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Abstract

This thesis examines the subject in Popular AraarMetal music and culture
during the period 1994-2004, concentrating on kéigta of the period: Korn, Slipknot,
Marilyn Manson, Nine Inch Nails, Tura Satana andRAyn. Starting from the premise
that the subject is consistently portrayed as batrgtime of crisis, the thesis draws on
textual analysis as an under appreciated appragebpular music, supplemented by
theories of stardom in order to examine subjegtivithe study is situated in the context of
the growing area of the contemporary gothic, amdipces a model of subjectivity specific
to this period: the contemporary gothic subjedhisTmodel is then used throughout to
explore recurrent themes and richly symbolic eleimehthe music and culture: the body,
pain and violence, the grotesque and the monstamasthe figure of the child,
representing a usage of the contemporary gothtddmanot previously been attempted.
Attention is also paid throughout to the speciditelcapitalist American cultural context in
which the work of these artists is situated, anggiattention to the contradictions inherent
in a musical form which is couched in commoditytaré but which is highly invested in
notions of the ‘Alternative’.

In the first chapter | propose the model of thetemporary gothic subject for
application to the work of Popular Metal artistsloé period, drawing on established
theories of the contemporary gothic and Michel Fealits theory of confession. The
second chapter focuses on instances of violentteetbody and the recurrent themes of
pain and violence, which are explained throughntioelel of corporeal verification and
consensual violence. In the third chapter | exptbe contemporary gothic subject in the
tradition of the grotesque and the monstrous, drgwn theories of the gothic monster, to
suggest that the subject is engaged in a negatiafithe boundaries between self and
other. The fourth chapter concentrates on thedigdi the child, drawing on theories of

horror film and fiction and the tradition of the iElmnocent and the Gothic child. The



final chapter is a case study of Marilyn Mansomlesng his role as a paradigmatic

example of contemporary gothic subjectivity.
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I ntroduction

This project began with the intention to examine phesentation of self in Popular
Metal music and culture at the turn of the twentgtfcentury, concentrating on the work
of certain prominent musicians of the period. bwaerested by the seeming paradox of
the existence of a music culture that definedfitsghinst the mainstream, and yet that was
itself becoming more fashionable and ultimatelyopbed into that mainstream. During
this same period, many researchers had becomeasiegdy interested in the resurgence of
the gothic mode in popular culture, identifyingatpcular contemporary gothic, although
this has not been applied to popular music in aisyasned manner. The work of those
artists whom | studied displayed a recurrent cameeth issues of subjectivity, where
considerable attention was given to the produadfosubjectivity in relation to past
trauma, which has much sympathy with theories efdbntemporary gothic. Other
recurrent themes such as pain, self-hate and dultlbecame the starting point for
chapters in this thesis. Also important was thasipgence of an oppositional notion of
‘them and us’, in which the artist allied themsealwath the audience in an inference of
community and shared understanding while diffeegimg themselves from ‘normal’
society. | have chosen to describe the groupt@tamwhose work | focus on here as
‘Popular Metal’. Although Metal has many subgeroEds own, the artists | have chosen
to study are wider in their appeal than, for exampixtreme or Black Metal, and have
been more commercially successful. | had initiakgun by using the term ‘Rock’ to
describe these artists, however | feel that ibésgeneral a term to use for this group in
particular. Metal may be positioned as eitherrdnea to, or subgenre of Rock, and with
which it shares much ideological ground, especialierms of issues of authenticity.
There is a certain amount of fluidity to the usehafse terms, but where ‘Rock’ is
considered to be more accessible and to refentder category, ‘Metal’ is more
specialist, ‘darker’, or ‘harder’. It remains thgfuthat ‘Rock’ is a widely-used umbrella

term, and there are some instances throughoubh#ésést such as during the discussion of
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issues of authenticity, where it remains as sudtave also used the term ‘Alternative’
throughout to describe the culture which, oftendose of limited sites of socialisation,
brings together fans of different Rock and Metdiganres.

The work | have done focuses upon popular NortleAran Popular Metal
musicians working during the period 1994 — 2004thdugh some artists have released
work in the years immediately proceeding or follogithis time frame, | have chosen to
focus on this period in particular because of usiohanges that occurred within the
music, culture and the industry at this time. €hdy nineties were dominated by Grunge,
a genre of music typified by the hugely succedséud Nirvana. Its emergence can be
seen as a reaction against the commercialism amg gty of ‘Hair Metal’ bands popular
in the 1980s, favouring a much less polished sif/l@ress, a vocal style that was more
concerned with the scream than falsetto, and aroapp to the music industry which
superficially at least favoured independent produmcover the major record labels.
Nirvana’s lead singer, Kurt Cobain, eventually coitbed suicide in 1994, an event that to
a great extent marked the end of the Grunge peaindl ensured both Nirvana and
Cobain’s mythologisation in the popular music cantirwas also in 1994 that Korn and
Marilyn Manson, two of the main artists | shallggthere, released their debut albums.
This period saw the rise of a new subgenre calleddtal, and it ends with the
development of Emo, a subgenre of particular papuylat the time of writing, that attracts
derision and sometimes violence toward its fand,leas attracted a certain degree of
moral panic concerning its supposed glorificatibsalf harm and suicide. Nu-Metal is
characterised by the use of downtuned guitarsjet gloud dynamic that is reminiscent of
Grunge, and in some cases the use of turntablesaanplers as well as the more
traditional line up of guitar, bass, and drums.-Netal lyrics deal generally with isolation,
alienation, family breakup, self-hate and angene bands Korn, Slipknot, Limp Bizkit,
Deftones, Disturbed, Staind, My Ruin and StaticrX all associated with the Nu-Metal

label, whilst some artists such as Limp Bizkit aoenetimes termed ‘Rap metal’ because
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of the use of Rap in the vocals. Hip-hop’s infloempon the subgenre is unusual but not
groundbreaking: the first Rock/Rap crossover abpbly the re-release of Stadium Rock
band Aerosmith’s single ‘Walk This Way’ in 1986 feang rap artists Run DMC.
Although the rise in popularity of many Nu-Metataduring this period was one of the
main factors in the surge in popularity of Rock &metal music in general, there are few —
if any — artists who would choose to associate gedves with the label. Even Ross
Robinson, who produced Korn’s self-titled debueasled in 1994, and who went on to
become a highly influential figure in productiondarecording of Nu-Metal, is quick to
distance himself from it, based largely on whasées as the derivative nature of many of

the acts involved:

We created a genre of music which today I thinkltptsucks. I'd hate to do this
now. | don’t hate Korn, but | really dislike aHé bands copying them. It's time
for a change. At the time it was OK, but now i@ cool for me. | don’t think it's
good any more at all. Anything | can do to destimat genre today | will, ‘cause

any band that copies it is pure garbage. Totdlape"

Robinson’s view upon the sub-genre is not an isdlane: although there are other
surviving acts who were initially labelled Nu-Metalich as Deftones, the label is not
widely used, is widely disliked and even ridiculadboth the music press and in fan
discourse, and its death has been proclaimed oa than one occasion in the pages of
Kerrang! magazine. However, Korn, like contemporaries @refs, have survived and are
still producing new work. It should be noted hoeethat Nu-Metal was by no means the
only musical style prevalent during this perioddustrial Metal bands such as Nine Inch
Nails and Ministry were also active (these actgarticular have had very long careers),
Punk bands such as Green Day and The Distilledsphoourse Marilyn Manson, who has
been associated with the Nu-Metal, Industrial amthGabels, although arguably he fits

comfortably under none of them. Gothic Metal baridsited by female singers whose

! Ross Robinson quoted in Tommy Udsave Nu WorldSantuary: London, 2002), p. 57-8.



dramatic, even operatic, vocal style is charadierif the sub-genre, are more rare in the
United States than in Northern Europe, althoughbted Evanescence stand out as one
popular American example. What is also notablis period with regard to American
artists is the distinct lack of a strong femalesprece outwith isolated examples such as
My Ruin, Evanescence and The Distillers, and tieeoertainly no grouping existent on a
comparable scale to the Riot Grrrl movement whichrished at around the same time as
Grunge. The Rock and Metal scene during this gdagpin terms of artists,
overwhelmingly male, Caucasian, and suburban girariln terms of the audience, the
gender balance is a little more even, howevemiaias predominantly Caucasian and
middle class.

The ten year period which this thesis covers isesehat artificial in its endpoint,
being that many of the artists upon whom | havesehdo focus are still recording and
touring after 2004, however there are a couplegriificant events in this year which
make it a convenient date at which to curtain noug Both Marilyn Manson and Korn,
key figures in my study, released ‘best of’ albubest We ForgeandGreatest Hits Vol. 1
respectively. 2004 also saw the release of My GterRomance’T hree Cheers For
Sweet Revengtheir major label debut and breakthrough albumd, &ith it, the growth
and popularisation of Emo music and culture.

In Britain, the period 1994-2004 saw the increadsibility of a youth culture
associated with Rock and Metal music who were ladels ‘Goths’, although it was
composed of a number different youth styles (suscbkate-punk) as well as Goth. From
my own experience working and participating in likke music scene in Glasgow during
this period | have withessed some important chartgesncreased numbers of live
performances open to the ages of fourteen and abovacreased emphasis upon crowd
safety measures in part to deal with this vulnerabidience, and the diversification of
provision of sites of socialisation for the audieneepresented by an increase in the

number and variety of club nights which cater t® &ldult audience of ages eighteen and
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above. These changes in the industry represengdtbtirishing of a type of music which
was dominated by North American artists, and whigrests me most about the period are
these artists and the work they produce.

I will be looking at the work of a few artists detail: Korn, Slipknot, Tairrie B (of
My Ruin and Tura Satana), Nine Inch Nails and Marilanson. Each of these artists has
had a high level of commercial and internation&lcgss, has produced three or more
albums during the course of their careers andeatitine of writing are still involved in
touring and producing new work. They do not repn¢®very aspect of Metal nor are they
intended to: rather they have been selected as gbthe most recognisable artists in their
field and as participants in the popularisatiodMetal in the period of study. As
mentioned above this period is largely dominatedniaje artists, and of those that | have
chosen to focus on here only My Ruin and Tura Zakeas a female lead, Tairrie B, a
prominent female figure in American Metal musidet one whose work is not as well
known as that of those other artists mentionede [&bk of a more significant female
presence in terms of the artists of the perioch&ugprising in an industry which remains
heavily patriarchal, and in terms of the contenthef work | intend to study the female
figure may still be limited to the subject positsoof virgin, mother, or whore. However, it
should be noted that in comparison to earlier gesueh as Heavy Metal, there is
significantly less attention paid to overt displ@jthe objectification of women in the
work | examine here, although there do remain exesngf violent fantasy directed toward
female figures.

The first of the artists whose work | shall lodkramore detail is Korn, and their
singer Jonathan Davis. Korn were formed in 1998akersfield, California and are
closely associated with the invention of Nu-Metd@nathan Davis’ voice is one of the
most distinctive in the field, not only in termsraige but also for his use of what |
describe as non-lyrical vocalisation, a combinabbnon-verbal vocal sounds which bears

some likeness to the use of scat in jazz, but wisichore likely to utilise vocal sounds



akin to a scream to convey anger, and which possesmuch more raw quality in terms

of the expression of emotion. These particulatiees often represent, within the context
of the song, both confusion and the point wheretemgasses the point of verbal
articulation. It is not the only idiosyncrasy bgir work - Davis plays the bagpipes (he has
a Scottish grandmother) and the instrument feaiaresme of their songs, and their live
shows. Their lyrics purport to be highly autobiagjnical on Davis’ part, and are written
predominantly from a first-person perspective. Waerial itself is concerned with

Davis’ childhood, people who abused or taunted tetrayed or used him and the band,
sex and death — the latter of which is influencedhvis’ former employment as a

coroner, for example in the song ‘Pretty’, from #ieumFollow The Leaderreleased in
1998, which concerns the death of an infant asaltref sexual abuse. Anger directed
towards parental figures is also common, thoughithoften portrayed within an adult
frame of reference, in which those words acquipewer of intimidation lacking in the
figure of the child, and in which the child becontie®atening and aggressive. In 2005,
original guitarist Brian ‘Head’ Welch left the baafter converting to Christianity and has
since spoken out against the content of the bandsc and the message that he feels they
convey’ To date Korn have released seven albums followirig debutLife Is Peachy
(1996),Follow The Leade(1998),Issueq1999),Untouchableg2002),Take A Look In

The Mirror: Greatest Hit$2003),See You On The Other Si@&)05) and most recently
Untitled (2007).

Another act closely associated with the Nu-Metdigenre are Slipknot, who may
also be called Rap-Metal or Rapcore, and who wseeats such as samplers and
turntables to a much greater extent than Kornmiéarin Des Moines, lowa in 1995, there
are nine members of the band, numbered 0-8, whosaraly pictured in the popular
media and in live performance wearing matchingdsabits and distinctive individual

masks. The boiler suits all bear the serial nunolbéneir first releas#ate. Feed. Kill.

% This is detailed in the recent book he publishecudnenting his conversioBave Me From Myself: How |
Found God, Quit Korn, Kicked Drugs, and Lived Tdl My Story (London: HarperCollins, 2007)
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Repeat.released independently in 1996 and re-issue@%7.1 The masks include a
clown’s mask, a gimp mask, a Japanese kabuki naadiker’'s helmet covered with large
nails and a gas mask. These masks both hideftites and act as having transformative
qualities with relation to their performances. Hand rarely appear in public or in
interview without their masks, or with their faceitlg somehow obscured. One notable
exception to this is their DVDJoliminal: Inside The Ninaeleased in 2006, which
features each of the band members in intervielv.many ways the band does not
comprise individuals but characters, and they donsty play with the idea of the band as
consumer product, reinforced by the use of thedulr@umber on the jumpsuits, for
example. There have been various changes in pekowver the course of their career,
however their distinctive sound has remained Igrgaekffected by this. Their live
performance is particularly intense and sometimelent, which is reported to result in

numerous injuries for various band members:

The two men [Sid Wilson and Shawn ‘Clown’ Craharl] ieck eyes across the
stage, spontaneously leave their equipment anckagtech other with real violence
— aviolence based, from what they both say imwgs, on mutual affection.

Wilson said in 1999, ‘It's up to the clown to infiiate me and keep me in ling.’

Slipknot’s lyrics appropriate a rhetoric of destrao and opposition, presented as a
positive force, couched in language that suggestgiqpg, and externalising anger in a
physical manner. This kind of cathartic approachirrored in their live performance —
not only the violent on-stage activity already meméd but also in the other extremes

connected with their stage performance:

One of the more legendary stories included thegm@s on stage of a large glass
jar, which Corey would carry on with him and whiekited a huge amount of
curiosity. It contained a brownish, huddled lumipieth was unidentifiable even in
close-up. Ultimately it was revealed that thersgeamatter was in fact the

% Joel Mclver Slipknot Unmaske@Omnibus Press:ondon, 2001), p. 50.



decaying corpse of a crow -spiritual crow, according to the band. Corey started
opening the jar mid-show, sniffing deeply of itsoad and vomiting into the

crowd?

This kind of action incorporates purging and diggas action dependant upon the
presence of the audience to achieve its effedt® ‘Jpiritual’ nature of this purging is
unclear, it is not linked to any spiritual beliafa religious sense, instead being linked to
the ceremonial nature of such action as part opdreormance. Disgust and the grotesque
play an important role in their work: it should heted that their moniker for their fans —
‘maggots’ — is not intended to be a derogatory tasnsuch but reflects the theme of
grotesque which is in evidence throughout muctheirtwork. By placing it in the context
of the live performance, the moral or social bouretawhich produce the reaction of
disgust to such an act are placed into questiorrgjadted. In embracing this revulsion
there is suggested a rejection of the fear of comtation, reflected by their description of
both their music and their view of life in theirigs in terms of the spread of disease.
Their lyrics deal with anger and frustration, aralgntal relationships. Lead singer Corey
Taylor grew up without his father, although as detkin his interview orVoliminal, he

was reunited with him relatively recently. Theseas with Korn, a great deal of anger
shown toward parental figures, but with Slipknarthis a greater sense of revenge
throughout their work, and their lyrics are muchrenaggressive in terms of their
resistance to the forces that compete for contret the individual. Although they do also
use first person narration there is with Slipkrna dpportunity for other characters and
voices to surface, one of which is the serial kill&his subject position is one that reflects
the breakdown of the bounds of reason and moralétyyell as the desire to possess and to
obliterate the other. The obliteration of the othecomes here a way to cleanse or purge
the individual of his own faults, by the transfererof self-hate to another. Since their

debut in 1995 Slipknot have released three alb&isknot(1999),lowa (2001) and/ol.

4 Mclver (2001) p. 76.



3: The Subliminal Versg2003). At the time of writing, a new album eletitAll Hope Is
Gonehas just been released.

My Ruin are fronted by singer Tairrie B, one of tirdy prominent women in terms
of North American artists during this period. Whithe trend for female-fronted Gothic
Metal bands such as Evanescence, and the Europsad-Nightwish, Within Temptation
or Lacuna Coil emphasise the role of the Gothioimer, Tairrie B’s work inhabits a
subject position which she describes as ‘both femiand masculine’ (‘TerrorSpeak and
Destroy), although as the articulation of a female subjyalling to compete on an equal
stage with her male contemporaries, rather thaatarsent of androgyny. Before forming
My Ruin in 1999, she was the lead singer in Turai@a(the band was originally called
Manhole but were forced to change their name fgalleeasons), who were active between
1993 and 1999. Previous to this she was a ragt,aatid she continues to work on the
spoken word side project The Lvrs. Her vocal siyleer work with Tura Satana shows a
clear influence from her hip-hop career, but shedss distinctive for her use of a vocal
growl, a guttural scream that is usually more assed with male Metal and Hardcore
singers. Her early work includes songs which eetl rape, abortion rights, and domestic
violence, although she has said in interview thatdoes not consider herself a feminist,
and disliked the Riot Grrl movement because shédHat they excluded menHer work
with My Ruin, especially the albuifhe Horror Of Beautyreleased in 2003, deals
explicitly with media expectations surrounding féenlaody image, of which she is an
outspoken critic. Her work is heavily influencegreligious imagery, and deals with
betrayal, loss and anger. My Ruin are based iifd@aila, but have a noted following in
Britain, and released a live studio compilatioruatiiro Britain With Love...And Bruises
in 2001, which featured songs from their first talbbums. Tura Satana’s first albuAdi Is
Not Well(originally released under the name Manhole) whksased in 1996, and produced

by Ross Robinson. They released another allRetef Through Release 1997 before

® In interview with Rita Van PoorteiMetal Maidens (March 1997)
<http://www.metalmaidens.com/manhole.hkt@ccessed May 2008.




disbanding. My Ruin’s debut albu8peak And Destroyas released in 1999 in Britain
and 2000 in America, and since then they have setkéour alboums A Prayer Under
Pressure of Violent AnguigR000),The Horror of Beauty2003),The Brutal Language
(2005) andrhroat Full Of Heart(2008).

The next main act under discussion are Nine IndlsNend main singer and
songwriter Trent Reznor. As the main songwrités in many ways Reznor’s solo project,
and has been since its inception in Cleveland, CGirmund 1988. The first alburAretty
Hate Machinewas released in 1989 and is a seminal alboum mstef Industrial Metal, a
subgenre which incorporates the use of electroadsrsuch as samplers, synthesisers and
drum machines. Of all the artists under discusbene Reznor has the longest career,
consisting of six main alboums and EPs and a numwihether releases consisting of
remixed versions of those releasBsoken(EP, 1992)Fixed(EP,1992) The Downward
Spiral (1994),The Fragile(1999),With Teeth(2005) andrear Zero(2007). As well as a
longstanding artist in his own right Reznor is elgsassociated with the emergence of
Marilyn Manson, having produced his dePBairtrait Of An American Familyreleased in
1994, before their relationship broke down during tecording of Manson’s breakthrough
album and defining career moment thusAatichrist Superstarreleased in 1996. Their
feud was both public and acrimonious, and althabhghe have been moments where a
reconciliation may have seemed possible — suchasbdh’s appearance in the video for
Nine Inch Nails ‘Starfuckers Inc.’ from the alburhe Fragile itself curious, as the song is
purported to be a rebuke in part to Manson — atithe of writing it remains largely
unresolved. Those elements of teen angst whitimas characterise the lyrics of Korn
and Slipknot — and particularly those elements whetate to familial relationships — are
absent from Reznor’s work, concentrating insteagelly upon the breakdown of the
individual. There is also an element of politiceflerence oWith Teeththat is developed
more fully onYear Zerg which deals explicitly with a post apocalyptisian of America

and in terms of concept and lyrical content markigarture from his earlier work.
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Lyrically, Reznor uses a vocabulary of purity aimg and deals with issues of the
individual’s relationship to and betrayal by Godvaedl as incorporating elements of the
grotesque in an exploration of the relationshipMeein man and the sacred. As with the
other artists already mentioned, Reznor’s workrotteals with the self on the brink, or
past the brink, of self-destruction. In this whgy often deal with themes of oppression
and conformity, and portray a self that is domidated beaten down. In common with
other Industrial metal acts, Nine Inch Nails’ walko deals with aspects of posthumanity
and the cyborg, using the machine as a metaphohdéagxperience of subjectivity and the
numbness which tends to characterise his stateingb

Marilyn Manson is perhaps the most notorious oftadl artists mentioned here,
often the subject of intense disagreement amongstbars of Alternative circles, and
particularly those members of the Goth subcultwrth which he is most commonly
associated, but from which he is also commonlywigeed as a representative. He will be
dealt with in much greater detail in the last ckajof this thesis, however he is an
important contextualising figure and shall be meméd throughout, so some description
here is warranted. The name Marilyn Manson is tilecmame of the band, and his
personality, as with Reznor’s, is the most sigatficin terms of the act’s public image.
Manson’s use of character and subjectivity is bagdeast in his early work around the
development of distinct images for each phaseiark, not unlike David Bowie (an
acknowledged influence) or Madonna, however Marstempts to go so far with that
characterisation as to obliterate any sense ofagpa from those characters. This highly
performative approach to subjectivity exceeds dtaraand it is in this respect that | shall
use theories of the spectacular and the hypewea{flore his work.The name Marilyn
Manson is a combination of Marilyn Monroe and Casillanson — a union of the
glamorous and the violent, a famous woman andial édter, a pattern which is repeated
in the names of some of the other band memberssidslly, the line up of Manson’s band

is similar to that of Nine Inch Nails, but in termsong structure tends more often toward
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a more traditional verse / chorus arrangementceSis first aloumPortrait of an

American Familyreleased in 1994, his work has been concernddanctitique of the
ideological underpinnings of American society alnel American dream. Since that album
he has released an additional seven main albumERs&mells Like Childre(1995),
Antichrist Supersta(1996),Mechanical Animal§1998),Holy Wood(2000),The Golden
Age of Grotesqué003),Lest We Forget: The Best (X004), and most recentiat Me,
Drink Me, in 2007. In addition the remix BRemix and Repemias released in 1997, and

live albumThe Last Tour on Earthn 1999.

The Contemporary Gothic Subject

In the first chapter | shall set out my figure loé tcontemporary gothic subject,
drawing on recent theories of the contemporaryigptheir relation to older more
established modes of gothic, and its applicabibtthe work of various artists working in
this time period. | shall also examine in moreadeéhe work of those main artists | have
studied and shall be basing the work in the follmnvchapters upon. Central to this
chapter is the notion that the development of suitwjigy within the contemporary gothic is
reliant upon the experience of trauma, and thathhs much sympathy with certain
recurrent thematic concerns visible in the workhef artists with which | have engaged. |
shall relate this contemporary gothic subject dpmdiy to the American context and take
note of the particularly national implications téier.

The popular musician as star or celebrity is a demiand sometimes contradictory
site of the production of meaning, and drawinglweoties of stardom | began to develop
an interest in the approach to subjectivity thas @esplayed by such figures. Itis my
belief that these figures represent and enactinartades of being within a given cultural
context, and that a construct may be extrapolated &in analysis of these figures, which
can then be used to investigate various aspettsabtontext. It has always been my
intention to examine these figures in alignmenhwaither cultural practices common to

Metal, and which reflect back on the productionha& subject as existing within this
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framework. Two areas which were of great inteteshe with regard to identity formation
and the experience of self were body modificatind erowd activity at gigs, which | shall
go on to look at in more detail in later chapteFsis thesis is then concerned with the
production of identity within an aesthetic thaieslheavily on notions of process and
performance. The resurgence of interest in theigaind the development of the
contemporary gothic as a response to specific @lleind social influences seemed critical
in developing a model of the subject such thatate used to investigate the politics of
identity and identity production within the work tifose artists | have described. What |
will argue over the course of this study is tharéhis a discernable approach to
subjectivity in these texts which participateshe tontemporary gothic. This approach
will be embodied by the establishment of a constithe contemporary gothic subject, a
figure which can be used as a tool to interrogateam recurrent aspects of Popular Metal
music and culture which pertain to subject formmatié-or the most part, although | use
work done in the area of subcultural theory asyarkéerence point, my study shall utilise
semiotic and textual analysis as well as a thebdyszourse derived from the work of
Michel Foucault in order to study the subject as ttonstituted through language and
image rather than subcultural identification. ¥ turrent debates within popular music
studies, textual analysis has become less angdgrgar, and although there have been
some key texts concerned with redressing this balahese are mostly concerned with the
formation of a musicological analysis appropriatedopular music, as | shall go on to
discuss.

Within cultural studies as a whole, textual anayss also been subject to
scrutiny, in the work of Nick CouldPyand Graeme Turnéfor example. Key criticisms of
lyrical analysis, such as that by Simon Fitlave also contributed to this fall from grace.

Clearly then, my choice of approach requires solagfication. The use of discourse

® Nick Couldry,Inside Culture: Re-Imagining the Method of CultuSalidiegLondon: Sage, 2000)
" Graeme TurneBritish Cultural Studies: An Introductioi8® edn (London: Routledge, 1990)
8 Simon FrithMusic For Pleasure: Essays in the Sociology of Fogford: Polity, 1988)
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theory in relation to popular music texts has @edent in the work of Robert WalSend
David Brackett® Walser uses discourse theory in his study of Médetal to allow him

‘to pursue an integrated investigation of musical aocial aspects of popular musit.’

For Brackett, the use of discourse analysis allowsto situate the song in its social and
historical context, and move away from a limitingabysis of the work as isolated from
these contexts. Both of these approaches howesat (east partially based on the
problem of the musicological approach to populasicyuvhich is outside of the scope of
this thesis, interested as | am in the presentatidhe self through language and the more
visual and aesthetic elements of performance. Souosecological approaches to popular
music have reflected back upon the analytical aggrdo western music in an attempt to
broaden the scope of musicological analysis asaendnd to create a ‘new musicology’
of pop. Notable examples of the success of thisrpnse include work done by Allan F.
Moore? Richard Middletor? Sheila Whiteley* and more recently, Stan Hawkifs.
Musicological approaches have been most succeshkgn integrated with other types of
theory — as is the case with Robert WalsBitsining With The Deviin which he utilises
musicological approaches for specific ends in \aiiy the musical ability of the Heavy
Metal musician through a discussion of the HeavydiMdrtuoso. Musicological analysis
has been brought to bear upon artists for whonn iimeige but not their music has
dominated discussion, such as Stan Hawkins’ dismusg Madonna irSettling The Pop
Score In much the same way that Walser and Brackett wewae of the problems of
musicological analysis, | am keenly aware of thebpgms of lyrical analysis as potentially

limiting, and thus follow their model in applyinglaeory of discourse to the texts at hand.

° Robert WalserRunning With The Devil: Power, Gender and Madnedddavy Metal Musi¢Hanover:
Wesleyan University Press, 1993)

1% bavid Brackett|nterpreting Popular Musi¢Cambridge: Cambridge University Press, 1995)

" walser, p. 28.

12 Allan F. Moore,Rock: The Primary Text. Developing a MusicologiRotk(Buckingham: Open
University Press, 1993)

13 Richard Middleton, ‘Popular music Analysis and totogy: Bridging the Gap’Popular Music 12
(1993), 177-190.

1% Sheila WhiteleyWomen and Popular Music: Sexuality, Identity antj&ativity (London: Routledge,
2000)

!5 Stan HawkinsSettling The Pop Score: Pop Texts and IdentitytiéslfAldershot: Ashgate, 2002)

14



My approach here is also informed by an awarenieasdemphasis upon the confessional
nature of many of the song texts | have studieldes€ texts are marked by their
investment in the first person, and a desire teakthe private persona, a desire which is
linked to notions of honesty, sincerity, and ultteig authenticity in their presentation of
self. It is this which primarily substantiates montinued interest in lyrics and defence of
lyrical analysis as one resource amongst manydermthe investigation of this field.
Although a great deal of work has been done onhyouisic culture in the area of
subcultural theory, which has produced a wealthigiily useful concepts and
terminology, its association with notions of resigte to hegemony as developed by the
Birmingham CCCS? and typified by Dick Hebdige’s important woBubculture: The
Meaning Of StyfE were not sufficient to engage with this music antiure. Although
appropriating the rhetoric of resistance and alifoideas of resistance have aesthetic and
ideological purchase within Rock and Metal musid aualture these are not embedded
within the same social and cultural relationshipsvas the Punk phenomenon. Indeed, the
model of subculture-as-resistance developed bZMES and used by Hebdige is, as he
acknowledged itiding In The Light: On Images and Thinsas much a part of its time
as the object of study, and some theorists have &gdicit in distancing their work from
such notions of resistance, such as Sarah Thomtoer work on club cultures. Work
done on the everyday use of popular music suchasy Christina William< has opened
up discussion concerning the complexity of indivatisiuse of, and identification with,
musical forms. This work has suggested that thel lef subcultural identification for any
one participant is difficult to gauge and that tosib risks assuming an equivalence of
interest for all participants. Previous works ascRand Metal cultures and subcultures

have focussed upon the explication and illuminatiba particular sector of the field, such

'8 For example, Stuart Hall and Tony Jefferson eissistance Through Rituals: Youth Subcultures st-Po
War Britain (London: Hutchinson, 1976)

" Dick Hebdige Subculture: The Meaning of Styleondon: Routledge, 1979)

'8 Dick Hebdige Hiding in the Light: On Images and Thinflondon: Routledge, 1988)

9 sarah ThorntorClub Cultures: Music, Media and Subcultural Capit@ambridge: Polity Press, 1995)
2 Christina Williams, ‘Does It Really Matter? YouRgople and Popular Musi®opular Musig 21:2
(2001), 223-242.
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as Deena Weinsteinldeavy Metal: The Music and Its Cultyfeor Paul Hodkinson’s
Goth: Identity, Style and Subcultufe However, whilst their approaches are both vakiabl
and illuminating, the culture which | encountersedo fractured as to render this kind of
approach unsuitable.

In examining lyrics as a primary source of infotioa it must be made clear what
it is that is apprehended during such analysis.e@Bmining the figure of the Rock Star, or
more accurately, the Popular Metal Star, | hopéuminate the mode of being in
contemporary society which they represent andaefl€his approach is drawn from a
synthesis of Richard Dyer’s theorisation of filmrstand Simon Frith’s theorisation of the
role of the voice in the performance of popular imu®yer’s landmark worlStars® and
Heavenly Bodi€® utilised a semiotic approach to the study of filtars to suggest that
they be read as texts within the social and culoatexts in which they appear. Central
to his discussion are two propositions: that ‘staesimages in media texfs’and that they

articulate

what it is to be a human being in contemporaryetgcthat is, they express the
particular notion we hold of the person, of thaliindual’. They do so complexly,
variously — they are not straightforward affirmatcof individualism. On the
contrary, they articulate both the promise anddiffeculty that the notion of

individuality presents for all of us who live by*ft

The first of these statements is important to tiesis because it acknowledges the textual
nature of the appearance of figures in the massanaad in doing so opens a space for

the textual analysis of such figures. The secenohportant because it suggests a manner
in which the audience may invest in the figurehaf telebrity, and also because it offers us

a way to view stars as paradigmatic examples o$tlhgect in a given social, cultural and

I Deena WeinsteirHeavy Metal: The Music and Its Cultymev. edn (New York: DeCapo, 2000)
22 paul HodkinsonGoth: Identity, Style and Subcultui@xford: Berg, 2002)
# Richard DyerStars rev. edn (London: BFI Publishing, 1979)
24 Richard DyerHeavenly Bodies: Film Stars and Soci@@asingstoke: Macmillan Education, 1986)
% Dyer, Stars,p. 10.
% Dyer, Heavenly Bodiesp. 8.
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mediatised context. Central to what | shall arigeee is the notion that the star-as-text
may have representational qualities regarding @noagh to subjectivity in contemporary
society. Drawing on Elizabeth Burns’ work on thedtricality of everyday life,
Theatricality: A Study of Convention in the Theatnel in Social Lif¢’ Dyer suggests that
an increase in the public awareness of the perfiivityaof everyday life leads to an
anxiety concerning the validity of any separatieteen public and private selves. As
such, the performative aspect of the star andnportance in articulating or representing
society’s notions of the individual becomes heigbte He defines a ‘star image’ as
consisting of ‘what we normally refer to as hisher “image”, made up of screen roles and
obviously stage-managed public appearances, aodfisages of the manufacture of
that ‘image’ and of the real person who is the siteccasion of it?® In applying Dyer’s
theorisation of the significance of the film starfigures within popular music this sense of
performance is key, given the level of investmaerfirst-person authenticity in the field of
Rock and Metal music. Simon Frith suggestBénforming Riteghat the act of
performance itself affects the way the audienceshee vocal personality, and that
‘performance is not as self-revealing as it mayrse@ Emphasising the dramatic aspects
of the popular song, he argues that singers oflpopausic are similar to film stars in two
respects. Firstly, that they are involved in ‘agass oflouble enactmenthey enact both

a star personality (their image) and a song pefggnthe role that each lyric requires, and
the pop star’s art is to keep both acts in playnae.” Secondly, that the singer is ‘the site
of desire — as a body, and as a person...singeoatmually registering their presence.’
In looking at both these frameworks it is acknowjed that a great deal of what we
apprehend of the star is mediatised. The biggedtast between the two however is the
comparative level of fictionality that we may dbuite to film star playing a role, and a

Metal star singing a song. For the latter, theeg@onventions of Rock music — as

%" Elizabeth BurnsTheatricality: A Study of Convention in the Theatrel in Social Lif§London:

Longman, 1972)

8 Dyer, Heavenly Bodies. 7-8.

%9 Simon Frith,Performing Rites: Evaluating Popular Mugi©xford: Oxford University Press, 1998) p. 212.
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opposed to pop — mean that it is expected thaittger reveal something of his or her
private self through the song narrative, a levakoklation not expected from the film star,
for example. This is an important contrast, arghhghts what I, following Frith’s
identification of levels of performance, would aegio be the three levels of identity that
we apprehend in a star. These are the narratrgeme, the ‘I' that occurs at a lyrical

level; the media personality, the mediatised imafg@e individual; and the private self.
The last of these is perhaps the most difficutjuantify, as it is associated with a sense of
‘private life’ which has in recent years increasjngecome subject to media scrutiny, and
thus increasingly passes into the realm of the anpdisonality as it is created and
disseminated through the popular media. The dist@etween these three levels varies
depending upon artist and genre convention. Onlkeofeasons why Marilyn Manson
presents such an interesting example of subjeguiiting this period of Metal music is

the attempt to merge the three levels of identithiis star persona. He does not use his
real name, Brian Warner, identifying totally withetmoniker ‘Marilyn Manson’, and
certainly during his career to date the narrativeé media personas have been very closely
allied. A number of critics — including Richard &ySu Holmes and Sean Redmdhahd
Joshua Gamsdh— have commented upon the fan’s search for thvferiself which lies
behind the media personality, where the privateiseonsidered more ‘real’ or ‘authentic’
in contrast to the ‘manufactured’ mediatised peation There is a parallel here with the
reception of Metal musicians, where a high valuglaged upon the honesty or sincerity of
an artist in conveying their emotions through theark, both by fans and by the artists
themselves. One of the ways that artists displeyis$ in the use of confessional modes of
song where the narrative persona is identified wighprivate self, and the content of the
song is purported to be a true story. Howevemftbe point of view of the audience, and

in the context of live performance, the sincerityilauted to such a song is potentially

%0 Su Holmes and Sean Redmond eBsaming Celebrity: New Directions in Celebrity Cuie (London:
Routledge, 2006)

31 Joshua Gamsofglaims to Fame: Celebrity in Contemporary AmeriB&rkeley: University of California
Press, 1994)
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disrupted by the fact of its repetition (on sucoessgates of an international tour, for

example), and this leads us to an important poadearby Frith, that *“sincerity”...cannot
be measured by searching for what bekindthe performance; if we are moved by a
performer we are moved by what wemediatelyhear and seé? Frith suggests that
‘over-the-top’ artists such as Prince, Shirley Bgs®r Mick Jagger, as camp idols, have
‘grasped the camp point that the truth of a feelngn aesthetic truth, not a moral one; it
can only be judged formally, as a matter of gesgnace.” His argument here suggests a
certain futility in the search for the private sekértainly in the case of live performance,
however, it is an integral part of the fan’s pracetlistening and identification, just as live
performance retains importance in terms of the medation of subcultural capital.
Notions of the value of ‘sincerity’, ‘truth’ or tahenticity’ in popular music require
some clarification. Different forms of Rock musiegluding Popular Metal, have long
established their difference from Pop on the greusfdsuch values, on the basis that they
have meaning which is absent from Pop due to tterlainvolvement in the industry as
product over art form. These claims of seriousiaeskvalue were influenced by the
involvement with early Rock music with the 1960sieterculture, and the discourse of
authenticity emanating from music critics in th&@8. The modern western music
industry has become a global phenomenon with retgasdles, distribution and touring.
That said, such global influence is marked by thmichance of a small number of large
record companies and a range of artists who anegpity either British or American. The
modern music industry has grown in strength siheebirth of youth culture during the
twentieth century, and has at its centre a craeraion between art and commerce, artistic
integrity and business. In many ways these ane teelke mutually disruptive, that
commerce can be seen to be antithetical to artiggrity>* For Rock or Metal music in

particular, and especially where it is defined tsyopposition to Pop, idealised and

%2 Frith, Performing Ritesp. 215.
% This sense of pollution is particularly heighteneth regard to folk music, as discussed by Johnr@d
and Chris Gibson iSound Tracks: Popular Music, Identity and Plageondon: Routledge, 2003)
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romanticised notions of authenticity are crucialhte production and retention of
subcultural capital. However, it has been argueddih Roy Shukéf and Simon Fritf?
that this opposition is largely invalid, and thaidR’s participation in the industry is little
different from that of Pop. Frith argues thathe terms of Rock criticism, to see the
industrialisation of the music industry as compraing the ‘truth’ of music is to falsely
assume that music is the starting point and noétiaeproduct of the industrial process. It
Is an empty distinction, as popular music and consmbave co-existed since the
inception of that which we would recognise as tleglern music industry. Thus the
distinction falsely bestows upon Rock and Metakgrde of artistic integrity seen to be
absent from Pop music on the basis of industrigdiisation and production. If indeed
this is the case then any claim for the worth oflRor Metal music on the grounds of its
prioritisation of artistic integrity over commertialue will necessarily fall into difficulty,
because they are as much a part of the indusétbpsoduction of music as is Pop.
However we should not ignore that Rock and Metalinldawrence Grossberg’s terms,
produce meaning for its fans and that meaning ismdap with ideas of authenticity. He
argues that Rock must ‘move from one centre torerptransforming what had been
authentic into the inauthentic, in order to consyaproject its claim to authenticity. For it
is this claim [to authenticity] which enables Rdokmatter, to make a difference, to
empower its fans®® What is crucial here is the persistence of tiseusive function of
authenticity despite the changes in its constra¢ctmd also Grossberg’s assertion that
Rock’s purpose is one of empowerment for its coresgsm| would argue that there has
been a shift in the perception of commodificatioming the period of study in question
here, with, for example, the growth in sponsorsifiparious sections of the industry, and
the continuing controversy concerning file sharamgl illegal downloading. Whilst even

the word ‘authenticity’ has fallen somewhat oufaghion within popular music studies,

% Roy ShukerUnderstanding Popular Musi@™ edn (London: Routledge, 1994) p. 8.

% Frith, Performing Ritesp. 12.

% Lawrence Grossbertlye Gotta Get out of this Place: Popular Conservatand Postmodern Culture
(London: Routledge, 1992), p. 209.
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the values associated with ‘sincerity’ or ‘truttillshave a great deal of currency. In his
article ‘Authenticity as Authenticatiori”, Alan Moore suggests that there are three
authenticities which articulate related assumpteimsut truth or essence with regard to the
Rock song: ‘that artists speak the truth of th@inaituation; that they speak the truth of
the situation of (absent) others; and that theglsplee truth of their own culture, thereby
representing (present) othets.Each of these authenticities is concerned witthtra
communication based on the sincerity of the aatist the assumption that this truth will
represent or relate to the truth of the (absentpaesent) others’ experience. Moore brings
together the terms authentic, real, honest, trutivfith integrity, actual, genuine, essential,
and sincere, using the first of these as a bywardhie field of meaning which these
indicate largely on the basis that it is the fistich is most recognisable from the
academic study of popular music. What this grogiaes is to illustrate that the
interpretation of authenticity which is in actionitiin discourses surrounding popular
music is allied with that which has a value notassarily linked to the provenance of the
artefact, but the intention or agency of the sutgecountering it. Moore’s tri-partite
typology of authenticity ‘depending on who, rathiegn what, is being authenticated’,
which he offers on the basis that the dismissalubfienticity as a tool with which to assess
popular music is premature, indicates that popmlasic authenticity is always authenticity
for someone: it performs value that is relativéhiman socio-cultural terms. Rock and
Metal thrive on a sense of otherness or differeactate of alterity capable of self-
expression and communication. However, it is ineably bound to the culture of
commodity in which context it appears, for it egishly in and through material
disseminated in mass form. In this way, as DaviacBett and others suggest, it
participates in the romantic ideology ‘so necessatye production and consumption of

art under capitalisn™® That is, that the artistic integrity of the wdrk seen to transcend

37 Allan Moore, ‘Authenticity as AuthenticationPopular Music 21:2 (2002), 209-223

% Moore, ‘Authenticity as Authentication’, p. 209.

%9 Brackett, p. 88. See also Jon Stratton, ‘Capitakind Romantic Ideology in the Record Business,’
Popular Music 3: Producers and Marketd. by Richard Middleton and David Horn (Cambedg
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its status as a commaodity, even where that stafiysh@ more visible than in previous
years. The distinction between Rock (or Metal) Bog is, as Roy Shuker points out, a
legacy of a mythology of Rock which began in théa$ ‘when leading American critics
— Landau, Marsh, and Christgau — elaborated a wfeRock as correlated with
authenticity, creativity and a particular politicabment: the 1960s protest movement and
the counterculture®® What persists of this correlation is the binappasition of real /
fake, authentic / inauthentic, Rock and Metal / Ropstic integrity / commodity within
Rock and Metal music and ideology, retaining a saiglifference or otherness, and it is
generally agreed that although these oppositiamtaagely invalid, they continue to have
significance from an ideological point of viéW.In the works of the artists of the period
under discussion here, we find a comparable conggin'the real’ and ‘the fake’
embedded within their lyrics. There are two stetalthis usage, firstly, in terms of using
‘fake’ as an insult, to denote a lack of sinceréty,seen in the My Ruin song ‘Sycophant’
from Speak And Destroyand all you do is take steal and imitate / yoe &@hat you create
/ you're fake; and in terms of a search or desire for a stabéellexperience of
subjectivity. For example, Nine Inch Nails ‘Widinbm Broken ‘Wish there was
something real wish there was something true / Wishe was something real in this

world full of you™?

or Korn’s ‘Blind’, from Korn: ‘Deeper and deeper and deeper as |
journey to / Live a life that seems to be a lestlity / That | can never find a way to

reach’ or ‘Got the Life’ fronfollow The Leader'So give me something that is for real’,

all of which posit the real as something lost, eri@ps more accurately, that state of being
which is unavailable.

This notion of unavailability of the real is conted to the professed disbelief in

the future for the subject, the erosion of the feitais a symbolic construct. One of the

Cambridge University Press, 1983), 143-56 and A&mx ‘The Jukebox of History: Narratives of Losgla
Desire in the Discourse of Country MusiPopular Musi¢ 11:1 (1992), 53-72.
% Shuker, p. 8.
“1 Frith, Performing RitesMoore, Rock: The Primary TexShuker, and Brian Longhur§tppular Music and
Society(Cambridge: Polity Press, 1995)
“2 Although this song is from an EP released in 198@with the strict period of study, it remains ainstay
for live performances and thus has been includeel. he
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overarching themes of what Karen Bettez Halnorscglick the Mainstream Music’, or
FTMM, is that the future, as a symbolic constructibas been destroyed by the negligence
of the parent generatid. This is particularly prevalent in the work of Ngn Manson,

for example, but is evident in the work of manysast the repetition of images of broken
homes, abusive parents and damaged children repai&se of the dis-location of the child
in the inheritance of the family: literally, thdtet child, rejecting the values of the parent,
cannot envisage a place for him or her (but maorenahan not, him) self in the adult
world. Rebellion or resistance, far from beingparsto political action, is formed as
resistance to participation, that is, that the ltehesness which we encounter is
characterised by apathy and nihilism. Referringcgjrally to artists such as Limp Bizkit,
Kid Rock, Slipknot, Eminem and Marilyn Manson aseémplary of the most
transgressive, controversial and popular white rbalals in the American music
mainstreant she points to a formation of youth that does eatlla countercultural life,
and which builds identity from alienation withoweking to change the determinant
factors of that from which it is alienated, whi@sists incorporation but which also denies
the possibilities of its own future. Halnon cnisies this depoliticisation, believing that it is
a distraction from the possibilities of real so@hlnge, and that the spectacular resistance
that is displayed by bands such as Limp Bizkit Eladilyn Manson serves only to neuter
the power of youth. | would suggest that this $padar resistance expresses the abject
loss of agency inherent in this experience of stilyigy, and for which a lack of stability

is represented by the symbolic destruction of theré. A significant proportion of songs
at hand deal with notions of personal crisis asdas of identity. The narrative persona is
consistently presented as being at a point ofsciwgnether in terms of mental or psychic
breakdown, as being affected by past or presemtn@aor questioning their own identity

and sense of self. The sense of crisis that pes/titese songs is intensely personal, and

43 Karen Bettez Halnon, ‘Alienation Incorporated: tikithe Mainstream Music” in the Mainstream’,
Current Sociology53:3 (May 1995), 441-464.
“Halnon, p. 46.
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focuses often on issues of mental health, self-fmrchoccasionally suicide. Variously
this manifests as an uncertainty concerning theéydisillusionment and alienation or
disaffection, a desire for self-transformation, gsions of pain or numbness and a desire
to feel, a feeling of betrayal by parents or theepaigeneration, and a longing for certainty
or clarity, expressed as a desire for authentigtigre this is framed as something ‘real’, or
the desire to establish a community of feeling withers, which can be seen in repeated
reference to ‘them’ and ‘us’ in many songs. ThEese of crisis of subjectivity does not
correspond easily to any one particular socio-egoaarisis affecting the group to which
this music appeals (primarily middle class and @aian) or the artists themselves.
Indeed, as Halnon stresses, this period of musiarked for its general lack of overt
politicisation?® and despite some interaction with ideological oviof America,
particularly in the work of Manson, more direct aoent is absent until the end of the
period of study and the years that follow it, faample, in Nine Inch Nails albuiviear

Zero, which deals with a post-apocalyptic vision of Ama and is heavily critical of
George W. Bush. The only other exception to thighe period of study is the work of
Tura Satana which as | have mentioned deals in somgs directly with issues of

women’s rights, and of economic hardship and usbalence.

The Role of the Body

| shall then turn to the role of the body for tletemporary gothic subject, through
an examination of the themes of pain and violenod shat they pertain to the
contemporary gothic subject and its sense of criSisntextualising this figure in specific
cultural practices associated with Popular Metal Alternative culture | shall examine the
areas of body modification and crowd activity a&elperformances. | will suggest that the

body acts as a site of verification in subject fation.

> There are some exceptions, such as Armenian-Aareband System of a Down.
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The sense of crisis and desire for ‘the real’ ideat above are paired with a
concentration upon the bodily, whereby the phydieradls solidity to the uncertain and to
that which pertains to the mind and is thus togreke intangible. There is a wide range of
literature which can be brought to bear on theudismon of the body in relation to this kind
of popular music and the subjectivity expressedeinereflecting the intersubjective
nature of the study of popular music and the caltunich surrounds it. From this body of
literature | have chosen to focus on those aspdutsh emphasise the role of the body in
identity formation. The work of Bryan Turri&and Chris Shillin§ is of particular
importance here, particularly Shilling’s theorisatiof the ‘body project’, which | shall go
on to discuss.

There are three areas in which the sociologicalystif the body is especially
developed: issues of gender and sexuality, issulesaith and medical discourses, and
iIssues of representation and social relations. Widr& of Michel Foucault, particularly
The History of Sexualityn addition to Maurice Merlau-PontyPhenomenology of
Perceptionare of primary importance in terms of generaluafice in the analysis of the
body. A seminal text of this new sociology of thedy was Bryan TurnerBody and
Society*® responding to what he saw as a lack of study ety as a site of meaning.
The centrality of the body to the production of fubject’s sense of identity is represented
by what Turner calls ‘'somatic society’, a phrasedut® describe how the body exists as

‘the principal field of political and cultural agtty’ *°

in contemporary society. Turner
sought to unearth a hidden history of the body,@magving on Foucault’s theorisation of
biopower and biopolitics, foreground the human basly social construct produced ‘in
order to be controlled, identified and reproduc8dThe turning point in this social

construction of the body is identified by FoucanlfThe History of Sexualitgts to occur in

“6 Bryan TurnerThe Body and Society: Explorations in Social The@yedn (London: Sage, 1984), and
Regulating Bodies: Essays in Medical Sociolgyndon: Routledge, 1992)

47 Chris Shilling, The Body and Social Theofyondon: Sage Publications, 1993), &fte Body in Culture,
Technology and Sociefizondon: Sage, 2005)

“8 Turner,The Body and Societg. 63.

9 Turner,Regulating Bodies.162.

¥ Turner,The Body and Society. 63.
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the seventeenth century, where power over lifbyerathan death, became dominant. This
power took two forms, the power over the body @f itidividual, as represented by the
increasing importance of disciplines such as mé#iwawledge, and the second, power
over the population. Foucault characterises thegbe ‘disciplines of the body’

(anatomo-politics) and the ‘regulations of the dafian’*

(biopolitics). (The beginning
of this era of biopower is seen by Foucault torisrumental in the development of
capitalism, which he argues would have been imptesgiithout ‘the controlled insertion
of bodies into the machinery of production andabgistment of the phenomena of
population to economic processgd.’Since then, in western capitalism, we understand
our bodies in a biomedical framework provided tdysnedical experts, and we
understand our subjectivity as being part of theeelence of a population. Thus the body
of the individual and the body of the public arsctéed, evaluated and controlled
accordingly. Crucially, this kind of power doed mappear as power in an oppressive
sense, rather as that which enables us to unddrstarexistence — a productive model of
power. This technology of power is similar in maegpects to that offered to us by the
discourses of health and safety which have becanpeasminent in recent years in an
increasing number of domains, and which has leatesmmmentators to discern a culture
of fear?® whereby we accept control over life as a meamsdserve life, the social and
political ideal of freedom taking on an Orwelliarversion in this context.

For example, we may look at the increase of the'st control in curtailing of
individual liberties in response to internatiorerorism. This control over the body of the
population purports to prize the safety of that\had the expense of the liberty of the
individual bodies which make up that populationt, Wwhich is presented as justifiable in

light of the risk which is said to threaten thedat One may argue that international

*1 Michael FoucaultThe History of Sexuality Vol 1: The Will to Knodde trans. by Robert Hurley
(London: Penguin, 1976) p. 139.

°2 Foucault,The History of Sexualify. 141.

3 Such as Frank Furediulture of Fear: Risk-Taking and the Morality ofid&Expectation (London:
Cassell, 1997). With regard to international tasm, commentators such as Wole Soyir®imate of Fear
(London: Profile, 2004) have identified the manimewhich the body of the individual becomes subject
suspicion and fear, in the name of freedom.
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terrorism is produced as a global risk, in the neam which Ulrich Beck described in
Risk Society: Towards a New Moderpiityiot only as a risk specific to modernity, but also
as a fallacy — a creation of the state in ordexotatrol the population.

In contrast to the biological fixity of the bodypresented by the vast medical
knowledge of the body (and the unprecedented nteacentrol it) available in
contemporary society, there are available a vaayaf socio-historical categorisations of
the body. We are presented with a multiplicitypotlies: the consumer body, the disabled
body, the female body, the body of the child -o&lMvhich position this categorisation of
the body as crucial to the development of subjégtivMary Evans points to the increasing
complexity at the beginning of the twenty-first aany of the question of the status of the
body now that we have come to understand it. Usiagexample of feminism and in
particular the work of Judith Butler and Susan Boishe argues that our understanding of
our bodies moves away from biological fixity antgbithe uncertainty of the culturally and
historically formed entity®> Evans’ purpose in the collection of essays thalterup that
particular work is to illuminate the different waiyswhich the certainty-reality of the body
Is questioned in such a context. Michael Fehethenintroduction td-ragments for a
History of the Human Boglya work Turner uses as an exemplar of the quafitgodern
scholarship on the botfy argues that the body is a modern locale of atittign
describing an obsession with the body in crititatlg as a search for values in the face of
a social reality in which the self and the body ameertain principles, where we have
moved away from traditional conceptions of the badg the body’s relationship to the
self. He cites an epidemic fed by carnal desaeafissociation of procreation and

sexuality, and a confusion between human and maghin

** Ulrich Beck,Risk Society Towards a New Modernttans. by Mark Ritter (London: Sage Publications,
1992)
> Mary Evans and Ellie Lee edReal Bodies: A Sociological Introducti¢gdampshire: Palgrove, 2002)
* Bryan Turner, preface to Pasi Fallhe Consuming Bodj.ondon: Sage, 1994) p. viii.
" Michael Feher with Ramona Naddaff and Nadia Tdsi,Eragments for a History of the Human Body
(New York: Urzone, 1989) p. 12.
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Chris Shilling puts forward the idea of the ‘bodypject’ as one way in which we
can begin to understand our bodies within moderrgkilling observes that at a time
when we have unprecedented control of our bodiesane simultaneously more doubtful
of what that body is, and how this control shoutdelxercised® The ‘body project’ is a
concept which, he argues, represents a tendenbijnwmitodern western society to link the
individual’'s sense of self-identity with the pretsion of the body. In this sense the body
is ‘an entity which is in the process of becomffgto which work must be applied, and
which work which is differentiated from traditionat tribal society’s marking or
modification of the body in that it defines not@mmunal understanding or social
acceptability of the body through ritual, but tb&the individuated self, the reflexive self.
Consumer society responds to these body projeciadh the provision for social anxiety
through the products it offers — slimming and cosorads, for example. Drawing on
Foucault’s theory of biopower, Shilling argues ttheise methods are methods of control,
‘less by brute force, as in traditional societi@sd more by surveillance and stimulati6h.’
This power by surveillance and stimulation masgdesaas free choice and as such
becomes naturalised. The idea of the body progecan ongoing process in which self-
identity is linked to the presentation of the boldyt which presentation is facilitated by
consumer society, raises issues of control whieheapecially pertinent here.

In a similar vein, work on the modification of thedy which explores the body as
canvas or art project are particularly useful oample, the work of Mike Featherstdiie,
Victoria Pitts®” and Paul Sweetman jn exploring the tattoo’s relation to fashion, ahd
ideological divide between modification and mutdat and understanding issues of

ownership and control concerning the body of tHgestt. Christian Klesse and James

%8 Shilling, The Body and Social Theory, 3.
% shilling, The Body and Social Theory, 4.
% shilling, The Body and Social Theory, 67.
®1 Mike Feathersone, Mike Hepworth and Bryan S. Tusus., The Body: Social Process and Cultural
Theory(London: Sage Publications, 1991)
%2 victoria Pitts, ‘Body Modification, Self-Mutilatio and Agency in Media Accounts of a SubcultuBsdy
and Society5:2-3 (1999), 291-303. and The Flesh: The Cultural Politics of Body Modiftmn (New
York: Palgrave Macmillan, 2003)
% paul Sweetman, ‘Anchoring the (Postmodern) S8&2ly Modification, Fashion and IdentityBody &
Society 5:2-3 (1999), 51-76.
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Myers™ have discussed the motivation of some body madifie group called the Modern
Primitives, in relation to a perceived lack of commal rites in western society, for which
the authentication of the subject through body rication represents a ceremonial
engagement in those activities that resembles &made of passage. They argue that a
loss of faith in the progress of civilisation hasguced a feeling of alienation, in response
to which the subject is variously engaged in treedefor ‘authenticity’. Whereas the
tribal appearance of body modification is assodiatéh initiation rites and ceremonial
value, this neo-tribalism does not entail compuisaodification, and is undertaken and
experienced largely on an individual rather thamecwnal level. Paul Sweetman argues
that tattoos and piercings can be viewed as ‘badjepts’, ‘as attempts to construct and
maintain a coherent and viable sense of self-itetitiough attention to the bod$’ In

such an attempt, it is the materiality of the badych enables this stability, and this
stability is the primary determinant of authenticitSweetman argues that despite the
popularity of the imagery of body modification, aak tattoos and piercings (the two
examples upon which he concentrates) cannot beadiidrom their means of production,
and that the permanence or semi-permanence ofrbodjification is in contrast to the
transitory nature of fashion, and as such has bearacterised as anti-fashih.

However, as Sweetman points out, although the msek may be permanent (or semi
permanent), such permanence does not apply ton@kteferents, which also determine
the meaning of such marks. Whether we are to stalet body marking as a form of neo-
tribalism or as a form of modern fashion, whatiglent is that the body is used as a tool

to explore and define subjectivity. As Mike Feathene suggests, consumer culture

% Christian Klesse and James Myers, "Modern Priisth”: Non-Mainstream Body Modification and
Racialized RepresentatiolBody & Society5:2-3 (1999), 15-38.
% Sweetman, p. 53.
% Ted Polhemus and Lynn ProctEgshion and Anti-Fashion: Anthropology of Clothiagd Adornment
(London: Thames and Hudson, 1978) and Ted Polheftregtstyle: From Sidewalk to Catwdllondon:
Thames and Hudson, 1994)
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charges the body with ‘new identity functions’ fieircing the notion ‘that the body is a

vehicle of pleasure and self-expressith.’

The Grotesque and the Gothic Monster

The third chapter focuses upon the experiencheo$tibject as one of monstrosity,
drawing on theories of horror and the grotesquautgest that the contemporary gothic
subject can be profitably read in frameworks sutggkby the study of the monster in
gothic and horror texts. Working on the basis thatcontemporary gothic subject exists
in a world which can be characterised as grotedgeiqlore the notion that he or she
experiences a confusion between self and othghall argue that Julia Kristeva’s theory
of abjection can also be used to understand thest@oand the use of the grotesque in
Popular Metal, with reference to self-harm andrd@irrence of a thematic concern with
mental health issues and the instability of thé sel

To understand the significance of the grotesqueasaracterisation of the self in
this context it is first important to briefly surw¢éhe development of the term as it is used
to apply to art and literature, and also of itsraxtion to the contemporary gothic. The
root of the term is ‘grotte’, from the cave or dooin which particular decorations were
discovered during Roman excavations in the sixteeantury. The style, which combined
both human and animal elements, was imitated throuwigthe sixteenth century in art and
architecture, and is characterised by the unusaabation of the realistic and fantastic.
This combination, which refutes normal organisadiarategories, is fundamental to
positioning the grotesque as that which challeragegpted boundaries, and embraces
incongruity. Although the term and that to whitlsiapplied has undergone some
development, there are certain recurrent featwlesimg to its application. Philip

Thompson argues that the term ‘does not have dgamtmmeaning, but we may distinguish

" Mike Featherstone, ‘The Body in Consumer CultureMike Featherstone, Mike Hepworth and Bryan S.
Turner edsThe Body: Social Process and Cultural The@rgndon: Sage Publications, 1991), pp 170-96, (p.
170.)
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certain recurring notions about #’ There are a number of ways in which to interjirét

is an umbrella term variously embracing disharmaing,comic and the terrifying,
extravagance and exaggeration, abnormality, ratiigalsubstance and presentation, the
absurd, the bizarre, the macabre, caricature, pasadire, irony, aggressiveness and
alienation, playfulness, paradox and contradictibsprder, hyperbolism, negation,
ridicule, burlesque, subversion, monstrousnessatioat, fear and terror, the overthrowing
of convention, strangeness, ugliness, repulsiorfastination, carnival and the uncarffly.
Wolfgang Kayser, in his important work on the geafee, identifies three historical
periods in which what he describes as the ‘powelaokness’ or ‘ominous powers’ were
felt and which are reflected in the use of theggqtie: these are the sixteenth century, the
period from Sturm und Drang to Romanticism, andtttentieth century. Furthermore, in
these periods, he argues, the certainties of aquewage were washed away and the
appearance of the grotesque in art and literataseawesponse to this sense of
uncertainty’’ This view has much sympathy with the notion &f #ppearance of the
gothic at times of excess and uncertainty. By kivg this association | wish to suggest
that the contemporary gothic subject, as a pattisfrecurrence, can be positioned as
responding to social anxiety and a sense of excess.

Related to this ‘excess’ is one of Kayser's mognesting points concerning the
usage of the grotesque, namely that it can be agan attempt to subdue the ‘demonic’
aspects of the worltf. That is, to embody and control those aspectshwtam be seen to
threaten the normal order. The intersection ofgthihic and the grotesque in the

nineteenth century is particularly interestinghistrespect, as the gothic often shows a

%8 philip ThompsonThe GrotesquéLondon: Methuen, 1972), p. 20.

% This list has been garnered from a survey of aifeportant texts on the history and usage of the
grotesque: Geoffrey Galt Harphan®s The Grotesque: Strategies of Contradiction ihakd Literature
(Princeton NJ: Princeton University Press, 1982khdil Bakhtin’sRabelais and His Worlttans. by
Hélene Iswolsky (Bloomington: Indiana UniversityeBs, 1984), Wolfgang Kayser's semifiale Grotesque
in Art and Literaturetrans. by Ulrich Weisstein (New York: Columbia WMeisity Press, 1981), Arthur
Clayborough’sThe Grotesque in English Literatu(®xford: Clarendon Press, 1965), Michael J. Meydbr
Literature and the Grotesquémsterdam: Rodopi, 1995) and Mary Russbie Female Grotesque: Risk,
Excess and ModernifNew York: Routledge, 1994).

O Kayser, p. 188.

" Kayser, p. 188.
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strong thread of conservatism, a nostalgia oraatiton of the normal order, through the
use of distortion. Indeed, Arthur Clayborough agthat the associations of the grotesque
with distortion first appear in the Romantic usafi¢he term, through its association with
the gothic’®> The banishment of the gothic monster represéetse-established order as a
resolution of anxiety, with the grotesque functianas a critique of the real, for the
grotesque must always contain the real withinfitséhe fear experienced in reaction to
the grotesque is the fear of our own potentiatangform into that grotesque being; it is
the fear that the delineation between self andragheuch less stable than we may have
imagined. This apprehension of the instabilitygelf is also met within Kayser’'s work
with regard to the experience of madness, whicbdlfis ‘one of the basic experiences of
the grotesque which life forces upon {%5.We may apprehend this in the repeated
reference within contemporary American Popular Mietanadness, insanity or mental
instability.

The echo of the normal found within the grotesigusso the subject of the links
between the grotesque and physical abnormalityryRasso, drawing on Mikhail
Bakhtin’s work on Rabelais, maintains that all bategories of the grotesque rely heavily
on the trope of the body, going so far as to say/hler interest in the grotesque is based
upon its status as a bodily categbtyin particular, she examines the correlation betwe
the female body and the grotesque, in the senséhéemale body has historically been
associated with the monstrous and the liminal. Fgsso, the normalisation of the male
body means that the female body is always prodaseatkevianf> This kind of production
of deviance is particularly noticeable in the wofklura Satana and My Ruin, as we shall
see. Bakhtin posits that the grotesque body &y in the act of becoming. It is never

finished, never completed; it is continually budteated, and builds and creates another

2 Clayborough, p. 14.
3 Kayser, p. 184.
" Russo, p.viii.
S Russo, p. 11-12.
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body.””® For Bakhtin, the boundary between one body amthen is central to the
grotesque. Those elements of the lower bodilystnafor example the phallus and the
bowels, those excretions and emissions which dem dfie subject of disgust, are a critical
part of understanding how we conceive of our owdié® In addition, ‘the events of the
grotesque sphere are always developed on the boudidading one body from the other
and, as it were, at their points of intersectinThus, as Julia Kristeva would later argue
with regard to abjection, we give birth to oursalve those moments of excretion, of
vomit, of tears. Our selves are realised at tbattpvhere the divide between one body
and another are brought into focus. By the sarkentocour selves are challenged when we
are presented with that boundary.

Throughout these various characterisations ofitbheesque, one element remains
constant, and it is that of its ambivalent or ambigs nature. The ambivalence
experienced with regard to the grotesque is theadheme for this section. It is this
ambivalence that motivates us to both laugh angdidgpisted, to be drawn to and repelled
by the same object or experience. Bakhtin clestdyes that to ignore the ‘deep
ambivalence of the grotesq(féis a fundamental mistake. This deep ambivalencieslin
the reaction of the audience — and indeed the matigperformance — as being crucial to
the grotesque. Kayser maintains that the grotesgcreated only through its reception,
that no object is or is not grotesque but that vedert so by our own reaction; that it is
possible to experience something as grotesquetdesptructural lack of evidence to
support that belief® Kayser’s vehemence on this point is, | believetivated by the
desire to convey the sense that the grotesque tansbould not be used to impose a

moral judgement. He makes the point explicit, thatgrotesque is not concerned solely

5 Bakhtin, p. 317.

" Bakhtin, p. 322. It should also be noted thatHimkmaintains that the grotesque body has a aiioel
with the ancestral body, for death brings nothimgn end, as it shall be renewed by the next géoera
This theme of the ancestral body has resonancetigtprimordial or universal body of the alchemiftsm
which all things in the universe emanate and tactviaill things wish to return, and to which Marilytanson
makes reference in much of his work, particul@nhtichrist SuperstaandHoly Wood and which may have
a correlation to the ‘character’ of ADAM which igecurrent reference in these albums, and to aress
extent,Mechanical Animals.

8 Bakhtin, p. 304.

" Kayser, p. 181.
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with ‘individual actions or the destruction of theral order... It is primarily the
expression of our failure to orient ourselves ia piysical universé® While
Clayborough also maintains that the grotesque damnoharacterised solely with regard
to rejection, and that curiosity should also plagyeat in analysing the grotesqttehe
believes Kayser's definition to be subjective andeliable®* While Kayser emphasises
the reaction of the audience, Clayborough asdeatdie intention of the artist should be
taken into account. Clayborough’s definition of tirotesque and categorisation of
different types of art relies on a psychoanalygipraach, involving the degree to which
the conscious mind of the artist is affected bydhleconscious. | retain some suspicion of
his assessment of Kayser’s work and of his ownrtheslating to the interaction of the
conscious and subconscious mind, primarily becadsebt the usefulness of this
approach with regard to the value of the intentbthe artist in the assessment of the
worth of a work of art. Furthermore, Kayser’'s as& of the world of the grotesque is
much more illuminating with regard to the experiewn the grotesque, which is itself

much closer to my own work:

The grotesque world is — and is not — our own wofltie ambiguous way in which
we are affected by it results from our awareneasttie familiar and apparently
harmonious world is alienated under the impactwysenal forces, which break it

up and shatter its cohererfce.

Kayser’s invocation of the notion of alienation ntay/seen to have parallels with the
alienation of the contemporary gothic subject fithia ‘normal’ world, and its usefulness
as a means to investigate the contemporary gatbiest can be seen with the manner in
which it concerns the loosening of boundaries betwbe self and other.

This can be further contextualised by Julia Kriate theory of abjection. Based

upon psychoanalytic foundations, Kristeva’s theotiiques both the notion of a secure

8 Kayser, p. 185.

81 Clayborough, p. 72.
8 Clayborough, p. 64-5.
8 Kayser, p. 37.
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self and clear lines between the conscious andnsooaus. | will draw upon this theory
here in order to examine the way that the grotesauethe monstrous are concerned with
the liminal and the boundary between self and otfigsere is much in Kristeva’s work on
abjection that addresses the notion of subjectasta process, and the notion of the
grotesque body. The particular work addressed ib&ewers of Horroy published in
1982. The abject, meaning literally that whicleast off or cast away, is used here by
Kristeva to describe that which is neither subjemtobject, that which exists on the
boundary between the two. In defining the thedrthe abject as pertaining to this subject
/ object relationship she takes her lead from thekwef Georges Bataill& whom she
describes as the first to make the link betweeadiion and the inability to perform the act
of exclusion with enough strength. Her developnwérihe theory of the abject is in part a
critique of Freudian notions of the assertion & $elf as the firm boundary between the
conscious and the unconscious, maintaining instestdhe self is not as secure as this
Freudian formulation would suggest, indeed thajestilvity is never secure. Within the
terms of the Freudian theory of repression, iuggested that the process of repression

remains incomplete:

The ‘unconscious’ contents remain hereludedbut in strange fashion: not
radically enough to allow for a secure differentiatbetween subject and object,
and yet clearly enough for a defenspasitionto be established — one that implies

a refusal but also a sublimating elaborafon.

Thus the relationship between self and other, earl outside, can be examined. This
idea of subjectivity as a process has some sympathyChris Shilling’s theory of the
body project, that is, the self that is always pracess of becoming. Kristeva also
explains that the process of subjectivity can beeoled in bodily functions, with reference

to the ‘clean and proper body’, therps propre That is, not the level of hygiene or

8 In particular, ‘L’Abjection et les Formes Misérabl in Essais de Sociologie, Euvres ComplefPsuris:
Gallimard, 1970) 2: 217 which she references ingi#raT hree, ‘From Filth to Defilement'.

8 Julia KristevaPowers of Horror: An Essay on Abjectidrans by Leon S. Roudiez (New York: Columbia
University Press, 1982) p. 7.
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cleanliness of the body, but the process of disgustpulsion that we feel when
confronted by food which we loathe, or the presesidbe corpse. The example she
provides is that of the ‘gagging’ feeling she exgeces when faced with the skin that
forms on warm milk, with reference also to the cagn of the parent who offers it to her.
While the parental relationship is of only pasdimgrest here, what is crucial is the
manner in which she describes the drama of theasé#tis point of crisis: ‘During that
course in which “I” become, | give birth to mysathid the violence of sobs, of vomff.’

The example of the corpse is similarly illuminating

...refuse and corpseafhiow mevhat | permanently thrust aside in order to live.
These body fluids, this defilement, this shit ateatife withstands, hardly and
with difficulty, on the part of death. There, | @anthe border of my condition as a
living being. My body extricates itself, as beialiye, from that borde?t’

The corpse, as the ‘utmost of abjection’ servdwritag into sharp focus our presence as
living beings, by making active the border betw#enliving and the dead. What causes
abjection then is not ‘lack of cleanliness or healbut what disturbs identity, system,
order. What does not respect borders, positiahssr The in-between, the ambiguous, the
composite® The process by which we reject the waste fromomur body, and feel
disgust, is that which makes stronger our subjagtiour defensive position. While this
would seem to be purely negation and rejectiois,tid be remembered that there is here a
loosening of certainties, the abject is that thioudpich boundaries are destabilised.
While the abject may release that which threatermwérwhelm us, it also offers us
freedom from those laws or boundaries. It is timas the ambiguity we feel in reaction to
the horror genre, for example, is made clear. e returned here then to the theory of
the grotesque, and its ambivalence or ambiguitythé threat of the destabilisation of

boundaries we are both thrilled and terrified. Tritensity of the abject is nauseating, but

8 Kristeva, p. 3.
87 Kristeva, p. 3.
8 Kristeva, p. 4.
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to embrace it is thrilling. To engage with theeatbjis to simultaneously realise both the
terror and the fascination of the loosening of lmarres. Kristeva’'s work must, of course,
be contextualised with regard to its status assrewist psychoanalysis, and based upon the
development of the pre-Oedipal child, the influentehich she sees as extending into
adult life. We could also perhaps posit that Ksts work in this respect participates in a
particular kind offin-de-siécleanxiety concerning the distinction between setf ather

and the negotiation of materialiy. It is my intention in presenting such context to
indicate an underlying assumption of this work tihat contemporary gothic subject can be
seen to be in crisis with regard to the distinct@tween self and other, that is, in a

particular context concerning monstrosity.

The Figure of the Child

The fourth chapter concentrates on the figurdefachild as central to the
development of the contemporary gothic subject,drad/s on the tradition of the child as
monster in gothic and horror texts as a contextHferappearance of the figure of the
Vengeful child, as it is used to critique the pamgeneration and embody notions of
revenge. | will suggest that the identificatioritwihe child figure is used to explore a
feeling of lost innocence and in the case of meista, a vulnerability consistent with a
discursive crisis of masculinity. | shall also aeghat the figure of the child is highly
symbolic, highlighting an anxiety concerning théufe as an ideological construct,
including a feeling of blame toward the parent gatien.

There is a recurrent duality to the figure of thdd which is key to my analysis
here. In this respect | am to a certain degreengragainst the social constructionist
paradigm established by Philippe Aries in the 19@0h the publication of his work
Centuries of Childhoa® which has been tremendously influential in theedlepment of

social theory concerning the child. Since the jwalibn of Aries’ book, it has become a

8 See for example Kelly Hurlefihe Gothic Body: Sexuality, Materialism, and Degatien at thefin de
sieécle. (New York: Cambridge University Press,@99. 11.
% Philippe AriésCenturies of Childhoadtrans. from the French by Robert Baldick. (LondBGape, 1962)
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staple of socio-cultural work on the child to ass@ildhood as a socially constructed
concept. Ariés’ study of French social history tedhis assertion that while there have
always been children, childhood, as a distinctqaewithin the lifecycle during which
persons are afforded special rights or are seegguare special protection due to their
vulnerability, is an ostensibly modern concept #raerged at roughly the end of the
seventeenth century. It has, since its publicastarted what Neil Postman calls ‘the
rush’ on analysis concerning the child, a great dbahich concerns an alleged crisis of
childhood® Primarily, these works address the threat to \Wharidgeman calls
‘common sense understandings’ of what childhoodiki¥ that is, a sense of innocence
coupled with nostalgia. However, various theoristge argued for the recognition of a
dual conception of the child as either innocergioful throughout history, particularly
within the Christian traditiof; and it is this view that | shall take up here hwigference

to the significance of figure of the child in then&rican cultural context. The dual
conception of childhood, as both victim and thresagxplored by Harry Hendrick as part
of a trio of dualisms (victim/threat, mind/body,rntal/abnormal) that help to ‘encapsulate
children in an entity of investment that treatsnthes constituting “the future®® This

same bifurcated view of childhood can be obseraezhrly American Evangelical Puritan
child-rearing manuals, as explored by Philip Grev@mneven’s exploration of various texts

pertaining to child rearing reveal a view of chddrwithin the evangelical Puritan

% Neil PostmanThe Disappearance of Childhoo@™ ed. (New York: Vintage, 1982) p. 5. These works
include Michael G. Wynesg§ontesting Childhoo@London: Falmer, 2000), Phil Scratdhildhood In
Crisis (London: Routledge, 1997), Pam Foley, Jeremy RagiteStanley Tucker ed€hildren In Society:
Contemporary Theory, Policy and PracticéBasingstoke: Palgrave in association with tipe®University,
2001), Valerie Suranskifhe Erosion of ChildhoofChicago: University of Chicago Press, 1984), Davi
Elkind, The Hurried Child: Growing Up Too Fast Too Sa®&eading, MA: Addison-Wesley, 1981), Marie
Winn, Children Without Childhood: Growing Up Too Fasttire World of Sex and Drug@New York:
Penguin, 1983), Lionel Ros&he Erosion of Childhood: Child Oppression in Biitd 860 — 1918 (London:
Routledge, 1991), Joseph L. Zornattoenting The Child: Culture, Ideology, and ther§tof Childhood
(New York: Garland, 2001), Allison James and AdriiadamesConstructing Childhood: Theory, Policy
and Social Practice(Basingstoke: Palgrave MacMillan, 2004),

%2 Jo Bridgeman, ‘The Child’s Body’, in Mary Evansdallie Lee eds.Real Bodies: A Sociological
Introduction (New York: Palgrave, 2002) pp. 96-114.

% See, for example, Shulamith Shat@hjldhood in the Middle AgegLondon: Routledge, 1990), and
David Grylls,Guardians and Angels: Parents and Children in Neeg@ith Century Literature(London:
Faber & Faber, 1978)

% Harry Hendrick Child Welfare: Historical Dimensions, Contempordgbates Revised edition.. (Bristol:
Policy Press, 1994)
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community that vacillated between angel and fiemdanised around the need to instil
self-control in the child. The infant, not ableexercise self-denial or self-control,
reiterated human nature as both depraved and sarfdlthis observation influenced
attitudes toward the human body: bodily functionshsas defecation and urination, over
which the infant had no control, being a daily ned@r of the ‘inner corruption of human
nature.® As Elizabeth N. Goodenough stresses, Calvantsmof infant damnation
were discarded during the first half of the ninateecentury as ‘Romantic ideas about the
child’s divine innocence permeated transcendemnthicgight, educational reforms, the
Sunday School movement, the growth of paediataiod,the spawning of a new secular
literature for and about children’ and ‘gentlerdildine was advocated in the child-rearing
manuals...which proliferated after 183Dhowever, these notions of the dual nature of
childhood were taken up by such writers as Nath&fagthorne and integrated into the
American gothic tradition; most famously perhapgimpresentation of the child Pearl in
The Scarlet LetterThus there is, within the American cultural cotif@n existent

tradition of the child as potential threat upon evhthe contemporary gothic draws.

There is an additional figuration of the child wiihas significance here. Sheila
Whiteley’'sToo Much Too Youngxplores both child stars and the place of chibdhand
gender in popular music, and suggests two partidiglares: the little girl and the little
boy, as tools for investigatioff. The former she associates with such figures &is To
Amos, Bjork and Kate Bush, with reference to th@rerability of femininity as
performance®® the latter with boy bands such as Take That orMbekees. Referencing
the appearance of children in horror film, Whitet&ntres on the transgressive potential of

the child figure, as both innocent and knowing:lareasy relationship’ which informs ‘the

% Philip GrevenThe Protestant Temperament: Patterns of ChildragriReligious Experience and the Self
in Early America(New York: Alfred A. Knopf, 1977) p. 66.

% Elizabeth N. Goodenough ‘Hawthorne and Women: Bdgeng and Expanding the Hawthorne Tradition’
in Hawthorne, Woolf and The Child: “Demons of Wickexié\ngels of Delighted. John L. Idol Jr. and
Melinda m. Ponder (Amherst: University of MassaatssPress, 1999) p226 — 236, p. 228.

%" Sheila WhiteleyToo Much Too Young: Popular Music, Age and Gendeondon: Routledge, 2005)

% Whiteley, Too Much Too Young, 121.
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tension surrounding the erotic potential of thengbody.?® The video for Britney

Spears’ ‘Baby One More Time’, in which she appeansously dressed as a schoolgirl and
in her underwear in her bedroom, is a particulangpie of the result of this uncomfortable
relationship between innocence and the promisexfvhich circulates in the
sexualisation of young bodies around the ‘barejaleteen or the Lolita figure. The
politics of desire and attraction which inform figure of the ‘little girl’ are inscribed and
fought across the female body. The figure of tite’ boy’, which Whiteley describes as
having ‘had to take on the generic conventions iseddy a fifty year heritag€® is most
clearly represented by the boy band or by the @paints ofPop Idol exist in contrast and
opposition to the tradition of aggressive Rock nuatk rockers, as explored by Simon
Frith and Angela McRobbie, for exampf&. The figure of the child that we encounter in
the work of the artists | will explore here negtamthe ideological terrain of what
Whiteley calls the three As — Abuse, Abjection @ieénation,°*and certainly in the work
of Korn, | would suggest that vulnerability is egpsed through identification with a figure
similar to that of the ‘little girl’, and can beeseto participate in a discursive crisis of

heteronormative masculinity

Marilyn Manson

The final chapter of my thesis is dedicated toviloek of Marilyn Manson, perhaps
the most prominent artist of the period and a festang figure whose fame, or rather
notoriety, extends beyond the scope of the audifardas music to a much greater extent
than any other artist of this period. This chajdems a case study of sorts, building on
the work that is done throughout the thesis, anal r@sult the chapter follows a slightly
different structure than those which precede iis Wbrk shall be examined as a key

example of contemporary gothic subjectivity in terai the model | will present, utilising

% Whiteley, Too Much Too Young, 24.

1% Whiteley, Too Much Too Young, 124.

191 Simon Frith and Angela McRobbie, ‘Rock and Sexyaiin Simon Frith and Andrew Goodwin ed€n
Record: Rock, Pop and the Written Woidlondon: Routledge, 1990.)

192\Whiteley, Too Much Too Young. 67.
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the analytical conclusions of the chapters whiagimfthe main part of the thesis. Of
particular interest here is his use of named estibr narrative personae which come to
define his star persona, each of which draws oardée/source material, which | shall
explore, and which conflate the three levels af stantity previously discussed. In this
respect his work shows a departure from the wotkiotontemporaries in terms of the
presentation of self, and which shows a clear ttetiteories of performance art and the
idea of the artist-as-artwork, as well as somelfgsavith such artists as David Bowie. In
this chapter, as well as exploring the construatibthose named entities through his use
of symbolism, | shall examine his work with regémdheories of the spectacular and the

hyperreal.
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Chapter One

The Subject and the Contemporary Gothic

The aim of this chapter is to introduce the conterapy gothic subject as a
construct, a figure which will be used throughdus thesis as a tool to investigate various
aspects of American Popular Metal music and cultureng the period of study. Against
a backdrop of the proliferation of the gothic as@de in popular culture, the narrative
personas of various American Popular Metal ardstsng this period offer articulations of
individuality in contemporary society which cand®en to participate in the traditions of
the gothic, and more specifically the American aodtemporary gothics, insofar as the
latter has gained academic popularity in recentsyaetably in the work of such theorists
as Catherine Spoon&Alexandra Warwick and Steven Bruhm.My interest in using the
contemporary gothic as a context for these atiesgprimarily in the role that the past, and
painful or traumatic experience plays in subjectfation, and the manner in which the
gothic deals with social anxieties through the nimus and the grotesque, in addition to
the relationship that these kinds of artists haith the Goth subculture and its variants.
With relation to the Goth subculture, | shall explthe reasons for the misapplication of
this term to other Alternative cultural groupingdich shall open up the discussion of the
popularity of the gothic within contemporary poputalture. Having located the gothic
contexts in which the work of these artists maylaeed, | shall then investigate in greater
detail the narrative personae in their work asesegntatives of this contemporary gothic
subjectivity. Furthermore, | shall introduce thena@d concepts which will be explored in
later chapters, and theoretical approaches whidnnmthis study as a whole. As was
explored in the Introduction, the use of textualgsis based upon lyrical sources is part

of a cumulative approach to this music and itsaurding culture which incorporates

! Catherine SpooneGontemporary Gothi¢London: Reaktion, 2006)

2 Alexandra Warwick, ‘Feeling Gothicky®othic Studies9:1 (2007), 5-15.

% Steven Bruhm, ‘The Contemporary Gothic: Why We dNie The Cambridge Companion to Gothic
Fiction, ed. Jeremy G. Hogle (Cambridge: Cambridge UnitieBsess, 2002) pp.259-276, and ‘Nightmare
on Sesame Street: or, The Self-Possessed CBitdhic Studies:2 (2006), 98-113.
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cultural practices and aesthetics in addition eodtudy of lyrics, which are used with the
understanding that they enable the explicatiomefartist-as-subject and subject-in-
performance, rather than to be taken to reprekernbtality of meaning produced by

popular music.

Gothic, Goth Subculture and Adjectival Codes

When discussing the gothic in popular culture padicularly in popular music, it
is necessary for reasons of clarity to differeetia¢tween what is meant by gothic as a
prevalent mode in evidence in popular culture, tiedGoth subculture such that has been
documented in great detail by such theorists asHadkinson. My intention in doing so
is not to provide a distinction which excludes @men the other — such an approach would
be disingenuous — but simply to make clear th&tlking about the gothic, | am not
merely approaching the Goth. Indeed it is my itiento indicate the adaptability of the
gothic under different circumstances. It is als® tase that one may observe the
widespread misapplication of ‘Goth’ by the mainatremedia to refer to other cultural
groupings who would not identify as such, the fliatton of these different groupings
under the blanket term ‘Alternative culture’, ahe resistance to the mainstreaming of the
term from within the Goth subculture, which is defl as that subculture still currently
active which originated in the British post-punkwyement of the 1980s. For example,
Marilyn Manson, although often described in themsiteam media as a ‘Goth-rocker’ is
noted by Joshua Gunn to be a figure whom partitgp@anthe Goth subculture do not
accept as a Gothinterviews with members of the Goth subculturlancy Kilpatrick’s
The Goth Bibleeveal a division of opinion on the artisHe is a defining example of how
gothic influence can be recognised in a wider cdardespite the divorce from the bounds

of the subculture. This is due to a certain extenhe commercial success he has

4 Joshua Gunn, ‘Marilyn Manson is not Goth: Memo8#iuggle and the Rhetoric of Subcultural Identity’
Journal of Communication Inquir3:4 (October 1999), 408-431.

®> Nancy Kilpatrick,The Goth Bible: A Compendium for the Darkly Inatifeondon: Plexus, 2005) p. 8, 88-
90.
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achieved, which is in conflict with aspects of exsivity important to the Goth subculture.
The label ‘Alternative’ which | have employed isnisewhat problematic itself, having
undergone significant change since its first ustaénmid 1990s to denote a specific type
of American college Rock music, to a marketing latmea generic term for scenes,
lifestyles or subcultures (including Goth) assaailavith Rock and Metal music, which is
the sense in which | use it throughout this stullige use of ‘gothic’ throughout this study
then should be understood to be distinct from afgrence to the Goth subculture,
although the latter is clearly linked to the formend the subculture is part of Alternative
culture.

The concepts of scene, lifestyle and subculture le@ch been assessed in detail by
various theorists, with differing implications astheir usefulness. As an analytical
device, subculture is made less useful by itsttestions of class and resistance, as
explored by Andy Bennett in his work on lifestyleshere he argues for an understanding
of identity as constructed, rather than givensamplied by much subcultural work done
by the CCCS. Notions of scene, as explored byiSaaoden in her work on Rock culture
in Liverpool, are useful particularly for examinitige production and consumption of
music in a specific locale.lt is perhaps with Bennett’s work that my owndsnrmost
resonance, with regard to the manner in which itdentay be approached as a creative
process. To this | would add the usage that Antl®idldens employed iklodernity and
Self-ldentityto refer to a set of choices made by the indiMiduarder to create a sense of
self-identity in the conditions of high or late neydity where other, more traditional
means of creating that sense, that narrative, baga discredited or have decayed.
Whilst this view of the uncertainty of the selfhilgh modernity is arguable, it seems

particularly applicable to the contemporary gosubject for whom the institutions of

6 Andy Bennett, ‘Subcultures or Neo-tribes? Rethigkime Relationship Between Youth, Style and Musical
Taste’, Sociology 33 (1999), 599 — 617, &wpular Music and Youth Culture: Music, IdentityP8ace
(Basingstoke: Macmillan, 2000)

" Sarah CoherRRock Culture In Liverpool: Popular Music In The Niadx (Oxford: Clarendon, 1991)

8 Anthony GiddensModernity and Self-identity: Self and Society ia tiate Modern AgéCambridge: Polity
Press, 1991)
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church, family, and state, for example, are felbéan decline in terms of providing
certainty, and where the subject is consistentiraged as being at a time of crisis. The
choices embodying a lifestyle form the frameworkhivi which the subject discerns their
individuality. In this sense lifestyle is perfortiveé. That is, to borrow Judith Butler’s
rhetoric, that lifestyle performs an identity fohiwh there is no original. While Butler’s
use of performativity referred to gender, | beli¢vat it can be usefully applied here.
Inherent in the most strident adherence to anyqudat lifestyle in terms of choice is the
attempt to find a sense of worth or truth: howeabhese do not tally with any original,
given, set of values, rather they are construcsédaeang so. Participation in a particular
lifestyle may enamour the participant with a seofsauthenticity, however that
authenticity has no original but that participatioakes it so. This can be further
illustrated by reference to Erving Goffman’s veitgtal interpretation of the performance
of the self in everyday life. He distinguishesvibetn the honest, sincere performance and
the false performance. The latter is divided thigt which is to be taken ‘unseriously’,
such as a theatrical performance, or that whidghtéded to deceive, as with the
confidence trickster. The honest performancepmtrast, is the successful performance of
an individual in everyday life. These models ofi@@our which Goffman asserts are, in
our Anglo-American context, that upon which we baseconceptions of behaviotirin

this formation sincerity is identified with realjtgnd it is the lack of consciousness of the
artificiality of the performance which is the ke¢offman adds that ‘we all act better than
we know how.*® He is careful to distinguish between a stagedttieal performance —

for that is an authentic performance in so far assnwgage to be deceived, we consent to
the suspension of reality (insofar as that is dweire of the performance). He dispenses
with the idea of ‘character’, preferring ‘role’ grart’, and discards ‘script’ in a similar

fashion — we do not rehearse our lines but ratieyr tome to us through a thorough

° Erving Goffman The Presentation of Self in Everyday L{ffendon: Penguin. 1990) pp. 76-7. First
published (Doubleday: Mayflower, 1959)
1 Goffman, p. 80.
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understanding of our role — and our understandeapines naturalised. There is an
important point to be made here concerning the ecinon between the self-consciousness
of performance and authenticity. Goffman’s forraatmaintains that all life is a
performance, in which social (and indeed moral)ttv@s ascribed to sincerity. | am keen
to stress the importance of the relationship betwmsformance and authenticity in order
that their relationship not be understood as oraiarhetric opposition.

My use of the term *Alternative’ also has some refee to the notion of ‘scene’:
in referring to the Alternative scene in a cityefar to a collection of social events and
groupings which incorporates Rock, Metal, Indust@yber, Punk, Skate, Goth and
Hardcore, for example, all of which are often fattegether by limited sites of
socialisation. Not all of these musical styled Wwé associated with a distinct culture as
has been distinguished with regard to Goth, how#usrsocial limitation significantly
influences the coalescence of these groups undeumibrella term and wider social
perception. In the same way that ‘Alternative’ daseloped into an adjective so gothic
can be used to indicate not membership of the &aitlsulture but a general concern with
the ‘dark and grim*! a phrase Kilpatrick uses in describe Goth notassa subculture, but
as an attitude. This concern with darkness isifsignt in that it demonstrates the
influence of a descriptive field in which the trgnsssive pertains to darkness, as shadow
in relation to the light of the normal or mainstrewvorld, where one may self-identify as
abnormal.

Despite what | have characterised as the misapiglicaf the term ‘Goth’ to parts
of Alternative culture, it does in my view refldbie popularity of the gothic within popular
culture as a whole, and particularly, the appeaafcecognisably gothic features in parts
of Alternative culture. To further illustrate thHisurn to the notion of genre. It is my
contention that the gothic does not cohere as segentself but functions as a mode,

whose influence can be felt across various typesetfia and cultural objects. Both

1 Kilpatrick, p. 1.
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Kilpatrick and Hodkinson have associated Goth slibaiwith the descriptive labels of
darkness, the grim, and the sombre. Joshua Geomates a concern with these terms in
his theory of shared adjectival codes in genrashid examination of the adjectival codes
present in Goth subculture, he finds that whenardents are asked to explain why they
like Goth music, the dominant adjective used wasKdess’. He argues that ‘musical
genres are fundamentally assemblages of prefedjedtival codes? where these are
defined as descriptive terms which indicate a shassumption about the content and
concerns of that which they describe. This isipaldrly relevant for the discussion of
music, as it has a tendency to fall into figurateeguage, particularly in non-academic
and non-musicological fan discourse. These codgepraduced in relation to the culture
as a whole, and in this way, allow us to approaehtéxt of musically-based cultures using
discourse theory as both Robert Walser and Dawiditt have done in their studies of
popular music. Walser, drawing on Tzvetan Toda@nalysis of genre and discourse
(which itself draws on Mikhail Bakhtin’s work onegch genres), argues that musical
genres ‘arise from metadiscursive discour8&his formation of genre functions to create
a ‘horizon of expectation’ on the part of the fand a standard for the composer. Gunn

describes the idea of genre as being producedvay af listening:

the metadiscourse of fans, artists, and crities ptfactices of description and
explanation come to function as discriminatory gigng practices that intrude on
the physiological process of hearing... The valua pérticular musical work as a
generic representative is thus determined by tigeegeto which it is heard with
appropriate generic filters, that is, the apprdprand previously determined
adjectives*

In this way, shared adjectival codes, as well aslypecing a way of hearing, reveal a

metadiscourse which can be used to understanditheecwhich surrounds the music.

12 Joshua Gunn, ‘Gothic Music and the InevitabilifyGenre’ inPopular Music and Socie83:1 (1999), 31-
50 (p. 31.)
13 walser, p. 29.
¥ Gunn, ‘Gothic Music’, p. 35.
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For both fans and the popular media, the preseihsieaned adjectival codes allows the
categorisation of more commercial acts such as Micie Nails and Marilyn Manson as

‘Goth’.

American and Contemporary Gothic as Context

The theories of both American gothic and the copianary gothic provide a
context in which to read the work of American P@pWetal musicians during the period
of study, which | shall outline here. The contemgpy gothic is of primary interest in this
respect, however there are elements of the Amego#ric which are also important to
consider. First of these is the relationship thatsubject has to history: both personal
history and that of the nation. The relation wiib past is associated with a deeply
national concern with the ability to self-governdaa synergistic relationship with the
ideal of the American Dream. David Punter dessriimerican gothic as a ‘refraction’ of
English gothic: ‘where English Gothic has a dingast to deal with, American has a level
interposed between present and past’, a concemolgession and pathologised guilt, in
which the legacy of Puritanism plays a key rol&arly American gothic as characterised
by Nathaniel Hawthorne, Charles Brockden Brown Bddar Allen Poe drew on elements
of the European tradition of gothic literature inrRanticism and transplanted it into a new
geography. The changes that are made in thispmaiteon help toward the understanding
of the development of the gothic in American populature, and also the manner in
which gothic exceeds and evades genre. The gothiges in the European model were
not necessarily suited to the new geography, larettvere new shadows in place of the
old, and there remained gothic questions, gotlemts, which were addressed in their
new location and culture. Fred Botting descrilies ¢thange of emphasis as concerned
with self-government: ‘gothic psychology and theegfions narratives raise of the reality

of strange incidents are framed with different esswof rationalism, democracy and

!> David PunterThe Literature of Terror: A History of Gothic Fiotis from 1765 to the Present Day,
Volume I: The Gothic Traditigr{London: Longman, 1996) p. 165.
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religious organisation, and their relationshiprtdividual freedom and social controf.
This emphasis is in part what differentiates Amamigothic from the tradition developed
in Britain and the rest of Europe: the everydayaegs the supernatural, however gothic is
still a mode in which to challenge the boundarieseality. Familiar aspects of the literary
gothic persist: transgression, excess, the thfeatass of self-control and images of
decay, sickness and infection, although they améd within a national context in which
the gothic represents the dark side of a natioryéth mEric Savoy argues that the
American gothic and American Dream bear a keyimglahip to each other: that they
‘actually interfuse and interact with each othéDespite the break away from the old
European tradition in the self-awareness of itael& new country, American gothic
displays a concern or negotiation with the pastdpcing it as a site of anxiety within
American fiction — in early American gothic, forample, one might look at the weight of
secrets in HawthorneBhe Scarlet Letteror Charles Brockden BrownWeiland The
gothic of Hawthorne uses New England and the Negldfid Puritans to locate national
identity: Savoy argues that Hawthorne ‘locatedsdimict national subject’ originating from
the colonial past, which offered to the gothic aianal way of reconstructing history that
arose from a homegrown verbal tradition and a gtemgagement with the idea of
“America.”*® In this way, the history of the subject and tisdry of the country are
drawn together.

There is also apparent in American gothic an agpdencerning the supposed
benefits of social progress, reflected both inrf@irrence of apocalyptic terrfisand in
the tradition of the grotesque, exemplified bydateiters such as Flannery O’Connor.
The use of the grotesque draws attention to thecobf horror or disgust, but it is also

disruption at the level of the ideological powereokryday life. This is also seen in the

'8 Fred Botting Gothic (London: Routledge, 1996) p. 114.

" Eric Savoy, ‘The Rise of American Gothi@he Cambridge Companion to Gothic Fictied. Jerrold E.
Hogle (Cambridge: Cambridge University Press, 2QQR)167 — 188. (p. 167.)

'8 Savoy in Hogle ed., p. 176.

9 For a history of apocalyptic thinking in AmericaesRobert C. Fullerslaming the Antichrist: The History
of an American ObsessigNew York: Oxford University Press, 1995)
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new American gothic writing by authors such as JaRwrdy, Joyce Carol Oates, John
Hawks and, as mentioned above, Flannery O’Connloighwconcentrate geographically on
the American South. Botting describes this writasga ‘literature of psychic grotesquerie’

that deals in

landscapes of the mind, settings which are diddrtethe pressure of the principle
characters’ psychological obsessions. We are dittenor no access to an
‘objective’ world; instead we are immersed in tlsyghe of the protagonist, often

through sophisticated use of first-person narréfive

There are similarities here to the American PopMlatal song, especially with regard to
the use of first person narrative. With regarthmlack of an objective world it is notable
that Savoy links the American gothic to a distinctational struggle with the Lacanian
Real: that which lies outwith the bounds of langaiagd which resists symbolisation, but
which the American gothic strains to conv&yin this way he characterises American
gothic as being locked in a struggle to discoverattualities of a monstrous past. As |
shall go on to discuss, the discovery of the sulgjgast is also a key facet of subject
formation in the contemporary gothic.

The American gothic is also concerned with theiigras a key formation in
American ideology, the values of which are oftenked to represent the a central
component of American life. Corruption of, or tar¢o, the family unit is often utilised in
popular cultural texts in order to articulate otperceived cultural threats to social
cohesion, as explored by Steven Bruhm in his stiddlye child in American horror filmi?
The child and the family will be explored in a latdapter of this thesis, however at this
point | will point to such films a¥he ShiningandThe Exorcistas concerned with threats
to the family and the family unit which reflecteaf of ideological corruption. The family

also constitutes the key unit of more recent papulétural texts involved with the gothic,

2 Botting, p. 114.
2L Savoy in Hogle ed. (2002) p. 169.
22 Bruhm, ‘Nightmare on Sesame Street.’
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such asSix Feet Undera television series set in a family-run funemine. This
concentration on the family both participates id agflects an anxiety concerning
inheritance, both national and ideological, whidhall discuss in more detail in Chapter
Four. For now however | feel that it is importéamiote the ideological power of the
family unit within American ideology, in order taghlight the importance of the
disruption or criticism of said unit in the songt®which | have studied.

Moving on to the theory of the contemporary gatitishould be noted that
academic interest in this area has increased entgears, the appearance of the journal
Gothic Studiedeing particularly significant in this respectatferine Spooné&t points to
the publication of Ken Gelder®eading the Vampir@ 1994 Mark Edmundson's
Nightmare on Main Street: Angels, Sadomasochisntt@€ulture of the Gothia 1997,
and Christoph Grunenberg's edited collectdwthic: Transmutations of Horror in Late
Twentieth Century Aralso in 1997 as evidence for the relatively réeoature of this
development. Within popular culture this resurgeatinterest is mirrored in the
proliferation of gothic themes and images in fibeglevision and popular music, and gothic
narratives can be observed in texts not assocratach traditionally gothic aesthetic.
What defines the gothic becomes more problematiis asfluence expands: in fact what
seems characteristic is its adaptability, confirgrilmat it is, as Alexandra Warwick
describes, a mode rather than a genre. Fred Batharacterises the recurrence of gothic
anxiety throughout cultural history as a ‘diffusiohgothic traces among a multiplicity of
different genres and medi&.’ Gothic arises as a manner of dealing with socidtyral
and political anxiety. It also appears as a thentaincern, in imagery and in setting. The
gothic staples of eighteenth century British litara of ‘[tjortuous, fragmented narratives
relating mysterious incidents, horrible images Hiedthreatening pursuits... Spectres,

monsters, demons, corpses, skeletons, evil argaenonks and nuns, fainting heroines

23 Catherine Spooner, ‘Introduction: Gothic In Conpamary Popular CultureGothic Studies9:1 (2007), 1-
4
4 Botting, p. 13.
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and bandits® that Botting describes have provided us with althesf images and
narrative possibilities associated with the gothAdtempts to characterise the mode have
also focused on the effect intended upon the repdedominantly that of fear or threat,
for which the Freudian notion of the uncanny —litderived from German gothic texts —
has been extensively utilised. Also notable isidlea of the return of the repressed,
another notion derived from Freudian psychoanalgsimetimes reduced to a simplistic
theme in which the sins of the fathers are visitpdn the children. Although the
popularisation of psychoanalytic theory in contenajpy society should not be dismissed
in terms of a popular analysis of the gothic, tppl@ation of such theory to literature
should be handled with caution: a factor acknowsedigy Freud in his theorisation of the
uncanny?® Judith Halberstam has argued that psychoanalgticoaches to the gothic,
which rely on the assumption that the unconscisuke ‘proper seat of fedfignore the
historicity of the unconscious itself as explorgdRoucault and Deleuze. Furthermore,
she argues that psychoanalysis is limited by issrde¢o ‘reduce everything to the sexual’
and the ‘equation of sexuality and identity.” Whilhave employed some analysis
inspired by Freud, particularly the theory of alijmt as developed by Julia Kristeva in
Powers of Horror it is my conviction that any reading of the gotls more profitable
where attention is turned to the social, politeadl cultural context of its strategic
deployment as well as the sexual. David Puntaresghat understanding the persistence
of the attraction of the gothic must begin withamsumption that the gothic represents ‘a
way of relating to the real’, where the real isidedl as historical and psychological fatts.
As such, he believes that we can discern a levebofinuity from eighteenth century

gothic fiction to the contemporary use of the gothiased around its relationship with

%5 Botting, p. 2.

%6 Sigmund Freud, ‘The Uncannyrhe Standard Edition of The Complete Psychologidatks of Sigmund
Freud translated from the German under the Genral Eglitp of James Strachey in collaboration with Anna
Freud, assisted by Alix Strachey and Alan Tysowluvhe XVII (1917 — 1919) (London: Hogarth, 1955) p.
217 — 256.

27 Judith Halberstan§kin Shows: Gothic Horror and the Technology of Mers. (Durham, North

Carolina: Duke University Press, 1995) p. 8-9.
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terror. Dealing again with eighteenth century goflttion, Botting argues that aspects of
excess and transgression are presented at thesned so as to provoke fear, and thus

function to re-assert social values and boundaries:

Gotbhic terrors activate a sense of the unknownpaiagbct an uncontrollable and
overwhelming power which threatens not only thes loSsanity, honour, property
or social standing but the very order which suppard is regulated by the

coherence of those termis.

These fears and anxieties coalesce in the figutieeomonstrous other, the gothic monster,
or the outsider. (The particular relation of thjgire to subjectivity in Popular Metal
music shall be discussed in Chapter Three.) Pualetseribes this discursive formation as a
function of social order, where ‘every society lagsist upon repression in order to
function without excessive disruptidihowever, from this position, the monster and the
gothic cannot ever be truly radical, as while thegyresent liberation from convention, they
embody the importance of social and cultural norffise monstrous other is then both an
outlet for excess and a warning against transgrnessi

Having established that there are certain histbdontinuities in the gothic mode
we turn to the particularities of its resurgen®éork on the contemporary gothic has
explored its transmutation into other non-literawjtural forms®* a concern with sickness
and disease, as being ‘obsessed by notions otthre™and similarly committed to ways
of invalidating them?®? or as postmodern, in the sense that identityh @t reality are
undermined® Similarly, Punter states that the contemporatpigaeminds us that ‘we
cannot be certain of our knowledge of the p¥stFurther aspects of the contemporary

gothic as a distinct movement within the historicatition of the gothic sensibility are

“Botting, p. 7.

% punter vol. 1, p. 183.

3L punter vol. 2, Spooner (2006), and Botting .
%2 punter vol. 2, p. 158.
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explored in Judith Halberstam’s discussion of thi& & location of monsters and the
monstrous and Lucie Armitt’s discussion of MagiRalalism®> For my purposes here it is
the work of Catherine Spooner, Steven Bruhm, ark#@idra Warwick that have proven
to be most useful in identifying a context from alihnemerges a distinct approach to
subjectivity applicable to American Popular MetBloth Catherine Spooner and Steven
Bruhm define contemporary gothic texts as thosgimating in the late 20and early 2%
centuries. Their definitions of the contemporaoyhic focus upon not only the popularity
of the gothic mode and its permeation into the stagam, but its self-consciousness, and
crucially, the presentation of the psychic lifettoé protagonist and the relation therein to
the audience, be that audience a viewer, readéstemer. Although Punter has argued
that the gothic, concerned as it is with transgoesand excess, appears in connection with

fin-de-siécleapocalyptic tendenci€§ Spooner argues that

What distinguishes contemporary gothic...is on thele/mot a sense of impending
apocalypse, but rather three quite independentfmctContemporary Gothic
possesses a new self-consciousness about its dune;nahas reached new levels
of mass production, distribution and audience amess, enabled by global
consumer culture; and it has crossed disciplinarynidaries to be absorbed into all
forms of media...[it] is not preoccupied with the esfdhe world, but rather the
end of innocence..[it] has now, furthermore, beceuy@emely commericalized,

[sic] be it mainstream or niche-market&d.

And Steven Bruhm, in a discussion of contemporathig film, argues that these gothic
texts centre around ‘the problem of assimilatingocial anxieties...into a personal
narrative that in some way connects the Gothicagatist to the reader or spectatoend
that ‘[w]hat becomes most marked in the contempo@othic — and what distinguishes it

from its ancestors — is the protagonists’ and ibav@rs’ compulsive return to certain

% Lucie Armitt, ‘The Magical Realism of the Contenmany Gothic’ in Punter, David edd Companion to
the Gothic(Oxford: Blackwell, 2000), pp. 305 — 316.

% David PunterGothic Pathologies: The Text, The Body and The (Basingstoke: Macmillan, 1998)
37 Spooner (2006) p. 23.

% Bruhm in Hogle ed., p. 261.
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fixations, obsessions, and blockag&sBruhm discusses ‘social anxiety’ in terms of
trauma, using a psychoanalytic framework drawn ftoenwork of Freud. In terms of the
Freudian ‘lost object’, concerning the processtlgiowhich the self is constituted in

infancy, he puts forward the argument that the empiorary gothic

time and time again...presents us with traumatizeddsawho have lost the very
psychic structures that allow them access to their experiences... such

narratives emphasize a lost object, that objectgtie self'”

Alexandra Warwick further develops Bruhm’s idead anggests that the contemporary

gothic is:

the manifestation of the desii@ trauma, not the trauma of desire that finds itself
prohibited, but something of a sense that traus#fits the lost object, that the

experience of trauma, and not the healing of ithas which will make us whol&.

Her suggestion that the contemporary gothic stagesna as an essential part of subject
formation leads me to two observations concerrtiegnork of American Popular Metal
artists during this period: that their work is akhwithout exception based around
moments of crisis precipitated by issues of presepast trauma, such as abuse occurring
during childhood, or family trauma including thepaeation or divorce of parents, and
secondly, that the performance of the song is ra fafrconfession, given the central place
that live performance in particular holds for ttype of music. As | shall go on to argue,
this type of confession is crucial to subject fotimawithin the songs | have studied. In
terms of the songs | have studied there is a s&risss or mourning in that the subject is
consistently referred to as being in some way da&uhagy lacking in wholeness. This
damaged self is broken, alienated, or has suffeiss and is engaged with dealing with

such sense of trauma. In Warwick’s terms, it cdaddsuggested that the subject needs that

%9 Bruhm in Hogle ed, p. 261.
40 Bruhm in Hogle ed, p. 269.
“LWarwick, p. 11.
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sense of trauma, that it requires it for the preadssubject formation. In extrapolating the
contemporary gothic subject as construct from thes#s, one encounters a subject for
whom their experience of trauma is a key componéstibject formation and self-
conception, and subject formation with relationheir presentation of self to others, in
this case, their intended (or, in the case of figgformance, physically present) audience.
In hisHistory of SexualityMichel Foucault discusses the role of discounsine
production of the subject, famously declaring thééstern man has become a confessing
animal’, that the confession has become ‘one oiMest’'s most highly valued techniques
for producing truth®* This compulsion toward confession is, in Foucaahalysis,
unfolded within a power relationship, where thenggs to that confession is an authority
‘who requires that confession’, and furthermore rglht@e act of confession affects the
construction of the subject who makes that uttexafitcexonerates, redeems, and purifies
him; it unburdens him of his wrongs, liberates himg promises him salvatioff’ The
compulsion to truth is elsewhere in Foucault’'s warkealed to be integral to the state’s
reliance upon the notion and production of indiably, a ‘form of power which makes
individuals subjects’ in the sense that they até sabject to another by ‘control and
dependence’, and to their own identity ‘by a coesce or self-knowledgé® This
concern with self-knowledge is of particular insrhere, and is further developed by
Foucault in his later work ‘Technologies of thefS& In the opening paper of this
seminar, he explores the historical role of confesas a means to self-knowledge, and
notes the development of a technology of self neligpon a sacrifice of the self
represented by obedience to the (institutionalh@gs of confession, the priest. In this
technology, the subject, submitting to the willtloé confessor, sacrifices a part of his self

through the process of confession, bringing thecde$er to God. In the same collection

“2 FoucaultHistory of Sexualityp. 59.

3 FoucaultHistory of Sexualitp. 61-62.

4 Michel Foucault, ‘The Subject And Powe€ritical Enquiry 8:4 (1982). 777-795, p. 781.

> Michael Foucault, ‘Technologies of the Self’, iraMin, Luther H., Huck Gutman and Patrick H. Hutton
eds.,Technologies of the Self: A Seminar with Micheldault (Amherst: University of Massachusetts Press,
1988) pp.16-49
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of papers from that seminar, William E. Paden nitesthe early American Puritans saw
the self as an enemy to God, the true oppositiamgbene between the self and God, not
the self and the world. In this estimation theiorobf self is the enemy to G48.

Foucault notes that throughout the Christian traditip until the eighteenth century, one
cannot gain self-knowledge without an act of rematiun as described above. However,
since that period, it has become possible to us@ithcess of confession without the
obligation of renunciation, a ‘decisive break’ lrettradition whereby the subject uses
confessional techniques to ‘constitute, positivalpew self*’ Thus confession becomes
an act of completion rather than renunciations # way to make the self whole, anew,
and it is this aspect of confession which is hgaiad to the study of Popular Metal texts
and of the contemporary gothic. This strain of ¢audian theory has been applied of
course to confessional literature such as the wbfylvia Plath, Robert Lowell and Anne
Sexton:® and | believe that there is a fruitful comparisoibe made here between the
study of that literature and those songs | appraathis study. There are three main
points to be taken from such a comparison: thattiméession is a means to reveal (or
rather produce) the truth of the artist or theséidisituation, that the confession is a
performance which implicates the (virtual) audierared that the subjectivity of the artist
is produced in relation to this confession. Thes®gs, insofar as they recount trauma and
thus purport to reveal the artist’s true self -t teathe self aligned with first-person
authenticity — are a confessional act in the tesmigh have here been outlined.
Furthermore, the act of performance itself canrbméd as a confessional mode, taking
into consideration the reliance of the performesruthe audienc€. Aside from the aspect

of first-person authenticity so crucial to the seex of the artist’s integrity within the

6 William E. Paden, ‘Theaters of Humility and Suspic Desert Saints and New England Puritans’ in
Technologies of the Self: A Seminar with Micheldault, eds. Luther H. Martin, Huck Gutman and Patrick
H. Hutton (Amherst: University of MassachusettssBrd 988) pp. 64-79

" Foucault,Technologiesp. 49.

8 See, for example, Jo Gill edilodern Confessional Writing: New Critical Essdysndon: Routledge,
2006)

9 One might also see this drive to confession irhitory of the autobiographical song, for moretitis see
Hugh Barker and Yuval TayloEaking It: The Quest For Authenticity in Popular 8ci(London: Faber &
Faber, 2007), Chapter 3, pp. 101-134.
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culture, the aspect of performance and audienabsslutely applicable to the manner of
circulation of the Popular Metal song. Live penf@nce is integral to the music and
culture, it holds a central place in the ideolofputhenticity as well as the mythology of
Rock and Metal music and culture in general. Indaaldian terms, subjectivity is a
process, and in Popular Metal texts and their perdoce, the subject is (re)produced
through the performance of confession. This cadesis not a renunciation of self, but a
completion: it is that revelation which substatggathe attribution of truth to that figure.

In the gothic mode, the broken or damaged selfess®s transgression, excess, and a loss
of control as a means to exert control, that iat this confession is the basis for subject
formation. However, the broken or damaged self alag be viewed in terms of a more

specific masculine construction of the subject, &8l now discuss.

Masculinity and Narrativesof Crisis

There is a significant bias within Rock music aghmle toward the masculine and
the Caucasian, and Popular Metal, in the periogudscussion, is certainly no exception.
Although there are a small number of prominent flemausicians working during this
period they are greatly outhnumbered by their malenterparts, white artists greatly
outnumber artists of colour, and this is refleatethe source material | have used
throughout this thesis. However, this is not tooige the gendered nature of the subject
under discussion and to this end | would like herdraw attention to a few factors which
can be used to further contextualise the contempagthic subject in terms of gender,
specifically the notion of ‘masculine crisis’ as@ncept which was particularly prevalent
during the 1990s, and Adam Rafalovich’s use of ¢bhiscept in analysing the lyrics of
contemporary Metal music as an expression of combeany masculine identit.
Although the notion of contemporary masculinitycisis emerged in gender studies in the

1990s, John Beynon argues that such a crisisgsliaa discursive, rather than actual,

0 Adam Rafalovich, ‘Broken and Becoming God-Sizedn@mporary Metal Music and Masculine
Individualism’, Symbolic Interactior29:1 (2006) 19-32.
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phenomenon, and can be seen to occur at othespnihistory. For him, ‘contemporary
masculinity is held to be in crisis because thdra¢tenets upon which previous
masculinity was based (patriarchy, bread-winniagk$ demanding strength) have been
eroded.® Drawing on the discursive notion of contemponaasculinity in crisis,
Rafalovich develops an understanding of modern oiaecindividualism expressed in
contemporary Metal lyrics through ‘invocations dimate triumph and ultimate despafr’
and where ‘suffering and domination exist in aeléical relationship, where the former
often gives rise to the latter.” He identifies twmajor narratives which | have also found to
be in evidence in the lyrics | analysed: that & dominant self, and the broken self. The
dominant self is described as depicting ‘the desivn of, or victory over, perceived

forces of repression’, and the broken self as cgngerelentless suffering and the futility
of outside interventio® The assertion of the dominant self can be sesenrime

particular instances of threats to traditional nuéiaity where the male subject is presented
as being especially vulnerable, for instance, wdtegricted as a child. This shall be

discussed in more detail in Chapter Four.

The Narrative Persona and the Contemporary Gothic Subject

It is into this context of contemporary gothic ahd American gothic that | place
such artists as populate my period of study: K&iipknot, Marilyn Manson, Nine Inch
Nails, Tura Satana, and My Ruiithe formation of the subject in the work of each of
these artists have sufficient similarities such thay can be usefully analysed through the
construct of the contemporary gothic subject thedve put forward so far in this chapter,
where the construct can be defined as a type géstiNaty occurring within contemporary

gothic texts, wherein the subject’s relation withuima is presented as being crucial to

*1 John BeynoniMasculinities and CulturéBuckingham: Open University Press, 2002) p. 159.
°2 Rafalovich, p. 20.
*3 Rafalovich, p. 22.
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subject formation. To further expand this defonitil will now turn to its appearance in the

work of some of those artists whose work | haveisaiin more detail.

Korn

In assessing the work of each of these artistqjaiekly becomes aware of definitive
lexical choices in each case. The lyrics of Kamnia part characterised by a vocabulary
of violence and of a relationship with the extenvalld figured through physical abuse,
where ‘they’ are ripping, tearing, picking, rapitig individual. This expression of
victimisation is articulated at the level of theypltal. As Korn’s work progresses one is
aware of an increasingly sophisticated use of mnyimd scansion which enables a more
varied and controlled expression of emotion, whschided by Davis’ vocal style and
range, in addition to his use of non-lyrical vosation. (As a performative technique the
latter is a near-perfect example of those elematse voice which cannot be accounted
for by an analysis concentrating solely on wordBhe visceral nature of this lexicon is
furthered by the recurrent reference to the phybicdy as flesh. This further appears in
terms of the dehumanisation of the female otherthacssociation of the physical with
the degenerate. In ‘Trash’ the female body is peced as use-commodity, subject for

reflexive comment, and addictive substance:

I just feel the craving

| see the flesh and it smells fresh

And it's just there for the taking

These little girls they make me feel so god dawtrlarated
| feel them up, | can’t give it up

The pain that I'm just erasing...

...your feelings | can’t help but rape them
I’'m sorry | don't feel the same
My heart inside is constantly hating

I’'m sorry | just throw you away
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| don’t know why I'm so fucking cold
| don’t know why it hurts me

All  wanna do is get with you

And make this pain go away...
...why do | have this torment

all  wanna do is fuck it away

The body as flesh appears here to dehumanise,akéNe Bad’ the flesh is an indicator

of degeneration into madness and transgression:

| feel my* reason as it’s leaving me

No not again

It's quite deceiving as I'm feeling the flesh
Make me bad

In the same song the phrase ‘fun and games’ (indgcéhe stereotype of the debauched
Rock star) is juxtaposed with actuality of repetiteand boredom which results in ennui
and drives the individual to physical interaction the relief of boredom but also

authentication:

| am watching the rise and fall of my salvation
There’s so much shit around me

Such a lack of compassion

| thought it would be fun and games
Instead it's all the same

| want something to do

Need to feel the sickness in you

Sickness, disease and infection are recurrentriEanhot only of Korn’s work but of their

contemporaries. The recognition of a ‘sicknesstimers, in the sense that it invokes a

> Differing transcriptions of this song indicate thiais word may be ‘the’ rather than ‘my.’ My oweading
is that the word is ‘my’ pronounced ‘ma.’
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community, implies a normalisation of othernesscohhs again figured in terms of the
body.

Another lexical recurrence is that of ennuintmess and hollowness as
conditions of the subject’s social existence. Hasvehis is contrasted by a number of
explicit references to pain and mental anguishmbitess and pain become almost
interchangeable in terms of the self's relationshit the world — in ‘Dead’, the opening
song oflssuesDavis whispers ‘All | want in life is to be happfgllowed by a stronger
voice: ‘every time | get ahead / | feel more deadilst “Trash’ from the same album, as
we have seen, makes reference to the recurrermgaroind extremes of emotion: ‘my
heart inside is constantly hating’. llife Is Peachyhere are numerous explicit references
to pain and the threat of emotion overwhelmingrthgator. We are presented with a
subject who variously characterises his menta¢ statalienated and numb or as suffering
from a surfeit of emotion: a pattern which is repéan other alboums. Thus we apprehend
a subject for whom pain and numbness charactdréseesting state of consciousness. The
absence of pleasure in this respect is marketowdh pleasure, as the desire to laugh, is
referenced as a lost object, or object of deditie,not fully experienced at any point.
References to hollowness or a lack of wholenesslacecharacteristic in this respect. For
example, in ‘Hollow Life’ fromUntouchables‘falling through time / living a hollow life’,

or ‘Got The Life’ fromFollow The Leader

Each day | can feel it swallow
Inside something they took from me
| don’t feel your deathly ways

Each day | feel so hollow

Inside | was beating me

Here those references reinforce the idea of thereqce of subjectivity as one in which

the subject encounters or processes loss.
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It is my conviction that these types of songs fiorctn the confessional mode and
as a form of catharsis for the exhortation of negatmotion: this is in fact acknowledged
in two examples of references to the process ajwdting and the performance of those
songs. Those two examples are ‘Ass ltch’ filafe Is Peachyand ‘Beg For Me’ from
Issues These songs, especially when taken in performare a critical example of the
intersection of the different levels of star identt the private self, the narrative self, and
the media personality, and particularly the revetaof the private self that is important in
constructing an image of the singer as ‘authemithe conveyance of his feelings. ‘Ass

Itch’opens with the frustration of songwriting aadveariness for again writing about pain:

| hate writing shit, it is so stupid

What's my problem today?

Maybe I'm depressed

Maybe I'm helpless to what comes out my hand

Pain... pain... pain

The very basic nature of the rhythm and accenhesd lines as they are sung emphasises
this weariness and acknowledges in the form ofrseltkery the potential for the subject
matter to become stale. However, the processitihgiiand of self-revelation is conveyed

as a necessity:

Tell me now, | want to know
Is it me inside you see?
Ah, it isn’t fair

I've got to let this song inside me free

In contrast, ‘Beg For Me’ is situated in the liventext. The song starts by acknowledging
the pressure of both public life and personal paiegrwhich is then relieved by the
experience of live performance. This is followgddplea to the audience to participate

and enable the catharsis that live performanceaybrin
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Everyone is looking at me

| can’t get out of bed

There is evil in my head
Everyone just let me be
Because when | hit the stage
It is gone and | am free

Goddamn you say you'll get up with me
You're the crowd c¢’'mon give it back to me
You won't beg for me, be there for me, be therenfie

Tell me how could this fade?
| am going insane

And | could not have my pain
Everyone please let me be
Because when | hit the stage

It is gone and | am free

What this song clearly shows is that the confesdiaapect of the performance of the song
acts as a catharsis, making the subject wholeger fo use the song’s own terminology.
This subject reaches completion upon performamkjsaas close to a transcendence from
the pain-numbness-alienation relationship as &liko be apprehended in these texts.

A further examination of the lyrical resource ralgea concern with childhood
trauma as integral to the adult experience of stibjey for the narrative persona. There
are various examples of an attention to issuesascolinity and sexuality, referring again
to Davis. The relationship between the dominaltitesel the broken self which | draw
from Adam Rafalovich’s work is displayed in ‘Trasimd to a certain extent ‘Make Me
Bad’, where Davis’ self-identification as ‘Faged’reference to childhood bullying of
which he was a victim, undercuts his position oérsgith. Although a great number of
songs centre around times of severe emotionakstites issue of childhood abuse is

evident in a number of examples. It is alleged Davis was sexually abused by a
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neighbour during his childhood, and he charactsiigg relationship with his stepmother
as abusive. Against this backdrop, the subjecrgeseas haunted by childhood
experience. ‘Daddy’, the closing song from Korsédf-titled debut, explicitly references

this abuse.

Slipknot

In terms of lexical choice, the work of Slipknetmarked by aggression, violence,
destruction and vengeance. In common with Kora silf is often presented as being at a
point of severe emotional stress, and we find variexamples of the self unable to
overcome these feelings, at which point the sopgesents an expression of frustration
and anger, and particularly with this act, reveng#though autobiographical accounts of
childhood abuse are not closely associated withithnd, within the terms of the narrative
persona of the songs parental relationships amactesised as abusive, and this trope is
extended to describe the relationship of a germratith its parents. Imagery of abortion
and malformation of childhood are frequent. Loksamtrol is both loss of reason and
being overtaken by aggression, and here the pofatbabis embraced by the subject’s
repeated desire to obliterate the threat posetidopther, whatever that may be within the
context of the song. Again, in common with Koitme self is described as being in pain
and at a point of crisis: ‘I can’t fucking takealnhymore’ (‘My Plague’jJowa), ‘I'm in so
much pain / | have every fucking right to hate yowan't take it’ (‘Metabollic’,lowa), ‘If
the pain goes on, I'm not gonna make it'(‘Dualityhe Subliminal Versgs| can’t control
the pain / | can’t control in vain’(“The Virus ofife’, The Subliminal Versg$or example.
‘Too far gone’ is associated with a loss of mestability, emptiness and vulnerability: for
example, from in ‘Me Inside’, frorlipknot ‘Too far gone, I'm catatonic... Empty shell
and running naked’. The phrase also represensadiation from emotion, in

‘People=Shit’ fromlowa:
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Come on down, and see the idiot right here
Too fucked to beg and not afraid to care
What's the matter with calamity anyway?
Right? Get the fuck outta my face
Understand that | can’t feel anything

There is however a conflict between the second‘tioeafraid to care’ and the fifth line ‘I
can't feel anything’. This contradiction revedie tension between self-hate for allowing
vulnerability and the aggressive, reactionary g#lf is cut off from all emotion — the
dominant self and the broken self in conflict. SHual being of victim and aggressor is
also important in Slipknot’'s work in terms of sutfjposition. Drawing on this, the
narrative persona of Slipknot’s work is often prasd as the spokesperson for a
generation betrayed by its parents. Whilst the fierson ‘I’ is used most often, this is
often used in tandem with ‘we’, with reference titbthe band and the audience. Two
songs fromowawill be used as examples of this. The first, thAdated’ begins by
presenting a first person narrative persona: ‘Thelarworld is my enemy and I'm a
walking target’, both expressing alienation andting victimisation. Throughout the
song references are made to ‘us’ and ‘we’, diréatlylicating the audience in the song as
performance: ‘Eat motherfuckers alive who crossIlughow you're all tired of the same
old bosses.” The middle section of the song: ‘Ilmated / you are hated / we are hated’
confers the status of alienated victim on the aumBeand the narrative persona, but in
tandem with other lines in the song such as ‘nolgdgs a fuck / it doesn’t change the
fact that you suck’ and references to an unseegr offou’, it is implied that this other is
also an object of hate. The two lines that prodbed ‘they all lost their dad or their wife
just died / they never got to go outside, shutioyslies a frustration with the kind of
revelation of past experience which Warwick eaudiescribed as characteristic of
America’s obsession with trauma and subjectivitgter in the song the singer declares
‘but what's inside of me, you'll never know’, aglafence mechanism. As the singer has,

through the course of the song, revealed how He ffieis likely that this is a kind of
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defence mechanism, further proof of alienation ftbenother, rather than a rejection of the
confessional mode altogether — as through the emfrthe song the singer has indeed told
us what he is experiencing. The use of phrasdsasiove are the anti-cancer / we are the
only answer’ and ‘we are the source of consciervee are distorted sentients’ further
emphasises the assumption of a community of wiiemarrative persona is a leader, and
points to the relationship between the brokenaadf the dominant self, the latter
emerging as a result of the former. The subjeet sisokesperson for a community is also
in evidence in the song ‘New Abortion’ from the saalbum. The key line in this song
occurs toward the end: ‘How's it feel to be the redwortion / the only generation to suffer
extortion’, linking to an earlier line in that verat’s like a big conspiracy / fields of
dejected morbid progeny / they always say thatirgays our fault’. Here it is implied

that the audience are also subject to ‘their’ oggi@ and enhances the notion of a
community of listeners. Evocations of conspiramyfarthered by accusations of control:
‘everywhere you look it's like they know / theinfierprints are hidden by control’ and
which lead to a determined resistance: ‘this isreltlee line is drawn see / you can’t take
my soul away from me’. This evocation of a mestate of paranoia centralises the
performance of narrative persona as somewhat uastdbe descent into madness, as
represented with other artists as a lament tods® of critical faculty is here used as a
position of strength. Alterity and alienation framainstream society is presented as a
carnivalesque threat, which is continued elsewhetieeir work with recurrent references
to revenge or the threat of destruction of the otHéis sense of alterity, the appropriation
of the subject position of social outsider is pgadiarly evident in the use of the image and
narrative position of the serial killer in their vikan such songs as ‘Vermillion’ frorfihe
Subliminal VersesThis song refers to a female other as ‘my dgldiaeference to the
murder of Elizabeth Short, the ‘Black Dahlia’ —ubgect Marilyn Manson depicts in some
of his artworks. In ‘Vermillion’ the female is digped as fragile but also as representing

temptation and as the focus for a male subjectadsires to destroy the female. The
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serial killer may be viewed as a contemporary gothonster, that which is located within
and as a product of society rather than as anrettirce, as will be explored later in
Chapter Three. Here however it is noted that énelskiller appears in the work of

Slipknot as a figure of symbolic violence, the s#lpathological individualism: ‘I'm a

slave and | am a master / no restraints and uneldexdilectors / | exist to my need to self-
oblige.” The subject is here unable to controluriges and desires, and becomes a monster
through unchecked individualism. The serial kihere then represents an extreme, the
monstrous potential of the individual.

The notion of spokesperson for a generation betrdy their parents and the
invocation and appropriation of images of disgunst grotesquery coalesces in the use of
the term ‘maggots’ to refer to their fans. Theg@?ulse of the Maggots’ fromhe
Subliminal Verseprovides a key example of this usage and its rapibns. The song

opens with lead singer Corey Taylor speaking taeskithe audience:

This is the year when hope fails you. When thedekjects run the experiment
and the bastard you know is the hero you hate.e€loh is possible if we try.
There’s no reason, no lesson, no time like thegmtesTell me right now, what do

you have to lose? Except your soul. Who's withPus

The ‘bastard you know’ line is reminiscent of ManilManson’s ‘the boy that you love is
the monster you fear’ line from ‘Man That You Feand serves the same purpose: to
situate the subject as a victim in search of vengea This is furthered with the lyrics:
‘We've dealt with a manic subversion / | won't te truth be perverted / and | won't

leave another victim deserted’ and the chorus irefra

we are the new diabolic
we are the bitter bucolic
if | have to give my life you can have it

we are the pulse of the maggots.

5 My punctuation.
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Drawing on a rhetoric of victimisation and rebefljghe singer develops a role of
leadership, making truth and authenticity claimstifie band, their music and attitude.
Furthermore, invoking the presumption of a collee®@xperience of betrayal, the singer
encourages the listener to identify with this comityin order to achieve a sense of

cohesion or hope that is otherwise missing fromstiwety they depict.

NineInch Nails

The work of Nine Inch Nails is closely associatath the private persona of Trent
Reznor, although some songs do feature narratrsopae that are not immediately
identified as autobiographical figures, for exampl&ear Zero The vocabulary of the
work is strongly identified with religion: themes$ in, transgression and salvation are
common, with the inclusion of a strong physicahe&t. For example, in ‘Closer’,
perhaps Reznor’'s best-known song, sex is presastadoute to the divine: ‘Il wanna fuck
you like an animal / you get me closer to god’.cémtrast to Korn and Slipknot there are
various songs which deal directly with the indivadland his relationship with god, or
indeed lack of that relationship, for example irefelsy’: ‘God is dead / and no-one cares /
if there is a hell I'll see you there’. Howevenlike Marilyn Manson, who takes a stance
more readily associated with atheism, the work imleNnch Nails concentrates more on
the desire for faith and the disappointment expegd by the individual in finding none.

There is a quality of angst present in Reznoresywhich is distinct from that of
Korn or Slipknot, although the relationship betwéas broken and dominant masculine
selves persists, and there is considerable empiyasisthe self as broken, particularly in

his earlier work, where the dominant self tendsanihilism. For example in ‘Piggy’:

Black and blue and broken bones
You left me here I'm all alone

...What am | supposed to do
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I lost my shit because of you
Nothing can stop me now | just don’t care anymore

The betrayal figured in this song is of a persoraher than generational or parental
nature, a theme which persists throughout Rezmaoik. In the song ‘Somewhat

Damaged’ we are presented with a narrator who is

Broken bruised forgotten sore
Too fucked up to care any more
Poisoned to my rotten core

Too fucked up to care anymore

The song angrily accuses an unseen other of bétagladesertion:

How could | ever think
It's funny how

Everything that swore

It wouldn’t change is
Different now just like you
Would always say we’ll
Make it through then

My head fell apart

And where were you?

‘Make it through’ is a phrase that also appear$\a’re In This Together’, also frorfihe

Fragile:

You and me
We're in this together now
None of them can stop us now

We will make it through somehow
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However even in this song, where the relationskefwben the narrator and the unseen
other would seem to suggest solidarity againstreseen aggressor (possibly the same
aggressor mentioned in ‘The Fragile’: ‘we’ll finklet perfect place to go and we can run
and hide / I'll build a wall and we can keep themtbe other side’) the individual is ‘used
and beaten up’. We repeatedly apprehend the gwdijetoments of crisis and an
uncertainty of knowledge of the present and ofgast. This loss of certainty is described
by David Punter as the major theme of the conteargagothic, an ‘insoluble
epistemological problem...namely, that we cannotdyéam of our knowledge of the
past...contemporary gothic...has discovered, one nsigltthe impossibility, the
undecidability, of discovery’® The subject in Reznor’s lyrics consistently raitiee
problematic nature of self-knowledge in this war, éxample, in ‘Right Where It
Belongs’ fromWith Teeth We are presented initially with a by now familiamage of a

broken or hollow subject:

See the safety of the life you have built
Everything where it belongs
Feel the hollowness inside your heart

And it’s all right where it belongs

The singer then asks: ‘What if everything around igm’t quite as it seems / what if all the
world you think you know is an elaborate dream@acéd with this possibility the subject,

in re-assessing his identity, questions whethdritlentity might be a source of fear:

If you look at your reflection

Is that all you want to be?

What if you could look right through the cracks
Would you find yourself, find yourself afraid toesz

* punter, vol. 2, p. 179.
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Self-assessment is an issue also raised in ‘Hagdin fromThe Downward Spiral Like
‘Closer’, ‘Hurt’ is one of Nine Inch Nails’ best kvn songs and is a regular feature of the
band’s live set. ‘Hurt’ explores the issue of dalguse as self harm, in a song which
features only vocals and piano. The song presengsrative of the broken self who uses

pain to verify existence:

| hurt myself today
To see if | still feel
| focus on the pain

The only thing that's real

Here the singer repeatedly asks repeatedly ‘what heecome?’ in disgust and
lamentation. This mournful song also suggestsrisClike persona for the singer: ‘I'll
wear this crown of shit / upon my liar’'s chair’ 4ime Cash sang as ‘crown of thorns’,
reinforcing the allusion to Christ and the aspédioner and saviour while moving away
from Reznor’s use of the profane as a route tetuveed’ Again with this song we are
presented with the subject in mental decline @igrcaught between the desire to self-
destruct and the desire to have some form of gplrdr religious faith, the loss of which
faith being presented as a cause of the damage &ubject. While Marilyn Manson rails
against the hypocrisy of and damage caused by AarefChristianity as widespread
belief, and rejects God, Reznor in many ways gedweethe individual who is without
faith. Religious idioms are a common feature eflirical vocabulary, that is, that the self
is lacking when it fails to appropriate this franw@W. In his early work Reznor expresses
an anger at God for not existing: lateryiear Zerg he expresses anger at an America in
the grip of an administration influenced heavilyfamdamentalist Christianity. Reznor’s
work, situated in the American context, expreskeddss experienced by the individual

where religious faith is either challenged or reeah\but where the framework in which

>" For more on this connection see Andrew Tatuskmri¥gressing Boundaries in the Nine Inch Nails: The
Grotesque as a Means to the Sacraalirnal of Religion and Popular Cultufel (Fall 2005) (9340 words)
<http://www.usask.ca/relst/jrpc/artl1-nineinchnitel> accessed August 2007.
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the subject understands itself is still one steepéke rhetoric of religiosity, certainly in
terms of purity and the sacred. In these termsiphl/and sexual contact represent the

route to transcendence, but also the route to déomna

Tairrie B: Tura Satanaand My Ruin

Both Tura Satana and My Ruin are more minor act®mparison to those other
artists whose work | am studying here, howeverwbek of Tairrie B provides some
interesting comparisons and contrasts to certgaads of the contemporary gothic subject.
Arguably, her work is much more varied, both imierof musical direction, content, and
indeed in vocal style; moving from hip-hop influesan her work with Tura Satana to a
vocal growl in her later work that is more commofdynd in Hardcore Metal. In
common with all the other artists here, the subjedtairrie B’s work is often portrayed at
times of extreme emotional stress, and expresstdaggression as well as resilience. For

example, in the song ‘American Psycho’, fraime Horror of Beauty

This is not an exit, | need to feel something
American psycho my confession means nothing...
... This is no attempt to pre-empt my own death

I won't kill myself and I'm not taking requests

The machine has left me scarred

Scared of its insanity

I've burned too many bridges

To pretend to be holy

Her work uses religious imagery and thematics tdat much greater extent than that of
Nine Inch Nails. The phrase ‘Blasphemous Girligomally a song title fronSpeak and
Destroy is also the name of Tairrie B’s jewellery andtling boutique store on
myspace.com, and she has had the phrase tattodest arm. This phrase places the
subject as always-already damned, and in the dome@cher’, fronBpeak and Destroyhe

subject is explicitly placed as being caught betw&aristian notions of good and evil:
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‘I've got the Devil in my corner and Jesus on mylliwan contrast to the work of Nine

Inch Nails and Marilyn Manson, this use of religgdmagery is not deployed for shock
value or as a critique of Christianity; rathersitused as a medium to explore (often sexual)
relationships. The song ‘Close Your Eyes’, agaamfSpeak and Destrgys a good

example of how this works:

This place is hell to me and | can never get aesl

There is a devil in my bed with me whose talk isajh

You feel like heaven to me all | want to do isegle

You're like an angel lying next to me you look seegt...
...My tangled hair will weave a web of lies within miieets
And in the morning I'll be nailed where you crueifi me
Your blackened hair will leave a stain inside mychso deep

And when tomorrow comes I'll wish that you would rsbip me

This is also seen in ‘Horrible Pain (Within My HBafrom the same album:

He is the horrible pain within my heart
My religion, my sanctuary, my church, my sacrifice
...He drives a stake into my soul makes me bleed

Makes me whole, drinks me, devours me, intoxicates

Her work with Tura Satana is, as was discusseldanrtroduction, more explicitly
political than her later work, and utilises imagend vocabulary which are familiar from
the work of the artists already discussed. Througjhwe find repeated references to the
self as cut, bruised, or damaged; and to the suagempty, or in pain. For example, in
‘Empty’, from All Is Not Well ‘got nothing left of me / and it’s killing me étbe so

empty’, as in ‘Scavenger Hunt’, from the same album

There is a girl who lived inside me and | can Hearbreathe
Her smell is sweet but underneath her blood isrgptb a seethe

And she leaves me scarred, scared and bruised
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I'm so confused

Why can’t you see, she isn't me

We also find references to imagined violence paivél the subject’s sense of emptiness,
for example ‘Letter to the Editor’ froA Prayer Under Pressure of Violent Anguidfly
heart is an empty hole / hands wanna wrap aroundtiiooat’, however this violence

tends to much less graphic than that found in tbkwf other artists here.

Marilyn Manson

With Manson’s work the narrative persona and juulidjure are not separated from
the private persona to the same degree as witlbfahyg artists discussed above. Although
this type of music tends toward the identificatajrthe narrative persona with the private
persona, in Manson’s case this identification \®&reed: the persona created in terms of
the text comes to signify the private personaimsgeof character creation and as a public
figure. Whilst this is in its nascent form withhet artists, Manson fully inhabits this
cross-identification, but while a Korn song mayart to tell us something of Davis’ life
experience, a Manson song is an extension of ttempa existent at the level of popular
media and from which there is little deviation. slmme ways then this is less revealing of
the private persona. Manson’s work will be disedisin some depth at a later point, so a
detailed lyrical analysis will not be done herewewer here | would like to situate his
work in reference to those other artists discusdee.

The self in Manson’s work is expressed through @ehyndividualism that
consciously plays with the notion of celebrity gzeaformed and spectacular subjectivity.
Throughout his work but particularly in the ‘trigty’ of albumsAntichrist Superstar
Mechanical AnimalsndHoly Woodthe Rock star / Manson persona refers inwarddo th
narrative persona and outward to the public persath@ private persona all but
disappears. As with those other artists descrteye, Manson is portrayed as a Christ-

like figure able to offer salvation in an expliciitique of American Christian ideology. In
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relation to the destructive figure presented ipi8ibt's work, the Manson figure is an
avenging angel who will destroy the world to restorder. In contrast to those figures
discussed above, the past which haunts Manson’s iwaiot explicitly the past of the
private persona, but the past of America, as figaineough the parent generation. Manson
draws upon the collective figures of American p#seahildren and the institutions of the
school and the church as ideological state appsaatas representative of the continuance
of history within the state of America, and as essive institutions. Again as with
Slipknot, the narrative persona is located as dymbof society, one which possesses the
potential to effect revenge through destructioran8bn is presented as a spokesperson for
a generation and as a product of their subjuga#idigure which self-consciously draws
upon and disrupts American ideology by the prodaunctf an individual who possesses a
guality of the hyperreal as suggested by Jean BEuwdr a point which will be discussed

in greater detail in Chapter Five.

Conclusion

Although some work has been done on popular moghe study of the
contemporary gothic, it has not been used as &xbfdr the evaluation of the subject on a
scale such as this, or applied to this group a@start This chapter has established my work
within the expanding area of the study of the conterary gothic, and suggested a model
of the contemporary gothic subject as a tool ferftirther investigation of the subject
within American Popular Metal, while introducingetivork of key artists of the period
1994-2004.

The gothic has been defined as a mode, ratheratlg@nre, and one which is
defined by its adaptability. The American gotlas,a key context for the work 1 am doing
here, is situated as the dark side of the Ameriream, furthermore, that the two are
interconnected. Where the American gothic is eadag a struggle to uncover a
‘monstrous past’, the contemporary gothic may ke atterised as a ‘manifestation of the

desire for trauma’ as a way for the subject to troics identity. That is, that the
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contemporary gothic subject requires trauma andssdgely returns to it as a means of
constructing identity.

Drawing on existing theories of the contemporarthgoand Foucault’s work on
confession, | have suggested the key role thatahéssion of trauma plays in subject
formation for the contemporary gothic subject. iHgwestablished some of the common
themes in the work of the artists of the periodldlsnow go on to explore the role of the

body and the physical in this type of subject faliora
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Chapter Two

The Body and Corporeal Verification

This chapter will investigate the role of the badyubject formation for the
contemporary gothic subject. In looking at themkgain and violence in the lyrics of
artists of the period, and instances of violencii#obody associated with the culture
which surrounds this work, | intend to illustratbat | term the process of corporeal
verification, whereby the body and the physical@sed to add material factualness — a
sense of solid reality — to the subject’s sensgetif which in many cases can be seen to
have been undermined by a sense of crisis. Tlpigriscularly noticeable when looking at
the male subject and the male body, as was distusske last chapter with reference to
Adam Rafalovich’s theorisation of the role of suiifigg and domination in the portrayal of
masculine individualism, and upon which | intenceikpand in this chapter. With
reference to Chris Shilling’s theorisation of thedy project’ discussed in the
Introduction, and moving away briefly from my edislved methodologyl will argue that
corporeal verification through acts of consensialence — such as body modification and
quasi-violent crowd activities in the live settingreates a liminal space in which notions
of harm and consent, and their relations to theemgtbcial structure, are questiorted.
These acts of consensual violence thus functiites of resistance and self-
determination, albeit in a fashion limited by treihds of the western, late capitalist
framework in which they are conceived. Drew Leebgolores a similar concept irhe
Absent Body? Drawing on Anthony Giddens’ theorisation of lifge, Leder points to the
symbiotic nature of the decline of traditional raives and the increasing reliance on
lifestyle, and the increased value which is plagedn these choices in response to the

failure of those traditional narratives to provalstable sense of self. For Leder, the body

! For a further study of this with particular reganthe masculine body in film, see Melissa locco’s
‘Addicted to Affliction: Masculinity and Perversiiy CrashandFight Club in which she discusses the
repetition and reliving of trauma as well as cossehviolence as a powerful form of resistance seifi
determination in contemporary society.

2 Drew LederThe Absent Bod{Chicago: University of Chicago, 1990)
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becomes invisible, latent, until it is brought tar @ttention through damage or deviance, a
process he calls dys-appearance, and for whichgraindes us with the clearest

example? In the context of uncertainty to which | haveudtd, in terms of crisis and
uncertainty on an intensely personal level, theybadd particularly damage to the body,
provide a degree of certainty. It should be ndtedever that pain is not an exclusively
physical experience, and as | shall go on to dssatiss an experience which draws into
question the division between body and mind. Imgso, | wish to explore how pain and
sensation play a central role in the productiosudfjectivity for the contemporary gothic
subject.

As was described in Chapter One, the voice whiclrges through Korn'’s lyrics is
characterised in part by a vocabulary of violemeeotional pain articulated at the level of
the physical, and recurrent references to feeloigaimbness or hollowness. What | shall
look at here are specific instances in which enmatigpain and physical pain intersect, and
the manner in which the bodily and the physicalus®d to highlight or intensify a sense
of personal crisis that is marked by uncertainfiis process is shown in a variety of
ways. Firstly, there is the basic use of physicalabulary to embody emotional pain, such
as ‘ripping’, ‘tearing’ and ‘scratching’, and thehsference of the emotional to the

physical, as can be seen in the song ‘Chi’ fibonn:

Sick of the same old thing

So | dig a hole [and] bury [thEpain...
...We enter in my head

Feeling like I'm god

With the world around me

Can’t you feel this pain

Reaming through my heart
Screaming through my veins

Nothing | can Kill

% Leder, p. 184.
“ The bracketed words are not entirely clear upstering to the recording, and existing transcripgivary
in their inclusions of these words.
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The stinging of my heart
Can’t you feel my heart

Can’t you take my heart ... away

More pointedly, in the song ‘Need To’, also fraforn, the physical is used again to
emphasise the intensity of the narrator’s feelihgsis ‘confused, fighting myself /
wanting to give in, needing your help’ and feelslfiless’, with reference to an
unattainable female other, and this is likenedifgping my insides each time I'm with
you'. A similar use of the physical to convey imséy is seen with the use of a reference
to bleeding in the song ‘No-One’s There’, frddntouchableswhich portrays the singer in
a mental state characterised by frustration arldtisa. The figurative use of ‘bleeding’

contrasts with the non-physical state with whicis paired:

Where are all these feelings hiding
Dancing in and out my mind
Burning up all that | long for
Feeding me till my decline

Where are you?

My soul is bleeding

| am searching

Am | blind?

All alone and bound forever
Trapped inside me all the time

In these examples the physical, the bodily, fumgtito lend an air of solidity to that which
is otherwise intangible or characterised by unaawta In other songs, the infliction of
violence upon either the self or others is portdage a relief from emotional pain, for
example in ‘Lies’, again frorKorn: ‘I tried, you win / my life is ripping your heaadut and
destroying my pain’, and in ‘Here To Stay’, frdumtouchableswhere instances of

violence toward the self are used as a form ofrotint
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So | take my face and bash it into a mirror

| won't have to see the pain, pain, pain...
...Can | throw it all away

Take back what's mine

So | take my time

Gliding the blade down the line

Each cut closer to the vein, vein, vein

The state is elevating as the hurt turns into lgatin
Anticipating all the fucked up feelings again
The hurt inside is fading

This shit’'s gone way too far

As well as acts of violence, release from emotiqaah is also shown to be found in the
cathartic, confessional process of writing and grenfance, as was explored with relation
to the confessional mode in the last chapter aagdmgs ‘Ass Itch’ fronkife Is Peachy
and ‘Beg For Me’ fromssues.

The references to be found in the work of Slipkioiow a similar pattern to those
found in Korn, particularly with respect to instasoof vulnerability being countered with
violence as a means to re-assert control, folloiRagalovich’s model of masculine
individualism. Their vocabulary is highly aggressias explored in the previous chapter,
and we again find a tendency to describe life imgeof pain or numbness, such as in

‘Metabollic’ from IOWA

Fail — suppressing every feeling
I’'m in so much pain
I have every fucking right to hate you

| can’t take it

References to numbness can be found to intertwitheimstances of violence upon the

self, such as in ‘Scissors’, froBlipknot

It's hard to stay between the lines of skin
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Just cos | have nerves, don’t mean that | can feel
| wasn’t very much fun to be with anyway

Just let the blood run red cos | can't feel

Or in ‘Everything Ends’, fromOWA, where it is set against the background of a sefise

self which has been undermined:

| haven'’t slept since | woke up

And found my whole life was a lie, motherfucker
This is the end of everything

You are the end of everything

Shallow skin, | can paint with pain

I mark the trails on my arms with your disdain
Everyday it's the same, | love, you hate

But | guess | don’t care anymore

There is a deep sense of nihilism linked to thegyesd the physical and the violent, for

example in ‘Disasterpiece’, again frd@WA which opens with a particularly violent

sexual image:

| wanna slit your throat and fuck the wound
| wanna push my face in and feel the swoon
| wanna dig inside, find a little bit of me

Cos the line gets crossed when you don’t comeclea

This first image is the point in the song at whileh singer is most dominant; as it
progresses the singer’s words are more markedrefighence to his own state of

emptiness, vulnerability and ultimately feelingsaairthlessness:

Take a look inside my soul is missing
All I have is dead, so I'll take you with me
Feel like I'm erased so kill me just in case...

...scratching and clawing all the way
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you won't let me fucking stay
I’m not supposed to be here

I’m not supposed to be

The work of Nine Inch Nails also displays the oééhe physical as release or
relief, such as in ‘Hurt’, and ‘March of the Pigedm The Downward SpiralTake the
skin and peel it back / now doesn’t that make el better?’ There is a heavier use of
religious imagery and symbolism than in the workhaf two previous artists, with the
song ‘Heresy’, also frorithe Downward Spiralklearly linking Christianity to the idea of

life as pain:

He flexed his muscles to keep his flock of sheelmim
He made a virus that would kill off all the swine
His perfect kingdom of killing suffering and pain

Demands devotion atrocities done in his name

In contrast to the work of the previous two barits,physical imagery used to describe
emotional pain in the work of Nine Inch Nails isnrany ways less graphic, concentrating
on words such as ‘broken’, ‘bruised’, and ‘battéreather than on the skin or flesh being
pierced, ripped or torn, although there are exampiesuch usages, as | have already
quoted. The idea of the self as numb is frequeadfociated with the idea of the cyborg or
the machine, which I will discuss in more detaithe next chapter, and so shall not
elaborate upon here.

In common with Nine Inch Nails, the work of My Ruatso frequently uses the
image of bruising, as well as the use of ‘woundssoars’ to describe emotional trauma,
for example in ‘Cosmetic’, frorterror: ‘My body just wants more scars / And | can feel
them wounds / | can’t heal them’ or particularlyivening Prayer’ fromA Prayer Under

Pressure of Violent Anguish

My mouth is still cruel
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My skin is in bondage
My body is scarred
From lyrics I've carved
Bruises I've healed
Lips that I've starved
Wounds I've replaced
With love and with hate

The truth set me free

This song is an example of the physical and thelypbding used for reasons of intensity.
Elsewhere, the physical is explicitly used to ‘maéal’ the self, for example in ‘American
Psycho’, fromThe Horror Of Beauty'Flesh, blood, tongue / I'm real’. As well azte
factors, which we have seen repeated in the wotkeobther artists mentioned here, the
body is more strongly gendered than in the worthefmale artists | have discussed, for
example: ‘Lips, Hips, Tits, | am the power of a warmstrong’ in ‘Terror’ fronSpeak and
Destroy Tairrie B’s earlier work with Tura Satana focsisirectly on the female body as
political territory with regard to abortion rights, ‘Put Your Head Out’ fronAll Is Not

Well:

My pussy my choice..

...The government is saying we got no voice
Fuck that cos they can’t control me

Or tell me what to do with my body...

...A' woman'’s rights are on the line here
That's why I'm here

Not one, one of a million, the majority

And the government ain’t gonna be whoring me

This form of direct politicisation of the body witegard to state control is markedly
different from anything to be found in the workthé other artists discussed here, and the

assertion of a confident female figure is in cer@ntrast to the male figures | have
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already mentioned whose subjectivity is informead great extent by powerlessness.
What we find here with regard to women'’s rightsheesy are explicitly dealt with is the
assertion of confidence as a means to reclainplmser rather than violence. In the song
‘Victim’, also from All Is Not Wel) which deals with the issue of rape, we find aisaf of
the label: ‘choose to refuse to be a victim’.

The Tura Satana song ‘Flux’, froRelief Through Releaskeals with the issue of
self-harm, opening with the singer stating thatisHbarely alive cos I'm dead on the

inside’. The song describes an ambivalent relahgnwith cutting:

Sleepless

And | feel this
Helpless

Within this illness
Keep this

In the darkness
Kill this

But | want this

The singer expresses a feeling of being trappet, teeding and loathing cutting, and
being resigned to it: ‘cause there ain’t no us¥é my self-abuse’. The link to pain and
numbness is made explicit in this song: ‘so hege &gain trying to numb my pain / cut a
little deeper but it feels the same’. In an iniewwwith The Dreaded Preda February

2008, Tairrie B describes how this song was recebsesome fans:

But I think there’s a responsibility to some degréen not going to get up there
and say to kids ‘oh, go kill your parents’ or whadg do this, do that, ‘go out and
cut yourself’. We used to have girls come to TuataBa shows, and they’d literally
walk into the show or signing and be pulling otaiablades and start slicing into
themselves, cutting their arms up and stuff.

And they’'d walk up to me with lyrics and say ‘olowysing in “Flux” that we

should cut a little deeper’ and I'd say, well, ‘eulittle deeper means nwords
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cutting. They lyrics are not always literal, theymetaphorical, and you have to
listen a little closer to interpret them. I'm notatter — I'm not Casey Chaos
promoting cutting yourself. I'm promoting healingwrself, y’know? Heal the

scars, don’t make ‘em.

Tairrie B’s claim that the image of cutting is used purely metaphorical sense is
interesting, especially as she says that she tsa'atter’, which removes it from the realm
of autobiographical confession. The image of ky@as scars or cuts is of course repeated
in ‘Evening Prayer’ from a later album, but thegen's words in this interview are quite
revealing, especially with regard to the positiatune of the evocation of pain and self-
harm and the figural use of self-harm to denotetemnal trauma.

What emerges from a close reading of the lyriches$e artists is a focus upon the
notion of pain and numbness to describe the siageental state, and the figural use of the
physical and the bodily to emphasise the interdithese feelings. This is done with
particular emphasis upon both bodily damage, sedfleeeding or bruising, and instances
of violence upon the body, be that instances dftseinm or violence toward another. |
shall use the term corporeal verification to ddsethe role which the bodily plays in the
production of subjectivity for the contemporarylgotsubject. | will suggest that the body
performs truth-acts for the subject, acting aschadverification. This term draws in part
on Elaine Scarry’s theory of analogical verificatias well as Chris Shilling’s theory of
corporeal realism as exploredTihe Body in Culture, Technology and Sogietyich
seeks to codify an approach to sociological enqginay places the body at the centre of
study, and situates the body and society as reggglwhich cannot be ‘dissolved into
discourse® In addition, | have looked toward theories ofip@and performance art,
which, although having slightly different emphagas | shall go on to discuss) converge

upon the idea of the body performing acts of veatifion or substantiation for the subject

® ‘Interview: Tairrie B and Mick Murphy of My RuinThe Dreaded Pres$ebruary 5 2008.
<http://www.rock-metal-music-reviews.com/intervieaittie-b-and-mick-murphy-of-my-ruin/accessed
May 2008.

® Shilling (2005) p. 12
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and also for the society in which they are embedd®dforegrounding the role of the
body in subjectivity | hope then to explain somehaf aspects of the culture surrounding
Popular Metal which rely on an extreme or pointbggicality.

The use of the body as a source of authenticitsedfication may be seen in other
art forms, such as body and performance art. Vréarr posits that the work of Dada
performance artists Tristan Tzara and Kurt Schvatie the 1910s and 20s incorporated
‘physical bodily realities as a challenge to thestpnce” of traditional representation in
art’ arguing that the realities of world war brotigire ‘reality of corporeal existence into
sharp focus” In the post World War Two era, the work of agistich as Allan Kaprov,
Yven Klein and Jackson Pollock explored the roléhefartist in creating the artwork,
celebrating not the representational success giditeait or the sculpture, but the
authority of the artist and the ability of the sttio label and create, such as with Pollock’s
action paintings. (It should also be noted at plomt that the tradition of the artist-as-art
in performance and body art has an influence upemiork of Marilyn Manson, whom |
shall discuss in a later chaptefr) the 1970s this form of body art developed into
performance art and photographic self-portraiturbis relatively short period in terms of
art history in which body art flourished can alsodgen to be a reaction to specific cultural
pressures enacted upon the subject. The desiamfauthentic sense of self in this context
is heavily influenced by a resistance to the insirgadominance of commodity culture and
the growing dominance of the society of the spéetatiich Guy Debord and the
Situationists identified, for example. By placihig or her body at the centre of the
artwork the body artist creates a piece which liaigely impossible to reproduce. The
most extreme case of this verification or authextiton is found in the artist’s willingness
to endure pain, and it is this engagement whicleedegrs the implicitly political aspect of
body art with regard to ownership of the body am&lright to control that body. The terms

body art and performance art often occur as synsnimwever there is an important

" Tracey Weir ed.The Artist's BodyLondon: Phaidon, 2000), p. 11-12.
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distinction to be made. Body art, as distinct frppenformance art, originated in the
context of avant garde art of the 1970s, with nagtivity focused in America and Europe.
The work of artists such as Chris Burden, Gina Pifagina Abramow, Ulay (Uwe
Laysiepen) and Carole Schneeman are significathisrfield. The works of these artists
include (but are not limited to) placing themseliresarious forms of danger, or inflicting
pain upon themselves through such activities asgut one of Gina Pane’s piecés,

Lait Chaud(Warm Milk, 1972) involved her using a razor bladecut herself in front of

an audience, first on her back, turned away frogretidience, and then turning to face the
audience, her cheeks. The reaction of the audasamost pointed when the blade was
turned towards her face, and at the end of thee@eadeo camera was pointed towards
the audience in order that they observe their @gpanse. One of Chris Burden’s most
famous pieces iShootperformed in 1971, involved his friend shooting himthe arm. In
both of these pieces, the reaction of the audienkey. Cathy O’Dell uses Burden’s piece
as an example of the manner in which masochistiy laot of the 1970s drew attention to
broken social contracts in the context of the \AetrWar® Although the artist chose to be
shot, this stands in contrast to the lack of cheitacted by the drafting of soldiers to fight
in Vietham. The consent of the artist to partitgpeises questions for the viewer
concerning the motivation for the willingness talargo pain. In this way the viewer is
alienated from the performer, however, the ontaalgpresence of the body of the artist
draws attention to the materiality of the viewerign body. O’Dell argues that there is a
critical distance between the performer and theesee in such performances, such that
would make the form inappropriate for the purpasfgsolitical protest, because the
audience cannot be won over and convinced of néwtises to the problems it preserits.
Burden'’s piece is not a direct protest in the ceindé the conflict in Vietnam, but

evocative of the wider effect of that conflict omA&rican society. In the depiction and

8 Cathy O’Dell,Contract With The Skin: Modernism, Performancead the 19706Minneapolis:
University of Minnesota Press, 1998) p. 12.
° O'Dell, p. 12.
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enactment of actual pain and suffering, as oppm#eeir mimicry in more conventional
forms of theatre, these kinds of performances serdeaw attention to the body/self of
both the performer and the viewer. Issues of auresed contract abound in the
framework of moral and legal issues which the &gesformance disrupts, placing the
performing subject and the viewing subject withifneane of reference with regard to the
body in which that body is presented as an explipwlitical territory. Amelia Jones notes
that while performance art is often defined byr@emptive desire for art to transform
human life, body art ‘does not strive toward a iapedemption but, rather, places the
body/self within the realm of the aesthet&a political domain ' Crucial here is her
distinction between body and performance art orbtses of the politicisation of the
aesthetic domain. Performance art, although itgdamphasis upon the agency of the
artist through its abandonment of traditional repreational art, lacks this pointed
politicisation. The reason for this, | believediin the value ascribed to the artist’s
willingness to place their body in harm’s way. Whaust be added here is that this
decision to experience pain and discomfort is dl@hge to a contemporary society
increasingly geared toward comfort, ease and effiy as far as these things denote
happiness. To avoid pain, as much as it can betedse a natural human instinct, can
also be seen to be a heightened condition of maglennd developed capitalism, with its
attendant growth of leisure. Insofar as the bedfe focus of the circulation of power in
high modernity, to voluntarily damage the body andure pain is anachronistic in the
context of a social disposition toward ease andfodrand the craving for safety. What
this indicates, and what shall be applied to myyamaof its figurative use by the
contemporary gothic subject, is the transgressoterial of pain inflicted upon the self.
Pain is a phenomenon with a social and cultusdbry. Elaine Scarry argues that

pain both creates and destroys the self, as panfugriences produce the self at a time of

1% Amelia JonesBody Art: Performing the Subje@¥inneapolis: University of Minnesota, 1998) p-13.
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heightened awareness while the self also atterogtsdape that paifi. Pain is a purely
subjective experience: one may not experience angerson’s pain. Scarry also argues
that an increased intensity of pain leads to atigration of language, which gives rise to
a language of agency with which we describe painsHikened to other experiences, but
it has no direct vocabulary of its own, we rely ngerms which have no fixed biological
value but which are culturally as well as medicaihgerstood. In this context it becomes
key to examine what vocabulary we are given thrdygbal analysis, as indicators of the
cultural understanding of pain. As seen aboveemedunter a preponderance of words
used to describe pain in a visceral fashion - ngptearing, ache, for example. We also
see with some artists, such as Korn and Slipkhat,language dissolves entirely at
moments of extreme pain, where lyrics dissolve angzream, a shout, or non-lyrical
verbalisation which is expressive without beingadggive. Thus mental anguish is
described in terms of physical pain. Scarry arghasto have pain is to have certainty,
but to hear about it is to have doubt — it is difft to express one’s pain to another and it is
impossible for one individual to experience thahegain> David Morris, drawing on
Scarry’s argument, asserts that we doubt the atititgror truthfulness of pain which is
related to us by anothé&t. Morris describes pain as an ‘archetype of subjiegt **
experienced only by the individual but also culliyranterpreted. The contemporary
gothic subject | believe engages in what Scarrlg ¢ahalogical verification’ or
‘substantiation’, whereby in response to a crigisadief in an ideology or cultural
construct, the ‘sheer material factualness of tiradn body will be borrowed to lend that
cultural construct the aura of “realness” and “@iety.” *> In this case, the cultural
construct which is in crisis is the subject. Thbjsect can be re-established through the re-

unification of mind and body, and pain, assessesiials, indicates reclamation of the self.

1 Elaine ScarryThe Body In Pain: The Making and Unmaking of thelsVNew York: Oxford University
Press, 1985)

25carry, p. 13.

13 David B. Morris, The Culture of PairfBerkeley: University of California Press, 199129.

¥ Morris, p. 14.

> Scarry, p. 14.
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Central to this argument is that pain should bevgakas a perception rather than a
sensation, an argument expounded by Morris, inoresgto modern epidemics such as
chronic pain. Various advances in the field of iteRsychology have given support to
the breakdown of the Cartesian body/mind split tzst historically placed pain as an
exclusively physical experience. Morris descritigs split as the ‘Myth of Two Pains’,
physical and mental, arguing that the division @ahpnto these two spheres is misleading.
To view pain as a sensation ignores the awarenigsswrich pain is apprehended and
experienced. Morris’ worlhe Culture of Pairexplores pain as having a cultural history,
with its relegation to the physical sphere as égaty of 18 century medical
understanding. He argues that this medical apprtmapain, dominant until now, is
fallacious in that it places a misleading emphapen nerve and tissue damage as the sole
cause of pain, that is, that a schism is introdumd/een the mental and the physical such
that denigrates the status of mental pain to thengent of our understanding of the
subject as a whole. Focusing on chronic pain @sitent or invisible epidemic of our

time, he posits the crisis in medical understandungounding chronic pain conditions as a
crisis in our understanding of pain itself: thatphysical nature does not fully explain the
patient’s experience. The view of pain which seas solely a physical phenomenon is
problematised by such issues as phantom limb péiare tissue damage cannot account
for the pain or sensation felt by the patient. e Tefinition provided by the International
Association for the Study of Pain in 1994 charasésrpain as ‘an unpleasant sensory and
emotional experience associated with actual ompietietissue damage, or described in
terms of such damag® This illustrates the successful movement away filoenexclusive
understanding of pain in a biomedical frameworkdo¥s one that incorporates
psychological factors. The multi-disciplinary apach to the management of chronic pain
Is in this context an indicator of the developirsyghosocial and cultural, as well as

medical, understanding of pain in western socity is also influential on our

' Harold Merskey and Nikolai Bogduk ed€lassification of Chronic Pain: Descriptions of @mic Pain
Syndromes and Definitions of Pain Ter$,edn (Seattle: IASP Press, 1994) p. 210.
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understanding of the subject in terms of mind Abddalism. Interestingly, both Morris
and Roselyne Rey, another theorist of pain, arguéht usefulness of literary texts in the
study of pain, not just for the manner in whichytlegpress what is, as we have
established, notoriously difficult to express, fartthe manner in which those texts may
illustrate the social significance and represearadif pain’’ In Rey’s terms, an
understanding based on either emotion or sensatibnot be satisfactory, one has to
combine the two, while taking into consideratioa fact that these things are generally
thought to be separate. My overarching narratere Ins the denial of the Cartesian
body/mind division played out in this expressiorpain, which encounters entrenched
beliefs about the separation of body and mind. &xtperience of pain, because it is a
perception and not just a sensation, criticallystioas the relationship between the body
and mind and the influence of that relationshiprupelf-perception. In applying a model
of pain not as a sensation but as a perceptidmetteits of Popular Metal lyrics and the
experience of the individual presented thereinaveeable to develop a model of
subjectivity which depends upon the presence obtwy even as it destroys it; a model
defined in its entirety by the individual in crisend a model which incorporates pain into
an understanding of subjectivity rather than degyin In addition, those feelings of
alienation and dissociation which are expressealityit the idea of numbness, or
hollowness, represent the desire to reconnect ghreansation. The cultural and historical
model of pain provided by the works of Morris anelyRn particular illustrate the
significance of the shift in the cultural meanirfgpain from one of religious experience,
for example, where pain and suffering appear amapment for sin, to a biomedical
model, in which they are a hindrance to human egpee and must be eliminated. The
cultural history of pain and bodily understandinggents to a certain extent a cultural
history of the subject, insofar as we understaatighbject to have a history which is

inextricably linked to its embodiment. Pain asaperience encountered in lifestyle

" Roselyne ReyThe History Of Pairirans. by Louise Elliott Wallace, J. A. Cadden &dV. Cadden.
(Cambridge Mass: Harvard University Press, 1995)
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activities and choices serves not only to explbestioundaries of the embodied subject but
to contextualise experience and challenge ease@ntbrt.

Thematically, as may be observed in the lyricakrses, pain and suffering are key
experiences for the production of the contempogathic subject. There are a number of
activities associated with Popular Metal music Aftdrnative culture which are in the
spectrum of what | call consensual violence — #eativin which the participant engages in
activities which may cause harm to oneself (or i&hieut primarily oneself), which are
subject to a degree of social non-acceptancejstanse which | believe to be associated
with levels of acceptability concerning controltbé body of the subject. To locate the
body in this culture, and with specific regard #rpand control, | will now look at
consensually violent crowd activities in live musettings, and the development of the
individual ‘body project’ through practices of bothodification. These forms of
corporeal verification are subject to forms of eohaind surveillance, and contested
definitions of harm, which produces such activissspowerful sites of resistance and self-
determination. This next section marks a depafftorea my established methodology thus
far, however | believe that there are specific ffiiehéor doing so at this point. There is a
potential danger in assuming that the analysigrafd produced by artists can be used to
interpret the audience who consume them, namelgubesimplification of the patterns
and values of consumption on the part of the tdowever, in discussing pain and the
body, it seems to me that there is benefit in wildgthe scope of the inquiry here to
explore an approach to subjectivity reflected iarsprominent cultural phenomena as
exist within this context. Body Modification, agpapular practice within Alternative
culture, is a rich resource in the discussion ef'lody project’, and crowd activity during
live performance illustrates well the tensions #est between differing values of pain,
harm, control and safety. Furthermore, beingithages of self-harm such as cutting

appear in the lyrical sources examined here, msgeertinent to link them to theories of
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self-harming behaviour and also to briefly expltve appearance of such behaviours in

the culture.

Body M odification

Tattooing and other forms of body modification @axperienced a general surge
in popularity in many sections of society since ltst decades of the twentieth century, as
noted by Victoria Pitts and Paul Sweetnf&rParticipation in these practices as a part of
the ‘body project’ is particularly pronounced intédnative culture, including that
associated with Popular Metal, with many fans amidta being pierced and tattooed.
Certain types of designs and piercings are explicannected to particular kinds of music
or ‘scenes’, band logos or portraits of artists,eéwample, and off-centre lip piercings and
earlobe expansion have become particularly assocwith Emo, an aesthetic and musical
style associated with bands such as My ChemicaldRom For the most part however
body modification is associated with a style anstlagtic that identifies persons as
‘Alternative’, including both their clothing and in@olour. However this is by no means
an homogeneous grouping, nor does it always ingli@atonsensus on the appropriateness
of modifications, something which may be illustdht®y the resistance from certain
segments of the Alternative community to some foofsore extreme modification such
as skin removal, branding and scarification. ttlesar from my own experience that whilst
the Alternative community is more geared towarceatance of these practices as a form
of self-expression, there remain stark divisiond disagreements concerning the
acceptability of these extreme modifications, refteg perhaps the diversity of the
community and the tenacity of the ‘Alternative’ &b However, what has interested me
with relation to the use of body modification pieet in Alternative culture is not only the
manner in which such practices relate to self-esgom, but how these practices involve a

negotiation of pain. Body Modification is a richea within the study of the body,

18 pitts,In The Flesh Paul Sweetman, ‘Anchoring the (Postmodern) S&?ly Modification, Fashion and
Identity.’ Body & Society5:2-3 (1999), 51-76.
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addressing issues of fashion and anti-fashion,ipvism and tribalism, the reclamation of
the self and body as canvas, the mutilation debatkjssues of deviance, difference and
rebellion. The work of Armando Favazza has beetiqodarly influential in locating body
modification as a cultural practice with a longtbry, and distancing such behaviour from
alarmist associations with pathological self-hamrtehaviour? Indeed, Favazza’'s work
has also been influential in producing an histdncalerstanding of self-harm distancing
such behaviour from suicidal behaviour, which llsga on to discuss. Victoria Pitts
notes that the ‘stigmatization of the tattoo allovier it to become a mark of disaffection
for groups who sought to stage symbolic rebellind ereate a subcultural style, and,
eventually, to create personal and political body?d | would extend this assessment of
the tattoo to apply to the various forms of bodydification visible within Alternative
culture, however, the body is not only produced a#e of rebellion: it is a canvas, a
commodity, and a site of surveillance and contiidhie modification of the body, in the
practices which are now becoming more mainstreasifipns the body as a legitimate site
of the development and expression of subjectivity.

One of the most frequent questions asked partigudétattoo artists by potential
customers, and of those who have had work donbdsetwho see it, pertains to the
degree of pain involved in the process. Thisrngdl an unanswerable question.
Although there are physical aspects such as tleeplant of a tattoo (areas on the body
such as the feet or the spine, where the bonese ¢b the skin, as oppose to the upper arm
or stomach, are generally more painful areas) waitdct the intensity of pain involved,
these are by no means the only factors involvatarpain of tattooing. That pain is not an
experience which can be understood within a puEgnedical framework is evidenced in
the observations of those artists to whom | spoKee role that pain plays for the

individual choosing to modify their body is a comyplone, it is not the sole basis upon

9 See Armando R. Favaz#gdies Under Siege: Self-Mutilation and Body Madifion in Culture and
Society 2" ed. (Baltimore: Johns Hopkins University Pres§7)9
2 pitts,In The Fleshp. 5.
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which most body modifications are undertaken, hawvétvis a factor of that experience.
The further significance of body modification agjifpears within Alternative lifestyle
choices is as a form of the ‘body project’. Ireiiew with Natasha Scharf for Metal
Hammer TV concerning her tattoos, Tairrie B dessiber tattoos as meaningful, spiritual
and personal, and expresses confusion at the famneideration an ex-member of her
band gave her body art (this should, of coursedmextualised by the acrimonious nature
of that band member’s departure), describes hovesbeurages fans to think before
getting tattoos, and emphasises the importancelabes on her body.

Furthermore, body modification politicises the self with regard to biomedical
understanding of the body, and pathology is agased as an issue. Victoria Pitts
investigated the links that are drawn by populadiméetween body modification and
self-injury practices in a survey of a sample aftykfive newspaper articles from
mainstream British and American newspapers duhredite years previous to the
publication of her article ‘Body Modification, SeMutilation and Agency in Media
Accounts of a Subculturé? In seventeen of those articles she identifiedtwha called
the ‘mutilation debate’, where a link is made beswéhe psychological motivations
common to self-injury and that supposed to occtin Wwody modification practices.

Stories about body modification rely for their newesthiness upon the ability to locate
those stories as horror stories or cautionary talesenting mental health professionals as
experts upon body modification, as oppose to egpead body piercers or tattoo artists.
The use of these professionals presents the erperd body modification within the
classificatory system of mental health and a bianadramework, often in the context as
to whether or not these practices constitute s@liry which is indicative of mental iliness.
The mutilation debate pathologises body modificatad establishes a vocabulary

attendant to this pathologisation. The use ofdleisate brings into question the agency of

2L Tairrie B in interview with Natasha Scharf fgletal Hammer TVJune 13, 2008.
<http://youtube.com/watch?v=kV|8jiSVeSaccessed June 2008.
22 pitts ‘Body Modification’.
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the subject who undertakes these modificationghitnmanner the legitimacy of the body
modification as an expression of subjectivity iBezhinto question. It is an example of
Foucauldian biopolitics, and the influence of tligcgblines, particularly that of medicine,

in defining our bodies. The body here is producetthe context of a discourse of mental
health, not with reference to expression or fashé@can be seen in other assessments of
body modification culture such as those undertdieRavazza, for example. It is not only
to undergo pain, but also to permanently or semmpeently change the body that arouses
suspicion. The mutilation debate places the stilnjez position of reduced agency,
however | would argue that this usage is misleadimdjinaccurate. As we have seen, the
decision to undertake a body modification of anyt®¥arious forms can be seen to be
indicative of an expression of subjectivity whiahaets control over the body on the part
of the subject. The pain-aspect of these pract@@sins much of a mystery to outsiders,
and although it is of concern to insiders, it istmymeans a central aspect. This shift in
emphasis suggests to me that the perception ofigpaxperienced differently along that
boundary, and opens up an avenue for investigatiooh suggests that the experience of
pain is a key concept in understanding the fornmatiosubjectivity: in which pain may be
negotiated rather than overtly avoided. With refato the contemporary gothic subject,
we may begin to see links back to the relationbleipveen subjectivity and trauma. In
those narratives of the subject in which emotiqraah was experienced, that pain could be
seen as a necessary process. Here | would akstohward to the misconception that the
pain involved in self-harming practices is ass@dawith an impulse toward suicide: rather
that these practices exist as life-affirming copmgchanisms. In each of these instances,

in varying ways, pain and the body are centrah&ogdroduction of subjectivity.

TheLive Gig: Bodies Under Surveillance & Consensual Violence
Where the mutilation debate places the subjeatpnosition of reduced agency with

regard to body modification, discourses of risk aadm enact a similar technique of
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control in the live gig setting. The live perfornta is a central tenet of the culture
surrounding Popular Metal, both in terms of thehauticity of the artist and as a cultural
phenomenon and site of socialisation: the liveigig chance for the artist to prove their
worth to the audience, and also provides the oppiytfor proximity and community

with their fans?® For the purposes of this chapter and this se¢ttrall focus upon crowd
activity at the live gig in terms of consensuallgie, and these instances of consensual
violence as reflective of corporeal verificationAlternative culture in the wider sense. In
particular, the mosh pit, and other phenomena asatrowd surfing and head running can
be positioned as examples of consensually and ansenisually violent activities almost
unique to the live Metal performance, and whichitar illustrate the role of the body in
Alternative culture. The live event is also a lexyample of the body under surveillance in
terms of event organisation and crowd managemdigfh-risk audience behaviour such as
crowd surfing, moshing, mosh pits, head running, e ‘wall of death’ are all primarily
associated with Metal and its various subgenrgsh&acts whose work | have studied
here, not all of these activities will be obseneast instances of their gigs, and crowd
surfing is popular across many Rock genres, howlewention them because they are
closely associated with the Metal genre in paréicuhnd because the approach to body
politics which they engender are very much appetprio the experience of subjectivity
and the body which | have thus far explored. Savagh profile incidents influenced the
development of industry best practice, such thauRw Metal artists are increasingly
aware of issues of crowd safety. The increaseohjprence of safety at gigs has come
about in response to these high profile cases,hwdnie largely concerned with Rock and

Metal gigs®* Of all the types of crowd activity | listed abgwke mosh pit is perhaps the

% The continued importance of the live experienceottk music, and its authenticating effects, argl@ed

in Philip Auslander'd.iveness: Performance In A Mediatized Cultdrendon: Routledge, 1999)

4 These include Guns n Roses at Donnington in 1988evtwo fans were crushed, Woodstock '99, where
an unhappy crowd revolted in mass rioting, firesgtand destruction of property, Pearl Jam at thskitde
festival in 2000, where fans slipped underfoot aim& were trampled, The Big Day Out in Sydney i@20
where a girl was crushed and died during Limp Biglget. In addition, the relatively new introdioct of all
ages or 14+ gigs (as oppose to 18+, as was theuatiba few years ago) poses particular challerayent
organisers due to the physical vulnerability o§tage group.
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only example of consensual violence. Crowd surfinges dangers to those below the
surfer who have not consented to participate ihdbavity, the wall of death (where the
crowd parts and then runs toward one another) roag difficulty to crowd members
unable to move away from the area, and head runwnihgre an audience member runs
across the heads of the crowd beneath, is sulbjéicetsame difficulty in consent as crowd
surfing. Indeed, in my experience and researarafd surfing and head running on
message boards associated with Alternative cultnese two activities invoke a stark
division of opinion as to their acceptability. Thmsh pit is a fundamentally different
experience, being a circle of participants whoatieach other, purposely bang into each
other, known as slam dancing, engaging in playétg af violence which may result in
injury but which has a general code of etiquetteceoning the well-being of participants.
The moshpit does not emerge as a distinct objestudy, rather it is referenced as
a distinctive phenomenon within various disciplind$ie most comprehensive
investigation of the mosh pit that | have founthiSoe Ambrose’3he Violent World Of
Moshpit Culture an account of participant observation in a widgety of pits, where the
author addresses aspects of community but alsortanity violence in the mosh pit
setting, presenting an insider’s view of the piiahhchallenges those accounts of the
moshpit which emphasise the need for stricter eboirelimination® In literature
concerning emergency medicine and event plannivggiosh pit appears in relation to the
potential for injuries sustained in that environiipemd in common with the literature
produced by the crowd management industry is predlas an area of concern for
assessment with regard to risk managerffeifrom my own experience of the live music

industry in Scotland over the past decade | haga aaneasured change in the attitudes

%5 Joe AmboseThe Violent World of Moshpit Cultufeondon: Omnibus Press, 2001)

% See for example Timothy Janchar, Chris Samaddiabanid Milzman, ‘The Mosh Pit Experience:
Emergency Medical Care for Concert Injurielye American Journal of Emergency Medicih@:1 (2000),
62-63, Jeff T. Grange, Steve M. Green and Warrenrdo‘Concert Medicine: Spectrum of Medical
Problems Encountered at 405 Major ConceAsademic Emergency Medicife3 (1999), 202-207, Andrew
M. Milsten et al., ‘Variables Influencing Medicalsdge Rates, Injury Patterns, and Levels of CarM&ss
Gatherings’Prehospital and Disaster Medicirle3:4 (2003), 334-346, and the UK standard of pesttice,
known as the ‘purple guideT,he Event Safety Guide: A Guide to Health, Safety\aelfare at Music and
Similar EventsHSE Books, 1999.
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toward crowd management and safety, with a stroaggahasis now placed upon the
discouragement of such activities due to the rfskjary to patrons, and resulting legal
action against the event organisers.

The moshpit has been approached in relation rodts in Punk, in terms of
dance?’ in terms of the influence of the situationist imtional upon Puni in terms of
gender politics in the pff and in terms of social behaviour, focusing ontyeded risk in
light of the riots at Woodstock 1999.1n other areas the mosh pit is described as fplay
violence®' where the consensual nature of participation ighemmised. From my own
observation of a large number and variety of cascrwhich mosh pits have occurred, |
have noted the general lack of female participatitaas not uncommon for bands
associated with the Riot Grrl movement during tB80s to demand that the crowd
allowed more females to come to the front or tanvelved in mosh pits. In some cases
the mosh pit (as a spatial area rather than a phenon) has been produced as a site of
risk specific to females: the reports of rapesm pit at Big Day Out and Woodstock '99,
for example. It is unclear from these reportseofuml assault if they occurred in the midst
of an actual pit, or in the area of the crowd asged with the pit. What the reporting of
these alleged assaults very clearly does is toyzethe pit as an unmanaged environment
of excess in which aggressive and violent masayllmecomes a threat: an assessment
which is markedly different from those analysesedlagpon participant observation which
describe the pit as an internally structured platpbenomenon with a strict etiquette of

communal care. As a form of consensual violerteemosh pit phenomenon raises many

%" Bradford Scott Simon, ‘Entering The Pit: Slam Diagcand Modernity’ The Journal of Popular Culture
31:1 (1997), 149-176.
%8 Neil Nehring, ‘The situationist international im#erican Hardcore Punk, 1982-200R4pular Music and
Society 29:5 (2006), 519-530
29 Ann Cvetkovitch, ‘Witnessing ThingsStudies in Gender and Sexualidy4 (2003) 353-362 and Sue
Grand ‘Unsexed and Ungendered Bodies: The Viol&&#, Studies in Gender and Sexuglidy4 (2003),
313 - 341.
% Brad H. Reddick & Eugene V. Beresin, ‘RebelliousaRsody: Metal, Rap, Community, and
Individuation’ Academic Psychiatry26:1 (2002) 51-59, and Stephen Vider, ‘Rethinkiirgwd Violence:
Self-Categorization Theory and the Woodstock 1988’ Rlournal for the Theory of Social Behavio84:2
(2004), 141-166.
%1 Stephen J. Epstein, ‘Anarchy in the UK, Solidaiitghe ROK: Punk Rock comes to KoreAtta Koreana
3 (2000) 1-31, p. 5.
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questions in terms of corporeal verification. HBt&utory obligation of the venue and
event organiser in terms of duty of care can be seelash with the fan’s ownership of
their body and ability to consent to a violentatyi. Within this conflict, the body of the
fan becomes a contested site of signification amdesllance. Although the likelihood of
injury is high, it is common for participants tongider these injuries as badges of honour,

signs of endurance, from which they may derive slibral capital.

Self-Harm and Parasuicidal Behaviour

An addition type of activity which may be read asaat of corporeal verification is
deliberate self-harm. Acts of deliberate self-haunh as cutting have increasingly been
associated with fans of Popular Metal, and reptes@much more controversial form of
corporeal verification than the types of body midifion. During the period of study at
hand self-harm became more visible in Alternativiture, as well as being figured
lyrically, and elements of the mainstream mediaet@ssociated deliberate self-harm
particularly with certain parts of Alternative aule. The prevalence of deliberate self-
harm and attempted suicide in the Goth subcult@® tve subject of a study published in
April 20062%in response in part to these connections beingerirathe mainstream media,
and concluded that those within the study who isielittified as Goth did have a higher
rate of lifetime self-harm and attempted suici@lé should be noted that the category of
Emo, which has recently been the subject of a muamic in both America and Britain,
accused of glorifying self-harm, emerged too latee included in the list of possible
subcultural identification.) While identificatiomith other subcultural categories
(particularly ‘Punk’ and ‘Mosher’) did also indi@the prevalence of lifetime self-harm,
no causal link could be established between thefastors, and indeed it was suggested

that ‘it could be explained by selection, with ygymeople with a particular propensity to

%2 Robert Young, Helen Sweeting and Patrick WesgvBience of deliberate self harm and attempted
suicide within contemporary Goth youth subcultdoegitudinal cohort studyBMJ 332 (2006), 1058-1061.
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self harm being attracted to the subcultdfelh a more muted fashion, the razor blade can
be found as a motif in jewellery, album designtlulog, and as part of a reparatory of
design images across Alternative culture, partityplaith Popular Metal — along with

stars, skulls and flames, for example.

Within the field of psychology, various models fbe interpretation of self-
harming behaviour have been suggested. In ordmorttextualise the discussion of
abjection and its relation to self-harm which valllow, it is important here to offer an
outline of these theories and their significantée study carried out by Young, Sweeting
and West characterised it as ‘a maladaptive cogliregegy intended to relieve negative
emotions such as anger, anxiety, frustration, dt.gli is usually unrelated to an
immediate suicide attempt” While this description is pertinent, it is impamt to explore
what is understood to be self-harm as | have Useterm here in relation to other aspects
of bodily activity and self-mutilation. The issoéself-harm has attracted increased
attention within the medical and psychological camity in recent years, particularly
with regard to youth and adolesceftsWithin this literature self-harm, self-injury eelf-
mutilation is largely characterised as the deliteedamage or alteration of body tissue
from which suicidal intent is absent. A. L. Chaprea al explicitly note that ‘[ijn contrast
with suicidal behavior, DSH is a form of parasuatidehavior that involveso intent to
die.”*® Their model of experiential avoidance is spealficbased upon the premise ‘that

DSH is a negatively reinforced strategy for redgamn terminating unwanted emotional

% Young, Sweeting and West, p. 1060.

* Young, Sweeting and West, p. 1058.

% See, for example, M. Z. Brown, K. A. Comtois, & M. Linehan, ‘Reasons for suicide attempts and
nonsuicidal self-injury in women with borderlinerpenality disorder’Journal of Abnormal Psychology,
111 (2002): 198-202., A. R. Favazza, ‘The cominggé of self-mutilation’Journal of Nervous and Mental
Diseases186 (1998): 259-268, K.L. Gratz, S. D. Conrad &8Roemer, ‘Risk factors for deliberate self-harm
among college studentdmerican Journal of Orthopsychiatry2 (2002):128-140, M. K. Nock & M. J.
Prinstein, ‘A Functional approach to the assessmwieself-mutilative behavior'Journal of Consulting &
Clinical Psychology72 (2004): 885-890, Alexander L. Chapman, KinGtatz & Milton Z. Brown,

‘Solving the puzzle of deliberate self-harm: Theenential avoidance modeBehaviour Research and
Therapy 44 (2006): 371-394, A. Simpson, ‘Can mainstreaalth services provide meaningful care for
people who self-harm? A critical reflectiodgurnal of Psychiatric and Mental Health Nursjrig (2006):
429-436, J. V. Penn, C. L. Esposito, L. E. Schag@e K. Fritz A. Spirito, ‘Suicide attempts anelfs
mutilative behavior in a juvenile correctional figgi, Journal of the American Academy of Child and
Adolescent Psychiatry2 (2003):762-769

% Chapman et al, p. 373. ltalics in original. DBHbbreviation of Deliberate Self Harm.
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arousal®” The reasons for self-harming may include to &g feelings, to feel
something, or to punish oneself, however, acrasditarature, deliberate self-harm is
recognised to be a coping mechanism that provigleef from unwanted emotional
states’®

Sharon Klayman Farber proposes a spectrum of adifation, which relates
closely to my interpretation of corporeal verificat and consensual violence used in this
chapter® The spectrum of self-mutilation or bodily selfrtiashe describes includes body
modification, mutilating surgery, extreme dietinghlaviour, overeating, anorectic
behaviour, drug abuse, and also activities notllysassociated with self-mutilation such
as compulsive shopping and gambling. Linking thietl of the body to the control of
the self she also suggests that activities suclaiabiting, picking at skin and pimples, and
picking at scabs could be placed within this thecaéframework. Farber’s definition of
self-mutilation, encompassing this wide spectruradiivity, requires that one not make
assumptions concerning intent: ‘It is preferableégcribe it descriptively as the infliction
of injury upon one’s body that results in tissuendge or alteratiofi’, in contrast to those
other recently established definitions referendmsalva which characterise self-mutilation
in opposition to suicidal activity, that is, as then-lethal infliction of injury upon the
body. It is also important to recognise that atés such as body modification, while they
fall under the spectrum of self-mutilation or coamsegal violence, do differ as to the intent
of the person who undertakes these activities tlaaida person who engages in body
modification does not necessarily share psycho&giotivation with a person who
engages in cutting. With specific regard to fegdiof self-hate or punishment, these

behaviours remain distinct. Farber’s theory s#gdhe self-mutilating subject as existing

" Chapman et al, p. 372.

% Despite this acknowledgement in recent literattirere remains a noted discomfort in the respofise o
health care professionals when treating personsseticharm, and negative attitudes towards thossops.
For a fuller investigation of this see Nadine Mackad Christine Barrowclough, ‘Accident and emermen
staff’'s perceptions of deliberate self-harm: Atttions, emotions and willingness to helptjtish Journal of
Clinical Psychology44 (2005), p. 255-267.

%9 Sharon Klayman Farbewhen The Body Is The Target: Self-harm, Pain, aadfatic Attachments
(Lanham: Rowan and Littlefield, 2000)

“CFarber, p. 19.
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within a borderland, and makes clear that the banndetween the self and other is ‘[a]
transitional area of experience...between the insfdke self and what is outside the self,
between that which is normal and that which is platical...the skin is the body’s
edge.** The act of self-mutilation (in all its forms) eages with this borderland, and any
act upon the body’s edge can be situated as apnraxiph of the differentiation between
self and othef? Certainly in the manner in which we see it retiecin the lyrical

examples above, with reference to the contempaattyic subject, we may read self-harm
as a method of control through release, and a &@maintaining the boundaries of the

subject through the use of the physical.

Conclusion

This chapter has explored the body as a key sitkeatity formation for the
contemporary gothic subject, and suggested the ‘tamwporeal verification’ to describe
the process whereby the body and the physicals&e 1o provide certainty in subject
formation, where the subject’'s sense of self canamy cases be seen to have been
undermined by a sense of crisis. In examining #eeof pain, numbness and violence in
the lyrics of key artists of the period | have sitated how this model works to denote
emotional trauma, and how pain is used to undeestt@r seriousness of such emotional
trauma. | have suggested the importance of dorhohacourses of safety, harm and risk,
and shown how these resonate in other areas ofd&dyatal and Alternative culture
using a theory of consensual violence. | shall govon to examine the role that the
grotesque and the monstrous play for the contempgrahic subject, in contextualising

the sense of self as an outsider.

“! Farber, p. 90.

“2 For other works on the exploration of the skirsigmificant territory, see Halberstam (1995), Sanaed
and Jackie Stacey edhinking Through the Skin(London: Routledge, 2001) and Steven Conibe Book
Of Skin (London: Reaktion, 2004)
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Chapter Three

The Grotesque, The Monstrous, and the Self as Other

The world of the contemporary gothic subject isald/ of the grotesque.
Concerned with the liminal and the boundary, thigld/is portrayed as distorted and
strange. It is concerned with fear and terror,diseuption of convention, and the critique
of normality. Within this context, the subjectsperience is one characterised by
elements of that grotesquery contained withinfitséle or she may be described as ugly,
deformed, or broken. They may be diseased or aruk their mental state is often
described as confused or as being in some waylatadewvith madness or insanity.
However, in an act of critique of normality, itpsssible for these aspects to be positively
reclaimed and used to build an identity which isdgshupon otherness and difference. This
chapter will explore the positioning of the contergry gothic subject as an outsider
through elements of the monstrous and the grotes@he subject is repeatedly portrayed
as being in some way different or alienated frohrecs: through tropes of sickness and
disease, references to hollowness, mental indtabiliexplicitly as a freak or monster.

We are confronted by issues of identity and thdusian of the categories of self and
other, where the subject self-identifies as momstieind subverts those categories and
labels with varying levels of success and claritguggest here that this can be read as a
continuation of the tradition of the gothic monstgith particular reference to the
development of that tradition in contemporary gotiwhere the monster is produced as a
site of identification and sympathy, and the maeatainty which underpins the
categorisation of the good and the pure is undexchiri would argue that there is for the
contemporary gothic subject an ambiguity conceridegtity, a sense of being caught
between the categories of the normal and the gyoge®f self and other. The distinction
between the two — as the binary opposition uporcivhistorical theories of the subject are

built — can be seen to be broken down; this erosfarertainty indicative of an unresolved
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crisis of subjectivity which feeds into the genesadl and pervasive sense of crisis to which
| have made reference.

Any discussion of outsider status for the conterapogothic subject should begin
by noting the manner in which Popular Metal deparmsn a more general process of
othering from what is perceived as normal or magash culture. We find throughout the
work of the artists under discussion here expressid otherness and difference in which
they acknowledge their outsider status. These frany artist to artist, for example, in
Slipknot’s ‘My Plague’ fromlOWA ‘I'm just a bastard but at least | admit it’, Nine Inch

Nails’ ‘We’re In This Together’ fronThe Fragile

You and me

We're in this together now

None of them can stop us now

We will make it through somehow...
...Well they've got to kill what we've found
Well they’'ve got to hate what they fear
Well they’'ve got to make it go away

Well they’'ve got to make it disappear

In Marilyn Manson'’s ‘Use Your Fist And Not Your Mdhu from The Golden Age Of
Grotesque‘My hate pop won't ever stop / I'm fucking glaa different / This is my hate
American style kick’, in Korn’s ‘Children Of The Ko’ from Follow The Leader'Look

and see, | feel the parents hating me’ and in Batana’s ‘Sickness’ fromll Is Not Well

‘I am the scar that will not heal that's passedrfrgirl to girl / | am that little bitch you fear
because | am not afraid / I'm everything that &l kghile you know you're just a fake’.
This kind of othering has historical resonancer é&@mple, Leslie Fielder, ireaks
explores the appropriation of the term ‘freak’ asteonorific title’ by hippie subculture to
express dissident subjectivityHe situates the term’s original usage as withén t

community of circus freakery, ‘a badge of shamesnainder of their long exclusion and

! Leslie FielderFreaks: Myths and Images of the Secret @& York: Simon and Schuster, 1978)
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exploitation by other humans, who defining thensthave by the same token defined
themselves as “normal®.He posits that the choice of this moniker byhipie
subculture indicates a ‘radical alteration of camgsness® one which revels in the kind of
monstrosity the term confers upon them. DespigddEi’s obvious disdain for the hippie
subculture, this usage of the term is particuladgful for contextualising the
contemporary gothic subject’s use of outsider statn defining oneself as a freak or an
outsider, monstrosity is situated as a given fast@ubjectivity, but one which reflects

negatively upon ‘normal’ society.

The Gothic Monster

The monster is fundamentally that which is otlieat which threatens the normal.
It is that which must be cast out — made abjeaterder to preserve that sense of
normality. Although the figure of the monsterhst against which one may define self
and subijectivity, this self and subjectivity fiftktnselves under threat in a new way, in a
new era of monsters, in which the resolution is Emple. Jeffrey Jerome Cohen
maintains thafin de siécleAmerica was a time of monsters, preoccupied wibtmsirosity,
the manifestation of a cultural anxiety motivatgoain ‘ambient fear” recalling the social
and cultural anxiety dominating Ulrich Beck’s thisation of risk society, in which new
fears and dangers pertaining to global apocalygise awareness as to the lived reality of
the subject within contemporary society, and tba-level fear’ Brian Massumi
characterises as ‘background radiation saturatiigjence.®> The function of the monster
within the gothic is primarily to define what isdrmal’ through the presentation of the
‘monster’ as that which is different to the norionsters exist as warnings against the

transgression of social boundaries, in which tiiensay become other. The primary focus

2 Fielder, p. 13.

% Fielder, p. 14.

4 Jeffrey Jerome Cohen eMpnster Theory: Reading CulturéMinneapolis; University of Minnesota Press,
1996), p. viii.

® Brian Massumi, ‘Everywhere You Want To Be’, in &1iMassumi edThe Politics Of Everyday Fear
(Minneapolis: University of Minnesota Press, 1998)3 — 37.
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of the next section is the loosening of the boupt&tween self and other as represented
by the development of the monster from malevolém¢ioto site of identification and
sympathy. This progression is represented akiteme by the re-location of the monster
to the human in what Judith Halberstam describgmasnodern gothic, where the
monster is ‘already inside...and works its way ofitcordingly, it is the human, the
facade of the normal, that tends to become theefiterror within postmodern Gothit.’

In the contemporary period the distinction betwselh and other breaks down to such an
extent that the other cannot be sufficiently sejggrérom the self: the monster cannot be
banished. | follow Halberstam in arguing that stoosity as a contemporary category
reflects back upon the subject as ‘at least partmbnstrous’ and that within
contemporary gothic (such is my preferred termlate of ‘postmodern’ gothic), there is a
suspicion of ‘monster hunters, monster makers,aooye all, discourses invested in purity
and innocence’” With respect to the contemporary gothic subjeaet,dominant discourse
of ‘purity and innocence’ is that of Christianitipe moral certitude of which comes under
criticism in the work of Nine Inch Nails, My Ruiand Marilyn Manson in particular. It
might also be suggested that the discourse of emmwhich pertains to children is
challenged, upon which | will expand in the nexapter.

Cohen puts forward seven theses of the mofiskérstly, he suggests that the
monster is always a specific cultural and histdricam, that ‘The Monster’s Body is a
Cultural Body’, that the monster is an embodimdra particular socio-historical set of
anxieties. The second thesis is the assertiorfTthatMonster Always Escapes’: that
although the same monster may appear at differstadrital moments, it has a different
significance in each of these times. Thesis thHildes Monster Is The Harbinger of
Category Crisis’: the monster is dangerous becauestises easy categorisation, and as a

sometimes disturbing hybrid it contests the bouiedasf distinction and of cultural space.

® Halberstam, p. 162.
" Halberstam, p.27.
8 Jeffrey Jerome Cohen, p. 3-25.
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Thesis four, ‘The Monster Dwells at the Gates dfédence’: that is, that the monster can
be a cultural or gendered other, actions againgthwdre justified by their being made
monstrous. This has particular reference for tbastrous feminine, for example, or for
the manner in which the figure of the Jew was nradastrous in order to justify anti-
Semitic behaviour and attitudes. Thesis five, “M@nster Polices the Borders of the
Possible’: the monster acts as a warning from thenfaries of the limits of knowledge
and knowing, it acts as a deterrent against cetypms of activity. Thesis six, ‘Fear of the
Monster is Really a Kind of Desire’: this is perBape most interesting in terms of what
has been discussed with regard to the abject. riColantains that the monster is a source
of ambiguity and ambivalence, that at the same imm@e experience fear we are also
envious of the freedom it represents, that the meoris the abjected fragment that enables
the formation of all kinds of identitieS.”The monster presents us with the possibilities of
transformation. Finally, thesis seven, ‘The Mon&tands at the Threshold of Becoming’:
the monster, as a creation of a particular sogtehcal moment, presents us with the
guestion of its own creation; it acts as a signpoghe fear and desire that brought about
its inception. What Cohen’s breakdown of the digance of the monster makes most
clear is the echo of the normal existing within #fmormal. The monster, particularly
with regard to its significance within gothic texis a fertile ground for interpretation.
Furthermore, the categorisation of the monstroas ismbodiment of the need to define
the boundaries and politics of the normal. JuHi#fberstam positions gothic fiction as a
technology of subjectivity, ‘which produces the @ex subjectivities opposite to which the
normal, the healthy, and the pure can be knd®rhe category of the deviant requires
the category of the normal in which to be oppoeain which to deviate. Following from
this, 1 would suggest that within the contemporgoyhic subject’s world, the relationship
between self and other is loosened so that theadedt on the qualities of deviance and

monstrosity sometimes ascribed to the other.

° Jeffrey Jerome Cohen, p. 19.
9 Halberstam, p. 2.
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There has been, throughout its development, &islplerspective in writing upon
the monster. Mary Shelley’s monster may be ontbefirst examples of a monster with
whom we feel sympathy, and indeed this presentatidhe monster as a site of
identification and increased ambiguity is perhaparacteristic of its development at the
end of the twentieth and beginning of the twentgtfcenturies — Louis de Pointe du Lac in
Interview With The Vampiréor example. Judith Halberstam, Fred BottingyiDd&unter
and Glennis Byron have all suggested this shifhénstatus of the monstErand Botting
maintains that the excluded monster is ‘renderecerhamané? while the systems that
exclude the monster are presented as ‘terrifying ‘aersecutory’. Punter and Byron
suggest that this shift in identification is mogtdrbing with regard to the serial killer, the
monster which dominates the end of the twentiettiucg, and while we do not directly
sympathise with that figure, there is a great @éambiguity with regard to their
presentatiort’ It is, however, Halberstam’s examination of merstvhich shall perhaps
provide the most insightful approach to this simftdentification. There is a degree of
comfort present in the identification of the momsgepeace of mind that comes about
through the safe categorisation of evil. In Hadbem’s study of the bodily manifestations
of monstrosity, she suggests that this embodimiegxibin the monster is a source of
comfort, that monsters, relegated to a specifialpdacation, thus encircle the presence of
evil in society and prevent it from being generdisicross a social or cultural milieu.

However, the conditions of modernity do not alldwstconvenient encirclement:

...modernity has eliminated the comfort of monstersause we have seen, in Nazi
Germany and elsewhere, that evil works often asges, it works through
institutions and it works askanal (meaning “common to all”) mechanism...euvil

stretches across cultural and political productamsomplicity and collaboration

" David Punter and Glennis Byrofihe Gothic (Malden, MA: Blackwell, 2004), Fred Botting, ‘Adtgothic:
Consumption, Machines, and Black Holes’ in Jeri®ldHogle (ed);The Cambridge Companion to Gothic
Fiction. (Cambridge: Cambridge University Press, 2002)23[7-300.

12 Botting, inHogle ed., p. 286.

13 punter and Byron, p. 265.
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and it manifests itself as a seamless norm rallaer &s some monstrous

disruption*

The defining binary opposition of good and evitrensferable to self and other, to
‘normal’ and ‘monstrous’. It is this oppositionapwhich self-identity has historically
been constructed. However, if those boundariesatdre properly maintained, if the
guestions we pose concerning the inception of thester lead us back again too close to

ourselves, the basis upon which we define oursdiegms to collapse.

The Contemporary Gothic Subject as Monstrous

There are multiple ways in which the subject isdoiced as an outsider in the work
of the artists at hand here. Those that occur ocwsimonly are: references to mental
instability or forms of madness, in which the boandbetween the self and other is
guestioned; references to sickness and diseaseh) Wriction to express the subject’s
sense of alienation and difference; and expli¢érences to being different or a freak,
sometimes expressed through images of physicatrdéfo In the work of Korn, outsider
status is linked to experiences of childhood batlyiand the idea of being a freak is linked
to ideas of gender and sexuality. For Slipknd,itlea of the monstrous is linked to the
notion of a generation betrayed by their paremtd,r@tions of the bodily grotesque are
positively reclaimed and used to reinforce a ddsirggpower and revenge. For My Ruin
and Tura Satana, Tairrie B’s lyrics reveal an atkss already felt at the level of gender,
and in her relationship with Christian mythologydasymbolism, in her identification as a
‘Blasphemous Girl’. Nine Inch Nails also use aagréeal of religious imagery, in which
the subject is alienated from Christianity but wdeense of identity is still bound by its
rhetoric. All of these artists at various poinescribe themselves as damaged, or broken,
or in terms of the failure to live up to expectatiorhe Korn song ‘Wake Up Hate’ from

Untouchabless comprised mostly of expressions of nihilism andesire for violence:

* Halberstam, p. 162.
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We got a fucked up reason to live
Who really gives a fuck
We're gonna wake up hate

We’'re gonna fuck you up

However, the (by now familiar) relationship betweemnerability and violence is

expressed with reference to an intense feelingléi@athing:

| am the burden of my everything
And of its scar

I'll be reborn in hatred

Feeling | can’t love no more...
...I'm, I'm filthy

Wasted piece of shit

| am disgusting

Take me away

The expression here of the self as abject is redegdsewhere in their work with reference
to the self as ‘dirty’, as in the song of the sarame fromissues Here Davis says that he
‘feel(s) like a whore / a dirty whore’, expressigking vulnerability and self hate to the
monstrous feminine. Gender and sexuality are itapbthemes for the discussion of
monstrosity in Korn’s work, with Davis having beleullied about his appearance when he

was younger. The song ‘Faget’(sic), frétarn, deals with this issue directly:

Here | am different in this normal world...

...l am ugly, please just go away...

...I'm just a pretty boy, whatever you call it

You wouldn’'t know a real man if you saw it
...To all the people that think I'm strange

That | should be out of here locked up in a cage
You don’t know what the hell is up now anyway

You got this pretty boy feeling like I'm enslaved
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To a world that never appreciated shit
You can suck my dick and fucking like it...
...I'm just a pretty boy, I’'m not supposed to fuckid

I’'m just a pretty boy, living in this fucked up wad

There are two issues here that | will take upsthjiy the sense that the singer has been
ostracised and treated as monstrous — the refetereeng locked in a cage is reminiscent
of the idea of a circus freak — and secondly, ttpression of a dominant and ultimately
heteronormative masculinity which borders on vickenElsewhere in their work there are
references to anal sex which would perhaps func¢tiajueer the singer, but that they are
used in a context in which the singer presents ¢linas a caricature. Thus, although the
singer clearly plays with references to himselfethinfer homosexuality or gender
confusion, the expression of violent and dominaasculinity elsewhere clearly reasserts
the heteronormative in this context. Perhaps tbstmprominent use of the ‘freak’ label in
Korn’s work is the song ‘Freak on a Leash’ from gteumFollow The Leader In this

song Davis expresses frustration and a sensetohigation at the hands of an unseen and
undefined other. The ‘freak’ label here, and elsen® on the same album (‘In the past |
was known as a freak / Had no friends, picked anse | was weak’ in ‘Reclaim My
Place’, ‘Like some goddamned fucking freak / 'mmessured I'm so weak’ in ‘Seed’) is

associated with weakness and vulnerability:

Something takes a part of me

Something lost and never seen

Every time | start to believe

Something’s raped and taken from me, from me...
...Feeling like a freak on a leash

Feeling like | have no release

How many times have | felt diseased?

Nothing in my life is free, is free
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Although this vulnerability is countered by the esgsion of dominance through sex and
the dehumanisation of the female other (*You aneie meant to be / A cheap fuck for
me to lay’) the legacy of being labelled a freakéwver properly resolved. The phrase
‘throw me away’ is used with reference to self-toag in ‘Faget’, but then is repeated in

with reference to groupies (‘these little girlg)‘iTrash’, fromissues

| see the flesh and it smells fresh

And it's just there for the taking...

...l tell my lies and | despise

Every second I'm with you

So | run away

But still you stay

So what the fuck is with you?

Your feelings | can’t help but rape them
I’'m sorry, | don't feel the same

My heart inside is constantly hating

I’'m sorry, | just throw you away.

The animalistic nature of the first two lines qubteere function to dehumanise both the
singer and the object of his lust: the use of thyou away’ and the figurative use of
‘rape’ is telling in that it refers to the lack &élf-worth that the singer has expressed
elsewhere. Here then it may be suggested thasDdemtifies both with the feminised
subject position, and particularly the sense ofkmeas and vulnerability with which he
associates it, and the unseen other or oppressige Whose victim he is.

There is an emphasis in Slipknot’'s work upon thgspdal elements of the
monstrous and grotesque. (Most strikingly, thiigared through their use of
carnivalesque-grotesque masks in performance dned ptiblic appearances.) They also
place considerable emphasis upon the themes afs#isnd infection, insanity, and upon
the awareness of being an outsider. In common Katim there are references to being

‘ugly’, but here the reference is reclaimed for bemefit of the artist, for example in ‘I Am
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Hated’ fromlOWA ‘Now I'm not pretty and I’'m not cool / But I'm faand I'm ugly and
proud — so fuck you’. There are also referencesrtwre demonic physical appearance,
such as in ‘Wait and Bleed’ frodlipknot ‘My eyes are red and gold, the hair is standing
straight up / This is not the way | pictured mecah’t control my shakes’. Ideas of
choosing ‘evil’ over ‘good’ in such songs as ‘Therktic Anthem’ fromOWAare

reminiscent of the use of occult and demonic imageHeavy Metal:

I’'m a pop star threat and I'm not dead yet

Got a super dred bet with an angel drug head

Like a dead beat winner, | want to be a sinner

An idolised bang for the industry killer

A hideous man that you don’t understand

Throw a suicide party and I'm guaranteed to fuclangp
It's evilsonic, it's pornoholic

Breakdowns, obscenities, it's all | wanna be

In ‘People = Shit’ from the same album the singeeldres that he is ‘sitting at the side of
Satan’, in ‘I Am Hated’, again from the same albuiie whole world is my enemy and
I’'m a walking target / Two times the devil with #tle significance’, and in ‘Pulse of the
Maggots’ fromSubliminal Versethe band are described as ‘the new diabolic’. érob
Walser, (1993) used the issue of madness and pire@ation of horror and occult
images by Heavy Metal musicians and texts to exaraitempts at censorship of Heavy
Metal and what he saw as the absurdity of a caussktik between that music and suicide,
arguing instead that Heavy Metal's usage of thieemes and images, like that of Bach, is
to ‘comprehend and critique the world’ Walser explored the link between Heavy Metal
and deviance as one of intended shock and knovpipgpgriation of images in a
postmodern era, and to evoke the devil in ordehtick those for whom such an image
holds resonance. The use of the devil and the denmothe quotes above clearly

subscribes to a similar notion of appropriationhafse images for their symbolic power.

> Wwalser, p. 170.
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Whereas Korn’s lyrics are sometimes tinged witlostalgia for acceptance, Slipknot’s
work is not — although it does draw on the idea cbmmunity of similarly alienated
youth, which | shall explore in the next chapt&he subject here builds upon the subject
position of outsider with particular aggressiomntng that aggression both back upon
himself and outward at the alienating force, foaraple, to return to ‘My Plague’, from

IOWA

| don’t mind being ogled, ridiculed

Made to feel miniscule

If you consider the source, it's kinda pitiful...
...l know why you blame me (yourself)

I know why you plague me (yourself)

I’'m turning it around like a knife in the shell

| wanna understand why, but I'm hurting myself...

This excerpt clearly shows the self-awareness artien the outsider subject position that
has been taken on. The song ‘Three Nil’ fiSabliminal Verseslustrates the
relationship between self-doubt and the confideria@ggression, and also the perceived

relationship between singer and audience:

Chaos, it’s just the beginning
Every promise | made I'm rescinding
Centre mass in the middle of the monster
I’'m getting tired of drowning the constant
Cry for help, it's debatable
The only reason that you love me is I'm hated by al
Come on, come see dysfunction...
...Holed up, scarred, and tamed for the hell of it...
...| am the pariah (break me)
| am the liar (save me)
| can take anything (make me)
Accuse me of everything (take me)
Cut off the system (shape me)
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Deny my existence (waste me)
| won’t be afraid (try me)

| won’t be unmade (deny me)

The line ‘come see dysfunction’ echoes the lineriesee the idiot right here’ from
‘People = Shit’, and as in that song is a challasgeed to the audience to see the singer as
damaged, as a ‘freak’. In a similar fashion, the laccuse me of everything’ invites us to
see the subject as a kind of scapegoat. Thedemy'my existence’ recalls a refrain in
‘Disasterpiece’ fromlOWA- ‘I'm not supposed to be here / I'm not supposedd’ — a
sentiment which captures the subject’s internalregettion from ‘normal’ society.

Tairrie B’s work with My Ruin and Tura Satana la®ady been discussed with
regard to the use of religious imagery and theadisses of purity, innocence and sin
therein. In positioning herself as a ‘Blasphem@u$ and using the rhetoric of sin and
purity in the manner described previously, the safsnonstrosity and alienation
displayed in her work is closely linked to the negfon of this religious symbolism. In
the previous chapter | spent some time discussn@imbodiment as a female subject and
| do not wish to recapitulate work that was doreré¢hhowever it is worth noting at this
stage that the self she portrays in her work israwéher otherness as female, as shown in
both Tura Satana’s ‘Welcome to Violence’ fréelief Through Releas& adies and
gentlemen / Welcome to violence / This time it cenmefemale form’, and the My Ruin
song ‘Terror’, fromSpeak and Destroy’ve been put upon this earth in female fornut b
| can handle myself with the best of you as wellhesworst’. There are two further
examples of her work which will be useful to thealission here in terms of explicit
references to monstrosity. Firstly, the song ‘Ehed®’, also fronSpeak and Destroy
which begins with her inviting an unseen other inéo ‘world’, an unsettling dream-state
scene, and goes on to describe her feelings ofreghe and monstrosity that is initially

sung in a simplistic child-like manner:
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Today is an oatmeal day

| feel like a monster babe

Preacher save me with your call and | will be ybitite Miss Scareall
One eye’s green and one eye’s blue

Demons, angels, a love that's true

Catch me as | start to fall and | will be yourtlatMiss Scareall
Halloween is over but | will keep you scared

Take you to the fright side | know you’ll come peged

The phrase ‘Little Miss Scareall’ is sung in a sene characteristic of the singer’s style.
This portrayal of monstrosity is akin to a childigghtmare, and continues in the same

manner:

| am the one

Hiding under your bed

My teeth are sharp, my lips are red
| am the one

Hiding under your stairs

With snakes and spiders in her hair

It is unclear as to whom this song is addresséapadih the middle section of the song
does refer to a preacher, using the phrase ‘iesntieree weeks since my first confession’,
which appears in various forms throughout her work.

Another explicit reference to monstrosity appearthe song ‘Monster’ from the
same album. The song opens with the singer iata sf victimisation: ‘destroy me as
want turns to need / you murder me just to watchbreed’ and the singer describes
herself in terms of an outsider: ‘my mouth is craretl my lips are mean / I'm dirty minded

and I'm obscene’. The chorus asserts her power:

Can | speak?
| will destroy if | speak

It will destroy how | speak
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| will destroy when | speak

It will destroy you

However, the song goes on to evoke the sense o lsaught between good and evil:

| see God and he is my friend

But the devil’'s standing next to him

He says my name and | feel so weak

Just like a monster you cannot speak

I am like a monster

When | speak am | a monster when | speak?

You're just a monster when we speak so I'm a nemshen | speak
Can | speak? I'll be your monster when we speak

And | will speak to destroy

The ability or choice to speak appears elsewheheirwork with reference to the notion
of ‘speaking up’ and empowerment through discouasd, it is in this context that |
believe the references to ‘can | speak’ shoulddlagl here. The shifting location of
monstrosity and the monster’s ability to vocalis¢he last section invokes images of
powerlessness, fear, and the female grotesquerielBis work is marked by a confidence
which is largely untouched by the expressions aftmessness and self-hate which we
find in the work of the male artists discussed héfrkis does not mean however that these
issues are not touched upon in her work. The alboenHorror Of Beautyleals with
issues of the distortion of body image in the meuhia reversal of the type of relationship
with physical appearance that we see, for exampth,Slipknot’s use of the
carnivalesque. Here the singer aggressively askertown ‘normality’ in contrast to the

grotesquerie she sees around her:

I’'m so fat I'm fucked up
I’'m so skinny I'm sick

I’'m tired of the magazines
Talking all that bullshit
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I’'m not fat, they're fucked up
I’'m not skinny, they're sick

I’'m just tired of the critics who keep talking tHaullshit

This is particularly interesting in terms of theeesal of the ‘normal’ and ‘monstrous’
worlds, but the critique of the outside world, frevhich the singer is alienated, remains
the same.

Before | go on to discuss the work of Nine Inchidland their use of the cyborg as
an expression of alienation and the outsider | iirshto turn to a theme common to all
the artists discussed here; that of sickness, sks@ad infection. It occurs in various
forms across their work, and indeed in the worktbkr artists of the period, such as
Disturbed’s ‘Down With The Sickness’, which will laescussed in Chapter Four.
Sickness is used as a metaphor for feelings oedrarenation, it can be invoked to
represent fellow feeling between similarly aliembpeople, for example in Korn’s ‘Make
Me Bad’: ‘I want something to do / need to feel #iekness in you'. It also characterises a
state of being in the grotesque world of the copi@mary gothic subject — there are
multiple small references throughout the work @& #ntists discussed here that describe the
subject as ‘sick’, or ‘diseased’. Its variatiome ased to intensify feelings of repulsion or
disgust, whether directed toward the subject @otoeone else, and it can also be used to
express feelings of mental instability. The idéa wirus or disease spreading through
society’s youth also functions as a grotesque paobdthe types of moral panic that have
historically attached themselves to youth cultur€sere are also examples of the subject
describing themselves or another person as ‘asb§eand connecting the female body,

sex, and infection. For example, in ‘The Virusl@®’ from The Subliminal Verses

Watching, bring me to my knees
Waiting, | am your disease
Lover, set my symptom free...

... This is the virus, the virus of life
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This is inside us, the crisis, the knife

Or in Nine Inch Nails ‘Reptile’, fronThe Downward Spiralvhich concerns a woman who

is described as having ‘seeds from a thousandthrgy down from within’:

Oh my beautiful liar
Oh my precious whore
My disease my infection

| am so impure

This sense of the feminine grotesque recalls MargsR's theorisation of the deviancy of
the female body, but here both the male and feivady are produced as grotesque,
impure, and ultimately deviant. Disease can atsaded as a threat: in My Ruin’s
‘Diavolina’, from Speak And Destroyhe singer says that ‘hell hath no fury like anvem

scorned’ and uses images of disease and infectiarrevenge fantasy:

You'll get what you deserve

Sleepy you close your eyes but you can’t dream
You dirty girl so mean can’t clean me

I'll be your disease...

...So0 the needle goes in I'm creeping under your ski
Soak you in sickness and scent you in sin

One final example of otherness and monstrositylthash to address here is the
use of the cyborg in the work of Nine Inch Nailsis a figure which is more recognisable
from cyber culture and Industrial Metal, with whillme Inch Nails are connected, than
from the other sub-genres of Metal that | haveudised here. However, it is a pertinent
illustration of the diversity of the contemporamthic subject’'s approach to feelings of
alienation and otherness, and the extent to whiethtiman subject is altered by its
experience of the grotesque. Throughout this wleke has been the implicit assumption

that the self of which we speak is a human subjelcwever, various contemporary
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theories have begun to reassess what it is theat#tegory denotes, and indicated ways in
which we may begin to renegotiate that categoryvamidk towards redefinition, for
example Donna Haraway’s Cyborg Manife§tand the emerging area of Posthumanist
theory?’ Technological advancement presents a challengert@nism as a broad
historical movement. Modern science fiction anddera technological science have
introduced us to the concept of artificial and ayletic intelligence: HAL, the Bord@lade
Runner The terrifying prospect of the cybernetic mathis possibility of the machine to
possess a stark and unemotional reason that aggesf tinankind. Haraway’s theorisation
of the cyborg does not, like Frankenstein’s monstesire admittance to the human world,
but celebrates its own outsider being. Judith estfam positions Haraway’'s cyborg
subject as indicative of a shift in the postmodaritural location of the human and the
monstrous? The cyborg, as figured by Haraway, possesseatitiey to transcend
divisions such as race, class and gender. Thagyboot wholly anti-humanist, for it
stands in opposition to and is reliant upon the du@nd humanistic for its definition, but
it is significant not least for the change it mairkk®ur understanding of the human and the
monstrous. The figure of the cyborg, in its ilkgacy, forces us to confront our humanity
at the basic level of our assumptions of that aategWhile Haraway’s cyborg is a figure
of emulation, it is worth noting that the conceptaf the cyborg within popular science
fiction and fantasy, from which she partially dravgsoften based around the fear of
emulation. Haraway’s mythic technological futusean opportunity for the re-examination

of the relationship between science and naturegnuend alien, earth and space, in order

' Donna J. Haraway, ‘A Cyborg Manifesto: Science;i®logy and Socialist-Feminism in the Later
Twentieth Century’, pp. 149-183imians, Cyborgs and Women: The Reinvention ofrdlaflondon: Free
Association Press, 1991)

" There is a burgeoning literature on Posthumanismgerning theories of the body and in which the
cyborg and cybernetics is a crucial part: for @&@n of this work see Neil Badmington elflgsthumanism
(Hampshire, NY: Palgrave, 2000), Judith Halberstenth Ira Livingston edsRosthuman Bodies
(Bloomington: Indiana University Press, 1995), Nitherine Hayled;low We Became Posthuman: Virtual
Bodies in Cybernetics, Literature, and Informati¢€hicago: University of Chicago Press, 1999)nén
Balsamo,Technologies of the Gendered Body: Reading Cybangn& (Durham: Duke University Press,
1996)

'8 Halberstam, p. 162.
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to create and explore new regions of knowletfdm)t the cyborg of popular culture, upon
which she draws, is, in its most famous incarnatidoth a source of fear and a reification
of innate humanity. The relevance of the figuréhaf cyborg in popular culture is to show
the importance of emotion and, by association,aens to the self-conception of the
human subject as human at this point in times for this reason that | do not believe that
the cyborg can be figured as a utopian being. rélaionship between emotion and
sensation is crucial to our understanding of thbafred subject, as was examined in
Chapter Two. While the cyborg, as emotionlessdyginesents the possibility of a world
without pain, we are reminded of the fundament&lireaof pain to the experience of
subjectivity as it has been presented so farhényrical work of Nine Inch Nails, for
example, one recurrent feature which may be obdasvthe desire to feel emotion and
sensation, the ‘slipping away’ of the self, anddlse of pain to re-establish one’s
existence. In ‘Hurf’ from The Downward Spirak song which combines images of self-

harm and drug abuse, this link is made explicthenopening lines:

| hurt myself today
To see if | still feel
| focus on the pain

The only thing that's real.

This reaction to numbness is the counterpart tayberg-type figure presented in ‘The

Becoming’, from the same album:

| beat my machine, it's a part of me, it's insafeme
I’'m stuck in this dream, it's changing me, | antbming
The me that you know he had some second thoughts

He’s covered in scabs he is broken and sore

% This is presented most clearly in her use of émaistic square in ‘The Promises of Monsters: A
Regenerative Politics for Inappropriate/d Otharsl.awrence Grossherg, Cary Nelson and Paula Teeich
eds.,Cultural StudiefNew York: Routledge, 1992), p. 295 — 337.

% Johnny Cash later covered this song on his alburo\ersAmerican IV: The Man Comes Aroynd
released in 2002. Arguably, this version is nowarfamous than the original.
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The me that you know he doesn’t come around much

That part of me isn’t here anymore

All pain disappears, it's the nature of, of mycaiitry

Drowns out all I hear, no escape from this, my mewsciousness
That me that you know used to have feelings

But the blood has stopped pumping and he isdedecay

The me that you know is now made of up wires

And even when I'm right with you I'm so far away

While the human self is ‘broken and sore’, he isatde of feeling emotion, but loss of
emotion is partnered with cyborg imagery. As tbegsdevelops and the human self
becomes cyborg, the human self is relegated tthtlgeperson, it becomes the other. The
use of cyborg imagery is furthermore used to expadienation and dissociation from the
experience of human subjectivity. Marilyn MansoalBumMechanical Animalslso uses
cyborg imagery to express dissociation, mergingileehanical with the alien to articulate
the ‘deadness’ of what is termed ‘norm life’. Thibum shall be discussed in more detail
in a later chapter. However, both the distancenfrmman contact expressed in ‘The
Becoming’ and the disdain for ‘norm life’ found Mechanical Animalserve to illustrate
the centrality of human emotion and sensation €lwls expressed as pain — to the

experience of human subjectivity.

Conclusion

This chapter has established the world of theéezoporary gothic subject as that
of the grotesque, and suggested the model of tthecgmonster as a context for reading
the contemporary gothic subject as an outsidetadimg on monstrous status, the subject
is able to critique the ‘normal’ world from whichey are excluded. The manifestation of
monstrosity, represented by the figure of the gothonster, undergoes a change in the late
twentieth and early twenty-first centuries, argbgdHalberstam to be a response to the

location of evil within modernity. While the figarof the monster in nineteenth century
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gothic literature can be projected onto a spebididily locale, contemporary gothic is
unable to abject the monster in the same mannee. cmfort of the separation of good
and evil, self and other, is destroyed, and thegmat of the monstrous is transformed into
a site of identification and sympathy. The conterapy gothic subject is characterised in
terms of the sick, the polluted and the evil, @@sequence of this imbrication of the
monstrous and the normal. In this manner, as Bp#auggests, the monster is used to
critique the systems of exclusion which act uporintsome cases though, the use of the
monstrous reflects back on the contemporary gathiigect and the systems of exclusion

that it puts in place, as with Jonathan Davis’ tdeation with the feminine.
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Chapter Four

The Figure of the Child: Innocence, I nheritance, Abuse and Vengeance

This chapter will examine the figure of the chalslit appears in relation to the
contemporary gothic subject. In studying the siaxgs and the culture they inhabit the
child as a symbol, a representative possibilitya®a body, has emerged as a recurrent
theme. This chapter explores these recurrentdadahe child figure in more depth than
has been allowed in previous chapters. The cliith@ppears as the victim of trauma or
abuse, events which are seen to have a greatfdegbact on the subsequent development
of adult identity, as was explored in Chapter Ombe subject is portrayed as damaged, an
issue reinforced by the use of the grotesque ttegtumrlise self-image, as was discussed
in Chapter Three. Where the child is gendered ds, rtiee figure functions to explore
issues of masculine crisis. Where the traditiothefgothic monster was used as a context
in which to read the monstrous and grotesque elenuérthe contemporary gothic subject,
this chapter focuses on the child as monster, dgiages from horror film and literature,
which provide the closest relation within populaltare to the figure of the child I shall
examine here. Within the lyrical texts | examities identification of the child with the
future as an ideological construct is shown to berdral factor in the function of the child
figure as an icon representative of a generatiod tarough which, issues of inheritance
and anxiety are explored. Finally, the figurehdd thild is examined in relation to ideas of
American national identity.

Whilst Rock and Metal music have long been assediaiith the social category of
youth, and particularly the teenager, what marksuRo Metal as | have examined it here
(particularly the work of artists associated with-Metal) as distinct from their
predecessors in this respect are overt and expieitences to childhood trauma such as
abuse, bullying and neglect, which produce therégf the child as a victim. In
particular, this abuse or trauma relates to thelyaamd is sometimes associated with very

violent imagery. As has been noted by Adam Rafalg\contemporary forms of Metal
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music have undergone substantial changes both tloathaand aesthetically since the
early 1990s and are more likely now to display tagonconcern with introspection, the
articulation of emotional pain, and what he cadldimitless exploration of violent fantasy’
rather than ‘the objectification of women and setfulgence® as was common with
earlier forms of Metal. As has already been show@hapter One, the role of violent
fantasy with regard to others is certainly a pranirelement of contemporary forms of
Metal, and | have also found this to be the casle migard to the figure of the child.

In using the term ‘figure’ it is important to notdat exactly is implied: the
child occupies the role of a powerful symbolic lgerather than a mere social actor; and
something of Dudley Andrew’s discussion of film ¢ng can illustrate this qualit{”
Primarily, my intention is to draw attention to thppearance of the child as exceeding the
limitations of its role as an actor within narraivAndrew explores the mode of
representation by which the figure draws attentmitself, asserting that figurative
language and by extension the use of figuresnamdiddiscourse ‘transgress or manipulate
grammar and, by doing so, insist on the importari¢heir peculiar mode of presentation’.
As ‘an indication of the presence of narration’ thanipulation of standard grammar or
filmic representation draws attention to its&lf.This is to indicate that the use of the child
in the sense in which it appears here is one wisichitically aware of the double and
magnified role that the child plays. When | spdan of the figure of the child it should
be understood that | refer to those instances wheghild takes on the symbolic burden of
childhood. Furthermore, it is acknowledged thahtibe child and childhood, as far as
they appear in art, literature, film and song,as® often invested with the further

symbolic burden of the future.

L Rafalovich, p. 22
22 pudley AndrewConcepts In Film Theor§Oxford: Oxford University Press, 1984) p. 158
23 Andrew, p. 158.
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Gothic Origins: The Child asMonster

The tradition of the child as monster upon whichdw here appears in American
popular culture during and after the 1950s, andhith the child bears the symbolic duty
of representing the health of the nation. | wdhcentrate here primarily upon film texts,
although it is noted that a good deal of theseadeptations of literary texts. In his study
of film, Robin Wood says of Peter Conveney’s regdbhthe Romantic cult of the child in
Images of Childhoothat the figure of the child ‘reflects the conditiof civilisation, its
health or sickness, as projected in the valuesaapitations of its art* Wood describes
various types of children appearing in film, butpafticular interest is his sketch of the
child in the American context. Wood makes the pthat the family, as a central tenet of
what he calls ‘American ideology’, is essentialtalerstanding the child, such that the
latter ‘has his full meaning only in relation td3t To the extent that the American context
is crucial to this study of popular music, theofyAmerican film and particularly the
American horror film shall prove useful at this giure, in order to illustrate the place of
the child and the family within this context.

The correlation between the child and, as Robin &8Mads it, ‘the condition of
civilisation’ is a key element in understanding thgnificance of the child here. The
investment in children as constitutive of the fetptaces a burden of responsibility upon
the child to deliver this future, but also on tigufative parent to provide for that future.
This is particularly acute in the American conteg,Kathy Merlock Jackson argues in
Images Of Children In American Filfi Citing innocence as a national trait, and thédchi
as a symbol of frontier spirit, Jackson exploresribtion of a loss of American innocence
in the 1960s as a result of the Cuban Missile §ribie Kennedy assassination and the

Vietnam War as well as a generalised rise in creme, the contemporaneous emergence

24 philip ConveneyThe Image Of Childhood: The Individual and SocidyBtudy of the Theme in English
Literature. (Harmondsworth: Penguin, 1967) First publishe®asr Monkey: The Child In Literature
(Rockliff: London, 1957), Robin WoodRersonal Views: Explorations in Film(London: Gordon Fraser,
1976) p. 155.

5 Robin Wood Personal Viewsp. 165.

% Kathy Merlock Jacksormages Of Children In American Film: A Sociocultufmalysis (Metuchen,
N.J.: Scarecrow Press, 1986)
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of the child-as-monster films in the 1960s and 5970 The ‘loss of innocence’ that is
associated with these events, and also by thettbfeaclear war, resonates in the
depictions of Regan imhe ExorcistDamien inThe Omerand the baby dRosemary’s
Babyto suggest that innocence may be deceptive, aodlzt the family, one of the
centres of American ideology, was under threats ti¢lling that despite the passage of
time these films and the children depicted in tleithoccupy a place of some canonical
significance for the contemporary gothic.

Vivian Sobchack pinpoints the 1960s as a cruciaitdor the development of the
portrayal of family, citing the crisis experiendeg American bourgeois patriarchy during
this period as formative for the portrayal of thenfly and the child in these genres. The
American home and family, as the centre of thetiimgonalisation and perpetuation of the
bourgeois social world® is the focus of Sobchack’s study and of the geshesassesses:
horror, science fiction, and family melodrama. Bobchack, the contradictions of the
mythology of the American family and its practiae glayed out in the figure of the child.
Moving on from the devil-child films, which she gests threatened the mythology of the
family to the degree that they suggested the emthiithood and the lack of futuféshe
posits that the horror film in the 1980s deliveos the child as terroriser, but as terrorised,
particularly within the sub-genre of teen slaslien.f The conflation inherent here
between youth and child is, for our purposes, geslsmewhat less than useful, however
the point is made by Sobchack that in various waigsan anxiety concerning patriarchy
which is played out around the figure of the chifhe characterises this in gothic terms,
as the sins of the fathers being visited upon Hilden3 This sense of the burden of
history weighing upon its youngest members, thattisstakes of previous generations

will impact upon their children, is taken up in rhumore depth by Marilyn Manson. It is

27 Jackson, p. 16.

% vivian Sobchack, ‘Bringing It All Back Home: FamiEconomy and Generic Exchang@merican
Horrors: Essays on the Modern American Horror Fillad. Gregory A. Waller. (Urbana: University of
lllinois Press, 1987) p. 175-194

29 Sobchack in Waller ed., p. 181.

%0 Sobchack in Waller ed., p. 185.
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a theme to which he returns throughout his workti@aarly with regard to the source of
violence within contemporary American culture. Also see references in Slipknot’s
lyrics pertaining to abandonment issues concertiadather figure. Although references
to familial relationships are common to a numbeanikts within this period, there are
notable exceptions - Nine Inch Nails, for example.

Sabine Bussing tracks the development of the ¢tola victim to aggressor in
twentieth century horror literature: for which, sieserts, the child has become an
‘indispensable’ figuré' She identifies two types of representations dfloén in the same
era: the ‘Evil Innocent’ and the ‘Child-as-MonsteiThe former is subject to forces
beyond its control, whilst the latter describeédcfigure which is entirely other, either as
supernatural, alien, or a more domestic versioiassig also addresses the child as
monster in the sense of monstrous progeny: vanopizembie, for example. Her reading
is heavily informed by the trait of innocence ahd threat to both that and purity which is
addressed within horror fiction, with particulafeeence to the gothic tradition. The figure
of the ‘Evil Innocent’ which she suggests — of whitbe possessed child such as Regan or
Damien is one type — is another term for the devild, the child which is neither fully
evil nor fully innocent, that figure which evil foes work through. As a figure of
vengeance, the ‘Evil Innocent’ is a useful condepthe contextualisation of the
presentation of the child in my area of work. Heoe the external forces that work
through the ‘Evil Innocent’ are either absent dernalised in the figure of the child that
relates to the contemporary gothic subject. Sppathy, the religious aspect of those
forces is absent from that figure, although th@eassed vocabulary of sin may still
appear. Bussing suggests a blankness and a ‘slydteg impression’ evoked by the child

in horror film and fiction; she suggests that thdcctakes on the role of doppelganger, a

31 Sabine Biissindliens In The Home: The Child In Horror FictiofNew York: Greenwood Press, 1987) p.
Xiv.
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‘juvenile reflection” of humanity for which the ddj as personification of ‘the future and
hopes of mankind’ is ideally suitéd.

A figure related to the ‘Evil Innocent’ is StevemuBm’s theorisation of the
‘Gothic Child’, which, he argues, is ‘not a chiltial in the sense that it fits into any of our
available discourses on the child-as-subj&ctThat is to say that it is not a child awaiting
rescue from possession, it is not ‘an eternal leanbc The opposition — or rather, as
Bruhm argues, the dialectic — of innocence andgssign/corruption, produces an anxiety
concerning the child’s identity and knowledge, speally a surfeit of that knowledge.
Bruhm uses the example of the children in John Wignas 1957 novelhe Midwich
Cuckoogqa story subsequently adapted to filnTime Village of the Damnead 1960), part
of whose terror is their superior intellectual @pito that of the adults surrounding them.
He claims that the Gothic deploys a ‘putative dmildd blankness* manipulated to serve
particular cultural ends by calling attention te thild’s — and therefore society’s —
vulnerability in the face of various threats. Eoqohg the cultural functions of the figure of
the child in American culture, he suggests thaheperiod following the 1950s children
were produced ‘as sites of innocence’, which wetdnerable to...invasion’ by such
forces as the political other (in the casédiwich Cuckooscommunism). As the cultural
other demands ‘a legitimate and legitimating spademerican culture® Bruhm sees the
‘Gothic Child" as an artistic consequence of theiglgoressures upon the values of the
middle-class family in the second half of the tviettt century.

These various approaches to the child circle arouzasia type of other, a monster
in the sense that was explored in Chapter Threenedard to the gothic and the
grotesque, and it is to this theorisation that hedlgeturn. Robin Wood's typology of

others in American horror of the 1970s specificafigntions children as perhaps ‘the most

% Biissing, (1987), p. Xv-Xvi.

% Bruhm, ‘Nightmare on Sesame Street’, p. 103.
% Bruhm, ‘Nightmare on Sesame Street’, p. 100.
% Bruhm, ‘Nightmare on Sesame Street’, p. 101.
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oppressed section of the populatidh'Wood's theory of horror is based around the motio
of repression, the monster in art being the embedtrof that which is repressed within
society. Wood suggests that the otherness ofrehilid hated because it represents that
which is repressed within the adult population, artted this would seem to fortify the
claims by such theorists as Germaine Greer thatrisaresociety is ‘hostile to children’
and that the children similarly are hostile towtreir parents! Here then | would link the
child as other and as monster to the idea of tiid ab representing the return of the
repressed (as a psychoanalytic concept) whichihgies that the portrayal of child as
other represents for those who are complicit, giliea in that portrayal, as subjects of
both fear and guilt: that is, the fear of what thdd is capable, the fear of the future, and

guilt or anxiety concerning the future.

The Child and Childhood: Textual Analysis

The three artists whose work | shall examine imidléere — Korn, Slipknot and
Marilyn Manson — have been selected for their paldr attention to the theme of
childhood and their use of the child figure. Chid@d abuse, both sexual and otherwise, is
a particularly important theme in the work of Korbead singer Jonathan Davis has
indicated in interview that he was the victim ofldhood sexual abuse on the part of his
neighbour, and has characterised his relationshiphis stepmother as abusite. The
two songs which deal most directly with these issare ‘Daddy’ fronKorn, and ‘Kill
You’ from Life Is Peachy Although ‘Daddy’ would seem to implicate Daviather as the
perpetrator of abuse, he has stated (in the imerveferenced above) that this was not the

case, and the lyrics of the song support thispalgh the middle section contains the line

% Robin Wood, ‘The American Nightmare: Horror in thes’, Hollywood From Vietnam to ReagafNew
York: Columbia University Press, 1986) p. 70-94.5.

3" Germaine GreeSex And Destiny: The Politics of Human FertiligNew York: Harper & Row, 1984) p. 2
&p. 4.

¥ Kerrang! October 19, 1996, ‘Heart of Darkness’, interviewSteffan Chirazi. Whilst lyrical evidence
from ‘Hey Daddy’ points towards his stepfatherlas perpetrator of abuse, as Adam Rafalovich sttiss,
interview would suggest otherwise. It should dsmoted that the identification of his neighbositlze
perpetrator is given wide currency within fan conmities, and can to a certain extent be reinforgethb
lyrical evidence available in ‘Mr. Rogers'.

132



‘And fucked / Your own child’, the second versefle voice of the abuser states: ‘I'll be
your Daddy’ — destabilising what may appear to loerecrete assumption concerning the
identity of his abuser. The song appears lasheralbum, and draws to a disturbing close,
as Davis breaks down in tears and can be heaedte lthe recording studio. The song is
not a common feature of their live performance, giwén the manner in which the
recording ends, one may speculate that this isusectne song is too upsetting.

The song deals not only with Davis’ anger towar dbuser but also feelings of neglect by
or isolation from his parents, who are unable twgut him and did not believe his
allegations. Interestingly, the song’s first veisa plea for forgiveness from his mother,
stating that he ‘just had to get out all my paid anoffering / now that I'm done, remember
I will always love you / I'm your son.” Davis’ pants separated when he was three, and
his father remarried when he was twelVdt is not clear at what age the alleged abuse
took place, but given Davis’ feelings toward hispghother as articulated in “Kill You’ it
seems unlikely that the mother figure to which éfers in the first verse is his stepmother.
In another song frorhife Is Peachy‘Mr Rogers’, a song which derives its name frdma t
American children’s programme ‘Mister Rogers’ Neiaghirhood’, Davis laments the loss
of his childhood and ensuing loss of innocence: ildhood is gone ... his innocence
gone / I'm that child you terrorised.” In line Withese autobiographical elements, much of
the thematic concern with children in Korn lyrissconnected to the loss of innocence and
the ingress of violence into childhood. In an imiew given in 1996, Davis stated that the
band ‘try to bring out the hidden evils of innocenmnocence is very evil and that comes
across in our musi¢? This bifurcated view of childhood echoes theiwi¢threat and
innocent/evil divisions that were discussed inltiteoduction. Examples range from the
examination of the dark side of childhood as presethrough nursery rhymes in ‘Shoots

and Ladders’ froniKorn to ‘Pretty’, fromFollow The Leadera song influenced from

%9 Udo, p. 60.
0 Jaan Uhelszki ‘The Creepy Side of KoAddicted To Noisenagazine, 1996 -
<http://ndoz2.tripod.com/interviews/atn.htrmhiccessed August 2007.
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Davis’ experience working in a mortuary, and whiicbuses on the death of an infant girl
due to sexual abuse. The song ‘Justin’, also ffoitow The Leaderwas inspired by a

visit the band made to a child through the Makeish/¥oundation, and praises the
strength of the child about to meet death. Refaremo childhood bullying occur in
‘Reclaim My Place’, again frorRollow The Leaderand in ‘Wake Up’, fromssueswhere
the relationship with his bandmates is also charesd in the same context. Reference is
also made to the pressure felt by the child to@onfto certain standards of childhood and
attendant low self-esteem in ‘Dead Bodies Everyehieom Follow The Leader'You

really want me to be a good son / Why? You makdeeklike no-one.’

Dauvis is also a father, and the theme of lost ience is repeated in the song
‘Seed’, and his reaction to looking into his chél&yes: ‘I see something | can’t be /
Beautiful and care free / that's how | used to Hedvis’ childhood was, as has been
mentioned, marred by bullying, and this model efocence he evokes acts as a site upon
which he meditates upon his own childhood as adbgct. (Notably his experience as a
parent does not lead him to identify with the p#sef his fans.) This is seen most clearly
in the song ‘Children of the Korn’, frofollow The Leadewhich features guest vocals
from hip-hop artist Ice Cube, a song which artitedaan almost clichéd resistance and
rebellion ethos with lines such as ‘How you gonglarhe where to skate, who to date ...
something’s gotta give / Parents or the kids, ibitvbe the kids’ from Ice Cube. The title
of the song refers to Stephen King's short stomp¢equently made into a film) dealing
with a rural American community where the childreve killed everyone over the age of
eighteen under the influence of the monstrous ‘HeWvValks Behind The Rows’. The
Korn song deals with a generation of youth charasd as the ‘Children of the Korn’ for
whom Davis acts as an emotional conduit — ‘Anddhiédren are born / You're feeling
through me / We're the children of the Korn’. Sigrantly, Davis includes himself in the

categorisation of the ‘children of the Korn’ — batinengthening the idea of the audience as
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a community of shared values, and positioning thikel digure as a site of identification
and production of meaning.

Most of the explicit references to children anddimbod in Korn’s work are
confined to the their first three albums, while subsequent workssues, Untouchables
andTake A Look In The Mirrofeature a much lower level of interaction withgbehemes
and images, in terms of the lyrical content. hagable however that botksuesand
Untouchablegeature children in the album artwork, and thiwves as a link withKorn,

Life Is PeachyandFollow The Leader Significantly, the debut album’s artwork shows a
young blonde girl on a swing in a playpark, andltmg shadow of an adult figure
standing out of view of the camera. This image tmayaken to reflect the place of
childhood abuse as figured in Korn’s lyrics or aghadow or spectre lingering over
childhood, and reinforces the place of childho@ditna as an underlying issue throughout
their work. Another interesting image is the cofarthe albumssueswhich features a
drawing of a battered and threadbare teddy bearbation eye missing and laid on the
ground, with stuffing poking out of its stomachhi3 cover was designed by Alfredo
Carlos, an MTV competition winner, and this and tlivee other finalists’ work are
displayed inside the cover booklet. The doll wias anade into a piece of promotional
merchandise by Living Toyz, and sold on the 2000K&nd Twisted’ tour. The.ife Is
Peachyalbum cover features a black and white picturgoning boy looking into a mirror
with a larger and more shadowy figure stood behind (shown in the mirror reflection
but not visible behind the ‘real’ boy), the fromtver of Follow The Leaders a sepia-tinted
cartoon image of numerous children following a llemirl in a red dress up a hopscotch
grid to the precipice of a cliff, and the insideveoshows a photograph of another young
blonde girl at the door of a room where Jonathavilges lifeless on the floor, strung up
as a puppet, while other band members sit at a talftont of a wall where hang three
framed pornographic images of women tied in bondages. ThéJntouchablesover,

again using cartoon images and a sepia tint, showeerous faces of children, some with
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scars, some with body modifications, all lookinggdissionate. In these visual images,
particularly the recurrent image of the blonde,dhe figure of the child acts as a carrier of
innocence, projecting that same ‘blankness’ thasBig and Bruhm suggested. The
blonde girl might also be interpreted as a figuraentification on Davis’ part. | have
already established that there is an element ofiisation to the expression of his
vulnerability, and in discussing the anger andtfaign he felt as a child he says that
‘even now, | don't let it all go. | still hold badhit. I'm scared, like a little kid. | don't want
to let all of it out, and | don't know wh{/"

Similarly to Korn, the lyrics of Slipknot revedlda formative nature of childhood
experience upon adult male subjectivity, in thisecwith reference to the absent father.
However, in contrast to the beaten-down personaafeat within Korn lyrics, Slipknot’'s
work focuses to a much larger extent upon the asgeevenge. Acoustically Slipknot’'s
work is generally far more brutal, a violence knowrbe reflected in their live
performances, as has previously been discusseaddition, the imagery used in their
lyrics relies much more upon the grotesque, pderbuwith regard to the body of the
child. In place of the ‘children of the Korn’, knot’s ‘New Abortion’ fromlIOWA
imagines ‘fields of dejected morbid progeny’ — agdhe emphasis upon children as the
product of their upbringing. More clearly than KpSlipknot identify themselves with
their intended audience: ‘They always say thatalvgays our fault / but everything we say
Is taken with a grain of salt’. Within this sorigetgeneration to which they refer is
partially characterised as having been uniquelsalyet by their parents: ‘How’s it feel to
be the new abortion / the only generation to sudféortion?’ or ‘nepotistic negligence’ in
‘Metabollic’, again fromlOWA Resistance to this ‘extortion’ is emphasised touch
greater degree — as we have seen Slipknot appt@priages of decay to symbolise the
destruction which then can pave the way for renewale community engendered by the

use of ‘we’ to represent both the assumed audiandéehe artists is particularly strong

“Kerrang! October 19, 1996, ‘Heart of Darkness’, intervieySteffan Chirazi with Jonathan Davis.
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within such songs as ‘Pulse of the Maggots’ frbhe Subliminal Versesvith the rallying
call of ‘We are the new diabolic / we are the bitiacolic ... we fight till no one can fight
us / we live and no one can stop us.” ‘Bucolicthis context would seem to refer to their
home state lowa. These lines exemplify not onlyearat betrayal but also the power
found in community where there was once isolatiame: won’t walk alone any longer.’
Betrayal is also expressed through bodily themé@/glcome’, again fronThe
Subliminal VersesBefore you condemn, you rape them, feed us meaooh Stunt our
growth from our souls to our throats — cut’. Howewvhere is also sense of circularity and

inevitability engendered within this song:

Much to my surprise | will wake up
And follow the path of the ones | am made of
But this time | won't give in

| will save you from my sins

Here the singer recognises the inevitability ofdaing in the footsteps of his parents, or
the adult generation — but also places himselfraslemptive, Christ-like figure, which is
more common in Marilyn Manson'’s lyrics and self{pait as Antichrist Superstar. The

sense of repeated history is also evident withircl€ from the same album:

Give me the dust of my fathers

Stand on the face of the ancients

Bare the secret flesh of time itself

(follow me) I've come so far I'm behind again

(follow me) | wish so hard I'm there again

However, in ‘Welcome’, this circularity is resistetsofar as the singer maintains that he
will not repeat the mistakes of his parents.
A more extensive and elaborate use of the figutbethild is found within the

lyrics of Marilyn Manson. The theme of the vendethild is taken to quite deliberate
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extremes in Manson’s work, and is also read inteonal and ideological context the
extent of which is not seen with either Korn op8&hot, indeed not with perhaps any other
artist in the same field. Manson uses the figilith® child as a deliberate tool of shock
and of magnification of the impact of social contiem upon the individual. The song
‘Lunchbox’, fromPortrait Of An American Familyportrays the playground as a site of
conflict between bully and bullied child, the viathas his ‘lunchbox and I'm armed real
well... Next motherfucker gonna get my metal’. Muiie Korn’s ‘Shoots and Ladders’,
the album deals to a great extent with the ingoés#lence into childhood, which is
represented in the inner sleeve artwork. Thisvel@entains child-like drawings of sweets
and lollipops, but also hypodermic syringes aneats surrounding the text in the booklet.
The cover oPortrait of An American Familjeatures a slightly grotesque plasticine
family of parents and two children sitting in a ne@s if to face a television — which
features on the inside and back cover.

Throughout Manson’s work he identifies the audieasehildren, with repeated
reference to ‘our’ mothers and fathers, and incddudenself within this category, for
example ‘I'm just a boy playing the suicide kingdin ‘Mechanical Animals’ on the album
of the same name. Similar to Slipknot, Manson tise$rope of education and ideological
inculcation to portray the oppression of the yourggneration: ‘Raised to be stupid,
taught to be nothing at all’ in ‘l Don’t Like TherDgs (But The Drugs Like Me)’ from
Mechanical Animalsor ‘And when we were good, you just closed yoggst from ‘The
Fight Song’ orHoly Wood There are numerous examples of Manson’s udeeof t
downtrodden child or teenager presenting a thoeahtassumed adult audience, most

starkly presented in ‘Disposable Teens’, also ftdoty Wood

| wanna thank you mom
| wanna thank you dad
For bringing this fucking world

To a bitter end
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The more that you fear us
The bigger we get
And don’t be surprised, don’t be surprised

Don't be surprised when we destroy all of it

Manson presents himself as a threat to the passmdrgtion in a more intense manner than
either Korn or Slipknot. Here, in particular, ttheality of victim and threat is used to
effect. While songs like ‘The Fight Song’ and ‘Posable Teens’ concentrate primarily
on the strength of the child (or in the latter ctes) audience to wreak revenge through
destruction of the oppressive adult generatione‘Wan That You Fear’ fromAntichrist
Superstaiis directed toward that adult generation as mucihia a portrait of himself as

the avenging angel figure of the Antichrist Suparst

The boy that you loved is the monster you fear

Peel off all those eyes and crawl into the dark

You've poisoned all your children to camouflageiyecars
Pray unto the splinters, pray unto your fear

Pray your life was just a dream

The cut that never heals

The sense of blame and corruption of children psesented by tropes of pollution is
matched by a recurrent reference to the futureaamf been removed — ‘your apple has
been rotting / tomorrow’s turned up dead’ in thagabove, ‘We are dead and tomorrow’s
cancelled / because of things we did yesterda{Crnci-fiction In Space’, ‘We got no
future / and we wanna be just like you’ in “The Be&ong’, both fronHoly Wood and
‘Stand up and admit / tomorrow’s never coming’ Timis is the New (S)hit’ fronThe

Golden Age of Grotesquélhis sense of nihilism conflicts sharply witletimvestment in
children as representative of hope and hope ifutivee, as well as confounding the
expectation of vitality in youth that is preserdehere in his work, with the energy of

‘The Fight Song’ for example. Manson rails agathstdisempowerment and deadness or
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numbness of youth at the same time as calling tipmpower of youth for destruction.
This contradiction is explored with particular effén the albunHoly Wood written after
the Columbine shootings. The song ‘The Nobodidstivreferences the incident at
Columbine from the point of view of the shootenglkes not only the frustration of youth

but the futility of America’s reaction:

Some children died the other day
We fed machines and then we prayed
Puked up and down in morbid faith

You should have seen the ratings that day

The language choice in this verse emphasises daeaida society which cares little for its
children, or does not understand how to care femtleffectively: the non-specificity of
‘some’ children, and the relegation of their dedthtelevision ratings statistics suggest a
heartlessness and lack of real concern or appte@aion in the wake of the incident to
which the song refers. Considering the normaldy wihich emotional pain is referred to
in terms of physical pain or bodily images, thedfesss of the ‘machine’ image is
somewhat incongruous, and the subsequent use kddpup and down in morbid faith’
can be seen as a grotesque image which underrhmeséfulness of prayer and portrays
it as a pointless waste of energy.

Although the work of each of the artists abovedsses the child and childhood
with a slightly different emphasis, there are dartammmon factors that make it possible to
build a picture of the role that the child and dhdod plays in this period, and which is
fundamental to the portrayal of subjectivity. Bch, the parent figure or parent generation
is seen to have forsaken or betrayed the childhignthere is a profound sense of distance
between the two. In each, the child will havesoseen to have revenge upon the parent
generation for this betrayal. Aspects of the vibkend the grotesque are expressed
through the body of the child, which can be juxtgubwith the sense of deadness or

numbness which characterises the experience ahlitee grotesque world of the
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contemporary gothic subject. Perhaps most imptiytachildhood experience
characterised by abuse and trauma is central tdethelopment of adult subjectivity,

which is closely allied with ideas of monstrosity this way the subject self-identifies as a
liminal figure, an outsider or other. The sele&t against the majority of mainstream

society, ideally placed to critique that society.

The Vengeful Child

The term ‘vengeful child’ has been used above sziee certain subject positions
adopted in lyrical sources by the child figure. wéwer, | would like to clarify this concept
here in order to posit this child as a gothic fegunth regard to other gothic children who
appear in popular culture, such as the ‘Evil InmbceThis shall be done with reference to
a particular technique used by various artistsfldshback or dream sequence. This
technigue emphasises the importance of childh@adrta on the development of self-
identity, as well as its significance as a critigyg®n contemporary society, and in
particular, contemporary American society.

Taking Sabine Bussing’s figure of the ‘Evil Inno€dithe child through whom evil
forces work to take vengeance on the parent geoerait forces of authority, thus
invoking guilt on the part of the parent generati@s a contextualising figure, | will
suggest the figure of the Vengeful child. Wherdas'Evil Innocent’ left the innocence of
the child untouched throughout the course of itsspesion, the Vengeful Child is
conscious of its own vengeance and the reasons féhis is not to say that innocence is
totally ignored, but rather that it does not sueyiand the child, who may by now occupy
the body of an adult, fully embodies his own reventn the examples that follow it is
noted that we encounter a male protagonist. Inesoithe examples the rage and
vengeance of the child is directed toward the nrathenother figure, with particular
violence. However in other examples (and some fitersame artists) this rage is directed

toward father figures, or toward both parents. é¢tber artists, and Marilyn Manson is the
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best example of this, rage and vengeance are @iréatvard the parent generation rather
than toward a specific parental figure. For Mansba Vengeful child is used as a
narrative device; the Antichrist Superstar is eniddés the result of the progression from
wormboy to avenging angel. The Nu-Metal subgerekvflourished in the period
following 1994 contains many examples of the breakd of traditional family life as a
source of trauma; the works of Korn, Disturbed, Bagpa Roach for example, all contain
reference to abusive adult figures, broken famikesl in Korn and Disturbed in particular
the child becomes a vengeful figure. Here the mafjthe child — which could otherwise
be characterised as teen angst or childish petelartakes on a malevolence when
transposed into the figure of the adult, done soutph the relocation or revisitation of the
anger of the child through the voice of the (youadilt. This is focussed through the
body and presence of the lead singer, and as leasdieady been suggested, this acts as
an emotional conduit for the audience. What wedaading with here then is a complex
relationship of the song to the body and perforreasfahe lead singer. The
autobiographical nature of the first person perspeaised in much Popular Metal calls
for the acknowledgement of the often confessiomaaésumed confessional) aspect of the
song, on the part of the lead singer/songwritartefms of the lead singer vocalising a
point of view of a child, the singer exists bothlas adult and as the child. The adult
perspective is susceptible to melodrama or pathtieeasame time that the child’s
perspective is afforded a degree of maliciousnedsvaalevolence. There is also
something of the grotesque or the abject in thirplay of the bodies of the child and
adult. The child/adult, represented by these nt&s of co-existence, represent the
breakdown of the distinction between the child #redadult at the same time as we are
made painfully aware of the difference between thdiine impact of the experiences of
childhood upon the adult consciousness is broughobhistory, disturbing the boundaries

that set the two apart.
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There are three examples which | shall discus®iaild The song ‘Down With
The Sickness’ by Disturbed, from the albiiime Sicknes&000), ‘Kill You’ by Korn,
from the albuniife Is Peachyand ‘Break’, from Tura Satanafdl Is Not Well. All three
of these songs deal with the impact of childhoadrma upon the individual and the
impulse to vengeance. In her discussion of MarRahielewski'sHouse Of Leaves
Catherine Spooner refers to ‘a strand of contempa@uethic that reads the return of the
repressed in terms of childhood abu%e, thread which | would argue is certainly in
evidence here and which has been identified a®btie key traits of the portrayal of the
child and childhood in this period.

‘Down With The Sickness’ utilises themes which prevalent within the
contemporary gothic: self-loathing, madness, and abvious from the title, sickness and
infection. In common with the lyrics of Slipknahe ‘sickness’ to which Disturbed refer
in this song is in many ways welcomed — it hasaagformative power and is used to
positively reclaim images of decay while also baiisgd to identify a community of
‘infected’ persons. The singer positions himselbaconduit for the audience’s feelings of
negativity, though which transference he gains ppie recognises ‘the sickness’ in all of
them, inviting them to ‘open up your hate and télow into me’. The ‘madness’ that has
come over him by the end of the song, althoughapstio be associated with lack of
control, is in fact a declaration of control oveitio himself and the audience. In the live
setting this works well as a piece of theatric&iiaction with the audience, but it also
suggests the power relations that exist betweeautegnce and the performer outside that
setting, that is, that the audience may use a sagya figurehead in their processes of
subcultural identification. Madness, insanity am@éction are used here with particular
effect in order to characterise a community of divaaiden persons; identifying

individualism with the relationship between selfritoand self-hate.

2 SpoonerContemporary Gothiq. 45
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The song first positions the narrator as being iwith sea of loathing’, and as
subservient to a master figure, the identity of mhe not revealed. The spectre of the
non-human is raised with the line ‘it seems whigfsof my human side is slowly
changing in me’ — with references throughout thegso ‘changes’ taking place within the
person of the narrator, which pertain both to taagformation and flashback within the
song, and to perhaps the changes one might disggimgs being part of the experience of
the band’s primarily adolescent audience. Thesfamation and flashback that are part
of the song are characterised by the ‘demon’ awelki#rn the narrator, the world being
‘a scary place / now that you've woken up the demame.” Throughout the song it is
unclear to whom the narrator refers by ‘you’ -sitmplied that this is the audience,
particularly with the lines concerning the singsraaconduit for hate, however this ‘you’ is
not stable, and | believe that it also pertainthh&éomaster figure, which in this case is the
narrator's mother. The flashback sequence ofdhg,sheralded by the line ‘when |
dream’, which leads into the song’s middle sectigses language which indicates that the
singer is occupying the subject position of thdd;tparticularly the word ‘mommy’ and
phrases such as ‘I'll be a good boy’. The languadhis flashback sequence changes
from the childlike to the violently adult, as tharrator is able to imagine an avenue of
revenge unavailable to him as a powerless chitdmMpleading with ‘mommy’ not to hit
him, and telling her that she’s hurting him, hesasky he is being abused, and eventually
changes to him being in the position of the aggnres$he language becomes more adult

and increasingly violent as this section progressdsiinating in the lines:

| don’t need this shit
you stupid sadistic abusive fucking whore
Would you like to see how it feels mommy?

Here it comes get ready to die!’

By the end of this section the adult perspective@ssumed, as indicated through the

vocabulary, and the return to the standard vensedbfamiliar from the rest of the song.
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What is most notable, apart perhaps from the vadest the imagery used, is the interplay
of vulnerability and power throughout the lyricshe servitude indicated at the outset
being exorcised by the dream sequence. The apidef here becomes an aggressor, and
because the child figure is mediated through thaylwd the adult, the rage of the child is
magnified to become an altogether more malevolguté.

The Korn song ‘Kill You’ again features the vendeghild figure. Davis has
talked in interview about the relative referredrtdKill You’ — the same interview in
which he discussed the sexual abuse of which hewadim — and discusses the effect

had on him by his parents’ divorce and moving betwdifferent families as a child:

It's about a relative I first met when | was 18udking hate that bitch. She's the
most evil, fucked-up person I've ever met in my {gHide. She hated my guts. She
did everything she could to make my life hell. Likéhen | was sick she'd feed me
tea with Tabasco, which is really hot pepper die'8 make me drink it by saying,
‘You have to burn that cold out, boy.' Fucked-uft bke that. So every night when
I'd go to sleep, I'd dream of killing that bitch.dome sick way | had a sexual
fantasy about her, and | don't know what that stieoms or why. But | always

dreamt about fucking her and killing Hér.

In this song we are again presented with a regnessto memory, which at the outset
distinguishes childhood as a distinct (past) penioithe narrator’s life, but which breaks
down as the song progresses. Again the exper@rdaldhood trauma is brought into the
present life of the narrator, as indicated by tisability of tenses; at the beginning of the
song we are presented with a clear regressionraichiion of the past tense, ‘Now these
memories fill my heart they bury me’, but by thedexi the song the use of the present
tense in such lines as ‘All | want to do is killyjaonakes us aware of the instability of the
boundary between child and adult. In this songiéts the last, the language used in the

revenge fantasy is both extremely violent and g@ph

“3 Interview with Steffan Chirazi, ‘Heart of Darknégséerrang! October 19, 1996.
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... The visions in my head

Were with you, with a knife up your ass, layingqde
So | pop some more caps in your ass,

Now your son is not so fun

Motherfucking bitch, never try to play me

Although this song, unlike ‘Down With The Sicknesoes not refer to physical abuse, in
both the songs the anger of the child becomesasurgly threatening and malicious with
the transposition into an adult frame of referenBeth the mix of tenses and the
magnification of the experience of the child thrbulge use of the adult body produce a
threatening child figure, and one that encroaclpes the consciousness of the adult
speaker.

The use of childhood imagery in Tairrie B’'s woskniot especially pronounced,
however there is one song in particular which iipent to the discussion here and
provides another perspective on the Vengeful diglare. Tairrie B has recently talked in
interview withMetal Hammemabout her childhood experience of neglect andeabyser
mother, from whom she was removed at the age*b@fd this autobiographical fact
informs our reading of the Tura Satana song ‘Bréah All Is Not Well The use of
tense is different in this song than in the presiemamples — the singer identifies as a
‘little girl’ but this is integrated into the adwubject position and there is no shift in tense
as we experience in ‘Kill You’ or ‘Down With The &iness’. The dream sequence

however is still present:

| stay awake till three

I’'m drowning in my sleep

| know the flesh is weak

| pray my soul to keep

| suffocate with grief

This monster will not leave

My nightmare’s just begun

4 My Life Story’, Metal Hammer180, July 2008, interview with Natasha Scharf.
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| hate what I've become
Cos you made me

To break me

The reference to ‘pray my soul to keep’ is not azoyptingent with the use of religious
references in Tairrie B’s work, but is also a refere to the child’s prayer ‘Now | lay me
down to sleep’, and the middle section of the smgains another instance of the
confession rhetoric (‘forgive me father for | hasianed’) that appears elsewhere in her
work. The religious frame of reference is contishurethe revenge fantasy which follows,

which although it is violent, is notably not asga as in the two previous examples:

Why won'’t | shut my mouth
Cos you've got eyes like me
Why don’t you shoot yourself

So someone dies for me mommy

The revenge fantasy is not carried out here, idstgarns back in on the subject, who

risks losing control:

| try to fight but there’s no use
Guess | was built for your abuse
Bodies bruised hands are cold
Vicious thoughts | can’t control
Shed the demons of the past
Slit my wrists so they ask

What is real, what is fake

Pray to god | don’t break

There is a strong contrast in the song betweerfeblsg of vulnerability and the
dominant and threatening position which the siragsumes towards the end of the song:
‘Are you afraid of me? / | think that you should.b&he singer states that ‘I live in misery

/ and sit there quietly’, but also wishes that inether would stab or kill herself ‘so
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someone dies for me’. The singer’s reaction tonhether’s attempts to apologise is one
of bodily disgust: ‘I'd rather swallow shit / Thaou infecting me / | vomit constantly’ and
another call for her to sacrifice herself.

That the Vengeful child becomes a rhetorical dewithin this context refers back
to the gothic theme of the sins of the fatheran{deed mothers) being visited upon the
children, although it undergoes a modulation hasethe child becomes a figure of
vengeance. This desire for, or enactment of vemggeapon the part of the child is directly
linked to the child’s upbringing, and more gensr#le conduct of the parent or parent
generation, where the child is explicitly charaisted as ‘the product of your conduct’
(Slipknot, ‘Welcome’). In this way the self-detarmation of the narrator-as-child is often
subordinated to the desire for the destructionrafemgeance upon the parent — or rather,
the latter is seen to be an integral part of tmmév. The body of the child, presented as
malformed, grotesque, or as an aborted foetuseewrnent image within the lyrics of both
Manson and Slipknot, which has resonance as a dyshbbowanted children — embodies

the effects of this alleged neglect on a widerescal

The American Child

Generally speaking, within Popular Metal, the clpidsented in relation to the
family unit (or lack thereof) is isolated with redeo other family members — siblings and
extended family are rarely mentioned, if at alheTesulting focus on the parent-child
relationship is manifest not only in specific exdesp as | explored above, but also has
resonance as a wider form of social criticism comiog the responsibilities of the adult
generation towards the child, which is linked taiaty concerning the notion of
inheritance. This production of the child as apregsed party speaks to the generalised
themes of youth rebellion that run through muchlkaed Metal, however, the
characterisation of the relationship between pamadtchild, adult and youth, as one of

abuse on such a scale is largely specific to thigod, and to Popular Metal, as | have

148



suggested. Anxiety surrounding the safety of chitdand the vulnerability of children is
one of the main influences upon Marilyn Manson’kil@catcher’ persona concurrent with
thePortrait of An American FamilgndSmells Like Childremeleases, a persona utilised to
suggest the hypocrisy of a parent generation whiliaimes Metal for damaging their
children when it is suggested instead that the mastaging influence upon those children
has been their parents.

Within the American cultural context, the ident#tmon of the child with the future
is particularly significant in terms of nationakiakity. The child becomes a highly charged
site of the production of meaning through the depelent of a national selfhood, where
there is a history of constituting the nation ati#gd, and the child as the ideal citizen of
the nation. Carol J Singley and Caroline Fielddreler argue in the introduction to the
collection of essays entitlecthe American Childhat ‘the child operates as a particularly
dense and contradictory site of meaning in a WoBtext’ because ‘the nation has
variously attempted both to emulate the lines obtdland inheritance that define western
European nations and to embrace the concept gpamdkence that celebrates severance of

the genealogical tree from its roofS.” Furthermore, they claim that America is distivet

in the ways that it has seized upon the imageethild in opposition to that

which is constructed or institutionalised, andha extent to which it has promoted
the child as a force of resistance as well as ienbeulnerability. Such claims of
potentiality and independence — and with them amgyassertions of the right to
self-invention; the entitlement to youthful, everckless, adventure; and the pursuit
of infinite possibility — align the nation with whes often taken for granted as the

essence of childhod¥.

“>Carol J Singley and Caroline Field Levander &dwe American Child: A Cultural Studies Reader
(Piscataway, N.J.: Rutgers University Press, 20033,
“® Singley & Levander eds. (2003), p 4-5.
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The idea of America as a new man was famously egablbhy RWB Lewis iThe
American Adanft’ drawing on John De Crévecoeur’s investigatiorhefAmerican
character, of the ‘new man’, lretters From An American FarmefThe significance of
Marilyn Manson'’s use of the ADAM figure idoly Woodshould be highlighted as the
anthropomorphisation of the nation in this respéetaddition, the nation’s ‘loss of
innocence’ engendered by the assassination of B&tennedy as used by Manson on that
album garners increased significance from this@ason.) The identification of the
nation with the child then does not simply pertainhe youth of the nation, but to its self-
conscious inception as an ideological space idedtiwith freedom of thought and
severance from the what Singley and Levander ctearse as ‘the genealogical tree’.
Lauren Berlant identifies the concept of ‘infantiiéizenship’?® in which the
representation of the child in popular culturessariated with the model citizen, willing
to believe in the myth of the nation. Naivetyiig@al to this theorisation, in that it is
consistently undercut by the reality of politicé&l The model of infantile citizenship is
simultaneously a scathing attack on a nationallaggowhich stifles the development of
the subject; a democracy which may also produspéial form of tyranny that makes
citizens like children, infantilised, passive, angrdependerit’ on the power of the state.
The child is used, as it is within the gothic, tiostantiate various moral and political
arguments. This continues to be the case, for pkamith Caroline Levander€radle of
Liberty in which the child is read in terms of racial piot >

This identification of the child with nation andetidevelopment of a national
selfhood dependent upon the figure of the childnaaee more complex by the notion of

inheritance anxiety. With this phrase | mean thngethose sets of fears surrounding the

“” RWB Lewis, The American Adam: Innocence, Tragedy and Traditiche Nineteenth Century
(Chicago: University of Chicago Press, 1955.)

“8 Lauren BerlantThe Queen of America Goes to Washington City: EssaySex and Citizenship
(Durham: Duke University Press, 1997)

“9Berlant, p. 27, with reference to Alexis de Toodlle, Democracy In Americavol. 1, 250-59, 336-37.
Trans. Henry Reeve. Ed. Philips Bradley. (New Y&fintage, 1945.)

*0 Caroline Levande(GCradle of Liberty: Race, The Child and National @ajing from Thomas Jefferson to
WEB Du Bois (Durham N.C.: Duke University Press, 2006)
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child’s ability to live up to the expectations bktparents, and the parent’s desire to
provide for their children. To take an historiparspective: one may also locate this as
having an intertextual relationship with the cortagfithe American Dream: as Jim Cullen
explores, although ‘explicit allegiance, not invatary inheritance, is the theoretical basis
of American identity’, a ‘core component’ of the &nican dream is ‘a notion that one’s
children might have a better lif2*. Philip Greven stresses the centrality of the eaic|
family to evangelical puritan ideology, and the cem expressed in their texts as to the
influence of the parents upon the child, includamganxiety concerning the influence of
grandparents. It would seem that the severanoe tihe genealogical tree, and the
definition of national identity against the herdtigliefs of old Europe, also translated into
an anxiety concerning the family. Curiously, Calf@ints out that as the Puritan
community reached its second generation, ‘a pergighantra seems to run through the
Puritans’ copious commentaries: we are not the ouerfiathers were™ Steven Bruhm
echoes this idea in his theory of parental modg|iar which he draws on Locke,

Rousseau and Freud:

The theories of Locke and Rousseau mark out a ehilg different from that of
Freud; the former imagine an almost infinitely doastabletabula rasathat is
opposed by Freud’s biological and relational deteism. However, these three
theorists can be brought together around one pyic@ncept: the function of
parental identification or incorporation throughitation as determining the child’'s
personality and charactgt.

What is defined here, embedded within the notiothefAmerican Dream and American
national self-identity, is an anxiety surroundirengrational inheritance. Thus the child

that blames its parents, and vows vengeance ugom, s articulated through the figure of

*1 Jim Cullen,The American Dream: A Short History of an Idea tBhaped a Natian(Oxford: Oxford
University Press, 2003) p 6 & 16.

2 Cullen, p. 29.

%3 Steven Bruhm, work in progresEhe Gothic Child <http:/faculty.msvu.ca/sbruhm/gothchild.l#m
accessed July 2007.
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the Vengeful child, can be seen to tap into spe@Bues of national ideology with regard

to inheritance.

Conclusion

This chapter has explored the figure of the caild childhood, frequently
portrayed as a time of corrupted innocence, mabyeabuse, neglect, and unhappiness, in
which parental figures are unreliable in termsahéort. The dual conception of the
child, as both innocent and evil, victim and thyéateflected here in the development of
the figure of the Vengeful child.

Following on from the theory of the gothic monstethe previous chapter, and
drawing on theories of the child in horror film alitdrature, | have suggested this model
of the Vengeful child in the tradition of the Gatlghild and the Evil Innocent. The figure
of the Vengeful child is sometimes encountered watjard to the flashback or dream
sequence, in which childhood abuse and traumeaeargted. This child figure is rendered
especially threatening by the transposition ofahiéd’s voice into the adult’s body.

Within the American cultural context, the childés on added significance in
terms of national ideology, and generational irthege anxiety concerned with the
American Dream. This is especially developed enwlork of Marilyn Manson, who |

shall now go on to discuss.
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Chapter Five

Marilyn Manson

This chapter explores the figure of Marilyn Manssna paradigmatic example of
contemporary gothic subjectivity that has beenfdises of my thesis. With particular
reference to the use and development of symbotitiesnin the triptych of albums
Antichrist SuperstgmMechanical AnimalandHoly Woodl will explore his approach to
subjectivity as a figure inextricably bound to thediatised culture within which it is
produced and circulates. By examining his publespntation in press interviews, and use
of visual imagery as well as lyrical analysis aaférence to his autobiography, | will show
how his approach to subjectivity is developed witthie context of a late capitalist society
dependent upon the mass media. Furthermore,|ibavérgued that the celebration of
otherness which his work embodies is tied to natiohAmerican national identity and as
such functions as a critique of its dominant maral social discourses.

In this chapter, the work that has been done pusly on the major themes of the
contemporary gothic, the body, the grotesque anastnous, and the child, will be
integrated into an analysis of Manson’s work wHmbks specifically at the subjectivities
he inhabits for each of his major albums in thecsjgel time period. Following on from
this, | suggest further theoretical contexts inakha reading of his work might be
profitably developed. Manson’s work is notable aget that of his contemporaries for the
extent to which the presentation of his own subjégtis consciously or knowingly
developed as an aesthetic response to his sodaliscursive context. This establishes a
form of subjectivity which embraces the conflatmirperformer, artist and art. This
positioning of the individual as text, of artistars, a position which owes something to the
tradition of performance arshall be investigated by an examination of varipeisonae,
each of which are related to certain stages of Wlasscareer, and are accompanied by

symbols which function as brand logos for art-asjettivity-as-commodity which is
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furthered by his physical transformation duringheperiod. Insofar as he participates in
the contemporary American popular gothic, uneaglaiionstrous past to the
construction of the family and the nation, and &sing on instances of trauma, Manson is
able to draw on forms of otherness which have @aer resonance in terms of the
dominant formations of safety, harm and risk, aaddcus on the category of youth. The
use of the figure of the child in his work has martar resonance with the notion of
childhood and youth as signifiers of innocence,di@nd purity which take on national
significance in the mythology of American natioaald personal identity. By subverting
this image in particular, in the form of the reverigntasy of the child developed through
the Antichrist Superstar, and by presenting himaeglthe figurative child of American
society, he carves a position for himself as amgwey and redemptive figure, a figure of

both monstrosity and salvation.

L ocating Marilyn Manson

Marilyn Manson was born Brian Warner in Cantonjdbn January1969 to
parents Hugh and Barbara Warner. The band Maklgnson and the Spooky Kids,
formed in 1989, later shortened their name to Maranson. Their first alburRortrait
of an American Familyas released in 1994, produced by Trent Reznhlired Inch
Nails, followed by theSmells Like ChildreileP in 1995. These records serve as a
precursor to the successAuitichrist Superstarreleased in 1996. This was followed by
Mechanical Animalsn 1998,Holy Woodin 2000,The Golden Age of Grotesqure2003,
and most recentliZat Me Drink Mein 2007, however it i&ntichrist Superstawith which
Manson is most commonly associated. Culturally 84enis associated primarily with
youth and in particular the dispersed and dilutethGubculture. In terms of genre, he is
difficult to categorise accurately, in part becaokthe instability of the genre itself, and in
part, because of the resistance to categorisation Within that culture. His work could

be categorised as Rock, Goth, Metal, or Industiiadhould be remembered of course that
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Manson’s fame as an artist is not wholly basedismtusic, he is, in James Monaco’s
terms, a ‘star’ rather than a ‘hero’, where thar'sis a figure whose fame exceeds that of
the work with which they are associafed.

Although Manson uses gothic imagery and gothio® the Goth subculture does
not wholly accept him, and his commercial succedse a certain extent at odds with
Goth’s resistance to mainstreaming, as exploré&chapter One. Joshua Gunn argues that
this resistance to mainstreaming, or surfacingai$ of a ‘socially constructed sense of
alienation?, which is central to the Goth subculture’s selfiweption, and thus he is
excluded partly on the basis of that successhdtisl however be remembered that
Manson’s work is based on a comparable senseeasfatlon from the mainstream — his
work is informed by an intellectual elitism that ¢tlaims in his autobiography to have in
common with Anton LaVey, ‘politically correct becaiit doesn’t judge people by race or
creed but by the attainable, equal opportuniteton of intelligence® This is reflected
in his allusion to texts outwith his own work whittte fan is encouraged to seek out —
material concerned with, for example, gnosticidme, accult, the kabbalah, Masonic belief,
and alchemy - and by the nature in which he predantself as a text to be decoded.
Manson’s stated aim, as described in his autobpdyréco-written with Neil Strauss) is
described as follows: ‘As a performer, | wantedbéothe loudest, most persistent alarm
clock I could be, because there didn’t seem like@her way to snap society out of its
Christianity and media-induced confaWhat he suggests here is a manner in which to use
the media rather than being used by it, to havérabover a mediatised existence rather
than being subject to control.

The name Marilyn Manson unites the glamorous bhed/iolent, a dichotomy
which can be argued to be central to the understgrad America which Manson brings to

his work. Originally, the names of all band mensbsere created with this same formula:

! James Monacdelebrity: The Media as Image Makéisew York: Delta, 1978)
2 Joshua Gunn, ‘Marilyn Manson is not Goth: MemidBituggle and the Rhetoric of Subcultural Identity
Journal of Communication Inquir®3:4 (October 1999): 408-431. p 409
% Marilyn Manson and Neil StrausBhe Long Hard Road Out of He{London: Plexus, 1998) p 168.
# Manson with Strauss, p 80.
155



the first name of their favourite female icon ahd second name of a serial Killer,
although this formula has not always persisteduginochanges in personnel. Manson
however remains the focus of the group’s activjteesl it is inescapable that whatever
input the rest of the group have in the writingperformance of the songs, they will
always be overshadowed by Manson. In terms of ‘atat ‘hero’ (or indeed ‘anti-hero’)
status, Manson presents himself as an ‘Other’ tewgean society, although that
relationship is one of symbiosis rather than pymeosition. The division between ‘them
and us’, as well as Metal’s traditional themeslEreation and oppression all inscribe the
desire to assert difference, albeit within a comitydaased culture. Difference is a
circumscribed phenomenon in this sense, referortge difference of the Alternative
community from the mainstream, the difference ¢ oommunity from another, couched
though it is in images of the difference of theiudual from others. The mainstream is an
ambiguous concept, representing co-optation andathy inauthenticity. The definition
and subsequent exclusion of the mainstream isaldntthe assertion of the individual, to
define oneself as what one is not in the firstanse. Manson creates — or rather becomes
— what he sees as the ultimate other particulAnterican society. His existence as an
artist is dependent on it, and he asserts thaisitahsimilar kind of dependence upon him —
that an evil other is required to assert good ewvér that there is a balance in a way then
to his existence. In an interview wilammagazine in 1995 he describes this as a

conscious choice, and as a decision that was raotedldhood experience:

I was pumped full of fear...Fear about Armageddear bf going to Hell, fear of
the devil coming to me in the middle of the night listening to heavy metal
music. When none of these things happened, onéwale up and realized |
couldn’t believe in these things. | had to findadiernative to be a happy person.

So | basically did everything | was told not to dbhey told me not to listen to
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Black Sabbath, so | listened to them. | read afaaboo literature — Aleister
Crowley and Anton LaVey.

This choice is here linked with the fear that sunas the taboo as a source of power. In
this way the existence of Marilyn Manson as arstaisi understood to be inextricably

linked to the mainstream, the moral majority thigjeat to him:

The same people that are trying to bring downhaldonservatism on us, all the
political correctness, are the same people thatedeMarilyn Manson...They're
the same people that raised me on caffeine, stafgcco, alcohol, drugs, violence
on TV, pornography. Now all of a sudden peopl€tdaandle it anymore. It's
NutraSweet, PG13, less violence on TV. It's tde far that. TheynadeMarilyn
Manson. Marilyn Manson, to me, is a representadiomy generation, my culture.
By the same token, | think that that conservatiwntality needs to exist for
Marilyn Manson to exist. And if Marilyn Manson,&what it represents weren’t

here, they probably wouldn’t be here either. Weratiant on each othér.

This dominant conservative ‘they’ are thus implezhin the creation of a world in which it
is possible for a figure such as Marilyn Mansoexcst, both undermining their position of
moral authority, and establishing common groundhwhem — ultimately, he sees the
world as no more desirable than they do. What Mammes is to position the popular
cultural object as a product of an already exissitage of affairs rather than the creator of
it. In this sense he does also participate instatgia for lost innocence, but asserts that
progression comes not from censorship but fronrdetsbn, from a cultural apocalypse of
which he positions himself as the harbinger. Hpecalyptic mode of thought can be seen
throughout his work (most explicitly iantichrist Superstgrand is linked in his

autobiography to his Christian school teaching:

® In interview with Eric Snider, ‘Confessions of alh American Antichrist’ Jam Feb 1% 1995.
www.mansonusa.com/interviews/?by=era&view=poaaf/f@8tlam
® In interview with Eric Snider, ‘Confessions of Al-American Anti-Christ’,Jam Feb 17 1995.
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| was terrified that the end of the world was cognrecause they kept telling us [in
Christian school] that the Antichrist was goingctime, and to live you’d have to
denounce Jesus or you'd be killed. And when tkaenhappened, | finally
realized that the Antichrist was something that pas of us all: it equals disbelief
in Christianity. And | realized that the thingsitherrified me as a kid were things |
was going to grow up to be. So now everyone’s ¢éane end of the world and
this fear of the terrible Antichrist person is @ming true because of that fear

itself...| am something that America has createdodits own fear’

The evocation of the figure of the Antichrist, datelsuccess, depends upon its placement
within the mass media. At the same time that megiates these forms, they are used to
disseminate his work, and he is reliant upon themilow his own elevation to a level of
popularity at which he is able to make such claiffiBe success of his artistic enterprise in
this respect is dependent upon the achievemenpaftecular level of celebrity, and also,
the problematisation of the assumed relationshiywdsen himself and his work —

conflating the narrative persona, the media pelggraand the private self. Philip
Auslander, building upon the three levels thattFdientified, argues that the levels are not
always exclusive, for example, for those artist®senwork is highly autobiographicil.

In his discussion of David Bowie, Auslander encemsisome difficulty with the
terminology of character creation, positing Bowigiggy Stardust, Aladdin Sane and Thin
White Duke as ‘named entities’ instead of charactélanson’s incarnations as the
Antichrist Superstar, Omega or Alien, Mercury amgiADandy of Dadaan be viewed in

a similar fashion, and given the uncertainty wedhtarbound the notion of character, it is
reasonable also to question as Auslander doeshehigtmakes most sense to see these
named entities asharactergthe artist] plays and the [artist’s star] identis thepersona
that remains constant across these representadiottssee them as transformations of the

[artist’s star] persona itself.’In the case of Bowie, Auslander argues for tmmnés, on

" In interview with Sean Pulmer, ‘Scary Monster, 8upreak’AccessNovember 1996.
8 Philip Auslander, ‘Performance Analysis and PopMasic: A Manifesto’Contemporary Theatre Review:
Vol. 14(1), 2004, 1-13, (p. 7.)
° Auslander, ‘Performance Analysis’, p. 7.
158



the basis that the artist is skilled in transfoiioratbut admits that the latter may be
possible. Another key reference point for Mansenisk is Alice Cooper (real name
Vincent Furnier), as a ‘shock rocker’ whose perfantes have historically been the
subject of controversy — and who has always maiatha clear boundary between his
onstage persona and his private life. The refosdflanson’s part to acknowledge such a
distinction in his own work is representative oftbthe conflation of identity levels in his
star persona and an attempt to resist an analfybis work which would relegate the
figure of Marilyn Manson to a character. Whilstlktan argues that ‘Fuck The
Mainstream Music’ ‘may constitute a totalistic dealge to officialdom, but does so in
ways that make little differenamutsidethe music scené® Manson appears to make an
attempt to cross that line. For other artists vehwerk | have studied, first-person
authenticity is constructed by an attempt to retlealprivate self, or to use character as a
transformative property within performance, but ethultimately leads back to the private
self. In contrast, Manson’s work is invested ia ttharacter’, such that the private self is

enveloped by it.

Manson as a Contemporary Gothic Subject

Although the main focus of this chapter will hgon the symbols that Manson has
used to define himself during the high point of Wwisrk so far, it is necessary before doing
that to explore a little more of the content of Wwisrk. There are many ways in which the
figure of Marilyn Manson is an exaggerated andstyg form of the contemporary gothic
subject such that we have seen in the work of therartists under discussion here. The
primary difference between his work and the workhef other artists | have examined thus
far lies in the use and figuration of the childdahe extent to which this is developed in

his work to refer to the American national contefs we have seen, Manson is explicit in

° Halnon, p 462.
159



positioning himself as the ultimate other or monstean American society which he
portrays as grotesque, and of which he sees himaselfproduct.

This position as the monster/antichrist figure agaerin the albumntichrist
Superstaybut there are indications in his early work oivhihis will progress. In ‘Cake
and Sodomy’, the opening songRortrait of an American FamilyManson declares
himself to be the ‘God of Fuck’, (a phrase assedatith Charles Manson) and

immediately positions himself as antagonist tordage section of American society:

VCRs and Vaseline, TV-fucked by plastic queens

Cash in hand and dick on screen, who said gocewasclean?
Bible-belt round Anglo-waste, putting sinnersheit place

Yeah right great if you're so good explain the sk&ins on your face

White trash get down on your knees, time for cake sodomy

Whilst this song exudes confidence, there is adstaitill a strong element of self-hate and
self-doubt in his work. In ‘Organ Grinder’ bothgkand the ‘Childcatcher’ persona are
displayed: ‘what | want, what | want is just yotnildren / | hate what | have become to
escape what | hated being’. This song is alsafeggnt because it frames Manson as a
character, something which is absent from his lat@k: ‘I wear this fucking mask
because you cannot handle me’. This is a thentaesticantinued in ‘Dope Hat’, which
places the singer in the position of a child’s gaiaer, and in which the ‘darkness’ of his

world is beginning to take over:

| peek into the hole, I struggle for control

The children love the show

But they fail to see the anguish in my eyes...

...l scratch around the brim, I let my mind give in

The crowd begins to grin

But they seem to scream when darkness fills my.eyes
...My big top tricks will always make you happy

But we all know the hat is wearing me...
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By the time we come tAntichrist SuperstaManson more fully inhabits the role of Rock

star hate figure, for example in opening linesloksponsible Hate Anthem’:

| am so all-American, I'd sell you suicide
| am totalitarian I've got abortions in my eyes
| hate the hater I'd rape the raper

| am the animal who would not be himself

The references in these lines position Mansontegefigure, but with this song, as is
implied in the title, there is an element of amimstance. The bombast of these lines can

be compared to the chorus of ‘Tourniquet’:

Take your hatred out on me
Make your victim my head
You never ever believed in me

| am your tourniquet

Here, in a song which is both slower and quietantirresponsible Hate Anthem’, the
vengeful stance evoked in that song is absenteddswve are presented with an image of a
scapegoat, possessed of a self-awareness of tessitgof his role.

The song ‘Kinderfeld’ occupies a curious positamthis aloum. The song occurs
at the end of the second section of the albumyamaesents the final stage of
transformation for the ‘worm’ into the Antichrisuferstar, and there are a number of
different voices speaking — these are referencdgeityric booklet and not represented by
different singers. There is a clear autobiogragHiok to Manson’s childhood in the song,
one of the voices ‘Jack’ is inspired by his gratiéa, Jack Warner, whose basement is
described in Manson’s autobiography as a sourterafr. His grandfather had a train set
in the basement that he would turn on, to hidesthend of his masturbation, and Manson

describes finding pornographic material and seg amdhe basement as a child. It would
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seem that the song links Manson’s childhood expeeef fear and the taboo to his desire

as an adult to become a source of fear:

He lives inside my mouth

And tells me what to say

When he turns the trains on

He makes it go away

The hands are cracked and dirty and

The nails are beetle wings...

...[The worm] Tell me something beautiful
Tell me something free

Tell me something beautiful

And | wish that | could be...

...[The inauguration of the worm] Then | got my wing
And | never even knew it
When | was a worm

Thought | couldn’t get through it

The line ‘something beautiful / something free’ kes both the process of transformation,
and a loss of innocence. The phrase is used isaime way in the song ‘The Beautiful
People’. The notion of childhood fear is expressedugh the portrayal of ‘Jack’ as a
figure with ‘cracked’ hands and ‘beetle wings’, amdo has control over the ‘worm’
figure. Towards the end of the song a new voigeeaygs: ‘voice we have not heard
before’, which | suggest is the voice of the AntishSuperstar, the ‘Disintegrator’ of the

third art of the album’s title. ‘Disintegrator Rigj'":

Because today is black

Because there is no turning back
Because your lies have watered me
| have become the strongest weed
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| would suggest that it is this voice which alsp@grs later in the album, in the song
‘Minute of Decay’. This song strongly evokes thaians of emptiness and numbness

characteristic of the contemporary gothic subject:

There’s not much left to love
Too tired today to hate

| feel the empty

| feel the minute of decay...
...A lack of pain

A lack of hope

In addition to this we also see the destructiotheffuture as a symbolic construct, and the
effect upon the individual: ‘I've looked ahead as&lv a world that's dead / | guess that |
am too.’

The sense of deadness, numbness or dissociapantisularly strong on the album

Mechanical Animalswhich opens with ‘Great Big White World’:

But I'm not attached to your world

Nothing heals and nothing grows

‘Cause it’'s a great big white world
And we are drained of our colours
We used to love ourselves

We used to love one another

Elsewhere on the album the relationship with paiexplored in more detail. The songs
‘The Speed of Pain’ and ‘Fundamentally Loathsons& a similar chorus section that
describes this uncertain relationship with pain ambtion. In ‘The Speed of Pain’ the

singer refers to a relationship that has endedjttiod this song referring to pain:

When you want it
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It goes away too fast

When you hate it

It always seems to last

Just remember when you think you're free

The crack inside your fucking heart is me

To compare, in ‘Fundamentally Loathsome’:

| want to wake up in your world
With no pain
But I'll just suffer in a hope to die someday

While you are numb all of the way

When you hate it you know you can feel but

When you love you know it's not real

And | am resigned to this wicked fucking world

On its way to hell

The living are dead and

| hope to join them too
It is interesting that in this song, ‘negative’ droas are given a degree of value which
‘positive’ emotions cannot attain. Whilst thiseef to an extent to heartbreak, it also
shows the manner in which pain helps construcakbtydor the contemporary gothic
subject, where pleasure cannot perform the sanatifum

On theHoly Woodalbum, Manson positions himself as spokespersoa fo
generation in much the same way that Slipknot dbemr work, however where their work
concentrates on violence meted out to unseen agpesloly Wood released after the
Columbine shootings (which | shall discuss in maeail at a later point) focuses more
upon unearthing the violence which he sees asenh@r American society. The
international tour that accompanied this album eadked the ‘Guns, God and
Government’ tour, a phrase that comes from ‘TheeL8wng’. The inner sleeve notes to

this song indicate that it is a dialogue betwedme"Bullet’ and ‘The Father’, ostensibly an
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exchange between parent and child, although tkerkearly a double meaning in ‘Father’
in reference to God. The song combines imageshatanity and of gun culture,
juxtaposing the pacifist and the violent. For epanwhereas ‘Mother says that we
should look away’ — a phrase that recalls the @handgdea of ‘turning the other cheek’ —
the voice of the father asks ‘Do you love your gufyeah) / God? (yeah) / The
government? (fuck yeah)’, conjuring a patriarcleahservative Christian America. The
line ‘she tells me I'm a pretty bullet / an Imitati Christ’ shows how this juxtaposition is
focussed on the image of the child, as both a @fildod and a weapon. The themes of
religion, death and nation state are perhaps stromg this aloum than any other: Manson
uses the rhetoric of sin and damnation in a walyithlamiliar from the evocation of the

grotesque world of the contemporary gothic subjectinstance, in ‘A Place in the Dirt’:

We are damned and we are dead

All god’s children to be sent

To our perfect place in the sun

And in the dirt

There’s a windshield in my heart

We are bugs so smeared and scarred

This use of language also recalls Nine Inch Nai$& of religious vocabulary pertaining to
sin; however here, Manson positions himself as r@s€like figure. Again this is
particular to the American context: as this figigatis further overlaid with references to

the Kennedy assassination:

Put me in the motorcade
Put me in the death parade
Dress me up and take me
Dress me up and make me
Your dying god

Now we hold the ‘ugly head’

The mary-whore is at the bed

165



They've cast the shadow of our perfect death
In the sun and in the dirt

The reference to the ‘mary-whore’ casts Jackie €isas Mary Magdalene at the scene of
the crucifixion of Christ, and ‘ugly head’ refesthe Gaelic translation of ‘Kennedy’. It
Is worth noting here that the Kennedy referencetsnew to his work at this point:
Manson played the role of an assassination viatithe video for ‘Coma White’ from
Mechanical Animal$n a scene which strongly recalls the Kennedyssssation.

The last example frorHoly Woodthat | will discuss is ‘Burning Flag’. Again, we
are presented with a song that combines elememslfdfiate with a vacillation between

alienation and community, where the subject is $gliween self and other:

I'll join the crowd that
Wants to see me dead
Right now | feel | belong

For the first time

The song contains a powerful amalgamation of imageserning America and the child

as national subject:

We got our A. B. Cs and our F. U. C. K.
We are all just stars and we’re waiting
We are all just scarred and we’re hating

We are all just stars on your burning flag

Here the image of the burning flag is a particyladtent symbol of anti-American
feeling.
OnThe Golden Age of GrotesgManson’s persona is that of the ‘Arch Dandy of

Dada’, and the album’s themes and imagery dravelgmon pre-Nazi Weimar Berlit.

* Mel Gordon, author d¥oluptuous Panic: The Erotic World of Weimar Be(lort Townsend, WA: Feral
House, 2000) has said in interview with Rusiriudioghat Manson contacted him during tBAOGperiod,
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Significantly, the album is concerned very littléwthe critique of Christianity which is

so central to his previous albums. Also in contrasis earlier work is the approach to
gender taken on this album and its associated ipaghich concentrates on a
heteronormative masculinity which is radically diént from the androgynous figure of
the alien / angel associated witechanical Animals However, there are some key
continuities, including the erosion of the futuseaasymbolic construct, as is addressed in

‘This Is The New Shit’:

Everything has been said before
There’s nothing left to say anymore
When it's all the same

You can ask for it by name...

...Are you motherfuckers ready
For the new shit?

Stand up and admit

Tomorrow’s never coming

This nihilism is also addressed in ‘“The Bright Ygurhings’:

We’'ll be the worms in your apple pie
Fake abuse for our bios

Blacken our own eyes

The grass isn’t greener on the other side
We set it on fire

And we have no reason why

Set fashion, not follow

Spit vitriol, not swallow

We're good for nothing but being
Everything that's bad...

...We know who we are and what we want to say

And we don’t care who's listening

concerned that he might be sued as he had drawy timames from the album from the book. Gordon was
unconcerned, pleased that an academic book wouttebsubject of a record likely to be so popular.
<http://www.rusiriusradio.com/2006/06/20/show-49-thipster-whores-of-weimar-germany-mel-gordon-pt-
2/> accessed July 08.
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We don’t rebel to sell
It just suits us well
We're the bright young things...

...Perpetual rebellion with absolutely no cause

Another key continuity is Manson’s self-presentatas a hate figure, which he deals with

in ‘Better of Two Evils’

I won't look prettier if | smile for the picture

Motherfuckers never liked me then and they sure’iiikke me now...
...Haters call me bitch

Call me faggot call me whitey

But I'm something that you’ll never be

I'll be your scapegoat, I'll be your saviour

I'm the better of two evils

The elements of self-hate or self-doubt that weesgnt on the previous albums are
certainly not in evidence here, so much as isdhmdlation of hate and opposition as a
stylistic choice. In the title track ‘The Goldemé of Grotesque’ where Manson depicts

the ‘Low Art Gloominati’ as the inhabitants of arjpel of excess and of simulation:

We're the LOW ART GLOOMINATI
And we aim to depress

The SCABARET SACRILEGENDS
This is the Golden Age of Grotesque

Manson again presents himself as a leader or spefsEm, using a mix of the decadent
and the nihilistic, and very firmly situating theodd around him as one of the grotesque.
In the online journal that was part of his websitging the period that the album was

released, this world of the grotesque was verylgidiaked to his view of America:

2 The capitalisation here reproduces that which ituthe cover notes for the album.
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It became quite clear that the critical role foraatist, particularly an American
one, is to ensure that our soldiers are risking thives to defend a country that is
worth living in. But how can the irreconcilable exthes of Marilyn Manson fit into
this time of political upheaval when | have rarbgtieved in the behaviour of the
government? How can | be a proud American, whenrgadias done its best to
destroy me?

SIMPLE---Isn’t this the very core of what the twosds ‘Marilyn’ and ‘Manson’
have represented from the beginning? If the Ua&hds for democracy and
freedom, then the most patriotic thing an artist da is to fight for those liberties.
My opinion is a sharpened stick, poking democracmake sure that it's not
dead...

...Idea for a Hallmark card: ‘America needs Marilyrmhson as much as Marilyn

Manson needs America.” Romantic isn't'it?

However, perhaps the key event which shaped Masswtbriety in the mainstream
media was the school shooting which occurred iu@bline in 1999, which | shall now go

on to discuss.

The Columbine Shootings and American Moral Panic

on 2d" April 1999, two high school students in Ohio shodl killed a number of
their classmates and then themselves in an incudleich was widely reported in the
national and international news media. Initialoep of the incident made a connection
between the students’ ‘Goth’ look, Manson’s musid ¢he motivations for the shootings,
an association which despite subsequent refutaasrensured a lasting link between
Manson and Columbine. In his article ‘Marilyn Manss not Goth!” Joshua Gunn
references interviews with neighbours and fellowdshts stating that the boys were part

of a group called the Trenchcoat Mafia, a grouptoflents who wore black leather jackets

13 posted 2% April 2003 onwww.marilynmanson.comThis version of the site is no longer available.
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and who listened to Rock, Metal or Goth mu$icAlthough students Eric Harris and
Dylan Klebold were later shown not to have beers f@Manson, there followed a moral
panic in America concerning the Goth subculturel, scapegoating popular culture for this
corruption of youthful innocence. Columbine becanfashpoint for the discussion of
violence in America and its effect on youth, a d&sion in which, amongst other factors,
the effects of violent video games and Rock or Metasic were suggested as being causal
factors. Although subsequent attention has beegtéid toward the assumptions that led
to the initial Manson link, notably in Michael Mags documentary film concerned with
gun crime in AmericaBowling For Columbingand to other potential motivations for the
killings, it is an incident which shall remain atlst partially associated with Marilyn
Manson. There have been at least two other mosmteiolent incidents with which the
figure of Manson has been associated — the mufdiydd Jones in Scotland in 2003, for
which her boyfriend Luke Mitchell was convicteddathe shooting at SuccessTech
Academy in Cleveland, Ohio, in October of 2007riearout by 14 year old Asa H. Coon,
which Manson referenced in his 2008 live tour.

George Plasketes, in his 1999 article ‘ThingsdandLittleton When You're Dead:
A Post Columbine Collage’, places the media scap@gyyp of Manson, video games and

violent films firmly in the tradition of moral panisurrounding popular culture:

Predictably, the media, music, popular culturedmgointing began almost
instantaneously, those perceived evils precedirigally any and all accountability
elsewhere, including parents, friends, antidepréssguns, law enforcement,
schools, or obvious but ignored warning signs... Tinéxl view is so convenient, so
simplistic, so morally arrogant... During the 1990 decline of civilization
(homogenous, white, middle-class suburbia, akasBlgsille) has been blamed on
lingering liberal counterculture values; purple &tabbies with magic bags;
animated antagonists like the South Parkers andi®8aad Butthead, who were
apparently responsible for, among other bad bebasjmaking unsupervised
children burn down their trailer in Ohio; Marilynavison; Ice T; and rap music.

14 Joshua Gunn, ‘Marilyn Manson is not Goth’
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Before that it was Madonna, metal, and MTV. Antbbethat the Beatles,
backmasking, Elvis’s gyrations, rockabilly, the éduswing. Yadda, yadda,
yadda®™

Plasketes’ frustration with the predictability betmedia response to the shootings is
indicative of the degree to which such accusati@age become cliché, especially with
regard to the music industry, more specificallyhwMetal, and of the manner in which this
form of rebellion and responses to it can be histwed, demystified and the cultural
formation of those reactions exposed. After treedent at Columbine, Marilyn Manson
became at least for a short time a folk devil i $tyle that Stanley Cohen has described, a
figure who represents deviance, and whose repmasamts such is brought about by the
mass media, who over-report the situation to thetmd stereotype. Cohen devotes much
of his study of the Mods and Rockers to the rolthefmass media in creating moral

panics and folk devils, the folk devil a type ofg@n that society erects as ‘visible
reminders of what we should not B&.Also crucial here is the concept of deviation
amplification which he builds on to show how themmisation of one group of supposed
deviants alienates them and amplifies their owha®iception as deviant. This has
particular relevance to Manson'’s self-conceptiothasultimate folk devil, as taking on the
role of the deviant as a stylistic form. It isgaly for this demonisation, a role in which

the artist is complicit in its currency, that Mandwas been featured in academic as well as
popular writing. Manson has been received withosity, the subject of a handful of
articles in prominent journals suchRspular MusicandPopular Music and Societas

well others not directly concerned with music opplar culture'® Plaskete’s article

quoted above was part of a collection of articsggdred irPopular Music and Sociein

the wake of the Columbine killings, and its tongeserally representative of the rest.

1> George Plasketes, ‘Things to Do in Littleton Wh&n're Dead: A Post Columbine Collag€opular
Music and Society(1999) 23:3, 9-24, p.14-15.

16 Cohen, Stanleyzolk devils and moral panics: The Creation of thedd and the RockerfRoutledge,
London: 1972; 3rd. edn 2002) p 2.

" Stanley Cohen, p 8-9.

18 For example Paul Smeyers and Bert Lambeir’s artiehrpe Diem Tales of Desire and the Unexpected’
in theJournal of Philosophy of Educatiokol 35, No. 2. 2001 pp 281-297.
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Robert Wright's excellent article places, as doeskete’s, the media reaction to Manson
as part of a tradition that pathologises the liekn®een popular culture and the corruption
of youth, with reference to the accusation thatkRmasic can cause teenage suictde.
Wright argues that censorship of music in the USkecome insipid, manifesting itself as
common sense, as dismissal, and that the ‘impalsgence music...is linked to a
generalised and seemingly intractable youth ciisescultural symptoms of which have
become inextricably confused within popular dissewvith their root social, economic
and psychological causé®. Drawing on Lawrence Grossberg and Jacques Attalght
argues that in the US, this confusion manifesédfiess the moral panic and drive to
conformity such that we witness in the reactioiMiarilyn Manson. Furthermore, he
asserts that Manson ‘has played what Jacques obalid call a “prophetic” role in this
crisis by painstakingly deconstructing its discueselements and subverting them with an
almost sadistic delight* Wright draws on psychological evidence to deffietstate of
crisis surrounding youth since the 1980s, partitykae rising rate of teenage suicide. (In
1996, the American Academy of Child and Adolesdé®sychiatry, in a review of the last
ten years of research on childhood and adolesegmnesdsion, noted that the rate of teenage
suicide had quadrupled since 1950. Accordinggoralar review, covering the years
1993-2003, that number has now steadily decreaseliange attributed in part to the
increasing numbers of children and adolescentsama@rescribed anti-depressarits.)
Surveying psychological and psychiatric literatarethe subject, he notes that any link
with themes in Rock or Metal music is absent, intcast to what groups such as the
Parents Music Resource Centre (PRMC) have argwéth regard to Manson, he is

concerned to point out that although there is vailence and a general sense of darkness

9 Wright, Robert. “I'd sell you suicide”: Pop Musand Moral Panic in the Age of Marilyn Manson’
Popular Music,19:3 (2000), 366-385.
20\Wright, p 366. Emphasis in text.
L Wright. p 366.
%2 Boris Birmabher et al, ‘Childhood and AdolescenpBession: A Review of the Past Ten Yeadsurnal of
the American Academy of Child and Adolescent Payghi35:11 (November 1996), 1427-1439 (p. 1429),
and Madelyn S. Gould et al, “Youth Suicide Risk &rdventative Interventions: A Review of the Paat T
Years’,Journal of the American Academy of Child and Admes Psychiatry42:4 (April 2003), 386-405,
(p. 388)
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in the music it is ‘not intended to induce self4destive behaviour but on the contrary, to
inspire strength and independerféand suggests that Manson, in his ironic crititahee,
is a modernist rather than postmodernist, in hghwinot merely to destroy but to
liberate.®* In terms of Wright's analysis, | would argue thMdnson attempts in his work
to dispel the confusion between the cultural symst@and the social and psychological
causes of the crisis in youth by challenging Anaariaational myth.

In discussing a crisis in youth | would refer bagkhose sociological texts
discussed in the Introduction which were concemmigd a crisis of childhood, and my
ensuing discussion of the figure of the child @®tent symbol in American culture. In
addition, |1 would like to again refer back to theaburses of self-harm and self hate
discussed in chapter three of this study. Thernalde between a preference for ‘dark’
music and incidences of mental health issues iy¢hag is discussed by Wright in terms

of claims that Rock music can cause teen suicide:

The clinical evidence on teen suicide confirms wdtahmon sense has suggested
from the outset: that young people’s sometimes sdige identification with

violent themes in Rock music is, if anything, syompatic of deeper and far more
profound social and psychic dislocation in theiefi. That the advocates of
censorship continue to confuse a passion for ‘dawksic with a disposition to
suicide is a measure not only of their ideologteakcity but — even more pitifully
— of a more generalised refusal to admit thatitreslof young people are highly
stressful, and that their problems truly have bezoritical. It may be comforting
to retreat into a 1950s-era fantasy of well-adgistelldren untroubled families and
happy schools, or to take refuge in the wistfultalgga that now passes for
mainstream musical culture in North America buthe meantime, the evidence
that young people are in serious trouble mountsarably. For anyone who might
be listening, Marilyn Manson really means it whensmgs ‘You’ve poisoned all
your children / To camouflage your scafs.’

2 Wright, p 375.
24 \Wright, p 398-9.
% Wright, p 381
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Wright's analysis of the clinical evidence echdwss tecent study by Young, Sweeting and
West in which claims for the association of incides of self harm among youths that self-
identified as Goth were linked to the notion ou@gort network rather than being a
causative factor in their self harm. What Wrigidicates is that Manson places the blame
for the mental and emotional crisis of youth witle failure of the parent generation,

something echoed by Manson in a journal entry emiabsite from 2003:

Let me remind you that the deformed scar of one, nsdtove’s pretty dimple’ to
me. The generation that lived through WWII accéphe concept of ‘total
violence’ as a solution to the world’s problemdieTmathematics of creative
suffering and the milk of human violence are therfolas that our grandparents

bottled and passed down to our parents.

These are the ‘traditional’ values that have Bpibtective’ moral walls around our

children’s world. And it is, indeed, a small woditer all*®

Both Wright and Manson articulate a position in @thihe parent generation, rather than
popular culture, are responsible for a crisis aftiipand for Manson, a situation in which
any discussion of violence is subject to a doutdadard given the level of violence which
he sees as existing in American life. As | hayguad, acts of consensual violence within
Alternative culture appear on a spectrum, whicklidye includes body modification as
well as self-harm and involvement in high-risk papatory behaviour at concerts such as
the mosh pit. What is interesting is the mannewlich youth orientated Popular Metal as
| have described can be seen to interact withsiéstrum of consensual violence on
different terms to that of the parent generatiorgn attempt to gain control over the body
as a form of resistance and of self-actualisatida.l argued in Chapter Two, control over
the body becomes identified with the struggle taalate subjectivity.

As a form of participation in the modern Ameriqaspular gothic, | would argue

that what is being challenged here is the domisaaial formation of safety, harm and

26 \www.marilynmanson.com/journaccessed March 2003. Page no longer active.
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risk. Drawing on alternative forms of sanctionewWwledge, such as the Occult and
Satanism, and by using the power of those formgdees a challenge to those codes of
behaviour influenced by Christian morality. Ints®j out a subjectivity which works to a
different conception of safety-harm-risk, he setekde-naturalise their effects. The
particular image upon which he focuses in thiseess that of the child.

Groups such as the Parents’ Music Resource C#MM&C) and American Family
Association (AFA), loosely representative of the émman Christian right wing, have
fixed upon a range of artists, Manson included, sehaork they believe to be harmful.
The discourse upon which they focus in this resjseitte corruption of children, the harm
that popular culture can do society, and in paidicuhe child. The child has become a
symbol of uncorrupted innocence, a symbol that sotoestand for the ability of the
parental generation to care for them, rather tharchild itself. There are many instances
in which Manson distorts the iconic image of thdd;kand which usage contrasts to that
employed by Korn or Slipknot, for example. The kof the latter groups uses the subject
position of the child to effect a catharsis throtigé figure of the revenging child in their
work, and as | have argued previously, the incoitgaf the adult body using the voice of
the child is a key factor in disrupting the assboraof innocence Manson’s songs do not
use the same type of revenge regression that #neses do, rather he presents himself as a
leader of this army of avenging children, as a dgadachild but also an alternate parental
figure or saviour.In so doing he is presenting his subjectivity rotantrolled by the
adult world, but as possessed of the ability toughsit. Antichrist Superstarperhaps most
clearly of all Manson’s work, depicts the powettleé embodiment of society’s faults as its
harshest critic, his purpose in this respect tsiren the importance of challenging social
boundaries within the realms of art. In an intewin 2003 inThe Observerit was
suggested to Manson that he must have known thag#ttion to his work would be
extreme, to which he replied: ‘I looked at it mtin@t America had a hole that Marilyn

Manson needed to fill...It's essential to be extremerder for the reaction to be extreme.
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| provoke people because art's meant to be a questark.?’ Rather than indirectly
approaching youth crisis, he firmly positions angls crisis as the result — perhaps even
the embodiment — of the anxiety of the parent ggtiaT, and out of which crisis he

emerges as a Christ-like figure of salvation, aagnge.

L ogo and Subject

Having analysed the factors in Manson’s work tliatfamiliar from the model of
contemporary gothic subjectivity | have so far fautvard, | intend to examine the manner
in which Manson’s personality is identified withetartwork he presents. | would suggest
that this presentation should be contextualise oterms of the artist becoming the
artwork as is displayed in various forms of perfanoe art (as discussed in Chapter Two),
and in terms of Richard Dyer’s theorisation of tle¢ebrity, not as ‘*hero’ but as ‘star’.
Manson has employed a strong use of visual imatpeoyighout his career to date,
especially so with the use of symbols to reprepenibds of his work and particular
manifestations of character. These symbols alsctiion as representative entities of the
body of intellectual work that lies behind eachusb In particular, this applies to the
triptych of albumdAntichrist SuperstamMMechanical AnimalsandHoly Wood The albums
prior to and following these display the same useharacter and logo to some extent,
however it is in these three in which this appro@amost developed. (With the most
recent albumEat Me Drink Me this approach is not in evidence at all.) THege-
characters represent a considered and developedaappto subjectivity in a mediatised
society, in which the artist and the artwork arelesely aligned as to represent an
exaggerated form of the public persona and a tefleon the performance of everyday
life. The cover art foLest We Forgeta greatest hits compilation released in 2004,

includes the following illustration:

" The Observer, May" 2003. ‘l was kind of a disturbed kid'.
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Image has been removed due to copyright restristfon

These symbols are associated vfititichrist SuperstaiMechanical AnimalsHoly Wood
andThe Golden Age Of Grotesqrespectively. Interestingly, although elsewheréhie
cover art images from tHeortrait of an American FamilgndSmells Like Childreeras

are used, and songs from them do feature on tlenalthey are not represented here. The
choice to exclude his earlier work while prioritigithese symbols is notable. Those
earlier records have neither a symbol nor a distiaccharacter’ associated with them,
and whilst there are allusions to a figure who migture of Willy Wonka (from the 1971
film) and the Childcatcher froi@hitty Chitty Bang Banl968), it is not as explicit as
those he later develops. | would argue that tegs#ols each function in the same
manner as a brand or logo, representing both therabnd artist by distillation, as
shorthand. By positioning these symbols as bramdsh to foreground the conscious play
on the power of the circulation of the image witthe mass media, of the logo as the
distillation of the essence of the thing represgntéhe logo is the pinpoint by which the
consumer navigates his or her consumption. The i@ this sense performative, and its
use here draws attention to the work of art as codity, recalling the tension between art
and business inherent in the music industry. T¥eeaf the logo in popular music

marketing is commonplace, however it is usual i@se to incorporate the name of the

8 Image taken from the inside coverlafst We Forget
177



band or artist, and this is something we only sile thie last of thes&,he Golden Age of
Grotesque All the others are pictorial, and much more ctarpn their range of

reference. It is the only one to refer directhMarilyn Manson rather than the character
entity with which it is associated. This more centronal use of a logo is mirrored in the
structure of the album itself, which does not fallthe concept model that the others
ostensibly follow. The integration of the symbabats meaning into the text of the album
is much stronger in those first three, indeed #reydrawn together as a ‘Triptych’ as
Manson has described them. | have chosen to feeigularly on the first three of these
symbols as the most developed form of integratiocharacter and symbol in Manson’s
work to date. To this end, and in order to furthevelop my discussion of the significance
of this form of representation | shall now spenchedime examining these symbol-

characters in more detail.

Antichrist Superstar

The first of the symbol-characters which | shatmine is that associated with
Antichrist Superstar The album traces in three sections (The Hierophaauguration of
the Worm and Disintegrator Rising) a semi-autokapgical account of Manson'’s rise to
fame, a journey from Wormboy to the avenging affigelre of the Antichrist Superstar.
This transformation is referred to in the albunwark, which shows a filmstrip of Manson
developing from the worm to the winged angel figurerucifixion pose. Identifiable in
the artwork are excerpts from Isaiah 66, partid¢yldre section denoting ‘their worm shall
not die.” The worm is an image resonant in theknadrboth Blake and Nietszche, and
connects the figure here with the debasement avaludeg of human life which we see in
other contemporary acts’ use of insects, such &s as Slipknot’s use of the maggot
image. For Blake, in thBongs of Innocence and Experierite worm signified the
cancer at the heart of the sick rose, as that wdesfours. With Nietzsche ibhus Spoke

Zarathustrathe worm is a developmental stage of man: ‘Yowehaade your way from
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worm to man, and much in you is still worfi1. The image on the cover of the album, the

image of the receiving of wings that is prefigunedCryptorchid’:

Prick your finger it is done
The moon has now eclipsed the sun
The angel has spread its wings

The time has come for bitter things

and also in ‘Wormboy’ indicate such a developmetrtaisition, and one which, in
‘Wormboy’, inspires fear: ‘the world shudders as torm gets its wings’. The image of
wings is also a reference to angels: includedéncthver art are various permutations of the
Tetragrammaton used in occult philosophy to sumarahbanish angels. These
permutations are variations on the unsayable ndr@®d arranged around a circle, the
different angels being associated with differenysvim which to draw the connecting
points. The connection of the four points in soragations mirrors the shock symbol that
is used on the album artwork, on the CD itself trad is the basis of the first symbol. The
variation of the Tetragrammatical summoning thatepicted on the back cover, and from
which the shock symbol for the first album is paliyi derived, is the one which spells
Leviathan, another name for Satan. These refesdnogings and angels thus suggest
development, and also place the figure of the aimgible context of the occult. This
transformation and development are couched in dyattaterms, which lead on to
Manson’s identification with the figure of the Acttirist.

His usage of the term ‘Antichrist’ plays onstgmbolic function within

Christianity:

After years of studying the concept, | began tdizedhat the Antichrist is a
character — a metaphor — who exists in nearlyetitiions under different names,

and maybe there is some truth in it, a need fon sugerson. But from another

9 Friedrich NietzscheThus Spoke Zarathustrrans. R.J. Hollingdale (Harmondsworth: PengliB61) p
46.
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perspective, this person could be seen not asaanviut a final hero to save people
from their own ignorance... When my dreams aboutthigchrist began occurring

more frequently later in life, | knew | was thagdire>°

In terms of religious dogma, the figure of the A&htist into a single anthropomorphic
figure who will herald the apocalypse has signifitcaurchase within a section of
American cultural thought, specifically that whipértains to the cultural phenomenon of
naming the Antichrist, of defining an enemy or fdvil. Robert Fuller has documented
this in his bookNaming the Antichristand positions this concern as an obsessionghat i
concerned with the categorisation of absolute goatlevil. For Manson then to raise the
image of Satan, using apocalyptic terms, asseaiingvenging but also redemptive figure
Is to consciously situate the himself within thigi®-religious context. To inhabit this
position, to claim to be created by the societyoimames it as evil, and then to claim a
redemptive status as a ‘final hero’ is an atteraptrisettle the moral certainty which
underlies those discourses denoting ‘good’ and’:evi

The images of transformation are mirrored in Marsown commentary on the
album in an interview in 1996, where he makes ezfee to both the philosophies of
Nietzsche and Aleister Crowley: ‘It's like the Suman theory that Nietzsche had...|
think every man and woman is a star. It's justadter of realizing it and becoming i\’
This passing reference Thwus Spoke ZarathustemmdThe Book of the Lawraws our
attention to the importance of self-overcoming tmadsformation in the aloum. The
influence of Nietzsche on Manson can be seen agaire epigraph used for his

autobiography:

In a stronger age than this decaying, self-douljiregent, he must yet come to us,
the redeeming man, of great love and contempirinative spirit whose

30 Marilyn Manson, with Neil Straus$he Long Hard Road out of HPlexus, London: 1998), p213.
Elsewhere in the book Manson describes the impoetémhim of dreams, and the manner in which he
believes that they have shown his future.

3L Pulmer, Sean. ‘Scary Monster, Super FreAktessNov 1996.
www.mansonusa.com/interviews/?by=era&view=as/mma866éss
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compelling strength will not let him rest in anpafness or any beyond, whose
isolation is misunderstood by the people as ifatavflight from reality — while it is
only his absorption, immersion, penetration intalitg, so that, when he one day
emerges again into the light, he may bring homeedemption of this reality; its
redemption from the curse that the hitherto reigndeal has laid upon it. The man
of the future, who will redeem us not only from tiigherto reigning ideal but also
from that which was bound to grow out of it, the@rnausea, the will to
nothingness, nihilism; this bell-stroke of noon aridhe great decision that
liberates the will again and restores its goahtdarth and his hope to man; this

Antichrist and antinihilist; this victor over godé nothingness — he must come one
32

day:
The use of this quote to preface the book, whichush of a partner piece to the album, is
not without significance. These references to 2d¢iehhe’s Overman and to the Antichrist,
allied with the development of the Antichrist Sugtar and Manson’s prophetic self-
mythologisation, suggest a figure who is capabléestroying his old self and the world
around him, a figure who is able to liberate, tbaerdn a new age. However, the
possibility of such a figure existing is also reggat with horror: as is seen in the song
“1996’, ‘anti people now you've gone too far / hergour Antichrist Superstar’. The last
line of ‘1996’ indicates this paradoxical standgdietween the necessity of his appearance
and the nostalgia for a world where he would notdagiired: ‘anti people and anti me / |
don’t deserve a chance to be.” The redemptiveittpsabf the figure are also important
here, as Manson is presenting himself as a leadejust the destroyer but as a creative
force, and also as a saviour. The redemptive pitiiss of the figure are also shown in
the last, untitled song on the album, where thadhnist Superstar will also overcome God

and thus the power that religion holds over society

We are trying to save you, | have come to save you

This is what you deserve

%2 Friedrich NietzscheQn the Genealogy of Morals; Ecce Honmmans. by Walter Kaufmann and R.J.
Hollingdale (New York: Vintage Books, 1967) Part@4Second essay: ‘Guilt’, ‘bad conscience’ and
related matters
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This is what we deserve...
...God will grovel before me

The personal apocalypse that is presented in hetalbum and the autobiography can be
seen to be analogous with Nietzsche’s Great Coritéthp greatest thing you can
experience...the hour in which even your happinesw/gtoathsome to you, and your
reason and your virtue als8.’ It is the point of greatest self-doubt and inagey, but

from the experience of which we are presented thighOverman as a redeeming,

cleansing figure:

Where is the lightning to lick you with its tongu&VYhere is the madness, with
which you should be cleansed?
Behold, | teach you the Superman: he is thisttiing, he is this madne&$!

The image of lightning is also one connotationhaf shock symbol used for that album,
drawing together the notion of a ‘final hero’ witte figure of the avenging angel and the
Nietzschean Overman. The influence of Nietzscimeatso be seen in ‘The Beautiful
People’, in the lines ‘it's not your fault that yoeialways wrong / the weak ones are there
to justify the strong’ and is indicative of a ptatgphy which rejects the Christian notion
that all men are equal. This itself is contrarpte of founding principles of the American
constitution, and is part of Manson'’s critique loditt society. All of this anticipates a
change, and in this song ‘capitalism has madestway / old fashioned fascism will take
it away.” The reference to fascism is also intengsin the context of the symbol used, as
the shock symbol is also reminiscent of the Sigeerused by the SS in Nazi Germany.
The SS used a double rune, and it is for this refisat Rock band KISS, whose logo is
such that the double S at the end echoes this dyod®oa different logo in Germany,

where the display of the double S symbol is illeglhe use of the single rune is

% Friedrich NietzscheThus Spoke Zarathustraans. R.J. Hollingdale (Harmondsworth: Pengi#61) p
42,
% Nietzschezarathustra p43.
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interesting in the case of Manson as it was thkeHYouth that used the single rune, after
it was gifted to them by the SS as a symbol ofcraented relationship between the two
organisations. By using the single rune Manson filaces his use of it with relation to
children, to the category of youth. This is partly relevant in the context of the
revenge fantasy of the child, such that we have séih other artists. In the sense that the
Wormboy grows from a child to an adult as an apgatad figure, he is significant of the
revenge of youth over the parental generationthérsong ‘The Man That You Fear’ this
is made explicit by “The boy that you loved is than that you fear’, and is also seen in
the authority with which the Antichrist Superstangronounce the faults of the figurative
parent: ‘you’ve poisoned all your children to carflage your scars’ where the parent
figure is isolated and threatened: ‘pray now baiogty your life was just a dream / the
world in my hands, there’s no one left to hear goream / there’s no one left for you.’

Manson’s use of imagery associated with fascisstrangly reminiscent of that of
David Bowie, whose lightening bolt from the Aladdane era was also likened to the
Sigel rune as used by the NaZisln an interview in 1975 Bowie commented that the
morals in Britain were ‘disgusting’ and that théwsld be ‘straightened up’. This
contempt for the society which allows him to beeen as much with Manson as it is with
Bowie, and what follows for both artists is similafou’ve got to have an extreme right
front come up and sweep everything off its feet tagleverything up. Then you can get a
new form of liberalism.?® Manson’s use of Nazi symbolism, both on this aitand on
Golden Age of Grotesque one of the more troubling points of his workdan untangling
his usage we can also examine something more #imabmbination of symbolism in his
work.

Manson displays a clear resistance toward categmmns as was discussed in
relation to his name and the adoption of ‘Marilymamdon’ to the exclusion of ‘Brian

Warner.” As was quoted above, he sees provocatiart as a positive force, so that art

% David Buckley,Strange Fascination: David Bowie The Definitiver$tgVirgin, London: 2005) p 253.
% Buckley, p. 250.
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can be ‘a question mark’. As was clear from thalysis of his work that | carried out
earlier in this chapter, there are a great numbsowrces upon which he draws for each
album. Whilst there are some clear paths to bentérough this mass of information,
there is a great deal which is left up to the imatgion and interpretative ability of the
listener. His intellectual elitism and his selepentation as a text to be decoded functions
in two (rather cynical) ways: firstly, it flattetee fan who makes the effort to decode the
texts, and makes it very easy for his detractotsettabelled as simply too stupid to
understand hint/ Secondly, it allows him to retain the air of amversy that has been
pivotal to his success and it allows him to stradtle divide between devoted fans and
equally devoted detractors. My interpretationhef Nazi imagery he uses — the single
Sigel rune and the death’s head badge with Disaey&sed in th&olden Age of
Grotesqueera, for example — is that they function on a nendd different levels, but each
of these reflects back upon the America which litgaes, whether this be in terms of
Christianity, or entertainment. Drawing on thedheof the gothic monster, | believe that
this tie to his persona may be interpreted as ghelhthe human subject retains the
capacity for evil, and that the monster reflect thhich we fear we may become. To
return to Judith Halberstam’s theory of the monsterontemporary gothic from Chapter
Three, the experience of Nazism is such thatnbitonger possible for evil to be
conveniently encircled: for we now must recognis it ‘works often as a system, it
works through institutions’, it stretches ‘acrosdtaral and political productions as
complicity and collaboration and it manifests itsed a seamless norm rather than as some
monstrous disruptior’®> As has been seen in the analysis of his worleeanl the chapter,
his targeting of the institutions of Christianitycanational ideology, of ‘norm life’, could
not be more clear, as is his contention that tireggutions are possessed of dark side

which they often fail to acknowledge.

37 Later stages of his work have featured actual sdaotefans to analyse, released on his website.
% Halberstam, p. 162.
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The shock symbol associated wihtichrist Superstathen draws together
elements of these various influences in a logo Wwhépresents the figure of transformation
into an avenging angel, the purpose of which shiack the society into which it comes
into a realisation of its own faults, specificaliyth regard to its children. Crucially though
this figure is one of redemption as well as desioug in which Manson allies the figures

of Christ and Antichrist.

Omega

The Omega or Alien figure used in association Withanical Animalss, like the
Antichrist Superstar, presented as other than hurii@e cover art depicts Manson as
Omega, leader of the fictional band ‘Omega andMbkehanical Animals’, as well as an
androgynous alien figure who has six fingers, aregice to angelic status, and which is
reminiscent of David Bowie’s portrayal of the alienThe Man Who Fell To EarthThe
album art is otherwise dominated by images of nagatin, and the album lyrics are
dominated by images of space as a representatitwe @lienation of the individual. The
idea of medication is here associated with therphaeutical and with illegal drugs, and
furthermore of their use as an escape from parepitesents numbness and disassociation.
The symbol of Omega is of course representatitbeend, and this and the reference to
the angel connects the album’s imagery to thatsgfiedecessor. There is also a vision of
another kind of apocalypse in ‘The Last Day On [Eathe end of the world figured as the
death of the planet, where human existence is itbescin terms of the fragile, ‘our skin is
glass’, the damaged and the culpable parent: ‘@elamaged provider modules / spill the
seeds at our children’s feet’, reproduced to thellef the erasure of the image: ‘I crack
and split my Xerox hands.’” In addition to this are presented with the end of the human.
As the title and name of the band the phrase ‘MeichhAnimals’ refers both to the idea
of the human as machine, as de-humanised, andoatlse inauthenticity of performance,

the mechanism performing ‘real life’ animals. Tdend’'s name is in part a reference to
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Bowie’s Ziggy Stardust and the Spiders from Magspinding us that both Bowie and
Manson are keen to point out the artificiality & tpopular music industry. Indeed in one
of the lead singles from the album Manson annouti@sRock Is Dead’. In addition to
the image of the mechanical we also apprehendribge of the ‘posthuman and
hardwired’, in ‘Posthuman’. Posthumanism israeriesting reference for the album,
especially in light of the theories and philosoghoé¢ individual overcoming that were
evident in the first album. The term Posthumaeuited from the field of human
evolution, and refers to the concept of a beingi¢bald exceed human capabilities, such
that it would no longer be recognisable as humtsuse here suggests that something of
humanity has been lost, that which it is (quiterbdly) alienated from, specifically its
emotions and capacity to feel. A related concefité omega point, theorised by Pierre
Teilhard de Chardin, as the end point of the evaiudf human consciousness, the most
complex that it can beconmi®and it is in this sense that the concept of tiendlecomes
clear: as the embodiment of the non-human but whgsetion holds at its centre the
absence of the human and a nostalgia for that rmboleing. The use of alien imagery in
popular music has been charted by Ken McLeod irattisle ‘Space Oddities: Aliens,
Futurism and Meaning in Popular Mugftin which he draws connections with alienation
as addressed by youth culture but also of the gesance of the subject in postmodern
culture. Drawing on Fredric Jameson’s theorisatibthe crisis of the subject in
postmodern culture he suggests that the use @lig particularly in rave culture, is
symptomatic of a simulated or suggested end obhjisand that the images of aliens and
outer space ‘unite us with a common ‘other’ thahstends divisions of race, gender,
sexual preference, religion or nationality. However, whilst the alien figure might be
used in other music cultures as a positive or atoforce, as | have previously made clear

with regard to the figure of the cyborg, its apeeae with the contemporary gothic

% pierre Teilhard de Chardithe Phenomenon Of Mamans. by Bernard Wall et al. (London: Collins,
1959)

40 Ken McLeod, ‘Space Oddities: Aliens, Futurism &nelaning in Popular MusicPopular Music 22.3
(2003) pp 337 — 355.

“lKen McLeod, p 354.
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subject is to emphasise the importance of emotiihsansation to the human subject’s
self-conception.

The human subject’s self-conception is also sedretnegatively affected by
mediatised society. Reality television in the fasfithe chat show is addressed in ‘I Don’t
Like The Drugs’ where Manson rails against ‘norfe’Jiby which he refers to a
mediatised culture in which reality is defined tiigh one’s ‘fifteen minutes of shame’ in a
confluence of the norm-lifer's existence as onlinganade real though celebrity, through
fifteen minutes of fame, but the nature of thaebcelebrity as confessional, and as
cheapening to human emotion. In ‘norm life’ théjset is no longer entirely human: ‘I'm
just a sample of a soul / made to look just likeuenan being’, and here the use of
‘sample’ is taken to refer to the digitised nataféhe soul such that is presented in

‘Disassociative’:

But when the spirit is so digital
the body acts this way
that world was killing me...

...Disassociative

In this way the soul or spirit is a replica or amtation, the ‘authentic’ subject has
disappeared. The prominence of replication anthiion is also seen in ‘New Model

No.15’ which addresses the emptiness of this kinekstence:

I’'m as fake as a wedding cake

And I'm vague and | know that I'm
Homopolitan

Pitifully predictable

Correctly political

I’'m the new, I'm the new new model

I've got nothing inside
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This sense of continuing replication and lack aiftfeentic’ being is expressed through the
image of the digitisation of existence, referenicethe Omega symbol in the inclusion of
fifteen squares reminiscent of computer keys orfihwe’s forehead. (There are a
number of occurrences of the number fifteen througlthe album, including the
replacement of some letters on the front covehabit reads ‘Marllyn Man5son’.) The
album cover is another text for decoding, suchweasaw with that of the previous album.
The overlay of yellow and blue ink on certain partshe cover reveals hidden text when
looked at from the correct angle, revealing at poi@t perhaps the key autobiographical

explanation:

In the end | became them and | led them / Aftenatfie of us really qualified as
humans / We were hardworn automatic and as hol®the“O” in God / |
reattached my emotions cellular and narcotic / Filoentop of Hollywood it looked
like space / Millions of capsules and Mechanicaimals / A city filled with dead
stars and a girl | called Coma White / This is mype&g4?

Again Manson refers to himself as a leader, juxsappthis leadership with that of models
provided by Christianity.

The effect of the Omega / Alien persona is to ssgjg subject not possessed of
‘the real’, no longer human but in mourning forttetate of being, the product of the social
context and which seeks in many ways to bring alis@nd. The dominant structures of
safety-harm-risk are attacked in the image of nlifiensanitised, normalised, equalised
through dope (a play on the vernacular for drugsaso as an insult meaning stupid),
made risk free, distanced from pain in order tapedhe horror of feeling, and drained of

passion.

2 Coma White is a character which is loosely assediaith a previous girlfriend of Manson’s, and the
recording studio in which they made the album labdewn over Hollywood, to which there is a poténtia
reference here.
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Mercury

Manson’s identification with the alchemical symlai mercury occurred in the
December of 1999, after the Columbine shootingspaimdt to the release éfoly Wood
the album that bears this symbol, and which isairt @ response to the Columbine
shootings and Manson’s treatment by the mediadraftermath of the event. On thé"15
December 1999 Manson announced on his websit¢hiadte would now be identified
with the alchemical symbol for mercury. He postatiessage on his website explaining

the new symbol:

The new symbol that I'll be using to represent nifyisehe symbol of mercury.
The symbol is most commonly used in alchemy. gtesents both the androgen
and the prima material which has been associatddAdam, the first man. All
these things are major influences into the writfighe new album. | encourage
you to do your own research on these, but from aowou will recognise me by

this symbol and this symbol alofié.

This announcement was taken by much of the musgspthat reported it to be
comparable to the fashion in which Prince idendifremself with a symbol in June 1993,
an unpronounceable glyph which served in part@saive escape from contractual
obligations, consequently he reverted to Princeedhat contract had expired. In response

to these reports Manson issued a further statearetite 18 December:

| have adopted the symbol of Mercury and shed nry @ikce again to feed the
fake. My name is still Marilyn Manson. And | arark to stay and make each of

you that fears, doubts, laughs at or hates mersasfenuch as possibfé.

His irritation at having to make the clarificatianpalpable - ‘I want to make a statement to

clarify to those too quick to judge or too stuppdunderstand what | said earlier this week’

“3Reported on BBC Radio 1, archived article ‘Marilianson’s symbol’ found at
<www.bbc.co.uk/radiol/artist_area/mansonmarityatcessed June 07
“BBC, ‘Marilyn Manson’s symbol’.
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and betrays perhaps the degree of control whichsklaprefers to have over his reception
or presentation in the media. Furthermore, inVifth the resistance to categorisation that
| discussed with regard to the Antichrist SuperBtare, Manson’s resistance here
strongly suggests an abandonment of character eduntthe tradition of fictional

narrative and theatrical performance which seekketoarcate the boundaries between
artist and art.

The alchemical significance refers to the assmriaif the seven planets of ancient
astronomy with a metal — Sun / Gold, Moon / Sikdercury / Quicksilver (mercury),
Venus / Copper, Mars / Iron, Jupiter / Tin, Satukead — each representing ‘various
degrees of maturity or iliness of the same basiteria on its way to perfection, to goltf’
This transformation is representative of spiritsf-actualisation and in many Gnostic
myths it is the manner in which man must ‘healdio& organism of the world.” In this
way the alchemical search for perfection is pad philosophy of an understanding of the
universe that was not separated from the undeiisiguod the self.

The association with Adam, the primordial man hsti@at Manson describes in his
initial statement is mirrored in the album artwonkyere the songs are divided into four
sections; ‘In the Shadow’, ‘The Androgyne’, ‘Of REdrth’ and ‘The Fallen’. Each of
these sections is assigned a letter of ADAM. Tigeiicance of the figure of Adam is as a
divine origin, which was dispersed and which sdeldse reunified. The fall of Adam is

seen as the cause of this:

Before the Fall, according to the Gnostic-Cabalistiths, the whole of heaven
was a single human being of fine material, the tgi@androgynous, primordial
Adam, who is now in every human being, in the skemform of this invisible
body [the ‘astral body’ invisibly surrounding mahe indication of the cosmic
soul, aspects which pertain to the divine inte]leatd who is waiting to be brought
back to heavert'®

5 Alexander RoobAlchemy and Mysticisn2™ ed., (London, Taschen: 2005). p. 19.
“°Roob, p. 20.
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Adam Kadmon, the primordial man, is also the nafrtb@sephiroth — the cabalistic tree
of life — as laid out on the human body. The utnpaént of the tree is associated with the
head chakra, also known as the thousand petal |dtoesges of Manson with a flower
growing out of his head in the style of illustratsoof the head of Adam Kadmon in the
cover art suggest perhaps that the Adamdaf Woodis on an alchemical-cabbalistic
search for self-actualisation. Once again we ezegmted with a hermetic philosophy that
stands in contrast to the Christian belief of Aro@rias well as a formation which is
centred in transformation as an overcoming, a®grpssion. Mercury represents the
fluidity of change, philosophical mercury (as oppés quicksilver) is the beginning and
end of the alchemical work, the dew which accordmthe Zohar flows down the tree of
life from the head of Adam Kadmon. The androgehnictv links us back to the Alien
figure of Mechanical Animalsfigures in this context as a reference to the prdial man.
Linked to this is the place of the hermaphroditéh@sunion of opposites, a duality which
underlies much of Manson’s work, the union of oppms, the glamorous and the violent.
In addition to these references we are also rerdinfliéhe identification of the early
American country’s identification with Adam as deked in Chapter Four.

The death of the celebrity, and the making of lméte in death are prominent
themes in this phase of Manson’s work. The thehpacental betrayal also features more
strongly than in previous works. Youth is devalasddisposable’, and this devaluation

and the revenge fantasy of the child coalesce isp@sable Teens’:

| wanna thank you mom

| wanna thank you dad

For bringing this fucking world
To a bitter end...

...We're disposable teens

Again here the apocalyptic image is used to milmécend of history and the denial of the

future for the child. This image is repeated tigioaut the album, for instance in ‘Cruci-
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Fiction in Space’, where the last two lines in tbikowing quotation are also sung by a

backing vocal of a higher-pitched child-like voice:

This is evolution

The monkey

The man

Then the gun

We are dead and tomorrow’s cancelled
Because of things we did yesterday

And is taken further in ‘The Death Song’:

We light a candle on an earth
We made into hell...

...We sing the death song kids
Because we’ve got no future
And we wanna be just like you...
...We were the world

But we've got no future

And we want to be just like you

There are also references throughout the albunrétuen to God, and a desire for a
saviour in contemporary icons, such as the likewingphn F. Kennedy to Christ, the
central position of death in Christian philosopagd of the place of violence in American
society. There is a recurrent reference to demth@mmodity, centred upon the figure of

the child, for example in ‘The Fight Song’:

You'll never grow up to be a big-rock-star-celdbrhvictim-of-your-fame
They'll just cut our wrists like

Cheap coupons and say that death

Was on sale today

And again, associating religion and capitalist $eartion in ‘President Dead’:
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The bitter thinkers buy their tickets
To find god like a piggy in a fair
And we don’t want to live forever

And we know that suffering is so much better

And also with ‘In the Shadow of the Valley of Death

We have no future

Heaven wasn’'t made for me

We burn ourselves to hell

As fast as it can be

And | wish that | could be a king
Then I'd know that | was not alone
Maggots put on shirts

Sell each others shit

Sometimes | feel so worthless
Sometimes | feel discarded

| wish that | was good enough
Then I'd know that | was not alone

Here the inadequacy that the individual feels asely associated to his isolation and
alienation from social structures of community, éimel emptying effects of an advanced
capitalist society — of which, of course, Mansoa gart.

With regard to the effects of the mass media,articularly television, there are
two key songs to consider: ‘The Nobodies’ and ‘Thenb of God.” Salvation — in being a
‘somebody’ — comes in the form of death, infamyaakead media celebrity. ‘The
Nobodies’, a song already discussed in Chapter, Eanrbe read as a direct response to
the Columbine shootings in this respect, the soggesting that televisualisation and the
mediatisation of life have come to represent ouasues of human emotion. Further

evidence of this can be found in ‘Target Audiendar€issus Narcosis)’:
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And | see all the young believers
Your target audience

And | see all the old deceivers
And we all just sing their song

You're just a copy of an imitation

This is continued in ‘The Lamb of God’; perhaps #leum’s most scathing attack on the

televisualisation of human experience:

The camera will make you god

That's how Jack became sainted

If you die when there’s no one watching
Then your ratings drop and you're forgotten
But if they kill you on their TV

You're a martyr and a lamb of god

In contrast to the self-styling as leader in thevpyus two albums, this song indicates a
Manson more cynical about the possibilities forrde— the above lines are followed by
‘Nothings gonna change the world’, which themseivesically recall The Beatles’
altogether more contented ‘Across The Universdiis Bense of pessimism connects
strongly with the violent denial of the future &wn in ‘The Death Song’: ‘We sing the
death song kids / Because we’ve got no future’.

The hermetic philosophers’ approach to symbolisim,combination of sensation
and the intellectual, using the senses to reachtbkiect, ‘aimed at man’s intuitive insight
into the essential connections, not at his disearabilities, which is largely held to be a
destructive forcé” — seems particularly appropriate here given Maisdagered use of
symbolism. Mercury constantly escapes, it is defiby its changeability, and it is here |
believe that Manson’s use of the image is crudatlation to the events of the Columbine
shootings. The explicit use of the Mercury symlbglwell as its alchemical significance

and the related connotations of Adam and early Acaarlowed Manson to retreat but

“"Roob, p.11-12.
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also to create a space in which he could critipeeAmerican society in which such events

had taken place.

The Spectacular and the Hyperreal

There are two theoretical contexts in which | wisiplace the symbolic entities
employed by Manson as | have described above.thHwey of the spectacle, as put
forward by Guy Debord, and the theory of the hypairdeveloped by Jean Baudrillard.
The spectacular subjectivity is a term that | wdke here to denote a particular kind of
existence through media stardom, which can be thestas subjectivity-as-commodity in
the realm of popular culture. The spectacularestthjity is a product of and dependent
upon the mass media, and as such recourse is needdédeorisation of contemporary
society grounded in that society’s relationshipwiite mass media and its relationship to
developed capitalism. [hhe Society of the Specta¢l®68), Guy Debord argued that ‘the
whole life of those societies in which modern caiodis of production prevail presents
itself as an immense accumulatiorspectacles?® He describes the society of the
spectacle as that where ‘all that once was direotherienced has become mere
representation’ and the spectacle as ‘very heaodcikty’s real unreality’® The image
then is the most developed form of the commoditg, thhe spectacle is a social
relationship mediated by images. He asserts igedaciety of the spectacle is ‘in thrall to
the global domination of banalizingtrend®® whereby commodity culture, far from
increasing choice, constricts and controls it.e afgues that even rebelliousness could be
co-opted, as ‘dissatisfaction itself becomes a codity as soon as the economics of
affluence finds a way of applying its productiontheals to his particular raw material.’
This is particularly relevant in terms of the maiaaming of Popular Metal and Goth

culture, and of the emergence of ‘Alternative’ anarketing category, in that it presents to

“8 Guy DebordThe Society of the Spectad[Bone, New York: 1994) trans. Donald Nicholsoni®mp12.
Emphasis in text.

9 Debord, p13.

¥ Debord, p38. Emphasis in text.
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us the manner in which both rebellion and aliematian and have been co-opted. Most
pertinent to the discussion here however is higréies that ‘media stars are spectacular
representations of living human beings’ and furti@ne that they are ‘the opposite of an
individual’.>* The celebrity, in so far as we can assume a lofgidentification with them
on the part of the spectator, is a performativestoigtion, in that its portrayal exists only
in the mass media, and yet the celebrity perfoirasdea of a real person. It should be
noted that my use of the term ‘celebrity’ herenalagous with Richard Dyer’s use of
‘star’. The spectacular subjectivity is performatia type of subjectivity which | would
argue is only supportable in contemporary soctedged as it is upon the developed mass
media which deals in the fabrication of the imayéhat is at stake here is the definition of
the real. Authenticity performs the real for vaisdorms of Rock music, as | have
previously discussed, but is problematic becauskeotontested nature of ‘the real’. Our
central problem is then this: as me move towarhi@ svhere representation and
simulation replace distinctiveness, the self insiggly only gains status as a commodity.
Jean Baudrillard, however, argues that we have geyond the society of the

spectacle:

We are no longer in the society of the spectaclielwvtine situationists talked about,
nor in the specific types of alienation and repmssvhich this implied. The
medium itself is no longer identifiable as suchg #me merging of the medium and
the message is the first great formula of this age. There is no longer any
medium in the literal sense: it is now intangild#fuse and diffracted in the real,
and it can no longer even be said that the latdistorted by it?

The real now collapses into the hyperreal, ‘thé isenot only what can be reproduced, but
that which is always already reproducéd. The real is duplicated through a reproductive

medium, and there is no longer space for refleabiothe spectacle, there is no distance

*1 Debord, p39.

°2 Jean BaudrillardSimulations (New York: Semiotext(e)) 1983. p 54
*3 Baudrillard,Simulationsp 146.
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between the thing created and the thing lived. dBdard proposes the advent of the
hyperreal as the death or murder of reality, argitpdhe establishment of Virtuality.
Virtuality is concerned with technological perfextj instead of being a spectator of the
image we are ‘actors in the performance, and aatarsasingly integrated into the course
of that performance’* Technological perfection takes the form of ‘Higkfinition’ in

many spheres, the image, time, music, sex and thoug the search for this perfection,
for the ‘definitive’ version, ‘referential substambecomes increasingly raré."What |

take from this is that art and creativity are ise@se under threat — or in Baudrillard’s
terms, reaching a limit — because we are livingnrage where lived experience cannot be
reflected upon. One of the ways in which this fefathe merging of the real into the
hyperreal can be seen is in the fear that formteefeproduced cannot be sufficiently
distinguished from the real thing. Popular cultwriich | would argue is at the very heart
of Baudrillard’s hyperreal, is at the centre ofomcern over the unmanageability of
mediatisation, and disappearance of the real aaiecs of terror.

These theories of the relationship between reahty representation are
particularly useful for a discussion of Manson &mlpresentation of subjectivity because
they allow the creation of a space in which to khabout performance and representation
that can be linked to the difficulty of ascribinglve on the grounds of authenticity within
popular music, and the value of the contemporatiigas a mode in which to relate to
‘the real’, as suggested earlier in this studye $hectacular is based upon the fabrication
of the image and the inauthenticity of the humamr the media celebrity, however the
hyperreal suggests the collapse of this distinconl crucially, the lack of distance
between the thing created and the thing lived, vhitows for the appearance of a
relationship with ‘the real’ through — and onlydhgh — performance.

This collapse can be seen to be in operationamiiy that Manson has described

his presentation of self, as being understood teex a stage persona: “I live this life, I'm

>4 Jean BaudrillardThe Perfect Crime(London, Verso: 1996) Trans. Chris Turner. p 27.
% Baudrillard, The Perfect Crimg) 29-30.
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stuck with this life...l don’t exactly know how to sleribe it, but Marilyn Manson is a 24-
hour thing. It's not something | can turn off... ‘when | say ‘characters’, I'm putting it

in layman’s terms, because | don't feel like I'mayihg a role>’ This is significant in
relation to other artists such as KISS or Alice @& for whom a clear distinction can be
made between the off-stage artist and their onegp@gformance persona, where that
persona is particularly theatrical, or intendedhock. In this case the performer can
always distance himself from the character, andngointended message of the
performance, such as shock value, is perhaps keddmtause of the distance put between
the performer and the character. We can then diigdmoth ‘character’ and ‘stage persona’
as accurate descriptions of his subjectivity, #soalgh there are elements of both which
feed into the whole, they are inadequate meanswhibh to describe Manson’s
metamorphoses, if we insist on the separationtiftand art. Manson sees no such
distinction: ‘Everything | do is indicative of ma an artist. | don’t separate myself from
my art.®® This has its antecedents in performance arhisitistory of American avant
garde theatre, Arnold Aronson cites a desire witlarain artists of the twentieth century

to:

Eliminate the mediating effect of the artwork aktiter as a means of erasing the
boundaries between art and life and to confronsgiextator directly...there was
also a desire, particularly in the postwar decaitesybvert the commodification of
art. The artists stepped out from behind the ceynam it were, presenting
themselves or their actions as the art work, theselbstituting process or action
for a tangible product that could be bought and.Sdl

This blurring of boundaries between life and aditsated by Aronson as part of a
tradition which incorporates the Futurists, Dada&td Surrealists; artists who ‘became

living embodiments of their art work, which extedda a continuum from their daily lives

%% Eric Snider, ‘Confessions of an All American Aftitst’, Jam February 17, 1995.

" *Manson: “This is my Holy Wood...”Kerrang!, Feb 2000 with reference koly Wood

%8 Kerrang! 1109 May 27 2006, p30

%9 Arnold AronsonAmerican Avant-Garde Theatre: A Histor{London: Routledge, 2000) p156-7.
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through their passage through the street to foyntalhceived performances. Art was not
a manufactured object but a state of mind or wdif@f®® For Manson this understanding
of the artist as his art is made most expliciTtve Golden Age Of Grotesque particular
on the song ‘(S)AINT’: ‘But now I'm not an artisin a fucking work of art’ and in
‘Vodevil’: ‘This isn’t music and we’re not a bandVe're five middle fingers on a
motherfucking hand.There is, of course, a distinct divergence betwdanson’s
statement and the drive within performance art Arahson discusses in terms of the
commodity, as although Manson may align his sellifiluis art, his success as an artist is
entirely dependent upon commodity culture. Thisiten could be seen in his commentary
on his work in film: in an interview with Austin &ggs inRolling Stonan July 2005,
Manson stated ‘I no longer want to make art thaeopeople - particularly record
companies - are turning into a product...| just wanmnake art®* and in an interview with
ID magazine for their Horror issue in 2088with regard to the expected release of his
directorial debutPhantasmagoria: The Visions of Lewis Caryalhd his painting, staking
out the difference of his art from just entertaimtne The difference between the two is an
entertainer will stop when they finish performingf lartists live for art.’

The symbols Manson uses can be understood at weleédebe logos, brand
identities, each associated with a particular conitgpa particular aloum. The reasoning
behind this understanding is to underline the pidtion of subjectivity in popular music
as part of a culture of commodity. It is distinghed from character because the act of
playing a role assumes a distance between therpef@nd the performed; but in the

framework of the spectacular and the hyperrealuah slistinction exists.

% Aronson, p 60.
®! Interview with Austin Scagg®olling StoneJuly 15, 2005.
%2 Interview with David Michael, July 2006, issue 2§7178.
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Conclusion

This chapter has explored the work of Marilyn Mamsas a key example of
contemporary gothic subjectivity, paying particuddtention to the symbol-personas he
inhabited for each era of the tryptych of albulimdichrist SuperstatMechanical Animals
andHoly Wood As an example of contemporary gothic subjectikis work can be seen
to engage with those themes and concerns whichd igentified throughout this thesis
and indeed in some cases to take them much fuftherthe other artists whose work |
have studied here, especially with regard to theré& of the child. In presenting himself as
the ultimate other to American society, he willijnghkes on the role of hate figure and
uses it to critique the dominant social and moisdalrses of the American national
context in which he is placed.

Manson’s reticence to make a distinction betwesrphvate self and the layers of
his star persona functions as an attempt to préusntork being relegated to a
‘character’, and as we can see from the interviegemts above, he clearly places great
stock in his status as an artist rather than a aoaittn However, his work remains caught
in the contradiction of being part of commoditytoné, without which he would not have
been able to achieve the level of notoriety whechecessary for the perpetuation of his

role as an ultimate other to American society.
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Conclusion

Throughout the course of this thesis | have idetti& particular kind of
subjectivity which is discernable in the work ohtemporary American Popular Metal
artists during the period 1994-2004. Using thetemporary and American gothics as a
context for this subject, and based on the thdmaydtars represent ways of being in
contemporary society, | have constructed a mod#i@tontemporary gothic subject,
which has been used as a tool for investigatiarchly symbolic areas of the music and
culture under the headings of the body, the groiesmd monstrous, and the child.

Central to this subject’s identity has been thiamoof crisis. As | set out in the
introduction, this sense of crisis is intenselyspeal, and is based largely around issues of
identity. Using the contemporary gothic’s concenth and return to issues of trauma as a
context, this notion of crisis has been shown ta lbencern with truth, a search for ‘the
real’, and the erosion of the future as a symbaiestruct. This was linked to the
recurrent notion of authenticity in popular musiod in particular, Alan Moore’s
theorisation of the value of authenticity as a foolthe analysis of popular music, which
states that authenticity is always authenticitysmmeone, that it is based around the idea
that the artist be seen to reveal the truth ositisation and that of others. Furthermore,
the confession of trauma has been shown to beateéatthe process of subject formation,
such that the subject discovers itself, positivea@gstitutes itself, through the act of
confession, based on the model provided by Foucault

This pervasive sense of crisis with regard totitieand truth is also reflected in
the contemporary gothic subject’s concern withldbdy and with painful or violent
experience. The lyrical sources showed a recuusabf terms of physical pain to refer to
emotional trauma, with particular reference to iesgf cutting, bleeding, and bruising.
Here, drawing on theories of pain and the bodygmtojthe process of corporeal

verification was suggested as the means by whieltéhtemporary gothic subject lends
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solidity to uncertainty. Furthermore, issues désa harm and risk were argued to be at
stake through such processes as body modificatidrtansensual violence. Acts of
modification or violence to the body were arguethédkey sites of the subject’s ability to
exert control. Notions of control, release anceatipn were also used to contextualise the
appearance of self-harm as a lyrical image. Whkelfeharm appears within the culture it
has been contextualised with reference to issuesrdfol, and as a maladaptive coping
strategy.

The subject’s sense of being an outsider was sedlwithin the context of the
grotesque and the monstrous. | have argued teatond of the contemporary gothic
subject is the world of the grotesque, and thahismworld the subject takes on the position
of the monstrous. Drawing on theories of the gothonster, and particularly the shift in
the construction of the gothic monster within tihetgsque, | argued that the subject is
involved in a negotiation of the boundaries of selfl other, where the gothic monster
reflects back on the human subject as at leasafarnonstrous. The subject takes on the
role of the monster, and in doing so is affordgubsition from which to critique notions of
the ‘normal’ world. This sense of monstrosity xpeessed through notions of sickness,
disease and infection, as well as physical defgrrfor example.

The subject can furthermore be seen to negohatsubject position of victim and
threat, and where vulnerability is experienced ften, particularly with the male subject,
countered with violence or representations of damirmasculinity. In some cases, the
male subject is seen to identify with the figurelé ‘little girl’ as a representative of
innocence and vulnerability. The figure of thel@dhs an important notion in this context,
as the child can be a representative of both inmxand aggression, through the figure of
the Vengeful child. This model that | have suggéss to be contextualised in the
tradition of the child as monster within gothic far in such figures as the Evil Innocent

and the Gothic child. In the American contextstiigure has particular resonance in terms

202



of national identity and national selfhood, whickafilyn Manson utilises to significant
effect.

Manson has been shown to be a key example of opoi@ry gothic subjectivity,
taking on the role of ultimate other to Americaristy in his work, and conflating the
three levels of star identity in order to produdegare which is not easily separable from
the artwork, especially where these are both repteds by a symbol. Manson’s use of
symbolism in his work is connected to his ideast#llectual elitism, the notion of art as a
‘question mark’, and presenting himself as a caderfvestigation.

There are clearly some contradictions to be fowithin the realm of the
contemporary gothic subject as | have portrayéerie — particularly with regard to its
situation within commodity culture and its variaesarches for truth and ‘the real’ within
that culture. Body modification in particular repents one such contested area, where the
marking or modification of the skin’s surface candeen as both a powerful site of
resistance and as an activity which is boundedivtbmmodity culture insofar as these
types of marks have been removed from a contexowimunal rites.

Throughout the thesis | utilised textual analydis/ocal sources as my main
methodological approach. Although this has lardallgn from favour within the
academic study of popular music | believe thattfamner in which | have used it here
goes some way to mapping out an approach whiclbegmofitably used in the future. In
addition, in situating this study with referencehe contemporary gothic, | believe that |
have positively contributed to this emerging arestody, in which as yet not a great deal
of attention has been given to popular music. Drgwn the theory of the ‘star’ as an
articulation of individuality in contemporary sotyieapproaching the subject as a text, the
lyric as discourse, and concentrating on the pribdinof the self through language, allows
for an investigation of the star in popular mustueh is largely absent from the academic
approach to this subject matter. In terms of figda way to re-integrate the study of lyrics

into an analysis of popular music, | believe thgtmethodological approach achieved this
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aim. Primarily, that a model of subjectivity sgfexto a particular group of artists might

be identified and usefully employed in the explanatf that area. The use of textual
analysis allowed for a detailed examination of ib#huse of language and the portrayal or
creation of the self through language, for examyth regard to the use of particular
vocabulary, as it occurs in the work of one pafticartist and also in terms of common
traits which may be observed across the work abagof artists. The dangers in using
such an approach: that the reading may becomeygversonal, that it may unfairly

weight analysis toward the linguistic, excludinpertfactors such as sound or image, or
suggesting that the totality of meaning in a songhtbe derived solely from its lyrics,
were for the most part avoided. At certain pointthe thesis | aimed to avoid these types
of dangers with specific action. That is, by vagythe methodological approach in order
to take some account of the audience for PopuldalMand by examining other features
such as image and album cover design. | belieateftiture work in this area would

benefit from extending this sort of action, part&sly with regard to image. | also believe
that attention to issues such as sound might agthdand assist in any analysis of
audience so as to further avoid potentially idgmd the audience solely with the subject
as it is portrayed in lyrics.

The concepts of consensual violence and corpoegdication, as well as the
vengeful child, are key tools of the thesis. Hoarewmy main achievement is to have
established the construct figure of the contempuagathic subject. The subject which is
in crisis and is engaged in a search for the fealvhom subject formation and issues of
identity are tied to the confession of trauma amotiol of the body; which uses the
monstrous to critique the ‘normal’ world, and thgufe of the child to explore the
relationship between victim and threat.

The main benefit of the work that | have done hasgle from those
methodological issues discussed above, stem frermtardisciplinary focus of the thesis,

which participates in the fields of cultural stugliéterary studies, and popular music
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studies. The academic study of popular music isdiyre an interdisciplinary or
multidisciplinary endeavour, within which one walhcounter both particular difficulties as
well as possibilities. The figure of the contengrgrgothic subject and vengeful child,
notions of consensual violence and corporeal \watibn, and the application of the theory
of the monstrous and grotesque to the figure adl lcanld not have been developed
without bringing together diverse theoretical sastcin terms of the development of
further study, | would suggest that the subjectstact which | developed with regard to
the contemporary gothic subject could be replicébedther types of music, and believe
that this would be revealing in terms of the applo@® subjectivity which could be found

in any particular subgenre.
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