —— W S W A ko " -

(19> Stunner Crunchs, "Portrait in Black", Metallion, vol.
2I NO e 10’ 1986’ p. 21-
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Only one glack metal album was incl&ded in the 30
album sample. It contained 7 songs. One-half of the album
consisted of only 1 song. Of the 7 songs, -1 dealt with a
gender theme, 1 a reftectiye-philosophicat' 2 with
ﬁystical—supe?natural themes, 2 with excitement themes, and
17 an dinstrumental, (20) Each of the songs, however, dealt
with supernatural entities or religiously significant

places (eg. Hell),

6.2. Speed MggaL: Speed metal <concentrates primarily on
musical virtuosity in the true "thrash"” sense of the word.
Musical complexity and ‘speed take a predominant place in
the mixing of lyrics and musicr, although lyrics are "still
audibles Lyrics wusually deal with aggressive themes, and
several deal with driving or travelling fast, almost "out
of controls"” Anthrax's "Metal Thrashing Mad” 1is one

examples: (21)

Racing down the road

in a street machine of steel,
Gear jammin', woa!

I'm a madman at the wheel,

Got my footprint to the floor.,

T W Wy N -V D - ————— W S A A — —————

(20) The song classified as such was different than any of
the other instrumentals, since it included a high
degree of yelling and screamings swearing, and various
musical expressions and beats arranged in no apparent
order.

(21) Lyrics to this song were transcribed by one researcher
and checked by another for consistency, Due to
screams and wvariations 1in the recording, however.,
lyrics printed here may deviate slightly from what was
actually sung.
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You can feel the engine roar.
I got thunder in my head.,
I'm metal thrashing mad.
Metal thrashing mad.
Metal thrashing mad.
Driving Like a maniac.,
I can't go any faster.
I'm burnin' up the road
and headed for disaster.
(etc.)
Copyright Banzai Records/Polygram
At Ll rights reserved
In our sampler, 2 -albums were included from this
sub-genre, <containing 20 different songs. One of the 20
songé (5 percent) dealt with gender, 2 (10 percent) with
reflective-philosophical, 4 (20 percent) with themes of
-oppression, and 6 (30 percent) with themes of physical
conflict as an end in itself, Two songs (10 percent) dealt
with mystical~supernatural themes, and 3 (15 percent) with
themes of excitement, 2 songs (10 percent) were

instrumentals., No escapesr Lloss of <control or phyéical

conflict as a means to an end themes were presented.

6.3. Death WMetal: Death metal thrash music also r;mains
true to its title. The Llyrics predominantly concern death:
it's finality, awesomeness., and inevitability. As a
result, many Llyrics deal with physical conflict themes
resulting either in the death of hundreds of foes, or the

death of the Llyricist (usually written 1in first person).
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War, obviously., is a common theme. Exciter's song

"WViolence and Force" is a typical example:

Living in fear in the ditches at the front
fighting for my Llife never knowing
what's to come
shell shock, heart attack eats me to the bone
through the darkest hell this
battle rages on and on )
enemy attack walls of fire burn the sky
fighting with the rats of war

- preparing to die
(Chorus) violence and force
taken by violence and force
violence and force )
taken by violence and force
(etc.)

P Re 0. Canada (Polygram)
AUl rights reserved
~beath metal, Llike black metal, may be seen as a

preoccupation with such things that are transcendent., As
evidence of their secondary deviance, heavy metal adherents
realise that most members of society are afraid of death to
some extent. Singing about such subjects not only elicits
a negative reaction from society, but serves as an
extention of masculine <characteristics of being fearless
and stronge. The Hell's Angels personify . the same
characteristics through their activities. Carter writes:

sesand in the Neanderthal wayr, the

Hell's Angels are obeying Camus® law -

that the dandy is always a rebel, that

he chal lenges society because  he

challenges mortality. The motorcycle

gangs <challenge society because they

challenge mortality face to face, doing

100 me.p.h. on the California freeway

in lLevis and swastikass, no crash
helmets and a wide—awake hat, only a
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veneer between man and his
death, « .(22)

For heavy metal adherents, society  is challenged in the
same way by coming face to face with mortality through the
experiencés shared in the lyrics of death metal.

Two death metal album§ were included in the sample.,
producing 18 songs. Of these, 3 (16.7 percent) dealt with
gender themes, 2 (11.1 percent) dealt with
reflective-philosophical themes, 6 (33.3 percent) dealt
with physical conflict as an end 1in ditself and 1 as
physibal con%lict as a means to an end (5.6 percent). Two
songs (11.1 percent) dealt with mystical-supernaéural
‘themes, and 2 (11.1 perceﬁt) dealt with excitement themes.
One song dealt with loss of control, and 1 with an escape

theme,

Gender and Heavy Metal Becords

The second part of the content analysis attempted to
evaluate to what extent observations recorded in. the
setting were validated by the <content of heavy metél
lyrics. It is interesting to note that ot the 282 songs.,
242 (86 percent) were written entirely by males. Only 29
songs (10 percent) were written by females. This 1is a
higher percentage than normally expected for female
combosers' since two albums were included 1in our analysis

WD e D A W B W D D W - - W B A —— S - ——_—

(22) A. Carter, "Notes for a Theory of Sixties Stylte", New
Sogcietys vol. 14, Dece 1967, p. 43,
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‘sotety because they contained females in the band. They
replaced anavailable albums that contained songs written
and sung by males. The remaining 11 songs (4 percent) were
co~written by at least one male and one female (at times
two males and one female), In these <cases the vocalist
almost always wrote the lyrics. For that reason) the sex
of the vocalist was used in defining the gender perspective
of the lyrics,

Comparatively, when we examine the sex of the
vocalist, 242 (86 percent) soﬁgs were sung by males and 40
(14 percent) were sung by females., This also indicates
that females received help in writing either Llyrics or
music from a male in 11 (4 percent) of the songs. No males
received (or at least acknowledged) any help from females
for the same activity.

In considering the sub-genre that each sex sang about.,
it is surprising to note that all 40 songs (100 percent)
sung by females were characteristic of the hard rock genre.,
compared to 121 (50 percent) of the sonés sung males,
Songs sung by males included 45 songs (18.6 percent) in the
heavy metal category, 31 (12.8 percent) progressive metal.,
7 (2.9 percent) black metals, 20 (8.3 percent) speed metal,
and 18 (7.4 percent) death metal.

In determining the thematic categories that each sex
sang. about, females sang 23 (59 percent) of their songs

about gender relationss, compared to 79 (32.6 percent) of
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the males. Females also sang more frequently (7 songs or
17.9 percent) about excitement themes than did males (41 or
16.9 percent), and also sang aﬂout involuntarily losing
contrgl (4 songs or 10.3 percent) more than males (4 songs
or 1.7 percent). Escape themes were dncluded in 2 (.8
percent) of the male's songs but 2 (5.1 percent) of the
female's songs. Males sang a Llarger percentage of the
songs in all other categories than women did. Females suné
2 songs (3.9 percent) about reflective-philosophical
themes, compared to 40 (20.2 percent) songs sung by males.
While 13 (5.4 percent) of the songs sung by males dealt
with themes of oppression, females included no songs with
the oppressive themed Similarly, males sang 21 (8.7
percent) songs about physical conflict a; an end in itself.
Females included no songs with this theme. Males élso sang
5 (2.1 percent) songs dealing with physical conflict as a
means to an end compared to none by females. Males sang 15
songs (6.2 percent) abédt mystical supernatural themes,
compared to 1 (2.6 percent) of the females® themes. Of the
13 instrumentals recordeds only one was written by a
female, -

Comparisons can also be made by reporting what gender
was the primary focus or main aﬁtor in the 102 songs having
to do with gender themes, 0f the 79 songs written by
males, 8 songs (10 percent) focused priﬁarity on a male or

group of males, 6 songs (7.6 percent) focused primarily



133
upon a female, and the remaining 65 (82.4 percent) dealt
with both genders, Of the 23 gender songs sung by females,
however, none dealt primarily with a male figure, 7 (30.4
percent) dealt only with a female subject, and 16 (69.6
percent) dealt with both male and female.

From the preceding data it would appear that females
concentrate upon themselves more than males do, or are more
self- rather than other-oriented. This is not the case.,
however, Lyrical content of songs dealing with the female
concentrates upon incompleteness., unfulfillment and
loneliness when without the <company of a male figure.
Songs sung by males about maless, however, deal with
positive evaluations of male traits such as strength.,
independence, and so on. Songs sung by males dealing
primarily with female figures depicted them almost entirely
in the erotic role.

0f the 73 songs written by males that included at
least one male figure 1in the Llyrics, 62 '(84.9 percent)
presented the male in an overall traditionally masculine
role. Eleven songs (15.1 percent) showed the male in a
non-traditional role. This was compared to 15 of 16 songs
sung by females (93.8 percent) that presented women in a
traditional role, and only one song (6.2 percent) that
presented a non-traditional woman, This again would seem
to indicate that women are more content withr the

traditional role than the non~traditional role, and males
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more willing to experiment,. Yet when the positive or
negative evaluation of the role is taken into-
consideration, the view changes dramatically as is reported
below. Evaluations of whether the gender roles presented
were traditional or non-traditional were made 1in part by
assessing certain stereotyped characteristics (see Table
.

0f the 71 songs written by males that dealt with at
least one female figure, 46 songs (64.8 percent) presented
the females 1in a traditional role, and 25 songs (15.2
percent) presented women in a non-traditional role. The 23
songs sung by females about a female presented women in 17
traditional roles (73.9 percent) and 6 (26.1 percent) in

non-traditional roles.
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Jable 1:

Gender Characteristics found in Heavy Meta
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I Stereotypical I Conforms to I Does Not I Trait is Not 1
I Traits; Male I Stereotype I Conform I " Mentioned I
Immmm e e [ === ————— I== [memmm e I
I Aggressive I 52 I 02 I 36 I
I Dominant I 51 I 16 I 23 I
I Strength I 19 I 0 I 71 I
I Daring I 24 I 0 I 66 I
I Courage I 27 I 01 I 62 I
I Forceful I 31 I 01 I 58 I
I Rugged I 12 I 01 I 77 1
I Adventurous I 31 I 0 I 56 I
I Independent I 57 I 17 I 16 I
I Confident I 46 I 02 I 42 I
I Lack of Emotionl 38 I 37 I 15 I
I Sexual Desire I 60 I 2 I 28 I
) kb o Jemmmm e oo rcr e = I
I Stereotypical I Conforms to I Does Not I Trait is Not I
I Traits, Female I Stereotype I Conform I Mentioned I
B ittt b bl e cncm e e mre e et = I
I Passive I 38 I 29 I 25 I
I Dependent 1 42 I 26 1 24 1
I Quiet I 20 I 07 1 65 I
I Meek 1 20 I 10 1 62 1
I Gentle I 12 I 07 I 73 I
I Warm I 22 I 09 I 61 I
I Affectionate I 35 I 09 I 48 I
I Kind I 24 I 14 I 54 I
I Sentimental I 26 I 14 1 52 I
I Soft-hearted I 23 I 15 I 54 I
I Sensitive I 34 I 10 I 48 I
I Erotic I 57 I. 07 - 1 32 I
) SR | I 1 I
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Because heavy metal lyrics often concentrate upon only
one or two primary actions or qualities pf each gender
during a songs, many subjective traits were not mentioned.
Still, out of rating 90 males and 92 females, the results
as shown in Table 1 indicate an extreme bias towards

traditional sex-typed <characteristicse. A more detailed
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analysis was not performed on these data. The purpose of
this part of'the analysis was, instead, to aid in obtaining
a more reliable evaluation of the entire presentation of
each gender as traditional or non~traditional.
| A different interpretation is possible when subjectivé
evaluations of traditional or non~traditional gender
characteristiﬁs by  the vocalists are taken into
consideration. Of tﬁe 79 songs sung by male vocalists, for
example, 48 (60.8 percent) endorsed the tréditional role
be ing describeds, compared to only 15. of the 23 (65.2
percent) of the songs sung by female artists. Two songs
(2.5 percent) sung by males criticized the traditional
roler compared to 4 songs (17.4 percent) of female
vocalists. While 3 songs sung by males' (3.8 percent)
eﬁdorsed non-traditional rqles, 3 songs (13 percent) of
songs sung by females endorsed the non-traditional role. A
huge 27.8 percents, or 22 of the songs sung by males
criticized the non-traditional role, usually as illustrated
by female's actions. Only one song (4.3 percent) sung by a
female criticized a npn-traditional role., Four songs (5.1
percent) sung by males, howevers, contained conflicting
views on traditional or non-traditional roles.

What appears to be the cases, then, is that heavy metal
lyrics overall " endorse traditional rather than
non-traditional gender roles. Even so, gender distinctions

here should be recogniseds Male vocalists are much more
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ready to criticize non-traditional gender roles than are
females, and females are apparently more ready to endorse
non-traditional roles and c¢riticize traditional roles than
mates. Further, the impressions of the researchers dealing
first-hand with the Llyrics suggest thaf female vocalists
are particularly critical of their own role expectations.,
even though male roles are seldom brought into question.
Similarly, female vocalists express more toleration towaéds
different or non-traditional types of behaviour than do
males. Males are critical of non-traditional roles
regardless of SeXe Male written lyrics expressed
condemnation for ones self 'if écting non-traditionally, and
usually the consequence of acting non-traditionally was
some type of emotional hurt, or a moral lesson to act "like

" from then ON. Women were criticized in

a man
non-traditional roles as well, particularly if they

practiced forms of independence.

Ihe Views of Key Insiders

The %nterviews conducted with six heavy metal
adherents aided in confirming and clarifying
generalisations that came from the participant observation
and content analysis. decause the four males and gwo
females interviewed all held positions qf responsibility to

some extent within the heavy metal subculture, they were
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able to articulate the values of heavy metal better than
most adherents.

Thrée important aspects of heavy metal were emphasized
by those interviewed. The first aspect was thé existence
of a subcultural activity surrounding heavy metal music.
Such a subculture is nof always recognised as' a cohesive
collectivity, however, and less so by females than males.:
Nevertheless, all interviewees agreed that heavy metal
adherents wunderstand the world in a similar manner.
Females tended to see heavy metal adherents as '"not as
uptight” or worried about things, whereas males saw
adherents as understanding in a special way certain
intricacies of the music and other symbols.

Male 33 I'd say there's a subculture but dt's not
super-organised. It's not the guys who sit at home and
listen to the bands like Ratt and Motley <Crue, it's the

guys that go into the import stores, that's a true metal
fan,

Male 1: He's in tradin' recordss, and [male 41 heresr all
the time. Take four in, buy two more.

Male 2: Yeah, we have to supply for the faithful and the

true.

The second aspect concerning heavy metal expressed by
those interviewed was that the values presented in heavy
metal are not in <contrast with or opposed to those of
mainstream society. This was illustrated particularly well

in the comments made by those interviewed on the subject of
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gender attitudes and heavy metal music.(23) While the
symbols wused to express such values may differ radically
from traditional society, the values wupheld tend to be' the
same as or extensions of those found in mainstream society.

This concept 1is also evident in the third aspect
emphasized by interviewees, the fact that heavy metal
adherents recognise the successful attempts of moral
entrepreneurs to Label their music and subculture as
deviant and delinquente
Male 33 I'LL tell you one thing. Any shit happens between
four preppies -and one headbanger and the headbanger will
come out the big loser with the coos and everything. . .
You even see it downtown in the arcades and everything. . .
Preppies never got harrassed. .« = The jock preps and those
guys, they got enough money they're fuckin' around with
more drugs than the headbangers are. You go in there, the
cop sees the headbanger -- "open up your cigarette
package." == that kind of shit.

Some adherents to heavy metal are drawn to the music
because of its deviant statuss it helps to give them a
feeling of individuality. For others the deviant identity
js acquired through such "hassles” by police and other
established groups in society, and their attempts to label”
headbangers as such.

It is not unusuals then, to find that most headbangers

(particularly males) identify themselves as deviant.

A . ——— - S G W S e - " — - T

(23) See quotes from interviewees 1in the Participant
Observation section on gender expectations in this
chapter.



140
Interviewer: Do you view yourselves as deviant?

[Pause, then laughter]
Male 2: VYES! To sum it up from a song from Metallica, "Am

I evil2”

[several say at the same timel "Yes, I fucking am!"
[laughterl.

However, the large majority of headbangers do not accept
the delinquent Label that entrepreneurs also attempt to
apply.

Interviewer: Do you view yourselves as delinguent?

Male 1: Noa

Male 4: Noa

Male 2: Noa .

Interviewers: Do you "think there are some people that
listen to metal that are delinquent?

Male 2: "Sure, but there are people who Llisten to Wham!
[Imainstream groupl who are delinquent too.

Male 1 And there's people who listen to country music too
*who kill people all the time. Musicr, I don't think, has

any bearing on a person's brain, or what they do or how
they function.

HEAVY METAL EXAMINED

This empirical examination of the world.of heavy metal
has presented an in-depth Llook into a youth subculture
traditionally perceived as deviant, Data gathered through
field research gave evidence to indicate that the act{vity
surrounding heavy metal is indeed subculturals, and that
participants share a collective definition of the scene
that they share. A close examinaticn of the values
presented in the settings revealed that heavy metal
participants do not adhere to values that are contrary to
that of society. While the symbols used to express such

values do indeed deviate from traditionally accepted means
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of symbolic communication, the implied messages were
similar to that of society. This aspect of heavy metal was
reiﬁforced through an examination of gender roles practiced
in the setting. Males <conformed to traditional role
expectations in the same way that females did. In some
cases, the enactment of such values were expressed in
extreme styles of dress or speech. The extremes, however,
enforced the traditional rather than Uliberat or "deviant"
values behind the role, 7

This conclusion was also supported 1in the data
produced from the content analysis. Heavy metal.,
characterized by its aggressive and loud musical style, is
almost entirely dominated by male artists. For the few
females that venture into the artistic arena, their music
is entirely vrestricted to the Lleast-respected "hard rock"
sub-genre. In analyzing the content of the lyrics of both
male and female <composers, endorsements of traditional
roles and ‘criticism of liberal roles are overwhelming.
While this content analysis has examined the music and
lyrics of the genré of music regarded to be highly deviant,
- the conclusions supported by the data are congruent withr
other studies performed on more popular or-mainstream
styles. The messages being expressed in the music support.,
rather than criticize, the status qgo;

. Interviews of key insiders again affirmed what had

been discovered through participant observation and content
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anatysig. Participants recognised the existence of a heavy
metal subculture. Their comments also reinforced that the
heavy metal subculture contains no grea£er percentage of
de Linquents than other social groupse. Finatly.,
pérticipants were keenly aware of the successful attempts
of moral entrepreneurs to label the music and its adherents
as _both deviant and delinquent., While most adherents
enjoyed fhe deviant identity., they had-not as yet perceived
themselves as delinquent. These results coﬁtain important
insightsj into the function of deviance in society, and
considerations for future studies. These ramifications are

discussed in Chapter Five,



CHAPTER FIVE

HEAVY METAL: DEVIANCE RECONSIDERED

This study has attempted to analyze the interactive
relationship between youth culture and those
institutionalized agents of <control who <constitute the
voice of "society". It has been recognised that a
qualified amount of deviance is healthy for a society in
several ways, and by permanently stigmatizing youth culture
as deviant, the society as a whole benefits. Youth and
youth culture, then, are often viewed as deviant to society
at large, despite empirical evidence to the contrary.
Chapter Two illustrated the Llabelling oprocess wused to
stigmatize one predominant aspect of youth culture: rock
misic 1in general and, heavy metal music in specifice A
study was then wundertaken to explore the .unexamined
subculture of heavy metal, and to ascertaig in particular
whether the values expressed through heavy metal Llyrics and
reinforced 1in the subculture were deviant (that s,
contrary to mainstream adult values).

This investigation of the heavy metal subculture
through participant observation, content analysis, and
interviews revealed some interesting reSQLts. One of the

most significant results is the way in which adherents
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(particularly males) revel in the deviant stigma attached
to the music. However, while adherents may accept the
general deviant Llabels, most refuse to accept the specific
delinquent tabel. To be sure., ‘delinquent activities were
observed while 1in the setting. Yet on the basis of past
research into criminal activity, it is likely that the
criminal element s a part of any subculture or
socioeconomic strata in society.(1)

A second insight into the heavy metal subculture is
thats, while the symbols used to express certain values may
be .considered deviant, values underlying the use of such
symbols are directly reflective of society at large. This
implies.that the heavy metal subculture 4is not attempting
to revolutionize or rebel against the values of society.
They ares perhapss, trying to overemphasize them. Their
values of future, fun and excitement, and gender, however.,
are conservative ones. These findings are congruent with
other research done on more popular or Top 40 forms of
misic (Hirsch, 19717 Buxton, 1983).

The conservative nature of heavy metal's values was
also re-emphasized through the analysis of gender

expectations. Males are expected to personify traditional
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(1) See for example William J. Chambliss, "The Saints and
the Roughnecks” 1in Earl Rubington and Martin S.
Weinberg., eds., Deviancge;. Ihe Interactionist
Perspectives, 4th ed. New York: Macmillan Pub. Co.
Inc.» 1981, pp. 236-247.
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rather than Liberal aspects of masculinity., and
non-traditional roles are criticized in the Llyrics.
Similarly, females are expected to ‘conform especially to
the traditionally feminine erotic role. These expectations
are encouraged by both male and female wvocallists.
Similarly, the male role was accepted almost without
question both in the setting and within lyrical content.
The male role was also evaluated more positively than the
female roles, and females had to justify their involvement
with the subculture, Being there to enjoy the music was
"cool”; being there to find a male companion was not.
These findings are in agreement with those studies carried
out on gender stereotypes in rock music (Harding and Nett,
1984), popular music (Chafetz, 1974, Cooper, 1985)., ané
country, souls, and easy lisfening music (Freudiger and
Almgquist, 1978).

Problems of gender stereotyping are further
complicated by recognising that most subcultures “that
sociologists have studied to date are organised around
predominantly male problems and contingencies. Studies on
subcultures done in the past have emphasized this point,
either because males tend to engage more often in
subcultural activity than females, or because researchers
studying subcultures in the past have for the most part
been male. This has led studies on subcultures to

inadvertently concentrate more on male activities. Brake
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(1985) has said, "If subcultures are‘ solutions to
cotlectively experienced problems, then traditionélly these
have been the problems experienced by young men,
Consequently, vyouth culture 1is very <concerned with the
problems of masculinity.”"(2) This fact was also observed
within the heavy metal subculture. ﬁost obviously, the few
females that were able to record or play heavy metal music
were forced into the peripheral "hard rock”™ category of
heavy metal music. Othér types of heavy metal appeared to
be overly concerned with masculine contingencies. Heavy
metal, for example, was loud and aggressive. Progressive
rock required a large amount of dominance and control over
artistic abilities. Thrash metal was again concerned with
themes of speed, war, physical violence, and so on, which
are extensions of masculine concerns and values, If these
messages affect the attitudes or actions of adolescents  in
any way, it would be in socializing them into predominantly
sexist or traditional roles. If the PMRC (Parents-Music
Resource Centre) is going to continue its moral
entrepreneurial endeavors, it might want to encourage more
liberal (rather than conservative) extensions of values

that will encourage wequal respect between the sexes. In
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(2) Michael Brake, (Comparative Youth Culture. London:
Rout ledge & Kegan Paul., 1985, p. 163,
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the words of the heavy metal group Slade: "You want

equality? Well you won't get that from me!"(3)

Conglusion

The stigmatization of youth culture as deviant, then.,
is a classic example of the labelling process. Youth.,
often in retaliation to the deviant label being applied to
them, 1involve themselves in deviant subcultures such as
heav? metal as an act of accepting that LlLabel, The

acquisition of a deviant image is an acquisition of power

to a <certain extent; people fear what they do not
understand and usually shy away from personal
confrontations with it, At other times this involvement

can be seen as an act of secondary deviance; youth involve
themselves in heavy metal style and imagery as a concious
effort to antagonize society's agents of control, including
parents. Youth may adopt the heavy metal persona merely to
identify themselves as individualss, with values different
from those of their parents and yet (they perceive) not any
worse or better, The two females 1interviewed indicated
such motivation. Finally, while the attraction to heavy ’
metal is usually due to its image rather than to its musics
there are those adolescents who are drawn to listen to fhe

music at first because of an appreciation of heavy metal
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(3> slader, "High and Dry", Keep JYour Hands 0ff My Power
Supply., 1984 €8S Inc.
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aesthetics. However, whether it is the image or the music
that first entices adolescents to the heavy metal genre.,
they sooﬁ acquire a deviant identity along the way.

While thisrstigmatization can result in a change of
status to "deviant", such a change is not always permanent.
As noted before, many adﬁerents to heavy metal never get
more dinvolved than becoming ‘a Poser. After oppressive
structural contraints are passedr, many individuals lose
their‘attraction to heavy metal music, and begin listenina
to other more mainstream styles. For moral entrepreneurs.,
this change of musical styles 1is not seen as a change in
.social status. It 1is. however, usually regarded as a
positive cognitive change chosen rationally as a resultt of
the efforts of entrepreneurs to warn individuals about the
danger of the music.

What is established in societys, then, is a permanent.
powerless group to Whom the deviant L;bel is easily
applied, and who do not have the power o} resources to
fight such a label., This rreadily identifiable group is
thus ostracized. Freed from conventional influence, it can
soon drift toward deviant ways of its own liking. Societal
boundaries are ﬁaintained, members of society are unified.,
and societal members are reminded of how far they can go.

On the other hand, the deviant Labél does pot appear
to damage adolescent's self—image to a large extent.

Because adolescents are such for only a few vyears, the



149
deviant label often js removed once an adolescent becomes a
young adult. Further, if an adolescent changes his or her
style of dress to conform more to societal expectations.,
then the 1immediate social ;anct%oning by ‘conservative
members of society s alleviated. Even heavy metal
adherents who strongly identified themselves with the
subculture (Hardcores)'indicated that‘ they had steady jobs
and a strong relative sense of acceptance of others (eg.
"If that's the type of music they want to listen to, fine.
As long as they lesve me alone, I'LL Lleave thém alone").
It appears, thgn( thgt Labelling youth as deviant is
carried out without serijous repércussion§. In the past,
ethnic groups, homosexuals and women have bLeen among the
favorite minorities in society to label deviant, in that
separate sets of distinctive behaviours were expected from
each group. With the recent establishment of human rights
legislation in Canada, however., mqraL entrepreneurs must be
much ﬁore careful in stigmatizing such people publically,
in order to avoid legal prqsecution; Adolescentss, however.,
remain one anonymous group that is not protected by law
against such discrimination. From a  purely functional
standpoint, the continuation of this practice may indeed

aid society by facilitating the positive .functions of

deviance.
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Suggestions for Euture Research

Tanner (1981) and Brake " (1985) have suggested that
subcultures 1in general and heavy metal 1in particular are
basically working—-class phenomena. However, participants
that the researcher interacted with 1in the heavy metal
setting showed a fairly even split between both
working=class and middle <class backgrounds.(4) Future
research 1into the heavy metal subculturel should examine
more closely the relationship between social <class and
heavy métatlactivity.

While reaction to and effect of "a deviant label upon
adherents was carefully monitored during the one year spent
in the settingr a more controlled study examining the
long-term effects of a deviant Llabel would be well worth
the effort. If the recognition of deviance 1is indeed
functional to society, it may be advantageous by agents of
social control to rationally select such groups to actually
minimize the harm., Studying what appears to be a basically
""unaffected” group may elicit new information about the
effect of deviant labels upon individuals or groups.

While this study has examined one of the most visible
deviant youth subcul;ures in existence today, attempts have

been made to generalise to the adolescent population at
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(4) Social <class was measured by mother's and father's
occupation., adherent's occupations education and
location of residence combined.,
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large. However, since other groups (such as "preppies” or
"country" listeners) experience comparatively less
stigmatization than heavy metal adherents, future research
would contribute to the understanding of the Llabelling
process by examining the extent to which "less" deviant
adoleséent groups are affected by the deviant label. While
it is generally acknowleged that all adolescents are
stigmatized to some extent because of their youth.,
engagement in secondary deviance may be a need felt less by
otheé youth than by the heavy metal adherents.

As pointed out 1in Chapter 3, content analyses
performed within the social sciences too often neglects the
way in which listeners interact with the musics, or even
collectively define the meaning of the song. Triangulating
methodologies such as participant observation and
interviews with content analyses not onty allows for a more
valid interpretation of lyrics, but allows the researcher
to observe firsthand what effect (if any) the music and/or .
lyrics have on the Llistener. In this study music was
observed to be used in a practical way, to "create a2 moogd"
or inducé a state of expectation and excitement (and which
was certainly influenced by expectation effects 4in most
settings). Dees and Vera (1978) have observed music being
used in similarrfashion. Music (including lyrics) was not .
observed to have a decided effect wupon adolescents., other

than a type of "popular browbeating”: adolescents'
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perceptions of the "real" world were baseds, at times, upon
regularly appearing themes in the music. Since oremaritél
sex wWas a prédominant theme in many songs dealing with
gender, for example, adolescents (particularly younger)
felt that "all”™ young people had premarital sex, and they
felt "not with it" if they ﬁad not engaged in premarital
sexual activity. This effect was observed only on
attitude, however, | No participant admitted thaé such a
feeling prompted him or her to engage in premarital sex.
For gender roles, however, such an effect may have an
important socialization consequence if adolescents accept
the type of roles that are presented in .rock music or heavy
metal as how a man or woman "really" ought to act.
Behaviour may not be effecteds, but gender stereotypes would
certainly be encouraged and enforced. Self-wo}th would
also be measured in terms of how one measures up to such
expectations.,

Related to this is the broader question of the effects
of a long-term deviant label, This study has examined the
labelling process based upon the premise posed by Durkheim.,
Simmel, Coser and others that deviance is functional to
society. While each methodology was carried out with full
scientific rigour, particular attention was paid to the
functionat process of deviance. Concentration of.future
studies on the dysfunctional aspects of applying a deviant

label, or wupon the effects of prolonged exposure to Black
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metal, may produce new information. Dysfunctional aspects
of the deviant label, or orolonged exposure to Black metal.,
have yet.to be articulated.

This thesis would also not be complete without
suggesting the fruitful discussion that could be produced
through a Marxian analysis of the relationship between
youth cultures and society. Functionalism and symbolic
interactionism obviously have radic;lty different political
ramificationss, and an analysisr that is based upon exposing
inequality rather than pointing cut its merits would
certainly provide new insigﬁt into this working
relationship.

Finally, in reviewing the Lliterature on gender
stereotypes it became apparent that information and
research on the expectations of the erotic female role are
sorely Lacking. Wifely and motherly aspects are
overemphasizeds, leading to a neglect of perhaps some of the
most important contingencies that coﬁtempora}y females must
successfully complete. A change in social status produces
a change 1in role expectations. Changing from erotic
expectations to passive and domestic expectations of a wife
or mother may well cause personal problems in females
attempting to make the transition. Future research may
produce the information necessary to rélieve such cruel

conflicts.
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