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1. Introduction

Shrieking vocals, distorted guitars, thundering drums and half-naked male performers on
stage furiously headbanging with a glass of beer in their hand. The typical image of a metal
musician and their performance may be summarized in this short and intense sentence. But is
metal music only about drinking, thrashing and aggression? The movement within extreme
metal music that could be named as “mythological metal” attempts to confront the picture
cited above and made to be part of common sense about the scene. On the outside metal
music may be like just noise but certain musicians’ literary interest and source of inspiration
sinks deep into the world of ancient mythologies. Our thesis is that mythological metal is a
designated movement within metal music that shapes and fills the genre with creative power
based on knowledge and conscious endeavour to revitalize ancient cultural heritage for
today’s listeners. The method we are going to use is to illustrate and examine the working
mechanics from the perspective of lyrics in mythological metal music.

In the focus of our research stands a musical subculture. To gain an insight not just to
the plain lyrics but to the context of it as well thus Chapter 2, the methodological introduction
IS to be spent to the detailed analysis of the metal scene(s). In accordance to this investigation
we begin with the question of the origins of metal music and the meaning of popular music. In
the second part we address the academic problems arised by metal music, e.g. the history,
sociology and musicology of the great genre with references to the up-to-date scholarly
literature of each field. The third part is considering the aesthetics of metal music, namely the
“code of heavy metal” and the “underground ethics” witnessed within it. The last portion
focuses on the verbal dimension of the heavy and extreme metal scene. Connected to the
aforementioned topics the key concepts of music and madness in philosophical tradition
(Schopenhauer, Kierkegaard, Nietzsche), elements of the history of religion close to the
essence of heavy metal (New Age Cults and New Religious Movements) and related literary
theoretical issues (Bakhtin, Northrop Frye, Richard Schusterman, etc.) are also to be
introduced and discussed to draw up a colourful picture whereas we are going to examine and
contextualize lyrics.

The next greater portion (Chapter 3) focuses on the myths of different ancient cultures.
The starting point differs here as the first religious topics covered in metal lyrics are often
connected to Satanism thus this case should not be forgotten. Satanism is compared to its

counterpart known as “Christian metal” showing the two sides of the same coin. Onwards we
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focus on the cultures themselves. All these subchapters start with general introductions to the
most important attributes of each culture and their mythologies with sub-introductions to the
particular myths as well to draw up the main plot elements and their context. The cultures
chosen are: Mesopotamian, Egyptian, Ancient Israel, Hellenic-Roman antiquity, Viking and
Celtic mythologies. As these topics are the main sources for Western esotericism and are the
most popular ones amongst metal musicians it seems reasonable to start the process with the
mentioned. Following this lead the most important extreme metal bands with mythological
lyrics are to be examined with some outlook to underground examples to show both ends of
the same palette.

The extreme metal scene is a constantly developing global phenomenon thus it is
impossible to accumulate all the possible examples from all around the world or even from
Europe to be examined in this paper. Because of this the approach of our work is more a
qualitative than quantitative research using a sample of 85 songs to be analysed from the
whole history of extreme metal music (1980s to today). In the last section (Chapter 4) the
gathered data is going to be systematized with possible categorization of both the myths and
the lyrics mentioned in order to draw up the framework of mythological metal with an
interpretation of the different approaches, attitudes and modes of speech of the ancient
heritage of Europe. Let us now begin with the search for heavy metal on the ground of

Euorpean culture!
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2. Metal Studies

Background & Academic Perspectives of Metal Music

2.1. The Origin of Metal Music

2.1.1. Forging Heavy Metal: Preceding Black Sabbath

Heavy and extreme metal are amongst the most popular subcultural genres of popular music.
To make it easier for us to find its place amongst all the other popular arts, we begin with a
short historical introduction to the formation period of heavy metal music. But first of all,
what is popular music? Two definitions may arise in answering this question:

1) Everything is popular music what is not art (classical) music or (traditional) folk

music, and does not require any previous musical training to enjoy.

2) Popular music is the commercialized side of music that is produced® for larger

audiences.’

These definitions tend to localize popular music on the horizon outside of high culture and
sophisticated, professional art. It does not necessarily mean that the quality of the popular
production is of a low scale (obviously there are many examples on this tendency) but the
main aim of a popular art or production is the commercial success.? It is an important feature
that will play a significant role during the fragmentation period of metal music.

Independent from which definition do we choose to accept (the combination of both
may give a more detailed picture of the topic) the advent of popular music is the musical
milieu of the Southern part of the United States of America during the 1920s. The developing
jazz and blues of Louisiana and New Orleans later became a cultural phenomenon (thinking
about the first successful black musicians like Robert Johnson or James Brown) not just
amongst the originator black musicians of the named geographical territory but also amongst
the dominant white culture of the 1920s and 1930s US and later Europe. The musically
professional but border breaking manner of jazz music made unconventional music to be part
of Western culture. The jazz-stars of the pre- and postwar US and Europe together with the
usage of acoustic, and later with the invention of the electric guitar also contributed much to

the cause of popular music. The many cases rhythmical music of blues and jazz was turned

! From the stable financial background of a large distribution company with professional studio equipment.
2 Roy SHUKER, Understanding Popular Music, New York, Routledge, 1994, 2-3.
% John FISKE, Understanding Popular Culture, New York, Routledge, 2011, 9-10.
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during the 1950s to become rock’n’roll. Rock’n’roll and its biggest stars (like Elvis Presley,
Jerry Lee Lewis or Chuck Berry) also meant for the culture to be a primitive music of the
lower classes, lacking talent and any aesthetic quality,” a pejorative attribute also presented in
the judging of later metal music.

As Britain is the birthplace of heavy metal we travel to the British Isles now. Two
tendencies defined the popular musical scene of the 1960s Britain: the emergence of big rock
and beat stars and the blues revival. Two acts are to remember from the commercially
successful side of the story: Rolling Stones and the Beatles. From the beginning the two bands
represented two sides of a popular all boy band: the first one being the bad boys with leather
jackets and in their time violent music, while the other one originally were the good boy band
with elegant clothing and love songs to sing along. Not being the only ones to form these
tendencies for our case the bands present the defining trends. Rolling Stones’ fashion derived
and inspired by the biking culture represents independence and rebellion® while the Beatles
later works introduced the progressive rock into the musical market. Their highly anticipated
record, Sergeant Pepper’s Lonely Hearts Club Band® was the first catalyst to prove that rock
can be quality music with many inspirations from world music in a professional way. Being a
turning point we can count the beginning of progressive rock from the release of the
mentioned record.’

The second root of heavy metal as mentioned above the blues revival of the 1960s in
Britain. The so called “British Blues Boom” that with its impassionate tunes defined many of
Britain’s rock groups’ sound (in many cases also serving as a source of inspiration for the
progressive rock bands) is on one hand a cultural import from the US and on the other hand a
movement with its independent features. The many great artist and pioneers are not to deal
with in this short introduction, we only note that Led Zeppelin, Deep Purple, Pink Floyd,
alongside with Jimi Hendrix, The Who, The Kinks and so on are also important contributors
not just to the cause of blues driven progressive rock but also for the development of heavy
metal.®

It should be noted as well, that along with the pop cultural changes and emerging new

genres the spiritual map of Western societies started to develop towards alternative ways as

* Edward MACAN, Rocking the Classics: English Progressive Rock and the Counterculture, Oxford, Oxford
University Press, 1997, 15.

® Compare: The Rolling Stones, Sympathy for the Devil = Beggars Banquet, The Rolling Stones, Decca Recrods,
1968.

® The Beatles, Sergeant Pepper’s Lonely Hearts Club Band, Parlophone, 1967.

" Edward MACAN, ibid. 15-16.

® Helen FARLEY, Demons, Devils and Witches: The Occult in Heavy Metal Music = Heavy Metal Music In
Britain, ed. Gerd BAYER, Farnham, Ashgate, 2009, 74-79.
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well. After the Second World War the map of Western Culture was re-drawn. Not just in a
political manner, meaning the establishment of the Eastern Block until the end of the 1980s,
but also in regard of society and religion. The great cataclysm of the Second World War, the
holocaust and the Gulag together with the developing globalisation the religious life of
Western civilization (meaning Europe and North America as well) changed. Through the new
methods of telecommunication the world of the Far East became a point of interest. The
intercontinental wars of the US during the cold war, namely Korea and Vietnam also
strengthened this interest, expanded by the newly came immigrants after the repealing of the
Oriental Exclusion Acts by Lyndon Johnson in 1965 opening the borders of Far Easterners to
come to the US.? Protest against the postwar authority systems, thought and a criticism
against the Church together built up the well-known counterculture, which chose to create
something new, revolting against the current streams of cultural tendencies.'® After the events
of 1968 of France and the US antiwar protests, the development of the hippie movement a
“New Age” started to bloom in Western society. The “New Age” is an umbrella term for all
the movements, cults, thoughts and practises that show an alternative to the mainstream of
Western society. Its roots, as presented above go back to the counterculture of the 1960s, but
the main thoughts are loaned from ancient sources, in a shape that it could be fitted for the
second half of 20" century consumer societies. It also should be noted that in the spreading of
New Age thoughts the role of developing telecommunication and later the internet also plays
an important role. Without the rapid travelling of information and unknown exotic cultural
features, the wide spreading and popularity of New Age could not be achieved.'* According
to some certain theories the world must witness changes in the end of the 20™ century, as the
Age of Pisces is declining giving space for the coming Age of Aquarius (compare the famous
musical of hippie lifestyle and thought: Hair). In this sense the New Age coming is not equal
with the New Age cults (the New Age cults are predecessors of the coming New Age). The
advent of the coming New Age was predicted by numerous earlier occultist and esoteric
teachers like Jacob Boehme,™? Rudolf Steiner,™ and the Christian theosophist Alice Bailey."*

°J. Gordon MELTON, Robert L. MooRE, The Cult Experience — Responding to the New Religious Pluralism,
New York, The Pilgrim Press, 1982, 9.

19 Carole FINK, Philipp GASSERT, Detlef JUNKER, Introduction = 1968: The World Transformed, eds. Detlef
JUNKER, Daniel S. MATTERN, Cambridge, Cambridge University Press, 1998, 1-27.

1 Wouter J. HANEGRAAFF, New Age Movement = The Gale Encyclopedia of Religion, ed. Lindsey JONES, New
York, MacMillan Reference USA, 2005, Vol. 10. 6495-6500.

12 Jacob Boehme (1575-1624), a saxon shoemaker from Lutheran origin, who preached about a new age to come
in the spiritual life of Europe, declaring the arrival of an eschatological enlightenment of the believers. Andrew
Weeks, Boehme, Jacob = Dictionary of Gnosis & Western Esotericism, ed. Wouter J. HANEGRAAFF, Leiden &
Boston, Brill, 2006, 188-191. Maybe he had the greatest influence on William Blake: compare his ,,Songs of
Innocence” and ,,Songs of Experience” cycle in connection with the struggle of Light and the Dark. Aldo

10
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2.1.2. The Beginnings: Black Sabbath and Birmingham

Thus with the blooming progressive rock and blues world of Britain we arrive to 1968, the
formation year of Black Sabbath. Based in Birmingham is traditionally held as the first ever
heavy metal band of the globe. The founding members and their positions are the following:
Ozzy Osbourne (vocals), Geezer Butler (bass), Tony lommi (guitars) and Bill Ward (drums).
To understand the importance of the band the first question that is to arise is of the place of
origin: why Birmingham? It would be more understandable if Liverpool was the birth city of
heavy metal, as being a cultural metropolis of the mentioned decade gave many boost and
inspiration for the rock era of the ‘60s Britain. Blues, rock’n’roll and jazz all could name
Liverpool as their capital, also serving as an icon for other parts of the country (it is enough
only to mention that the Beatles also came from Liverpool)."> On the contrary Birmingham
was a long-tradition industrial city that suffered from the de-industrialization after the Second
World War. The decline of manufacturing sector in the city leading to job losses in the male
population also lead to a form of crisis in the masculinity of the population, especially for the
younger generation not just to see their fathers to lose their jobs but also to experience the
decline of social mobility as an effect. Together these attributes gave place amongst
youngsters for rebellion against the current social and political situation. Thus, Birmingham
became the origin for the music of rebellion: heavy metal.*®

Turning back to Black Sabbath, starting off as a blues rock group in the manner of
their contemporaries mentioned above, the first and most important of their sound is the new
intensity given to their genre. The aggressive and highly distorted guitar and drum techniques
(compared to their contemporaries) laid down the foundations for heavy metal: the usage of

riffs and the power-chord that until present day drives the genre and represent the rebellious

MAGRIS, Gnosticism: Gnosticism from its Origins to the Middle Ages (Further Considerations) = The Gale
Encyclopedia of Religion, ed. Lindsey JONES, New York, MacMillan Reference USA, 2005, Vol. 5. 3515.

B Rudolf Steiner (1861-1925), Croatian born later Swiss philosopher is the main man behind the
Anthroposophical movement. The esoteric doctrine claimed by Steiner is a way to connect the spiritual in man
with the spiritual in the cosmos. It stresses more the wisdom of man than the wisdom of God. Cees
LEIENHORST, Anthroposophy = Dictionary of Gnosis & Western Esotericism, ed. Wouter J. HANEGRAAFF,
Leiden & Boston, Brill, 2006, 82.

 Alice BAILEY (1880-1949), theosophist, later left the Society of misunderstanding and founded her School of
Arcane and book publisher in order to prepare the world for a change and the coming of a new era. J. Gordon
MELTON, Bailey, Alice A(nne) (LaTrobe-Bateman) = Encyclopedia of Occultism and Parapsychology, ed. J.
Gordon MELTON, New York, Gale Group, Vol. 1. 2001, 144-146.

5 Andre L. CopE, Black Sabbath and the Rise of Heavy Metal Music, Farnham, Ashgate, 2010, 9-15.

6 Ryan M. MoORE, The Unmaking of the English Working Class: Deindustrialization, Reification and the
Origins of Heavy Metal = Heavy Metal Music In Britain, ed. Gerd BAYER, Farnham, Ashgate, 2009, 144-147.

11
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and power achieving side of metal music.>” Also for the formation years of heavy metal the
typical band-consistency is also described by Black Sabbath: vocals, guitars, bass and drums
forming a four member group, wearing in many cases black or denim clothes, also bringing
the long hair for male audience into fashion.

After the debut album released by Black Sabbath'® the story of heavy metal started.
The first other two pioneers of the genre were mentioned both for working with blues and
progressive rock, but also contributed much for heavy metal: Deep Purple and Led Zeppelin.*
Although not following the same path of Black Sabbath and other heavy metal groups we can
say that the movement of metal music were founded by Sabbath and ornamented by the other
two. The name of the genre, “heavy metal” started off as a pejorative attribute used by critic
Lester Bangs to negatively describe the music of Black Sabbath, lending an expression from
the world of 19™ century warfare.2’ On this point we can clearly see that it is also an attribute
for metal music in the 21% century that the genre itself is a pariah of popular culture, which
was from the birth identified as a destructive musical approach. The first five definitive
albums of Black Sabbath? ignited the heavy metal scene, with noteworthy followers and
companions like Scorpions from Germany, Alice Cooper and Blue Oyster Cult from the US,
as well with Deep Purple and Led Zeppelin, in some songs even with Queen, making heavy
metal from being a local music of Birmingham and later Britain to become a global
phenomenon.?? As heavy metal went from the underground almost to the mainstream it also
led to the commercialization of the genre. The problem of authenticity, which is going to be a
sub-topic of a later section, arose with the need of new ways to find it again. The emerging
new sub-culture and underground musical tendency called punk became a new source of
inspiration that leads our story forward to the beginning of the 1980s.

Before travelling towards the extreme metal genres it is time to present the early heavy
metal textuality with an example from Black Sabbath. The eponymous record above cited
contains the as well eponymous song, Black Sabbath below with an excerpt of the lyrics.?®
The clear traces of a satanic panic could be found in the song that paves the path for the later

7 Robert WALSER, Running with the Devil: Power, Gender and Madness in Heavy Metal Music, Wesleyan
University Press, 1993, 2-3.

'8 Black Sabbath, Black Sabbath, Vertigo, 1970a.

9 lan CHRISTE, Sound of the Beast: The Complete Headbanging History of Heavy Metal, HarperCollins E-
Books, 2004.

2% Jan CHRISTE, ibid. 2004.

2! Black Sabbath, ibid. 1970a; Paranoid, Vertigo, 1970b; Master of Reality, Vertigo, 1971; Vol. 4., Vertigo,
1972; Sabbath, Bloody Sabbath, Vertigo, 1973.

%2 Jan CHRISTE, ibid. 2004.

28 [...] Big black shape with eyes of fire / Telling people their desire / Satan's sitting there, he's smiling / Watch
those flames get higher and higher / Oh no, no, please God help me! [...]" Black Sabbath, ibid. 1970a

12
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development of interest in spiritual, religious and occult topics within metal music. The song
itself is more like a terrifying impression on a satanic mass called black Sabbath, rather than a
form of praising a process like that. With this rather short glance on the verbal dimension of

metal music we depart to the academic issues represented by the genre and its culture.

2.2. Overview of Academic Topics and Literature on Metal Music

2.2.1. Introduction: Possible Topics

As any other cultural phenomenon thus metal music has its own academic field conducted by
researchers. In the case of a subculture, especially a music based subculture, may it be local or
global the history of the scene’s development is essential in its study. It is true regarding metal
music as well. An established history (or vertical study) may give the opportunity of a
horizontal research, mainly for sociology. As sociology gives the answers for the questions of
artists’ and audiences’ motivations (horizontal study), interest and behaviour in a certain
subculture there may be place for the investigation of the aesthetics of an art (music) based
subculture. The three together gives the perspective on the subculture itself. Current chapter’s
aim is to give a review on literature and specific topics interesting for the study of metal
music and culture. Three main fields are to be mentioned in current sub-chapter, namely
history, sociology and musicology. The other aesthetical considerations are to be transported
to the next section “2.3. Metal Music and Its Aesthetics” as the music itself is not to be
analyzed in details, thus we are to offer a slight insight to the academic research of the sonic

dimensions respectively.

2.2.2. History of Metal Music

As it was addressed above the history may give the first impressions to a subculture. Thus the
history of metal music is a prominent topic, not only for the academic participants of its
research but for the audience as well. The beginnings of the history of metal music were
briefly sketched above, now we would like to give an overview on the possible directions one
may approach the chronology of the genre. Literature on historical proceedings comes from
two different sources: academic publications and more extensively metal journalism.
Naturally rock and blues journalism are the predecessors of metal journalism, given place for

early heavy metal as well. From the 1980s independent metal journalism started to develop
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with the foundation of many local and global weekly or monthly papers to be distributed. The
most important print ones are now: Kerrang! (UK, since 1981), Metal Hammer (UK, since
1983), Rock Hard (Germany, since 1983), Terrorizer (UK, since 1993) and Decibel (US,
since 2004). All the enumerated ones are also available in an internet based version as well.
Besides professional metal journalism the phenomenon of fanzines (“fan made magazines”)
also started to spread, in most of the cases with local interest, first also in print format (with a
low budget materialization), but with the conquest of the internet thematic blogs and half-
professional fanzines are the greatest contestant for traditional magazines.?* The thematic of
the mentioned types are mainly to be up-to-date with newest recordings, local live
performances, artists’ interviews, etc. that may be rich sources for different academic
approaches (as it could be witnessed in Chapter 4 of current dissertation) as well.”®

The topic of a chronological system to be made of metal music and all its fragmented
sub-genres is not of academic origin. Metal journalism created the first top quality historical
reports, in most of the cases not only arranged around musicians and bands but certain peak
recordings as well. Without the claim of a whole list of books of the mentioned type we name
two important authors: lan Christe (see the repeating references to his work throughout our
paper) and Joel Mclver,?® who contributed much for genre-history on the referred level. We
may not forget the Hungarian pioneer in the history of extreme metal, Balazs Nagy, whose
groundbreaking publication Sirontili melédidk? is up to today the most detailed Hungarian
written book on the chronology and stylistic development of extreme metal music.

The picture gets more colours with volumes on individual genres like Choosing Death
by Albert Mudrian® on death metal or the profile-like presentation of black metal by Dayal
Patterson in Black Metal: Evolution of the Cult.” Besides high quality publications, naturally
some tabloid books were also published, e.g. Lords of Chaos: The Bloody Rise of the Satanic
Metal Underground by Michael Moynihan and Didrik Sederlind.*® In the profile-driven

attempt even an encyclopaedia was released by William Philips and Brian Cogan under the

% As our topic is not the investigation of this genre of journalistic approach now we do not give place for a
detailed analysis of the scene only mention some of the longest running and most important periodicals.

% We are not detailing it, but radio and television shows also were and are present in metal media, but as
journalistic approaches are the most common sources for fans, thus we focused only these media types.

%% For a detailed career please visit his personal website: http://www.joelmciver.co.uk/site.html (Retrieved: 2018.
08.01.)

I NAGY Balazs, Sirontuli melodidk: Az extrém metal harom évtizede, Budapest, Irgal, 2007.

% Albert MUDRIAN, Choosing Death: The Improbable History of Death Metal and Grindcore, Bazillion Points
LLC, 2016.

# Dayal PATTERSON, Black Metal: Evolution of the Cult, Port Townsend, Feral House, 2013.

% Michael MoYNIHAN & Didrik S@DERLIND, Lords of Chaos: The Bloody Rise of the Satanic Metal
Underground, Feral House, 2003.
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title Encyclopedia of Heavy Metal Music,* focusing on the most important artists and bands
with short articles. The pair of artists focused approach may be the recording focused version.
Previously mentioned Decibel Magazine published in contribution with Albert Mudrain the
volume Precious Metal, with in depth interviews of artists, gathered around 25 highly
important metal recordings.®* A library could be filled with biographical publications focusing
on one single artist or band, with varying quality (e.g. on Judas Priest*® or Iron Maiden,** the
line of examples seems to be endless), but the deep interview with Adam Nergal Darski,
frontman of Polish Behemoth written by Mark Eglinton and Krzystof Azarewicz®® gives the
opportunity to the reader not only to get know the behind the scenes of a remarkable musician
but also lets the personality to come closer, widening the meaning behind a musician’s work,
making the volume to be a special gem amongst other similar attempts. We are to note, that in
almost every case of academic publishing on metal music, on some account the history of
metal music is present. The amount and depth always depends on the author, thus it can occur
that a paper or book on other fields (e.g. sociology, musicology, etc.) may incorporate many
details in connection of metal’s history. In these cases as the main aim of a research is not to

present metal history but other perspectives, thus we do not list these examples here.
2.2.3. Sociology of Metal Music

From a scholarly perspective the sociological questions risen by metal music are quite often in
the focus. Global and local problems vary in studies and complete volumes as well. Relatively
late, in the beginning of the 1990s was metal subculture identified by sociology with two
major publications. In 1991 Deena Weinstein published and in 2000 republished the reworked
version of her Heavy Metal: The Music and Its Culture,*® an in depth analysis of concerning
all the main problems around metal music, e.g. status of artists, the audience, the origins of

the genre, its history, even attempted the categorization of the lyrics. The positive scholarly

%1 Note: the genre of a metal encyclopaedia because of the music’s constant development is outdated in the
moment of publication, thus the need emerged for an online compilation in the style of Wikipedia, that is known
today as “Encyclopedia Metallum — The Metal Archives” (http://www.metal-archives.com). As this website is
going to have a crucial role in the case for searching a database of lyrics, we are to give it more attention in
Chapter 2.4.3. William PHILIPS & Brian CoGAN, Encyclopedia of Heavy Metal Music, London, Greenwood
Press, 2009.

%2 Albert MUDRIAN (ed.), Precious Metal: Decibel Presents the Stories Behind 25 Extreme Metal Masterpieces,
Da Capo Press, 2009.

% Martin PoPOFF, Heavy Metal Painkillers: Judas Priest, Toronto, ECW Press, 2007.

* paul STENNING, Iron Maiden: 30 years of the Beast, New Malden, Chrome Dreams, 2006.

% Adam Nergal DARsKI, Mark EGLINTON, Krzystof AzAREWICZ, Piotr WELTROWSKI, Confession of a Heretic,
The Sacred and the Profane: Behemoth and Beyond, London, Jawbone Press, 2015.

% Deena WEINSTEIN, Heavy Metal: The Music and Its Culture, DaCapo Press, 2002.
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interest is clearly shown in her work, in an endeavour to understand and systematize a then
not well researched topic. The complete opposite could be experienced in the book of Jeffrey
Arnett from 1996.%” The monograph criticised by many throughout the years® addresses the
problem of adolescent alienation and its connection to metal subculture. The attempt to
understand the appeal of heavy metal music for adolescents is a key in understanding the
genre itself, but the author does it from a prejudiced viewpoint: from the appearance of metal
music the genre was labelled as antisocial, satanic, outrageous or destructive, that is an
epidemic amongst youngsters that should be banned. This prejudice is clearly shown in the
example profiles of certain participants chosen from heavy metal subculture who could fit in
the preconception that heavy metal lifestyles equals a destructive, alienated and connected to
crime (not to mention the low amount of interviewed participants and the lack of control
group resulting in generalized statements). The research was biased both in method and in the
discussion of the results.

The next major study to mention on the whole world of extreme metal (to be
discussed) is the work of Keith Kahn-Harris from 2007.%° In this case the focus is on the
musical scene itself, its participants, mainly the musicians and the global perspectives of the
music in the 21% century. Two articles should be cited from between the two endpoints
proposed, one from 1996 and one from 2000. Bethany Bryson’s research* on musical tastes
and opinions about heavy metal is a classical sociological survey with statistical analysis
closing on the negative reputation of heavy metal music not only working with the metal
audience but with the mainstream culture surrounding it. Bettina Roccor*® analyses the
internal forces creating the fragmented sub-genre-rich environment of metal music compared
to the external umbrella of it, asking the question who the different sub-genres identify
themselves to be part of the same wider picture. On a general level gathering information
from the above mentioned studies we may draw a sketch on the sociological perspectives of
the scene. By the year 2000 the meaning of mass media with the wide spreading of the
internet changed and became a global phenomenon. Metal music itself adapted to these

%7 Jeffrey Jensen ARNETT, Metalheads — Heavy Metal Music and Adolescent Alienation, Westview Press, Harper
Collins, 1996.

% Note: Almost every article referred in our dissertation gives place for a sentence or two to criticise this work.

% Note: The great time leap does not mean the lack of any major publication on the topic but here we only aim to
mention the cornerstones of this field of research. Keith KAHN-HARRIS, Extreme Metal: Music and Culture on
the Edge, Oxford, Berg, 2007.

“0 Bethany BRYSON, “Anything but heavy metal”: Symbolic Exclusion and Musical Dislikes, American
Sociological Review, 61/5, 884-899.

! Bettina ROCCOR, Heavy Metal: Forces of Unification and Fragmentation within a Musical Subculture, The
World of Music 42/1, 83-94.
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changes. Originally, metal music was a localized musical scene with a strict border in the
means of fans and followers. In the 1970s Britain Black Sabbath emerged from the working
class (“blue collar”) milieu, especially popular amongst the male population in their 20s and
30s. By the 2010s metal music became global: there are worldwide famous and popular artists
and almost each and every corner and country of the world has its local metal scene inspired
by the global and other local movements. Although the core base of metal listeners is still
coming from young adults, every social layer and gender are presented, never forgetting the
followers who started to be interested into metal during the ‘70s, ‘80s or ‘90s and are still
loyal to the genre.

On the borderlands of metal history, sociology and even musicology exists the studies
focusing on certain genres or local scenes as well. We have works on exotic metal scenes e.g.
Brazilian,** Balinese,”® Turkish* or even African.”® The problems of local scenes, gender,
masculinity, audiences’ social status are investigated in these studies alongside with identity,
forming of a certain scene and their development. The study of Natalie J. Purcell on death
metal®® and Eileen Luhr’s investigations of American Christian metal®’ are also quality
examples of sub-genre focused researches. Various compilation volumes exist as well that
contain always some considerations of sociology, e.g. the Heavy Metal Music in Britain
edited by Gerd Bayer.*® On this point we face the problem of separating the academic fields
from each other, as most of the compilations effectively compile many different topics
together (from sociology through marketing, lyrics, culture, musicology, etc.).*® The great
variety of analyses and themes occurring in the mentioned kind of compilations are the

2

evidence for the now developed “metal studies™ is a dedicated interdisciplinary approach
towards a radical subculture. The review of sociological literature could be continued but
other prominent pieces of literature are going to be mentioned in forthcoming parts of our

work, thus now we depart to the territory of musicology.

“2 |delber AVELAR, Heavy Metal Music in Postdictatorial Brazil: Sepultura and the Coding of Nationality in
Sound, Journal of Latin American Studies, 12/3, 2003, 329-346.

** Emma BAULCH, The Identity Politics of the Balinese Death/Thrash Metal Scene, Popular Music 22 (2003),
195-215.

* Pierre HECKER, Turkish Metal — Music, Meaning and Morality in a Muslim Society, Ashgate, 2012.

*® Kevin FELLEZS, Black Metal Soul Music: Stone Vengeance and the Aesthetics of Race in Heavy Metal,
Popular Music History, 6.1/6.2, 2011, 180-197.

“® Natalie J. PURCELL, Death Metal Music: The Passion and Politics of a Subculture, McFarland, 2012.

47 Eileen LUHR, Metal Missionaries to the Nation: Christian Heavy Metal Music, ,,Family Values” and Youth
Culture, 1984-1994, American Quarterly 57 (2005), 103-128.

“® Gerd BAYER (ed.), Heavy Metal Music In Britain, Farnham, Ashgate, 2009.

* For an example please visit the e-book site of Modern Heavy Metal: Markets, Practices and Cultures
conference’s proceeding volume: http://iipc.utu.fi/MHM/ (Accessed: 2018. 07. 04.).
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2.2.4. Musicology of Metal Music

The musicology of metal was first studied by Robert Walser, in his groundbreaking work
from 1993: Running with the Devil: Power, Gender and Madness in Heavy Metal Music,>
preceded by his journal article on metal guitarists’ relations to classical Virtuosity.51 The
monograph of 1993 is a great example for an introductory research that attempts to enlighten
as many as possible issues in connection of its topic, thus it balances on the borders of history,
musicology and sociology, giving a full cultural picture about the scene. Nevertheless this
book was published 25 years ago it is still a basic starting point for everyone interested in the
academic results on heavy metal. As it is going to be cited in connection with the verbal and
other aesthetical aspects of the music and its culture we now solely refer to the arguments of
Walser on the nature of metal. Robert Walser argues if metal music is a performative or a
studio centred genre. On one hand the performance, the concert is the real area for metal
music to be witnessed. The concert is where the live music attracts all the senses with the
artists on stage, sharing the experience with fellow listeners. Metal music is mostly known of
its aggression driven features, what is also a trait of the live performance, although the
aggression that is released during a concert is in a controlled frame with signs and symbols
only receiving a meaning within the time of the performance.®® On the other hand in many
cases the arrangements of metal music recorded in a studio environment may not be recreated
on stage in its full originality. Just to take an imaginary example, if a band has only one
guitarist but decides to record in the studio many guitar tracks for a song simultaneously and
the band later performs with the same only one guitarist than they will not be able to
reproduce their original content. According to our opinion the truth is in between: the
recording attracts the listener and the performance shows the real meaning of the recording.
As heavy and extreme metal both are regarded as popular music in the meaning of its
low quality in musical professionalism thus the musicological study of the subject is on the
margin. Nevertheless there are attempts that aim to understand the music and not only the
subculture. Two pioneer works are to be mentioned, Andre L. Cope’s endeavour was yet cited

above,* that claimed to understand the musical roots of early heavy metal through the first

*® Robert WALSER, Running with the Devil: Power, Gender and Madness in Heavy Metal Music, Wesleyan
University Press, 1993.

*! This article was later incorporated to the monographic work of 1993. Robert WALSER, Eruptions: Heavy Metal
Appropriations and Classical Vrituosity, Popular Music, Vol. 11, No. 3 (1992.), 263-308.

%2 Karen Bettez HALNON, Heavy Metal Carnival and Dis-Alientation: The Politics of Grotesque Realism,
Symbolic Interaction, 29/1, 2006, 37-39.

%% Andre L. CoPE, Black Sabbath and the Rise of Heavy Metal Music, Farnham, Ashgate, 2010.
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recordings of Black Sabbath. Besides analyzing the musical environment of the emergence of
heavy metal and Black Sabbath his down to the note research on the kinship between blues,
rock and heavy metal is enlightening. The same can be said about the investigations spent in
death metal music by Michelle Phillipov from 2012.>* Death Metal maybe regarded as one of
the most difficult to play genres of metal music, originating in the fast pace and constant
tempo changes and the aggression projected through it. Her work focuses much on music
criticism and metal journalism as well, giving another insight into a genre that was yet
introduced by above cited authors.

Last but not least we would like to mention, that the musicological research on metal
music reached educational levels as well, as guitar, bass guitar and drum players are able to
study on a high level metal music in London, at the Institute of Contemporary Music
Performance, a school dedicated to many other genres of popular music.>® After presenting
some academic considerations in connection with metal music, that are not core part of our
research, we tend to take a closer look on the music and its culture, mainly the aesthetics,
before stepping forward to the verbal dimensions.

2.3. Metal Music and Its Aesthetics

2.3.1. Heavy and Extreme Metal: Music and Madness

Both Robert Walser*® and Deena Weinstein® argue that many appearances of metal music
require a certain level of madness and/or ecstasy, both from musicians and the audience as
well. Music, madness and the musician as a trio of unity as a theory is not a fresh invention,
brought in by 1920s blues and later indirectly by heavy metal culture but is a time-honoured
philosophical statement. Both from Continental idealism and existentialism we can find
examples connected to the above mentioned feature. Arthur Schopenhauer in his opus
magnum, Die Welt als Wille und Fortstellung, in Book 3 on aesthetics, he assumes that
amongst all arts and artists, music and the musicians are the purest subjects of will-less
knowing.”® Schopenhauer revolves around the question of the genius being interested in arts,

architecture, literature (mainly poetics) and music, searching for certain levels of purity in

* Michelle PHILLIPOV, Death Metal and Music Criticism: Analysis at the Limits, New York, Lexington Books,
2012.

% https://www.icmp.ac.uk/ (Retrieved: 2018. 08. 01.)

*® Robert WALSER, ibid. 1993, 137-172.

*" Deena WEINSTEIN, ibid. 2002, 213-217.

%8 Arthur SCHOPENHAUER, A vildg mint akarat és képzet, Budapest, Osiris, 2007, 314-328.
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will-less knowing, stating that the artefacts of an artist are able to channel Platonic form of an
object, through the aesthetics experience. The temporality of music (supposedly lyric-less
music) and its expressing nature, that may be assumed to be universal for all human beings,
thus placing the musician as the greatest among geniuses.

The idea of the musical genius is accompanied by the sensuality theory of Seren
Aabye Kierkegaard, found in Enten-Eller, based on the operas of Mozart, namely The
Marriage of Figaro, The Magic Flute, and Don Giovanni. The three operas are regarded by
Kierkegaard as a ladder of advancement representing the three levels of the musical erotic.
The seductive nature of Don Juan falls only under aesthetic categories and not ethical ones,
thus making his erotic adventures to be works of art, living once again in the temporality of
music. The erotic and sensual as aesthetic categories culminating in Don Giovanni in a wider
picture make the musicians (not only Mozart, but on a general level all the composers, players
and conductors as well) to be the players of the erotic, taking music away from the realm of
the ethical. This primordial and almost ecstasy driven theory could be well paired with
Friedrich Nietzsche’s thoughts on the opera of his time and its relations of ancient Greek
tragedy. His first book, Die Geburt der Tragidie aus dem Geiste der Musik® connects
together the musical genius and the musical erotic. The dialectic sketched in the balance
between the Apollonic and Dionysian spheres of human existence materialized in the classical
Athenian/Attican tragedy is the balance of wisdom and instincts or the conscious and the un-
conscious. The latter is in close connection with the sensual and madness, thus making the
musical genius to be an agent of the Dionysian, uncivilized, the savage.

Nietzsche finds the revitalization of the Athenian tragedy in the opera art of Wagner.
The “total art work” or Gesamkunstwerk represented by the Wagnerian opera (which has
many themes coming from a mythological background) has some certain links with
contemporary heavy and extreme metal performance. The yet cited section of Deena
Weinstein’s study® underlines our statements above, as the live concert is named to be the
real arena for metal music, the experience whereas all the participants, musicians, audience
and the service crew as well are dedicated to the same purpose. The Dionysian experience of
the concert and its medium that in many regards is quite similar to the rites of primitive or

institutionalized religions,® where the theatrical scenery, the interaction of the band with the

%9 Sgren KIERKEGAARD, Vagy-vagy, Budapest, Osiris, 1994, 82-106.

% Eriedrich NIETZSCHE, 4 tragédia sziiletése, avagy gorogség és pesszimizmus, Budapest, Magvetd, 1986.

®! Please see note 57.

82 Thomas Hylland ERIKSEN, Kis helyek, nagy témdk — Bevezetés a szocidlantropolégidba, Budapest, Gondolat,
2006, 283-284.
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audience, the appearance of controlled aggression arises the picture of a madman, or a mad
crowd for the outsider spectator. Taking a brief look on the literature gathered and with short
remarks introduced in Chapter 2.2.3. in all cases we find references to the intemperate nature
of a metal performance (most interesting examples is the yet criticised volume of Jeffrey
Arnett, showing the clear prejudicial nature of his study only in the description of a metal
concert he attended as field-research).®®

Besides the performance (that is to be detailed more later) on the textual level of heavy
and extreme metal music clearly deals with the question of madness. From the birth of heavy
metal, the original pioneer band’s second attempt of a recording yet contains a song that deals
with insanity. Paranoid, being one of the evergreen hits describes the state of losing one’s
mind that leads to social isolation and a break up of a romantic relationship.®* Clearly, this
interpretation of madness is the depiction of the fears of a commonly mad held person, not
touching the possible benefits in the state of madness. Ten years later, than ex-singer of Black
Sabbath, Ozzy Osbourne returned to the problem of madness in his solo-debut with the song
Crazy Train. That piece steps away from the depressive isolation of a madman, declaring that
the one who is regarded crazy by the crowds may be only crazy in their sense, while the
madman holds some certain truths, or because of the truths he or she bears is regarded crazy.®

From 1986 we cite two other songs revolving around madness. Slayer’s iconic
Criminally Insane yet by the title ties together madness and crime. Besides that the state of the
crazy is presented as a result of one’s choice, not just meaning a different mind status but that
to be a dangerous one leading to crime.®® The anxiety of one living in a mental asylum is
addressed by US’s Metallica in Welcome Home (Sanitarium). The most important attribute to
be found in the song is the will to freedom of a sanitarium resident, who is in terror of the

outside world that will not understand him.®” Can | play with Madness? from UK’s Iron

% Jeffrey Jensen ARNETT, Metalheads — Heavy Metal Music and Adolescent Alienation, Westview Press, Harper
Collins, 1996, 7-19.

% "Finished with my woman ‘cause she couldn't help me with my mind / People think I'm insane because | am
frowning all the time / All day long | think of things but nothing seems to satisfy / Think I'll lose my mind if |
don't find something to pacify [...]" Black Sabbath, Paranoid, 1970.

85 n[...] Crazy, but that's how it goes / Millions of people living as foes / Maybe it's not too late / To learn how to
love and forget how to hate [...]" Ozzy Osbourne, Blizzard of Ozz, Jet Records, 1980.

8 [ ...] Quarters for the criminally insane /The sentence read for life | must remain / The path | chose has led me
to my grave / To try again I'd have no other way. [...]" Slayer, Reign in Blood, Def Jam Recroding, 1986.

87 nr ] Build my fear of what’s out there / And cannot breathe the open air / Whisper things into my brain /
ASSuring me that I'm insane [...] " Metallica, Master of Puppets, Elektra Records, 1986.
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Maiden is the first one in our examples to question the identity of the self using madness to be
a method in search for the truth.®®

The American retro heavy metal band Orchid also spent the homage for the problem
of madness on their 2013 recording The Mouths of Madness with the eponymous track. The
problematic state of mind is cornered with the question of imaginary voices in one’s head that
only lead to deception and delusion. The cited verse® suggests that the state of madness could
be fought or at least one can standard a life with it. The motif of music and insanity as two
matching categories is also addressed in the song, incorporating the suffering of a mad
musician who creates from his craziness art. This feature can be clearly found in two
recording’s titles. Southern metal band Down’s 2010 live recording is titled Diary of a Mad
Band,”® paying homage not just for the short story of Nikolai Gogol, Diary of a Madman, but
also for Ozzy Osbourne, whose second solo recording goes by the Gogol story’s title.”* The
picture is widened by Philip Anselmo’s (frontman of Down) second solo effort entitled
Choosing Mental Illness as a Virtue.”? The two “diaries” as musical recordings testify the
musical recordings to be products of madness, thus bringing the equitation mark between
music and madness, and more! The last recording’s title even takes this thought further: being
mad not just a way of creating music but can be a virtue as well.

The metal performance and recording are now could be stated to be near the state of
madness. Madness, the mind’s uncivilized and chaotic behaviour that is truly connected to the
Dionysian aspects of life described by Nietzsche, a kind of half- or un-conscious sink into the
untamed nature of the Dionysian, without the balancing help of the Apollonian, letting loose
the pre-civilized, almost mythical ancient nature of mankind. Of course we should not forget
that the high level consumption of alcohol and drugs in the metal scene” also connects it with
the god of ritual madness. In the altered state of mind experienced by musicians both in
writing, producing and performing their arts creates an arena for the instincts, a sensual and

untamed garden of pleasures that mediates an ecstatic aesthetic experience.

% “Can | play with madness? // Give me the sense to wonder, to wonder if I'm free / Give me a sense of wonder,
to know | can be me / Give me the strength to hold my head up, spit back in their face / Don't need no key to
unlock this door, gonna break down the walls, break out of this bad place [...]" Iron Maiden, Seventh Son of a
Seventh Son, EMI, 1988.

89 [...] Insanity is taking hold / Poisoning your brain / Voices whisper thoughts untrue / The songs of the insane
/ Sadness reaching to other minds / Cracked perception shall soon unwind / Delusional reality / Seeing life
through cyber optic eyes / You live through [...]" Orchid, The Mouths of Madness, Nuclear Blast, 2013.

" Down, Diary of a Mad Band, Roadrunner Records, 2010.

™ Ozzy Osbourne, Diary of a Madman, Jet Records, 1981.

2 philip H. Anselmo & The lllegals, Choosing Mental IlIness as a Virtue, Season of Mist, 2018.

" Robert WALSER, ibid. 1993, 137.
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2.3.2. The System of Sub-Genres

The origin of heavy and extreme metal, both in tendencies of music history and a
philosophical framework, we should consider some aspects on the development of certain
sub-genres and those system to understand the unity and fragmentation of the whole scene.
The arrival of the 1980s brought new ways and difficulties for heavy metal to face. Two main
directions opened up for the genre that remained relatively unified and received mediocre
successes: 1) popularization; 2) radicalization. The popularized genres of heavy metal labelled
by Deena Weinstein as “Lite Metal” gathered all commercially successful bands and
movements, such as Poison, Bon Jovi and the further works of Def Leppard, later also called
as stadium-rock, referring to the large audiences they could mobilize. The glam metal
movement developed as a parallel to stadium-rock with the most notable US band Motley
Criie, focusing more on the earthly side of existence and its delights.”* As a reaction to the
popularization of heavy metal, for the reformation of it, the movement of extreme metal was
founded. Extreme metal is an umbrella term for all the genres using musical extremities
within the boundaries of metal music for expression. This led to the fragmentation of the
originally unified musical approach breeding a host of sub-genres. It was mentioned at the end
of the previous section that the underground punk movement of the late 1970s served as a
great inspiration with its compromise-free method towards music and musicality with harsh
and intense tempos and in many cases low budget productions fragranced by a certain taste
for the DIY “do it yourself” originality. The punk groups as Sex Pistols, The Clash or The
Ramones all showed an example for metal musicians not satisfied with the current status of
their genre.” In the paragraphs below we tend to give short descriptions of the most important
sub-genres in an informative manner to draw the global map of metal music. The list follows
a chronological order, which does not indicate, that in case of the emergence of a new sub-
genre the others would perish. Thus the list below represents a system of parallelisms within
the otherwise fragmented scene.

New Wave Of British Heavy Metal (N.W.O.B.H.M.): As we are going to see, most of the
sub-genres’ names are speaking labels, meaning that the main features are represented in each
one. In the regard of N.W.O.B.H.M. the interest in traditional heavy metal sound expanded by
the punk’s intensity and the yet cited DIY originality refreshed the yet exhausted mother

™ Deena WEINSTEIN, ibid. 2002, 45-48.
® NAaGY Balézs, ibid. 2007, 12-14.
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genre. The result is a fast paced and powerful sound represented by Iron Maiden, Saxon,
Motérhead and the “80s sound of Judas Priest’® (a more than a decade old heavy metal band
adapting to the new criteria).”’

First Wave of Black Metal (Debated): The retrospectively named label of new, yet extreme
metal bands of the 1980s, a globalized movement in contrast with the Britain based
N.W.0.B.H.M. The second wave of black from the 1990s respected their intellectual and
musical ideals (thus the term First Wave may be debated to be authentic or all the bands
should be regarded as members of other sub-genres) in the direction now detailed.” The
blackness of the first wave lies in the lyrics that revolved around actual Satanism, and inspired
the name by British Venom’s second LP, entitled Black Metal.”® The most important bands to
cite alongside Venom are Mercyful Fate from Denmark, Bathory from Sweden and Celtic
Frost from Switzerland. The list of genre defining recordings could be found below.®* The
musical palette shows a large variety in connection with the first wave of black metal,
nevertheless all bands cited above contributed in some way (lyrics, musicality, imagery, etc.)
to the formation of the second wave. Other notable examples are Rotting Christ from Greece,

Samael from Switzerland and Tormentor from Hungary.®

Thrash Metal: The British new wave and punk music inspired together bands in other
directions on the other side of the Western world, on the Pacific shore. The Bay-Area of
California is the scene where thrash metal was invented and reached its popularity first. The
underground movement of thrash/speed metal in the US is defined by four bands: Slayer,
Exodus, Metallica and Megadeth.® The big Four of California Bay-Area is mirrored with its

European taste for thrash metal with the Teutonic Trio of Germany: Destruction, Kreator and

"® Notable example records: Iron Maiden, Killers, EMI, 1981; Number of the Beast, EMI, 1982.; Saxon, Wheels
of Steel, Carrere, 1980; Denim and Leather, Carrere, 1981.; Motoérhead, Ace of Spades, Bronze Records, 1980.;
Judas Priest, British Steel, CBS, 1980.

" Robert WALSER, ibid. 1993, 11-12.

"® Dayal PATTERSON, ibid. 2013, 5.

® Venom, Black Metal, Neat Records, 1982.

8 Mercyful Fate, Don 't Break the Oath, Roadrunner Records, 1984.; Bathory, Bathory, Black Mark Production,
1984.; Celtic Frost, To Mega Therion, Noise Records, 1985.

8 Compare the connecting chapters of Dayal PATTERSON, ibid. 2013, 77-84, 85-92 and 93-97 respectively.

8 Notable records: Slayer, Reign in Blood, Def Jam Records, 1986.; Metallica, Master of Puppets, Elektra
Records, 1986.; Exodus, Bonded by Blood, Torrid Records, 1985.; Megadeth, Peace Selis...but who’s Buying?,
Capitol Records, 1986.
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Sodom.® The low budget production and less qualified musicianship of VVenom are echoing

back in their music mixed with an even faster pace.*

Death Metal: Growing out from the thrash metal scene of the US, death metal is the third in
line. Maybe the most extreme in its musicality death metal focuses on more technical, low
tuned guitars extreme drumming and the signature of the genre: the growling guttural vocals.
On the Atlantic Ocean’s shore at Tampa Bay, Florida, the first line of death metal consists of
Death, Morbid Angel and Deicide.® The name of the genre originates once again of record’s
tile like in the case of black metal, spiced with a debate. Many similarities are shared among
thrash and death metal, which makes the two to be a parallel for a certain point of
development.®® Thus many records like Morbid Visions from Brazil’s Sepultura®” cloud also
be named as a definitive thrash and death metal record the same time. With the example of
Sepultura it can be seen as well that death metal soon became international with bands from

South America and Europe t00.%

Power Metal: The last sub-genre of 1980s extreme metal is power metal. Although in many
cases thrash metal is considered to be the heavier version of heavy metal, in reality power
metal is the one. Lacking the punk influences, focusing more on melodies (both in guitar
techniques and vocal performance) than rhythm making a commercially easier to sell music,
power metal is close to “Lite Metal” but it is a radicalism once again, first within heavy metal
than outside of it, depending greatly on the legacy of Judas Priest.%* Notable acts of early

power metal are Manowar, Accept, Metal Church and Helloween® amongst many others.

Progressive Metal: Progressive metal, which was developed alongside the extreme chapter
of the 1980s, started to gain more popularity during the new millennium. Defining groups like

Dream Theater, Fates Warning or Queensriche showed that classical virtuosity should be part

& Notable records: Destruction Infernal Overkill, Steamhammer, 1985, Kreator, Pleasure to Kill, Noise Records,
1986, Sodom, Obsessed by Cruelty, Metal Blade Records, 1986.

8 NAGY Balazs, ibid. 2007, 20-21.

® Notable record: Death, Scream Bloody Gore, Combat Records, 1987.; Morbid Angel, Altars of Madness,
Earache Records, 1989.; Deicide, Deicide, R/C Records, 1990.

% Jan CHRISTE, ibid. 2004.

8 Sepultura, Morbid Visions, Cogumelo Records, 1986.

% Notable bands from the US not counting the ones cited above: Cannibal Corpse, Suffocation. Outside US:
Carcass, Dismember, Hypocrisy.

8 NAGY Balazs, ibid. 2007, 140-146.

% Manowar, Battle Hymns, Liberty Records, 1982.; Accept, Restless and Wild, Brain Records, 1982.; Metal
Church, Metal Church, Ground Zero Records, 1984.; Helloween, Walls of Jericho, Noise Records, 1985.
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of metal music as well. Many groups of other genres started to develop a progressive blend
into their music, such as the originally black metal band Enslaved, or the death metal band
Opeth.** Once again, an extreme version appeared: Djent is started to gain popularity in our

decade, with the works of Meshuggah, the inventor of the genre.*?

Swedish (Gothenburg) Melodic Death Metal: The melodic death metal scene or
“Gothenburg death metal” movement serves the melodic side of death metal music. The sub-
genre originates once again from Britain, with the Heartwork album released by grindcore®
pioneers Carcass.” The real expansion was reached by melodic death metal in the Swedish
city of Gothenburg. The movement stressed melodic guitar techniques attached with the
aggressive drumming and a slightly lighter vocal style.*® The three most influential groups, At
the Gates, Dark Tranquillity and In Flames® started the trend of melodic extremity in the
1990s. Melodic death metal thus became a fashionable art form spreading a long lasting

impact all around Europe.

Second Wave of Black Metal: The tradition of the first wave is continued and brought
forward first of all by the Norwegian black metal scene of the early 1990s. This era in
Norway is hallmarked by the works of young bands (often starting as death metal projects
later being disappointed by the mother genre) like Burzum, Darkthrone, Emperor, Enslaved,
Gorgoroth, Immortal and Mayhem.®” The black metal music created by the enumerated
groups searched for the opposite of death metal: if death metal is characterised as a technical
music, with low tuned guitars and deep guttural vocals, than black metal is a raw approach,
with high tuned guitars and shrieking vocals. Also, death metal is being an “anti-image™®®

music with a plain performance focusing only on music, black metal is accompanied by a host

of scenery features. Mostly inspired by the face paint of Mercyful Fate’s King Diamond many

°! Notable examples: Opeth, Blackwater Park, Music for Nations, 2001, Enslaved, RIITIIR, Nuclear Blast, 2012.
% Notable example: Meshuggah, Nothing, Nuclear Blast, 2002.

% Grindcore is an extremity within death music itself with the fastest speed that may be achieved with short and
intensive songs. The two best known pioneers of the genre are Napalm Death and Carcass.

% Carcass, Heartwork, Earache Records, 1993.

% Natalie J. PURCELL, Death Metal Music: The Passion and Politics of a Subculture, McFarland, 2012, 22.

% Notable records: At the Gates, The Red in the Sky is Ours, Deaf Records, 1992, Dark Tranquillity, Skydancer,
Spinefarm Records, 1993, In Flames, Lunar Strain, Wrong Again Records, 1994.

% NAGY Balézs, ibid. 2007, 109-117. Notable records: Burzum, Det Som Engang Var, Cymophane Records,
1993, Darkthrone, A Blaze in the Northern Sky, Peaceville Records, 1992, Emperor, In The Nightside Eclipse,
Candlelight Records, 1994, Enslaved, Frost, Osmose Productions, 1995, Gorgoroth, Pentagram, Embassy
Productions, 1994, Immortal, Diabolical Fullmoon Mysticism, Osmose Productions, 1992, Mayhem, De
Mysteriis Dom Sathanas, Deathlike Silence Productions, 1994.

% Jan CHRISTE, ibid. 2004.
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of the Norwegian bands started to wear black and white make-ups during live performances
denoted as “corpse paint”. The shocking and outrageous music together with performances
featuring satanic imagery is also written into the history of music for its scandals. The radical
approach towards music and self expression is shadowed by hate against Christianity,
resulting in the church arsons in Norway committed by young musicians between May of
1992 and November of 1995, what is a tragic and devastating impact of a subculture. The

9 and its works are still a source for black metal musicians all around the

“Helvete Circle
world — fortunately only in the ways of music. Alongside the Norwegian scene the Swedish
and other European black metal waves started to be established. Swedish classics, e.g.
Dissection, Marduk, Watain'® are accompanied by Sear Bliss from Hungary, Behemoth from

Poland, Beherit from Finland, Sigh from Japan,'** etc.'%?

Doom Metal: Doom Metal, as the slow extremity in metal music emphasizes long songs with
sluggish structure. It can be said that doom metal originally was born alongside with heavy
metal, as the early songs of Black Sabbath share many of the mentioned attributes. The
tradition of doom metal because of its extreme lack of speed, that is a key feature in
connection with most of the genres, maybe it can be named as the least popular of all extreme

4

metals.’®® Bands like Cathedral, Trouble or Candlemass'® serve the best examples to

illustrate the characteristics of doom metal.

Gothic Metal: The dark wave and gothic rock scene of the 1970s and 1980s was still a
prominent subculture that was inevitable to meet with the other subculture interested in the
“dark”: metal music. The doom-death movement sparked the fire towards the gothic sound
and the gothic qualities within metal music.'® The gothic also presented the need for the
feminine female within metal music (musicians as Doro Pesch represented the male-inspired

femininity), searching for the beauty and the beast: the duet of harsh male and clean female

% Musicians gathering in the Helvete (Hell in Norwegian) music store in Oslo, lead by Euronymous (@ystein
Aarseth) of Mayhem. Notable members came from Burzum, Emperor and Immortal, later senteced to prison.
Dayal PATTERSON, ibid. 159-170.

1% Dissection, Storm of the Light’s Bane, Nuclear Blast, 1995, Marduk, Opus Nocturne, Osmose Productions,
1994, Watain, Rabid Death’s Curse, Drakkar Productons, 2000.

1% Sear Bliss, Phantoms, 1l Moons, 1996.; Behemoth, Grom, Solistitium Records, 1996.; Sigh, Scorn Defeat,
Deathlike Silence Productions, 1993.

192 The above listed are only mere examples, see Dayal PATTERSON, ibid. for a full detailed introduction to the
genre.

103 NAGY Balazs, ibid. 2007, 123-128.

104 Notable records: Trouble, Trouble, Metal Blade Records, 1984, Candlemass, Epicus Doomicus Metallicus,
Black Dragon Records, 1986, Cathedral, The Carnival Bizarre, Earache Records, 1995.

1% Micah L. IssITT, Goths: A Guide to an American Subculture, Santa Barbara, Greenwood, 2011, 17-30.
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vocals. The pioneers of gothic metal, like Theatre of Tragedy from Norway, Moonspell from

Portugal and Tiamat from Sweden®

(alongside the “Peaceville Three”) used shady musical
elements with synthetizers and other keyboards. Classical and symphonic music also had an
impact on the gothic sound developing the symphonic metal genre best represented by
Swedish Therion or Dutch Epica. The black and death metal crossovers of symphonic metal

were further taken by Dimmu Borgir or Septicflesh.'®’

Folk Metal: The last but not least significant sub-genre is folk metal. As the name indicates
in this case metal music is mixed with traditional folk tunes and folk instruments. The first
record of the genre is the thrash metal LP of Skyclad from Britain with folk tunes
incorporated.'® Besides Britain the Finnish metal scene contributed much to the folk metal
movement. Amorphis, one of the first bands to use Finnish mythology as an inspiration®
(especially the Kalevala) is the typical example to represent folk metal. As in later chapters
many groups and songs are gathered from the folk metal genre hereby we only state, that folk
metal is both a musical and a lyrical approach: folk tunes and folk topics are presented in the
garment of metal music. Many local scenes developed since the 1990s of the folk metal genre,
gathering around local traditions (like in the cases of Neopagan religious movements). Thus
Celtic (Irish), Viking (Norwegian, Swedish), Slavic (Russian and Ukrainian) folk metal is
present.“o Even the Middle East produced its folk metal music, often labelled as “oriental

metal”. '
2.3.3. The “Metal Code” and “Underground Ethics”
On the pages above many important features were introduced or mentioned. In the following

paragraphs we attempt to give a framework of metal subculture based on the “metal code” and

the “underground ethics” of the scene. Both expressions are within quotations marks as are

1% Defining examples: Theatre of Tragedy, Theatre of Tragedy, Massacre Records, 1995, Moonspell, Wolfheart,
Century Media Records, 1995, Tiamat, A Deeper Kind of Slumber, Century Media Records, 1997.

197 Classic examples: Therion, Theli, Nuclear Blast, 1996, Epica, The Divine Conspiracy, Nuclear Blast, 2007,
Dimmu Borgir, Puritanical Euphoric Misanthropia, Nuclear Blast, 2001, Septicflesh, Communion, Season of
Mist, 2008.

198 Skyclad, The Wayward Sons of Mother Earth, Noise Records, 1991.

19 Kimi KARKI, Forging Metal: The Kalevala in the Finnish Heavy Metal Performance = Modern Heavy Metal:
Markets, Practices and Cultures, eds. Toni-Matti KARJALAINEN, Kimi KARKI, Helsinki, Aalto University &
Turku, 2015, 131-137.

19 In this case we only mention a Slavic example, as the other cultures are to be presented in Chapter 3. Arkona,
Goi, Rode, Goi!, Napalm Records, 2009, is the typical form of Slavic folk metal.

11 Examples are also skipped for the same reason as in note 147.
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borrowed from acknowledged authors. The “metal code” or the “code of heavy metal” are

112

terms used by Deena Weinstein.”~ Weinstein divides the core elements of metal culture into

three different subcategories, namely the sonic, the visual and the verbal dimensions. As it

was addressed earlier and is highly stressed by Robert Walser'*?

the main idea and driving
force in metal music is the act of rebellion against consumer/conformist society. With a
parallel reading of the two cited chapters of both Weinstein and Walser we attempt to localise
the rebellious attitude represented by the musicians and the audience as well.

On the sonic level a stylistic approach was detailed in the previous chapter. The very
essence of heavy and extreme metal lays in its sound that is labelled in the names of the sub-
genres. All the appellations are connected to somehow obscure and dark themes, blackness,
death, thrashing, doom, power etc. The last mentioned one power is the other attribute that is
part of all metal music. The central aim of metal is to exercise power over through music. The
aggressive distorted sound and the power chord as it is detailed by Walser are the appearances
of the “code of heavy metal” through sheer loudness. John Fiske, in his study on popular arts
stresses two main elements: the expressions of popular arts are both excessive and obvious in
their nature, serving two purposes.’** Thus metal music (both heavy and extreme) is the
definition of the excessive, with a sonic approach that tended not to be similar to anything else
before. Naturally, as we talk about a global phenomenon, the quality of the different
productions varies depending on artistic goals and financial background of a band. The
problem of virtuosity and simplicity are leading us to the obvious nature of metal music. It
can be said that without judging the technical efficiency of a production, the above
enumerated features in case of progressive and primitive metal are present as well: there is no
metal music that does not rely on power and rebellion.

The visual side, as it is the first thing introducing the music itself could be faced
through the cover artwork of a recording. The problem of iconography and symbolism used
by different metal bands and especially religion/mythology inspired ones may be the topic of
another research, thus now we only mention it on a basic level. The artworks are to give the
visual interpretation of the music or at least give the same allusions that are tended by the
music to create. The different sub-genres have their own tradition in regard of cover images
(as all have their tradition of musicality). Just to list a few examples from each major sub-

genre we should mention Judas Priest from the era of classical heavy metal. The cover of their

12 Deena WEINSTEIN, ibid. 2002, 21-57.
113 Robert WALSER, ibid. 1993, 2-3.
11% John FISKE, ibid. 2011, 83-101.
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classic recording, British Steel**® images a razor held by a bare hand. On the razor we see the
title and the band’s name written, identifying the heavy metal played by Judas Priest with the
sharp hardness of a steel razor, that cuts, connects to aggression, playing with the meaning of
heavy metal music and the material of steel to represent British metal music.

As thrash metal is often connected with social and satanic issues alongside with war

and death, the cover of German Kreator’s Pleasure to Killtte

serves an excellent example. In a
blood red field we see a horned and tailed demon like figure fighting a host of undead, in this
case skeletons, attacking the demon with medieval weapons. The demon crushes the undead
with bare hands, representing power over death in a form of an evil entity. The destruction of
the undead (or triumphing over death that is reaching for a living creature) suggests that only
through evil power may one rebel over death itself. The often parody driven death metal
approach is maybe the extreme of extremities, the excessive at its best. Genre name-giver
Death’s Human''" depicts two dissected human bodies resembling illustrations from anatomy
books. The sheer presentation of organs and the suggestion of presenting dead bodies in
accordance with the title and the band’s name represent the death in death metal.

Black metal is notorious of its interest in Satanism, as it is going to be discussed in
Chapter 3.1. Amongst the often black and white cover images we can find many colourful
ones as well focusing on anti-Christian imagery as it is represented by Dimmu Borgir’s In
Sorte Diaboli.”*® On the picture we see the figure of the Baphomet taunting the typical
imagery of Christ found on icons.*'® Some inevitable symbols could be found as well e.g. the
upside-down pentagram or Hell’s fires below. To illustrate the many times fantasy literature
driven power metal scene we cite the 1992 album of Blind Guardian, Somewhere Far

Beyond,'?°

using a typical fantasy scenery with heroes and a bard in the middle of a forest
during night time, sitting around not a campfire but a magical orb, reflecting to the
adventurous material to be found on the recording. Gothic/doom metal is shown here through
the 1999 recording of My Dying Bride, entitled The Light at the End of the World,"?* with an
angel on a cliff and a seascape down below, suggesting the gothic, shady and most of the time

depressed atmosphere of the music itself. Folk metal now is illustrated with Finnish

15 Judas Priest, British Steel, CBS, 1980.

1% Kreator, Pleasure to Kill, Noise Records, 1986.

17 Death, Human, Relativity Records, 1991.

18 Dimmu Borgir, In Sorte Diaboli, Nuclear Blast, 2007.

9 Dimmu Borgir is also a typical example of a Satanic black metal band to violate the rules of ,,underground
ethics” a topic to be discussed below. Nevertheless the imagery of Dimmu Borgir follows the traditions of black
metal thus serving a great example for present case.

120 Blind Guardian, Somewhere far Beyond, Virgin Records, 1992.

121 My Dying Bride, The Light at the End of the World, Peaceville Records, 1999.
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Korpiklaani’s Voice of Wilderness,*?? showing a typical Finnish landscape and a stylized,
traditional depiction of a shaman with a drum and a drumstick in his hands, ruling the
countryside around him.

The examples above shows the clear traces of all the attributes gathered previously.
We have scenery of war, representations of power, rebellion, in many cases in excessive and
obvious forms. The visual dimension of the metal culture does not end with the album
artworks. In addition at least two other components could be named: clothing and
performance scenery, as it was addressed above that the real arena of metal music is the live
concert, thus both the musicians’ and the audience’s appearance is crucial in understanding
the metal code. It should be stated that just only referring to the data above we can clearly see
that the metal subculture is a scene where not only the music but all its surroundings create
the elements of belonging to the local or global group of metalheads.

Fashion, meaning clothing and hairstyle that may vary from sub-genre to sub-genre, a
rebellious approach towards it is common. The most typical direction consists of usually
black and denim clothing with band labelled T-shirts, spiked bracelets, beards and army
boots. The often outrageous clothing of performers is a source of inspiration for the audience.
This also indicates that there are strict rules on what should be considered to be part of the
metal culture and what not. Although the fashion or “dress code” of each sub-genre may vary,
together with the behaviour on concert typical patterns can be written. As the easiest way to
rebel a conformist idea is to turn it upside down or inside out, the grotesque is the key concept
for us to understand the performative side of the “metal code”.

The grotesque and the carnival in its medieval context described and analysed by
Mikhail Bakhtin may be actualized. The theory*® originates both the grotesque and the
carnivalesque from folk humour, serving as a valve that may help for the people to let loose
the steam created by everyday pressure and responsibilities in a feudal context. The “Feast of
fools” celebrated in Europe served the purpose of laughter instead of aggression with
mirroring life in an upside-down turn. The social roles are interchanged: lords became serfs
and vice versa, making jokes of each other in a controlled frame. It is not a play that is
witnessed; life itself became the play where audience and actors are no more distinguished,
whirling together in a special time of the year for only a short period, restoring the original

order afterwards. Within the carnival with playing in an upside-down world not just the social

122 K orpikaalni, Voice of Wilderness, Napalm Records, 2005.
123 Mihail BAHTYIN, Francois Rabelais miivészete, a kozépkor és a reneszansz népi kulturdaja, Budapest, Osiris
Kiado, 2002, 11-20.

31



DOI: 10.15774/PPKE.BTK.2018.008

roles but all qualities and values of life are turned out in their own way. Thus attributes, things
and actions that are considered to be offensive or obscene (maybe improper) become
acceptable and also an object of laughter creating the grotesque to be reality for the time span
of the celebration. Although the statements of Bakhtin are realized in the milieu of the Middle
Ages the main purpose of the carnival should be regarded as a need for all ages and
geographical places.

As the institution of the traditional carnival does not exist anymore for the 20" and 21
century Western society there must be other channels to handle the social stress and find a

124 «carnival

different “valve” for the steam to exit. Once again according to John Fiske,
pleasures” are also present in our time’s society. His example to show the implicitness of the
carnivalesque he analyses the American wrestling scene. Wrestling in its carnival-likeness is a
comedy, a directed scene, where the male bodies fighting with each other are attributed with
brute force, aggression and capability to actions that are not allowed for the common folk.
The played fights within the ring however are scenery, but for the audience is reality. Thus the
created atmosphere of aggression is not raging within the ring, but outside it, amongst the
audience. The audience experiences the tension of the fight, cheering for one of the fighters
and hating for the opposing side, not just the fighter but their fans as well. Certainly this hate
is not manifested in physical atrocity amongst the audience but is let loose within the ring,
building up a controlled frame of stress and aggression. It should be also pointed out that the
audience is conscious of the scenery feature of wrestling; despite of this the mechanism
described above is working providing them with the carnival.

Besides wrestling and many other activities of contemporary culture (e.g. football
matches), the performance of heavy and extreme metal are also dealing with the
carnivalesque. The 2006 study of Caren Bettez Halnon® is a product of extensive field work
on a host of metal concerts searching for and analysing the grotesque and Bakhtinian
attributes of different metal acts’ concerts. The frame provided by the metal concert where the
mosh pit, the chanting, insults and offensive speech are all accepted, that is prohibited in the
light of day, follows the pattern of liberation from truth and order and inner censors, giving
the reality of liberty and freedom for the duration of the performance, along with a special
sense of community and experience of collectivity. It is clear that the metal concert is built

upon three pillars: the music, the lyrics and interaction with the audience (or the performative

124 Compare: John FIsKE, ibid. 2011, 56-82.
1% Karen Bettez HALNON, Heavy Metal Carnival and Dis-alienation: The Politics of Grotesque Realism,
Symbolic Interaction, 29.1 (2006), 33-48.
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manner). The three together creates the context where all the components separately and
altogether have a meaning for the participants. Viewing either element from the outside forces
us to lose the context, thus if we are to work with the lyrics it must be kept the context in
mind. The proposition of Halnon on the performance may be translated into the world of
lyrics. The main focal point of metal music is rebellion: this rebellious manner is expressed
through all the three components mentioned above, supporting and depending on each other.
It is our task now to search for the rebellious in mythology inspired lyrics that are to represent
a certain shade of carnival and the grotesque in order to oppose contemporary Western culture
not as scenery, but as a reality.

The “underground ethics” described by Dayal Patterson'?® of the black metal scene
may be used as a universal pattern for all of metal music. Considering the proposal of
Patterson the first and most important for a metal band must be authenticity. This means a
certain level of respect towards the predecessors but also requires original creativity. The
other factor in authenticity (or with the terminology of metal itself, to be “true”) is the
problem of popularity. If a group reaches a level of commercial success (varies from genre to
genre) altogether with a change in the musical direction towards lighter and more radio
friendly sound makes a band “sold out”, bargaining the originality for money. This tendency
can be witnessed on the level of the music industry as well. The great labels as Nuclear Blast,
Century Media, Metal Blade, Napalm, Season of Mist, etc. naturally stress contemporary
methods for production and distribution (e.g. digital releases, CD-s, traditional vinyls), but as
part of the underground authenticity certain circles of musicians (mostly of black metal
origins) still rely on the DIY methods of cassette copying, photo copied artworks and
booklets, etc. In summary it can be said that the “underground-ness” of metal music varies
from genre to genre with the main principle of staying true to the rebellious and
nonconformist attitude of the mother scene.

According to the “underground ethics”, the canon in extreme metal music also
consists of two elements: the bands, which are the pioneers of certain genres or worked in the
progression of a certain scene, and all those bands that respect the metal code and follow the
rules to be “true”. There is a hierarchy within the canonical bands of course, but it is not a
point of interest for us now. This problem of canon in its nature is a case of music from
within, but there is an external canon as well, closing on the case of mythology related metal

music: what is canonical to read for a musician to write music and lyrics about, or what are

126 Dayal PATTERSON, ibid. 2013, 310-319.
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the borders of canonical topics for an authentic metal song? Wolfgang Iser, in his book, The
Range of Interpretation bestirs the second chapter to the processes of canonization. The
chapter, entitled The Authority of the Canon*?’ introduces the details via the case of the Torah
and the Midrash. We do not attempt to draw a parallel between the canon of Judaism and
extreme metal, but the observations of Iser might help us to understand the work of
interpretation and canon together. In this meaning the musical canon of metal is an open one
and is not a constant frame. We can witness the founding musical groups, which are cited by
later musicians, as primary influence, but in case of every new sub-genre this canon is revised
from time to time. The canon is the manifest of the direction that is dictated by metal music:
power and more significantly, rebellion. Thus, the canon is the ideal of rebellion that is
interpreted through the lyrics and imagery of the musicians, working as an indicator for the
followers and listeners, as in the case of the Midrashic tradition for the Jewish scholars and
common folk. This short introduction shows at least two main problems for us:

1) The problem of canon is coded in metal music on many different layers. The

musical canonization of a band is throughout the performed music and mediocre or

low commercial success, creating a constantly open canon.

2) Although the canon of metal music is a closed one with one central ideal, it is

fragmented amongst the sub-genres with many different manifestations and

interpretations.
The metal code and the underground ethics build up together the framework of metal music at
it was promised above. The idea of rebellion, power and nonconformism are presented
through all the dimensions. The opposition to the cultural majority could be achieved through
the grotesque and with that through a strong fascination to the Evil. The figure of the mad
musician who may have a pact with the Devil in exchange for virtuosity is the starting point

for us that lead present study to the last realm of metal music: the verbal dimension.

127 \Wolfgang ISER, The Range of Interpretation, New York, Columbia University Press, 2000, 13-40.
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2.4. The Verbal in Metal Music

2.4.1. Madness and Secrecy: Morbid Fascination of Evil

The title for the forthcoming subchapter is loaned from Norwegian black metal band,

Carpathian Forest.'?

As it was prepared above the main interest in metal lyrics on a basic
level is an interest in everything that is out of the boundaries of ordered cosmos: the chaos and
the chaotic that is named the Evil in Christian Western Europe. The presence of evil on a
general level and evil entities as host of demons or gods is a common feature in history of
humanity. If we take a look onto the religions of either the Far East (e.g. Hinduism) or the Far
West (e.g. Mesoamerican cultures’ religious traditions) we find phenomena of evil gods and

1.2 We may assume that the demons of

gods with creative and destructive powers as wel
Mesopotamian, Egyptian, Greek, Indian, Hindu, Buddhist etc. cultures are representations of
the dualism of nature, whereas a storm may bring fertility to the land but can destroy the
shelters of the inhabitants with the same effect. The theological dualism of Christianity draws
many from the Iranian dualism of Zoroastrianism, Hellenic Greek-Roman thought and
esoteric teachings. To understand the origin of contemporary Western esotericism’s dualistic
world view what alongside with New Religious Movements and Neopagan cults are the
originators of mythological metal music we now take a short excursion towards the traditions
of Hellenistic dualism(s).

Fate is a crucial power in classical Greek religion. We can see in early works, like the
lliad and the Odyssey that the gods are also determined by Fate.**® Encountering Egyptian
astrology and magic thus built the way for Hellenistic astrology that became a method for
searching one’s fate and other secrets of life. This so called planetary or astral pessimism may
define the then globalised world of the Hellenistic and later Roman culture. This simplified
path presented above builds up the road to the problem of esoteric knowledge in the ancient

3! means belonging to the

world. “Esoteric”, adjective (from ancient Greek “dowtepixoc’),
inner circle, in an expanded sense the ones who are capable of understanding hidden

knowledge. The main concept behind the esoteric and Esotericism is a secret. It is a kind of an

128 Carpathian Forest: Morbid Fascination of Death, Avantgarde Music, 2001.

129 For a deatiled introduction please see: Jeffrey Burton RUSSEL, The Devil — Perceptions of Evil from Antiquity
to Primitive Christianity, Ithaca and London, Cornell University Press, 1977, 55-122.

30 Nicola Denzey Lewis, Cosmology and Fate in Gnosticism and Graeco-Roman Antiquity, Under Pitiless
Skies, Leiden & Boston, Brill, 2013, 17-19.

B https://www.etymonline.com/word/esoteric (Retrieved: 2018. 08. 01.)
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exclusive knowledge that distinct the one capable of the secret from those who are not.*¥ In

this regard all mystery cults can be understood as forms of esotericism. Besides the religious
forms of esoteric contents two important Hellenistic movements also should be considered.
Hermeticism and Gnosticism are two religious-philosophical schools depending on a kind of
revelation that defines Truth behind the world.

Hermeticism or Hermetism takes its name of the god Hermes. Hermes in classical
antiquity already has many aspects, most notably is the messenger of the Olympian gods,
protector of crossroads, travellers, and last but not least the conductor of souls, to show them
the way to the afterlife.’** Hermes is connected with these attributes with many ties to the
realm of secrets: secrets of life, death, afterlife, the will of gods. The Hellenistic cultic milieu
produced the figure of Hermes Trismegistus (Hermes Thrice Great) around the 1% and 3™
centuries AD."** The texts and tracts connected to Hermes Trismegistus (The Emerald Tablets
of Hermes Trismegistus, the Corpus Hermeticum including Poimandres, just to mention the
most notable ones) describe secret wisdom and secret lore on the one and only truth about

existence.!®

We do not have any evidence on if Hermeticism was a religion or merely a
philosophical school in ancient times nevertheless it has alongside with Gnosticism a huge
impact on European philosophy, and laying the foundations for the so called “Western
esotericism.”

Gnosticism on the other hand shows not just the philosophical but the religious side of
its existence as well. Mostly known from the anti-gnostic writings of the Church fathers and
later by the Nag Hammadi founding, we have a quite ambivalent view on Gnostics. The word,
“gnosis” means wisdom in Greek, in this regard a secret wisdom (just as we have seen it in
case of Hermeticism). It is debated whether Gnosticism originates from Alexandrian Jewish
or Christian thought, it seems clear that it had the greatest impact on the early Christian
Church.®® The problem of a spiritual equivalent of human existence, alongside with the

primeval Anthropos has a clear platonic source,*’

it is not surprising that Alexandrian Jewish
philosophy also contributed to its world view. The core problem of Gnosticism in a theoretical

level is that the God humanity worships in many forms are not equal with the true Almighty

132 April D. DECONICK, Crafting Gnosis: Gnostic Spirituality in the Ancient New Age = Gnosticism, Platonism
and the Late Ancient World, Essays in Honour of John D. Turner, eds. Kevin CORRIGAN, Tuomas RASIMUS,
Leiden & Boston, Brill, 2013, 298.

133 KERENYI Kéroly, Hermész, a lélekvezetd, Budapest, Europa Konyvkiado, 1984, 53-62.

B34 HAMVAS Endre, Bevezetés = Corpus Hermeticum, ed. HAMVAS Endre, Szeged, Lectum Kiado, 2010, 13-17.
13 Gilles QuISPEL, Gnosticism from its Origin to the Middle Ages = The Gale Encyclopedia of Religion, ed.
Lindsey JONES, New York, MacMillan Reference USA, 2005, Vol 5. 3507-3515.

136 KAKOSY Laszl6, Fény és Kdosz: A kopt gnésztikus kédexek, Budapest, Gondolat Kényvkiado, 1984, 67-69.
37 Compare: PLATO, Phaedo, 73.
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God, who has no name (compare the Hermetic tradition that also proposes a distant God
above all)."*® Underneath God there are a host of angels and the evil demiurge, who pretends
to be the only God. Although the different accounts describe many variations on the creation
of humanity, some lines are common: the evil demiurge along with Sophia (Wisdom, in a
theoretical and personified level) creates humanity that is impure because usurpers
contributed to their existence, but is capable of understanding the Truth (that God is not equal,
but higher and most perfect than the demiurge) using this knowledge for purification. In this
regard all humanity has a spiritual mirror image in heaven what should be reached through
searching for the Truth.

The implicated world view depicts for us a constant struggle between man and the
demiurge: man wants to liberate himself from the bondage of the matter, while the demiurge
seeks to preserve it. This dualism of dark and light, evil and good is the key point, as the
victory of light in one person can only be achieved through self-knowledge and the
understanding of esoteric teachings. The case of Mithras Mysteries is quite similar, as it is an
initiatory, or if we like esoteric cult that teaches its “utotnc” (initiated)™® that Mithras, the

140 As it has more features of the

light fights the Bull of darkness in order to maintain life.
creatio continua concept the parallel only shows the tendency, that the dualism and duality of
Gnosticism is not a unique concept but also part of the Hellenic culture of the Roman era. As
a brief summary we have to recognise that as Western cultural thought became dualistic it has
certain prints on the literature produced by the culture itself.

Metal music is a product of Western culture. Every member has a certain alignment
towards Christianity and its foundation, the Bible. This alignment may be defined in two
directions: fascination or detest. The New Religious Movements and New Age phenomena
contain examples of the second one, as well as in many connections metal music itself. The
dualism of positivity and negativity is coded into the Western culture originating also from
the structure of the Bible itself and of the surrounding cultural traditions that were introduced
above. There are numerous theories in connection with the Bible, its structure and meaning
coming from different sides of its study: theology, Hebrew and Greek studies, history of
religion and of course of literary theory. Northrop Frye, in his essay Symbolism in the

Bible,"*! stresses heavily the dualistic nature of the Bible. The second chapter, The Shape of

138 Gilles QUISPEL, ibid. 3507-3512.

139 https://en.oxforddictionaries.com/definition/mystes (Retrieved: 2018. 08. 01.).

1% Kurt RUDOLPH, ibid. 6331-6332.

141 Northrop FRYE, Symbolism in the Bible = Northrop FRYE, Jay MACPHERSON, Biblical and Classical Myths,
The Mythological Framework of Western Culture, Toronto, University of Toronto Press, 2004, 1-270.

37


https://en.oxforddictionaries.com/definition/mystes

DOI: 10.15774/PPKE.BTK.2018.008

the Bible,'* introduces the key concepts that are in the later pages examined more closely.
The picture painted by Frye takes the Bible as a consciously structured scripture that in a
compressed way contains the extremities of the world. The forces of good and evil are equally
present in the text, angels, demons, devils and the duality within humanity, Jesus and Satan,
Virgin Mary and the Harlot of Babylon. These are just mere examples that are the reality of
the Bible, not only restricted to the Old or the New Testament, but that are available to find in
both ones. Thus order and rebellion against order is encoded to the Christian world, however
not on an equal level, directing towards the Truth presented by God and manifested by Jesus
Christ. Nevertheless rebellion against order is also a key concept that fits into the thought of
metal musicians (and the mentioned religious groups and movements).

But if metal musicians are attracted to the evil, in the mirror of the Bible, how does
other religious scripture or mythological tradition contain the negative side of life? Frye gives
us the answer to this question as well. In the third essay of Anatomy of Criticism (Archetypical
Criticism: Theory of Myths) Frye argues about the Apocalyptic and Demonic attributes within
mythological/religious literature. The positive and the negative extremities are described and
illustrated with many examples from the Bible and outside of it, e.g. Greek antiquity. The

positive side is labelled as the Apocalyptic in literature.**

The term “Apocalyptic” does not
refer to the end of the world from the last book of the New Testament, but to the original
meaning of the word: “Revelation”. As Christianity is a revelatory religion, the revelations
sent from the Divine to man is the key concept of Truth. Thus everything that is attached to
the Divine world (the Tree of Life, God, Jesus, the Lamb of God, etc.) are part of the truth and
the desired side of reality. These heavenly features represent Order, and the path to Order, to
what everybody on earth are invited to. On the contrary there is the “Demonic” in religious
literature.*** The “Demonic” (as the term suggests) is the total opposite of the heavenly and
the Apocalyptic, bearing a certain taste for irony, to present all the phenomena of reality that
are out of control from civilization. The Apocalyptic is everything that is public, or accessible,
the Demonic is what is hidden or inaccessible, with another word: esoteric. On this point we
can see the dual objection of Christianity and Gnosticism to gather up once again. If there is a
need to search for an alternative to leave Christianity behind, than the unintentional direction
is faced towards the hidden and the occult. On the level of religion this opposition can be

witnessed in the emergence of new secret societies and the need for exclusive and personal

142 Northrop FRYE, ibid. 2004, 21-30.
143 Northrop FRYE, Anatomy of Criticism, Toronto, University of Toronto Press, 1990, 141-146.
144 Northrop FRYE, ibid. 1990, 147-150.
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knowledge about reality. The interest of metal musicians towards the world outside
Christianity is the search for the alternative.

The Apocalyptic and the Demonic in this regard are presented within the frame of
Western culture and Christianity. The Demonic is demonic in the mirror of Christian thought
and with the authority of the Bible. If this authority is lost the weights on the scale are
changed with each other than the Christian tradition becomes the Demonic and everything
opposing the Apocalyptic. In a very simplified way we can say that in the eyes of a reader
everything may be part of the Apocalyptic that presents the desired (even things that may
never be achieved to grasped, like the Divine or the lost past) and everything is the Demonic
that is unwanted. In the end of the previous section we promised to show what metal
musicians read to produce mythological metal music. As it may be self-evident, they read
myths. Myths, what are out of the Bible’s Apocalypse, making everything desirable that is the
Demonic for the Biblical tradition. This also means, that mythological metal musicians do not
only read the pagan myths, but also the Bible, as the Demonic is incorporated within the
Bible, creating it to be a source of inspiration as well. The Apocalyptic thus becomes
Demonic and the Demonic the Apocalyptic in search for the alternative against Christianity.

This interest in the Evil, or in the alternative, the hidden, the demonic is a constant
feature of Western thought. On this point we do not give an in depth introduction to the
history of Western esotericism'*® but only highlight some key points, starting in ancient
Hellenism and ending up in the textual dimension of metal music. After the fall of the
Western Roman Empire until the days of Renaissance Italy the lore of ancient dualistic views

seemed to be forgotten. By the work of Marsilio Ficino and his colleagues in the Florence

1% The term we are to use many times, “Western Esotericism” is one of them, what for contemporary scholarship
is a problematic term. According to the traditional definition by Wouter J. Hanegraaff Esotericism originates
from the 19" century (Eliphas Lévi and A. D. Sinnett uses it in today’s meaning), thus Western Esotericism is a
branch of currents from Renaissance and 19" century Occultism and New Age thought. But where is the
Western in this esoteric tradition? Kenneth Granholm argues, that the term “Western” give’s a certain positive
shade to this tradition, according to the mid 20" century dualism of Europe (Western Block vs. Eastern Block).
Western civilization with its common values and quality throughout the Middle Ages and Modernity always had
a certain taste for Orientalism that is present in esoteric and occult traditions (in many cases we have seen that
Oriental wisdom and influences are key in forming the esoteric from Egyptian magic to Hindu and Buddhist
religious practices). In this regard Western esotericism is the esoteric tradition of the West (now Europe and
North America) that is not Western in its inspiration but in the geographical appearance of its followers. Wouter
J. HANEGRAAFF, Esotericism = Dictionary of Gnosis & Western Esotericism, ed. Wouter J. HANEGRAAFF,
Leiden & Boston, Brill, 2006, 336-340. and Kennet GRANHOLM, Locating the West — Problematizing the
Western in Western Esotericism and Occultism = Occultism in a Global Perspective, eds. Henrik BOGDAN,
Gordan DJURDJEVIC, New York, Routledge, 2014. 17-36.
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Academy and with the development of alchemy a revitalization of esotericism and mysticism
begun to flourish.°

The careers of John Dee, Paracelsus and Agrippa von Nettesheim are founders of
modern technology and high or classical occultism of the 18-19™ centuries.*” The concept of
a New Age to come and once again an interest in the dualistic world view is culminating in
the life and works of Jacob Boehme (1575-1624). Starting off as a shoemaker after his visions
became a Lutheran theologian creating many fascinating works on the rules of nature and of
the divine, most notable the Aurora. In the Aurora he describes the well known constant fight
of light and dark (almost in a Gnostic way) declaring the arrival of an eschatological
enlightenment of the believers.**® Probably Boehme and his thought are one of the greatest
influences on the poetry and art of William Blake.**® The greatest manifest of William
Blake’s art, Songs of Innocence and of Experience is the perfect example to represent the
dualism mentioned in connection with ancient cultures to be found in humanity’s interest. The
two corpuses of poems are not only unique in their intersecting communication with each
other but also because of their illustrations created by Blake himself as well.™®® The most
notable pair The Lamb from Innocence and The Tyger from Experience show the parallel and
opposite nature of the two books. The ideals of innocence (that is connected to childhood) and
experience (that is connected to adulthood) are two opposite sides of the same coin, namely
human life and existence. The light colours of innocence are balanced with the dark shades of
experience, giving an equal weight for both elements and ideas. As the Songs of Experience
are connected with the darkness of existence, we may assume that the very essence of
experience that is also connected with wisdom and new knowledge what is hidden from an
innocent child, is an esoteric immersion to life itself. Because there is no dark without light
and vice versa, thus there is no adulthood without the darkness of experience and knowledge

through experience. Nevertheless we should note that the genre incorporated to the title of the

146 Antoine FAIVRE, Hermetic Literature 1V: Renaissance-Present = Dictionary of Gnosis & Western
Esotericism, ed. Wouter J. HANEGRAAFF, Leiden & Boston, Brill, 2006, 533 and Jo Elridge CARNEY, Cosimo |
De’ Medici = Renaissance and Reformation 1500-1620, ed. Jo Elridge CARNEY, London, Greenwood Press,
2000, 96-97.

Y7 Whitney LEESON, Agrippa von Nettesheim, Heinrich Cornelius = Renaissance and Reformation 1500-1620,
ed. Jo Elridge CARNEY, London, Greenwood Press, 2000, 6-7; Edmund M. KERN, Paracelsus = Renaissance
and Reformation 1500-1620, ed. Jo Elridge CARNEY, London, Greenwood Press, 2000, 276-278; Karolyn
KINANE, Dee, John = Renaissance and Reformation 1500-1620, ed. Jo Elridge CARNEY, London, Greenwood
Press, 2000, 105-106.

148 Andrew Weeks, Boehme, Jacob = Dictionary of Gnosis & Western Esotericism, ed. Wouter J. HANEGRAAFF,
Leiden & Boston, Brill, 2006, 188-191.

9 Aldo MAGRIS, Gnosticism: Gnosticism from its Origins to the Middle Ages (Further Considerations) = The
Gale Encyclopedia of Religion, ed. Lindsey JONES, New York, MacMillan Reference USA, 2005, Vol. 5. 3515.
0 peTER Agnes, Eldsz6 = Songs of Innocence and of Experience — Az drtatlansdg és a tapasztalds dalai,
William BLAKE, Budapest, General Press Kiado, 2006, 7-15.

40



DOI: 10.15774/PPKE.BTK.2018.008

volume has a rather musical connection, constantly reminding us that the musicians, who
writes or sings songs is somehow connected to the untamed, not to say to the Evil in European
philosophy.

The interest in the hidden, compared to the childish innocence of Christianity is a key
feature in 19™ century occultism. We do not assume that William Blake in any ways is a
driving force in the development of Western Esotericism, but his views and artistic
expressions show a clear connection with the Zeitgeist of the 18-19" century and its
underground stream of occultism. This age of enlightenment started to develop during Blake’s
lifetime in Europe, with the dawn of rationalism, peaking in the French revolution. Although
it cannot be said, that there is a direct action-reaction chain in connection with the emergence
of 19" century occultism and rationalism. Thus it would be an overstatement that the highly
Church-critique stance of the French revolution created a space for esoteric movement, more
like the new spiritual decline lead back many thinkers to search for the higher and hidden
truths of religion. The real start of secularization roots back to the late Barogue period. With
the advancement of technology and natural sciences, scepticism started to arise, what called
esoteric religiosity for help against the disenchanted world.™ At the same time it should not
be forgotten, that the age of rationalism, or the “age of Newton” also created a space for
national romanticism. The age of Romance attempts to rebel against the only rational world of
science depending on the “night” side of human soul: irrationalism.™? It may be well
illustrated by the emergence of gothic literature: the gothic also stresses that although the
scientist of their time declared that everything can be known through ration — it is not true,
there are still territories that cannot be understood by reason. This also means, that everything
before the age of reason became a quality worth to remember: a kind of nostalgia appears
towards national history®®® and pre-history.*®* In this regard gothic romanticism or romantic
gothic literature also shows an interest towards the secrets and mysteries. It is presented in the
great novels and poetry of this age’s (Shelly, Byron, Coleridge, Schiller, Goethe, Stoker, etc.)
literature, as it is in the esoteric side of philosophy.

With a bigger leap we arrive to the world of New Age Cults and New Religious
Movements. Despite the many other kinds of cults and movements are present in the late 20"

century and early 21* century for our interest Neopaganism and contemporary Occultism are

51 Wouter J. HANEGRAAFF, New Age Movement = The Gale Encyclopedia of Religion, ed. Lindsey JONES, New
York, MacMillan Reference USA, 2005, Vol. 10. 6495-6500.

152 57erB Antal, 4 vildgirodalom torténete, Budapest, Magveté Kiado, 1941, 399-401.

153 Even with authors inventing national mythology, e.g. James MacPherson and the Ossian cycle.

154 David PUNTER, Glennis BYRON, The Gothic, Blackwell Publishing, 2004, 7-11.
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to be detailed here. Wicca is one of the first of Neopagan groups that achieved popularity
during the last decades of the 20" century also providing foundation for the newly came
Neopaganistic cults. Neopaganism in this regard is an individual movement amongst New
Religious Movements (NRM) and New Age cults, stressing the revival of ancient pre-
Christian religions. Along with Wicca, Neopaganism was inspired by important works of
anthropologists and historians of religion from the 19" and 20" centuries, like James Frazer’s
The Golden Bough or Robert Graves’ The White Goddess. The many cases egalitarian and
individualistic cults place in their focus the heritage of certain ancient cultures’ (e.g. Celtic,
Nordic, etc). As the term itself declares, these groups are “neo”-pagans, there is no direct
lineage between ancient traditions and the renewed ones, and those are revised and updated in
accordance to be fit for the needs of 21% century followers.'*®

In the approach towards the ancient world two main directions could be distinguished:
exclusive and eclectic. Exclusive cults declare that every follower should only revitalize their
own cultural heritage, e.g. “white people” should only gather inspiration from European
paganism. Eclectic thinking is encouraged by other societies that support the followers to pick
from all the ancient traditions that they are interested in to satisfy their individual spiritual
needs. One way or another, the importance of rite is similar in both cases. The role of rites is
to build and strengthen the community, performing rituals that are to re-create a rite with the
best authenticity. Rites and theory both respect nature and the cycles of nature (especially of
the Moon, giving a kind of feministic approach towards egalitarianism), offering the
possibility to leave urbanized civilization for the sake of nature. The worship of nature (as
paganism is mostly understood as a natural religion), and the search for the divine in nature
denies the monotheistic approaches, creating the opportunity of a personal experience with
divine beings.**®

From the perspective of current religious movements the Neopaganistic and occult
traditions are the most important, as these cults support highly a renewed interest in the Secret
and the Past. As during the Hellenistic period Gnosticism was the current of esoteric
knowledge on the Fate and Truth of one, offering a personal spiritual journey to a pure
existence and world thus serves the same purpose the mentioned movement. The arguable
“spiritual New Age” of the Hellenistic age'™’ and the present tendencies both look for the

hidden besides the veil of the world what we see. In many cases the hidden truth can be found

% sarah M. PIKE, Neopaganism = The Gale Encyclopedia of Religion, ed. Lindsey JONES, New York,
MacMillan Reference USA, 2005, Vol. 10, 6470-6473.

'° Sarah M. PIKE, ibid. 6470-6473.

57 April D. DECONICK, ibid. 285-305.
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in ancient texts and ancient practices that are actualized for today’s society. In this regard the
New Age Gnostics of Occultism and Neopagans reread and rewrite the past in search for an
alternative for the ruling patriarchal system of Christianity, mixed with romantic nostalgia of
the past and a rebellion against the present, satisfying their needs according to the marketplace
of contemporary religiousity.

On the pages above we have seen the arch that begins in the antiquity of European
culture and is constant throughout its history of the Christian culture, culminating in the
religious pluralism of the 21* century. From the viewpoint of Christianity, the alternatives
rising within Western societies are negative phenomena, thus could be named as Evil.
Through Frye’s thoughts we have seen that the fascination to the Demonic or to the Evil is
present on the level of art and literature as well. On purpose yet we do not use the term
“Satan”, “Satanism” and “Devil” in this section as the clear connections to the mentioned
ideas are going to receive their own analysis in Chapter 3. The contemporary interest in horror
fiction and movies, as described by Noel Carrol in his book, The Philosophy of Horror™® can
be found in the thrill that may be connected to the Demonic described by Frye. As now to
approach closer to popular culture and music, two instances are to be cited under the sky of
fascinating evil. Aphrodite’s Child, the Greek progressive rock band which first showed the
genius of Vangelis released their final aloum in 1972, under the title 666 (The Apocalypse of
John 13/18)."° The title is a reference to the verse in the Book of Revelation describing the
Beast’s number.'®® The concept of the album presents us two layers: a circus performance of
the Apocalypse and the eventual occurrence of the real apocalypse in parallel, while the two
merge together in the end.'®* Playing the apocalypse and living it is two separate events in the
album which show dualism and the fascination of evil for the audience, in a performative
setting and the reality of the world’s end. Playing the apocalypse has a childlike vibration,
almost not taking seriously the most important event in the history of humanity, while the real
destruction of the world is the concern of the matured. Hereby we see the confrontation of
innocence (play) and experience (the apocalypse) colliding together, mixing, thus giving the

whole of existence.

158 Noel CARROL, The Philosophy of Horror or the Paradoxes of the Heart, New York, Routledge, 1990, 12-23.
159 Aphrodite’s Child, 666 (The Apocalypse of John 13/18), Vertigo, 1972.

60 Here is wisdom. Let him that hath understanding count the number of the beast: for it is the number of a
man; and his number is Six hundred threescore and six.”

1 Henk ENGEL, The concept book synopsis: http://www.vangelislyrics.com/vangelis-lyrics-
collaborations/vangelis-aphrodites-child-666-the-story.htm#concept (Retrieved: 2018. 08. 01.)
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The opposition of polarities could be found in the title of death/doom metal band My

162 is the entrance for us

Dying Bride’s 2004 album as well. Songs of Darkness, Words of Light
to the problem of textuality within metal music. The album’s title demands to be compared or
to be inspired by the volume of William Blake. According to the official forum found on the

163 that the similarity is only of

band’s website with comments of the musicians themselves
coincidence and was realised after the writing process.'®* Nevertheless the interest of vocalist-
lyricist Aaron Stainthorpe in English poetry could have been caused the unintentional
inspiration by Blake’s poetry. The album’s title contains once again an opposition in this
regard the duality of music and language. Songs, thus music is connected to darkness while
words, through language to light. As metal music is a typical genre where music and lyrics
work together (to be illustrated in Chapter 2.4.2.) we may understand the title as a statement
on the whole of art and existence as well. The Dionysian (songs of dark) and the Apollonian
(words of light), chaos and order are placed next to each other and are entwined as well,
finishing the circle drawn from ancient antiquity up to modern day culture. Metal music is as

much of lyrics as of guitar riffs and drum rhythms. But who does it work?

2.4.2. The Place of Textuality Within Metal Music

Some points were earlier introduced from the works of John Fiske in the chapters above, now
we turn back for a moment to the problem of popular texture. A popular text pursues to be
easily understood. The goal of the text is to be easily accessible to all layers of society to
deliver the message that is contained within. It is quite understandable in case of e.g. an
advertisement, that the short slogans only purpose is to make the receiver to buy it. In the case
of a musical and especially metal lyric it is not as obvious as it looks like. First of all the
realm of heavy and extreme metal works in most of the cases with distorted vocals. At first
glance it may mean that the lyrics are not that important if those are sung in an
incomprehensible way. On the contrary, lyrics and verbal expressions are significant that is
proven by the choosing of band names and more, by the stage names of numerous musicians,
etc. In other words, the distorted vocals do not drive away attention from the lyrics, but serve
the other attribute of popular texts: excessiveness. Excessive may be the first impression one

has when encounters metal music. Its visual, musical and verbal tendencies are saturated with

162 My Dying Bride, Songs of Darkness, Words of Light, Peaceville Records, 2004.

183 http://www.mydyingbride.net/forum/viewtopic.php?f=2&t=594 (Retrieved: 2018. 08. 01.)

184 The coincidences may be expanded with that the title of the third song is Catherine Blake, the name of both
William Blake’s mother and wife.
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excessive expressions: the outrageous and rebel manner, aggression and distortion. Popular
texts on a general level provide excessive contents. It is the pair of the obvious: the easiest
way to make something to be obvious is to overstress some phenomena, message, etc., to
make it excessive and place it into the centre of focus. From these attributes above we can
clearly see that metal lyrics do not bear the features of high literature. The quality represented
by the material to be examined does not exceed the realm of popular texts. The aesthetical
classification is restricted to the excessive and obvious explored above, thus we do not
attempt to armour the material with any traits outside its realm, however we are lending
concepts regarding high literature for a better understanding of it.

The propositions of Richard Shusterman give many interesting points to our subject.
His proposal on the topic of “somaesthetics™® focuses on the possibilities to count in the
somatic, the bodily perception in the case of aesthetic experience. This means, that no
perception of art is independent from the corporeal dimensions of human existence. Thus
what we see, hear or feel, (etc.) have a determinative function in every moment we encounter
art. In his paper he lays the foundations for this scholarly approach proven the phenomenon
from Greek philosophy up to Foucault. In the relation of metal music the somatic side either
in case of listening to the studio recordings or participating the live concert is gathered around
the aggression and the excessive. It also arises many musicological questions that are not to
be spoken of in this study, only stresses for us that the sonic dimension of metal music
incorporates the lyrics that has its impact not via pure perception (and not only by reading)
but determined by the music itself. In The Fine Art of Rap*®® our picture on popular texts is
widened. There are many parallels and differences between rap and metal music. Both
originated as a local subculture from a certain social and racial layer, and later became global
phenomenon, having almost the same arguments within about authenticity. The main
difference is on the approach towards the musical dimension: while metal music tends to be
original on every level, rap music’s MC-s (Master of Ceremony, the DJ-s) originally used
already existing musical pieces altered in rhythmical samples to support and underline the
rhythm of rapping itself. In metal, music and lyrics are in the foreground on an equal level,
while in rap, music is in the background. Nevertheless this shows us that there are two
subcultural movements with similar tendencies: the verbal dimension is in the foreground

having the task to transmit a message to the audience.

1% Richard SHUSTERMAN, Somaesthetics: A Disciplinary Proposal, The Journal of Aesthetics and Art Criticism,
57 (1999), 299-313.
1% Richard SHUSTERMAN, The Fine Art of Rap, Undermining Subjects, 22.3 (1991), 613-632.
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This implies on a theoretical level to place metal lyrics in the horizon of literature.
Besides our statement on the semantic quality of the texts those are outside the realm of
poetry (at least high poetry), nevertheless the question arises whether a (metal) lyrics is a read
or heard text? This problem is the pair or parallel of the case above discussed if metal music is
a performative or a studio genre. As it could not be decided if the live concert or the HiFi or
Dolby Sorround system is the real ground for the music now it also could not be separated. As
a consensus we may assume that metal lyrics are obviously heard texts but on the basis of
distorted vocals it is necessary in many cases for one to be able to read the lyrics in
accordance to 1) fully adopt the music and its message 2) it may lead to the full experience of
the metal concert, with chanting the chorus part together with the band (through
encouragement by the vocalist).*®’

Before closing on the system of metal lyrics we introduce here the academic
perspectives in connection with metal textuality as well. Up to today there is no general
monograph on the lyrics of metal music but article level interest and compilation volumes are
easy to find. The first detailed introduction into metal texts comes once again from Deena
Weinstein’s cornerstone book, but as its system is to be analysed and expanded later now we
only refer to it. The article of Adam Rafalovich from 2006 by its title may not be classified
to be a work of metal lyrics, but as all other aspects of this culture can be studied from various
perspectives texts can be as well. The key question of Rafalovich’s study is the masculine
individualism presented on the level of lyrics revolving around the topics of being a broken
one or being an all powerful existence. The qualitative approach focuses on selected
examples, similar to our study as the corpus of metal lyrics is too big for a full and detailed
analysis.

Four edited volumes are necessary be mentioned. Inter-Disciplinary Press of Oxford
released two e-books under the title Heavy Fundamentalism — Music, Metal and Politics*®
and The Metal Void — First Gatherings,'’® being compilation volumes of conference papers.
Taking a brief look on the tables of contents of both volumes we see that a great variety of

topics are discussed. Not solely lyrical question are addressed, but specific problems of

187 On this point we are once again to stress that the statements in our dissertation are not universal. We attempt
to give a basic insight with reflection to the extremities as well. Thus now we do not tend to suggest that for all
metal bands and for all members of the audience the lyrics have this high level of interest.

168 Adam RAFALOVICH, Broken and Becoming God-Sized: Contemporary Metal Music and Masculine
Individualism, Symbolic Interaction 29/1, 19-32.

1%9 Rosemary HiLL, Karl SPRACKLEN (eds.), Heavy Fundamentalism — Music, Metal and Politics, Oxford, Inter-
Disciplinary Press, 2010.

0 Nijall W. R. ScoTT, Imke von HELDEN, The Metal Void — First Gatherings, Oxford, Inter-Disciplinary Press,
2010.
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aesthetics, communities, musicology, race, gender etc. Both book have their own chapters that
are revolving around textual interest, including national identity, the reception of H.P.
Lovecraft’s Cthulhu “mythos” or the portrayal of war in Finnish metal music. A wider
perspective is served by the conference proceeding volume of the 2015 issue of Modern
Heavy Metal Conference.’* The conference and thus the book’? had at least four
sessions/chapters (of fourteen) that are revolving around many textual points. The sessions’
titles were: Session 3: National Identity, History and Cultural Roots in Heavy Metal; Session
7: Race and Ethnicity in Heavy Metal; Session 9: Heavy Metal and Philosophy; Session 12:
Heavy Metal, Religion and Black Symbols. Amongst the participants we see many
interdisciplinary interested scholars coming from other fields than metal studies proving the
academic interest in metal music as a whole.

The first entire book dedicated to metal lyrics comes from 2011.1" The edited volume
has an entire chapter on myths, motives and literary pieces’ reception in metal music, thus
serving as a perfect example on tendencies within metal studies to approach not just the music
and the culture but lyrics as well.}™ Prominent author from Germany, Imke von Helden yet
referred in connection with Inter-Disciplinary Press’ second compilation is to be mentioned
separately from other scholars, as her dissertation in Scandinavian studies was published last
year focusing on Norwegian cultural identity.*” According to Helden as Norwegian national
identity is in many ways based on Norwegian and Scandinavian mythology thus her research
is also an important instance in the academic reception of mythological metal music. Her
study differs from ours on the level of material: not only the verbal, but the sonic and pictorial
dimension, even performances and music videos are analysed through the study, on many
points matching our interest but also pointing the further directions as well.

Deena Weinstein writes about the possible categorization in two respective
subchapters. In her view we may divide the lyrics of metal music into two different classes: 1)

Dionysian*’® and 2) Chaotic.'”’ Named after primeval forces of Greek mythology, we may

L An annual conference, a great contribution for all ,,metal studies” organized by the Aalto University of
Finland. The homepage of the conferences: http://www.modernheavymetal.net/ (Retrieved 2018. 08. 01.).

2 Toni-Matti KARJALAINEN, Kimi KARKI (eds.), Modern Heavy Metal: Markets, Practices and Cultures,
Helsinki, Aalto University & Turku, 2015.

1 Roman BARTOSCH (ed.), Heavy Metal Studies — Band I: Lyrics und Intertextualitit, Oberhausen, Verlag
Nicole Schmenk, 2011.

"% The journal ,Metal Music Studies” has also its interest in metal text only briefly referred to now. For an
insight please visit the publishers site: https://www.intellectbooks.co.uk/journals/view-Journal,id=236/
(Retrieved: 2018. 07. 19.).

' Imke von HELDEN, Norwegian Native Art: Cultural Identity in Norwegian Metal Music, Ziirich, LIT Verlag,
2017.

'"® Deena WEINSTEIN, ibid. 2002, 35-38.
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also name the two classes as “earthly” or “corporeal” (Dionysian) and “spiritual” (Chaotic).
Once again we see a dualistic differentiation of a phenomenon, hooking us back to some
original concepts. The Dionysian category consists of lyrics describing and praising earthly
and carnal delights, like gambling, alcohol consumption, free love and drug usage. Maybe one
of the best examples could be the famous song of Motorhead “The Ace of Spades”178 that
shows us the lack of interest towards the meaning of life only pursuing the “carpe diem”, to
enjoy the moment. As the study is not working with texts of this category we do not attempt
to create a detailed sub-categorization. However the Chaotic type should be differentiated.
Everything is part of the Chaotic that is on the spiritual side of life. In this regard the
categorization is almost endless, and each category may gather around a core topic. Thus the
problem of love, death, suicide, afterlife, origins, national history, romanticism, literature,
arts, religion, and mythology can create separate and individual or mixed subcategories. In
Chapter 3 we are going to get a deeper insight to the world of mythology and religion inspired
lyrics taking a look on the rhetoric and the way how these questions inspired artists to
incorporate them in their music. Hereby we serve some fine examples to represent the Chaotic
in extreme metal.

The legendary album of Slayer cited above show us the aggressive and highly critical
manner towards institutionized religion in the song Jesus Saves.'”® The song turns its focus
towards the unreal foundations of Christianity which requires from the band to highlight those
with once again an ironic pacing towards devil worship. Cannibal Corpse shows us the main
textual inventory of death metal with inhuman scenes resembling the horror movies of the
1980s in Edible Autopsy®® on their debut record. The grotesque interest in horror and gore are
the main components of death metal that paves the path for the genre to focus more on song
writing and less on the lyrics, using those only to be a match for the brutal music. As My
Dying Bride is going to be presented in Chapter 3 now the example to show the lyrical side of

doom metal is Solitude from Candlemass.’® The impending doom closing on every person

""" Deena WEINSTEIN, ibid. 2002, 38-43.

178 «[...] You know I'm born to lose, and gambling's for fools / But that's the way | like it baby, | don't wanna live
forever / And don't forget the Joker.[...] ” Motoérhead, The Ace of Spades, Bronze Records, 1980.

179 [ ] For all respect you cannot lust / In an invisible man you place your trust / Indirect dependency / Eternal
attempt of amnesty / He will decide who lives and who dies / Depopulate satanas rise / You will be an accessory
/ Irreverence and blasphemy [...] ” Slayer, ibid. 1986.

180w ] Guts and blood, bones are broken as they eat your pancreas. / Human liver, for their dinner or maybe
soup with eyes. / Cause of death, still unknown, gnawing meat from your bones. / Bone saw binding in your skull,
brains are oozing, a human stump. [...]" Cannibal Corpse, Eaten Back to Life, Metal Blade Records, 1990.

181 I'm sitting here alone in darkness / waiting to be free, / Lonely and forlorn I'm crying / | long for my time to
come / death means just life / Please let me die in solitude [...]" Candlemass, Epicus Doomicus Metallicus, Black
Dragon Records, 1986.
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and on the speaker itself, the facing of death and the final moments’ ultimate solitude is
thematised in the song, clearly matching with the slow movement of the music, making doom
metal to be a genre where musicality and textuality meet with each other.

Norway’s Mayhem takes us closer to the religion and ancient culture inspired pieces
detailed in the next chapter. Pagan Fears'®? could be divided into three sections. The first five
lines make it clear, that the paganism incorporated in the title is mentioned in a historical
notion, creating a gap between present day and the ancient paganism (and its horrific
connotations) that is now not part of reality. The second part is the forthcoming four lines
giving a specialised description of paganism: the era of superstition (the word used has a
highly pejorative, almost degrading meaning). The repeated middle part (“The past is alive”)
and the following is an actualizing turn that stresses the haunting presence of ancient horrors.
The message is obvious: the pagan fears (the fear of demons and evil forces) is not just a myth
but is a reality for present day as well. The composition is excessive: the depiction of history
and the past is through pictures of death and decay, echoing the quality of the feared things as
well. The Demonic side of literature is present throughout the whole text, and the above
highlighted middle part is in the centre of the musical effect, emphasized by rhythm and vocal
manners both. The pagan past attributed with a grotesque and horrific taste is in the focus of
interest within the song that invokes one more question: why is the detestable is the object of
fascination within extreme metal? From the paragraph above we are to face the method
chosen for the whole study: as the material is quite wide and uses the inventory of popular
texture we restrict our work to the content-analysis of the lyrics, highlighting the most
important attributes of each presented piece.

The textuality of gothic metal is close in topics to doom metal, as it is found the song
Opium of Moonspell.*® The consumption of opium as an earthly delight is shown to us with a
highly erotic vibe towards the addiction of the drug. The song is in between the later to
introduce categories of Dionysian and Chaotic writing in metal music, as the feelings raised
by the drug are part of carpe diem movement within metal music with a strong reference to

the darker side of it: whether the addiction is of one’s own decision or of the drug’s

82 The bloody history from the past / Deceased humans now forgotten / An age of legends and fear / A time
now so distant / Less numbered as they were their lives / So primitive and pagan / Superstitions were a part of
the life / So unprotected in the dark nights / Pagan fears / The past is alive / The past is alive / Woeful people
with pale faces / Staring obsessed at the moon / Some memories will never go away / And they will forever be
here” Mayhem, De Mysteriis Dom Sathanas, Deathlike Silence Productions, 1994.

183 v[...] Opium, desire or will? / Inspiration bound from an elegant seed / Subversion, through smoke | foresee /
Erotic motions of lesser gods in ectasy // Opium, bring me forth another dream / Spawn worlds of flesh and
wrath, / little jewels of atrocity / Opium, | sleep in debauchery / And burn with you / when you burn in Me [...]"
Moonspell, Irreligious, Century Media Records, 1996.
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undeniable prison. Thus the song not only reflects to the pleasure of opium but to the dangers
of it as well.

In this chapter above we have seen examples of the Chaotic side from Black Sabbath,
Cannibal Corpse, Candlemass, Mayhem and Slayer, also some from the Dionysian, like
Motoérhead above, with the mixture of the two of the song from Moonspell. This shows that
the interest in the two extremities of thought (earthly and spiritual) are deeply rooting in metal
music’s aesthetics throughout its history, not lacking the balancing attempt on the border of
the two. Of course these categories are drawn in a retrospective manner thus no metal chooses
to follow one of each path, rather than these are the primordial attributes of metal music,
clearly outlining the connection between wild musicality and untamed textual topics.

From the examples above we can see that there are many different approaches towards
the essence, quality and importance of lyrics within metal music. Before we elaborate this
question further a bit, let us present the song Alma Mater from Portuguese Moonspell once
again. The cited verses'® are a self reference towards language and especially mother tongue.
We see that there is a Portuguese band singing in English on the problem if can be language
really understood? Mother tongue is named as a mystery and the nourishing mother as the title
states. The doubt in communication does not mean not to speak. The last line’s question opens
the gates for all listeners to think about the concepts in the song. Language, literature and
texture on a general level become through this one example an issue for metal listeners and
musicians as well. Although metal music is now a globalised phenomenon with English as a
lingua franca used by many other forms of popular culture we should not forget that many
regional scenes use their own language for creating metal music. Current dissertation focuses
only (with some important exceptions) on English metal lyrics as it is the common tongue for
the world wide scene.

Although we praised on the pages above the textuality of metal music we cannot
forget the tendencies against lyrics within the metal scene. As it was illustrated with Cannibal
Corpse’s example death metal music is a typical genre where lyrics do not have a serious
importance. The too excessive horror and brutal scenes depicted in death metal texts are only
serving the music itself what is also brutal and technical. Thus in this case we see that lyrics

are submitted to the aim of the music. We have no clear example for an extremity that

184 »Mother Tongue speaks to Me / In the strangest ways I've ever seen / | know that she sees in Me / Her
proudest child, her purest breed // She speaks to Me in colours / That I can't really understand / I only know that
they are ours / And to those I'll proudly bend // For | am your only child / And you my dearest mystery / From an
ancient throne | defy the world / To kneel before the Power within. // For I am your only child / And you my
dearest mystery / World can't you see it? / Am I alone in my belief? [...]" Moonspell, Wolfheart, Century Media
Records, 1995.
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supports the idea of the lyrics are more important than the music, as in this case poetry or
other forms of literature could suite better for such an artist. The other extremity however
exists. There are numerous metal bands that do not tend to use any lyrics or vocals in their
music. A brief collection of examples could be found on the site of Metal Storm online
magazine.’® Instrumental metal bands yet cannot separate themselves completely from the
verbal, as they give name to their bands, titles to the albums and songs, giving preliminary
directions for their listeners. As there is no metal band 100% stressing lyrics (even lacking

music)*®

there is no band lacking any of the verbal dimensions. One last unique example is to
be mentioned in enumerating the tendencies towards lyrics. Norway’s Gorgoroth is one of the
most important bands of second wave black metal in a Satanist approach. Despite their often
offensive and outrageous stage performances and satanic cover artworks the band never
publishes the lyrics of their song. As they play black metal their lyrics are incomprehensible
through listening only the album and song titles enable us to get some insight to the Euvil
worshiping imagery of the band. This special manner towards the verbal can be connected
clearly with the ideas of madness, the Dionysian in culture and with the balance within the
polarities. The music of Gorgoroth is not purely music but is not defined completely by
texture the sound is driving, the whole of the music and not the sum of its elements. As a
sententious summary we can declare that lyrics have a real high importance within metal
music, not exceeding the importance of music but serving together, side-by-side in many

cases, which is to be analysed on the field of mythology in the next great chapter.
2.4.3. On the Sources

The last topic to touch only by a short glance is the question of the sources of heavy and
extreme metal lyrics, namely where and how can we access metal lyrics? As we could get
used to it during this rather long introduction hereby we have once again a twofold, almost
polarized answer for the question. For one who is interested in metal lyrics manifest and
virtual possibilities are available. With the wide spreading of internet and internet piracy of
music the need emerged for those who illegally download music to establish databases on the

internet to get access to the artworks, lyrics etc. not possessed through digital copies. Manifest

185 http://www.metalstorm.net/users/list.php?list_id=596 (Retrieved 2018. 08. 01.).

18 There are examples of some bands’ vocalists-lyricist publishing their lyrics as a book without music. E.g.
Niklas KvARFORTH, When Prozac No Longer Helps, Shining Legions, 2012; collecting the lyrics of Swedish
black metal band Shining’s vocalist in original Swedish and in English translations as well.
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musical recordings (cassettes, CDs, LPs) usually include the front and back cover artwork, the
disc and a booklet attached to the front cover.

The booklet is the container of all the information the band felt necessary to include in
connection with the recording, e.g. the crew who helped the recording process, the name of
the studio, discographical data (like distributor, time of distribution, format, etc.), the list of
band members who worked on the records (with their responsibilities as well, e.g. instrument
played, contribution to song or lyrics writing) and last but not least the lyrics themselves.
Besides the music the artwork and the booklet is the greatest arena for a metal band to express
their artistic approaches for the listeners outside the concert venue. With some selected
examples we would like to illustrate how can a booklet differentiate the interpretation of a
musical recording. We have many simple examples with some band photos and the lyrics
together, like in the case of Fear Factory’s Demanufacture,'®’ where the lyrics are written in a
flowing form, with “/” indicating the ends of each line in a verse. Marduk’s Rom 5:12188
advances forward with rich decorations and many illustrations in a medieval manner
strengthening the death worshipping allusion referring to the internal mechanisms of the
record itself. The 2008 album of Tyr*® is sung entirely in the mother tongue of the band:
Faroese Danish. Stressing the importance of the lyrics all the songs’ lyrics are presented in
Faroese Danish and on the opposite page in English as well.

The peak of complexity of a booklet can be witnessed on yet cited album of
Norwegian Dimmu Borgir, In Sorte Diaboli.*®® The record is a concept album of a medieval
priest who becomes aware of the failure and lies of Christianity, sinking to the occult sciences
and finding the real truth. The rather esoteric setting is a typical example of occult/anti-
Christian metal music, in this case in a symphonic black metal manner. The booklet not only
contains the yet described information but also is formulated as a pseudo-scripture, as a found
text from the times when the priest lived. The protagonist of the story writes his testimony on
his findings and publishes ciphered spells, namely the lyrics. The cipher is a mirror writing,
turned upside down. To make the lyrics accessible a small mirror is attached to the booklet to
help the listeners read it, giving the aura of secrecy and occult initiation.

In cases of physical inaccessibility of lyrics (e.g. not all the records are distributed
physically worldwide not to forget piracy as well) one may search the internet, the websites of

the bands or databases. The most important web database of information on any metal records

187 Fear Factory, Demanufacture, Roadrunner Records, 1995.
188 Marduk, Rom 5:12, Blooddawn Productions, 2007.

189 Tyr, Land, Napalm Records, 2008.

% Dimmu Borgir, ibid. 2007.
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»191 \what is a user edited

is the free access “Encyclopedia Metallum — The Metal Archives
encyclopaedia of metal music. Its biggest advantage is that it is the greatest archive of metal
bands and information on metal recordings. As users are free to edit it as Wikipedia, thus it
has the possibility of inaccuracy making. Nevertheless it is a great starting point for anyone

who wants to explore the almost impenetrable variety of metal genres and bands.

2.4.4. Partial Summary

On the previous pages many different aspects of metal music and its surrounding territories
were gathered; let us spend some lines to summarize the current state of our study. The
religious-social milieu of the 1960s and 1970s with the dawn of the “Age of Aquarius” paved
many new paths for the different currents of (popular) culture in Western societies. The
emergence of New Religious Movements with a certain shade of revivalism of ancient
traditions (Neopaganism, Gnosticism, and occultism) sparked the search for alternatives to
replace the current Christian order. This rebellious manner towards Christianity is labelled as
a spiritual movement that is to be achieved individually by one’s own will. This spiritual
“new age” and rebellion brought up the notion of resistance in other parts of culture, like in
the case of the birth of metal music. Although the origin of metal music has many other socio-
cultural elements we can say that the era of religious and cultural heterogeneity favoured the
creation of a wild and new way of popular music. The foundations of metal music are built
around this independent, freedom and liberty charmed pursue and the search for power (over
the self). Not just the music but the (sub)culture is built around these principles, in clothing,
manners and performance the attempt to rebel is the key.

Metal music and lyrics, and especially mythological lyrics tend to rebel against the
Christian values, thus their rhetoric side should be examined in our further pages to show the
topics that are inspirational, the myths that are the sources, and the way how metal musicians
re-write or for-write the ancient texts to make them fit for their aim and purpose. We have
described, that the sources are part of high literature and of course ancient religious literature,
but the lyrics written of them are part of the popular culture. In this regard our question is that,
what kind of myths inspire metal musicians, and what are the possibilities of their own

interpretation of a certain ancient story that is coded back in their musical lyrics.

1 https://www.metal-archives.com/ (Retrieved 2018. 08. 01.)
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3. The Reception

of Biblical and Mythological Topics in the Lyrics of Extreme Metal Music

3.1. Satanism and Christianity

or What does the Devil have to do with the Devil’s Music?

3.1.1. Introduction: What is “Satanism”, what are “Satanisms”?

The concept of Satanism is not necessary a religious belief and a system of rites. Two main
trends can be distinguished: the “rational” and the “esoteric” Satanism.'®? Both trends are
attributed with leaving and despising the “herd”.**® These are elitist, outsider trends in both
cases with Satan in the centre. In case of the first trend (“rational” Satanism) Satan is not a
divine entity, more like an abstract concept symbolising the resistance against mass culture, it
is an atheist approach refusing the values of contemporary society. The second trend
(“esoteric” Satanism) shows more traces of religious and institutional phenomena, with
societies like Church of Satan or Temple of Set. These societies are rooting in the Anti-
Christian*®* philosophy of Anton Szandor LaVey, originating from the second half of the
‘60s. It is important to see that besides there are cultic versions of Satanism, the members of
the cults never call their practices and thoughts as religion. The concept of “religion” contains
Christianity, Islam, Judaism etc. what are corrupting in their view the meaning of religion,
therefore Satanism should not be called as one.'® Besides LaVey the great magus of the
55196

second half of the 19" century, Aleister Crowley and his magical system called “Thelema

is the most popular source of esoteric Satanism, showing also many traces of religion.'®’

192 Asbjern DYRENDAL, Devilish Consumption: Popular Culture in Satanic Socialization, Numen 55 (2008), 78-
80.

193 The ,,herd” are the members of mass society who follow the Christian world-view without questioning it.
Compare: Friedrich NIETZSCHE, The Antichrist, The Project Gutenberg, 2006,
https://www.gutenberg.org/files/19322/19322-h/19322-h.htm (Retrieved: 2018. 08. 01.)

194 Besides anti-Christianity it also means the depiction of the negative mirror image of Christianity.

195 1t is not accidental that the cultic version is called ,esoteric” and not ,,religious” Satanism. The meaning of the
word “esoteric” promises something deeper and higher than ordinary religions also indicating a higher level of
mental and spiritual capability.

19 Occult system based on ceremonial magic giving the foundations to LaVey’s Satanism. One of the central
motifs is the praising of free will, also can be found in the theory of the Church of Satan. Thelema is not Satanic
in its original meaning, inspired more by Eastern mysticism like Kabbalah. Compare: J. Gordon MELTON,
Crowley, Aleister = Encyclopedia of Occultism and Parapsychology I, ed. J. Gordon MELTON, New York, Gale,
2001, 361.

973, Gordon MELTON, Ceremonial Magic = Encyclopedia of Occultism and Parapsychology I, ed. J. Gordon
MELTON , New York, Gale, 2001, 265-266.
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Both trends are the enemies of mass culture,**® somehow building up a kind of anti-
consuming society. The ideal of the “satanic” could be found in chosen products of mass

media, creating personal “reading lists™'%°

giving guidance for the Satanists. Although many
common elements could be found in these lists, this method also gives place for personal
taste.”® Satanist metal music is not the only bastion for Satanism but the ideals of it are
parallel with the principles cited above (leaving the herd, the real approach to existence, etc.).
Focusing on either trend (rationalist/esoteric) there is no tight bond between the societies,
only a kind of taste-pattern that connects them. It can be said that it is one of the typical
schemes for New Religious Movements and New Age cults. The meaning of “Anti
Christianity” is to turn away from the norms and values of society in an elitist way, turning
towards the personal world, stressing one’s own interest. In case the thoughts of the herd are

oppressive and limited (or thought to be), than the only way to freedom is rebellion and

absolute denial.

3.1.2. The Road to Mythological Metal Music

or How and When did (Anti-)Religion Penetrate Heavy Music?

From the very beginning of metal music the genre is always accused of Devil worship and
Satanism. This accusation is both an inherited attribute and a consciously built up image from
within. The indirect inheritance comes from at least the 19" century, when the famous play of
Goethe: Faust®®* was released and played in theatres: the problem of one selling its own soul
to Satan in exchange for fame and knowledge once again became a topic in modern society.
The topic of original virtuosity or the phenomenon of the genius is meaningless in this
pattern, in all cases stating that extraordinary skill or knowledge is not achievable by work
and learning, only through a pact with the Evil forces. This pattern was almost a hundred
years later taken and actualized in the blues milieu of the 1930s, in the Southern part of the
United States. The most famous example of this accusation was Robert Johnson; one of the

bests of the Mississippi Delta blues guitarists. His rather short life (1911-1938) and especially

1% Mass media and popular culture are also meaning the contemporary system of beliefs and thoughts in
Western societies, what are created in this regard by Christianity, controlling the people for centuries.

199 Books, movies, music, anything could be part of these reading lists.

20 Asbjern DYRENDAL, Devilish Consumption: Popular Culture in Satanic Socialization, Numen 55 (2008), 85-
89.

20 Johann Wolfgang von GOETHE, Faust, Cotta’sche Verlagsbuchhandlung, Tiibingen, 1832.
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grandiose works let the impression described above, making Robert Johnson the first person
in popular music’s history to be a Satanist or Satan inspired musician.?%

We mentioned earlier that the Louisiana and Mississippi blues tradition served as a
direct ascendant to rock and roll, and later psychedelic rock and heavy metal music. In this
regard the label, that rock and heavy music is Satanist, is coded in from the birth of the genre.
Nevertheless the musicians themselves also chose the way of rebellion against Christianity
and the Church thus serving well the label. But it should be noted that just because a popular
musical movement is labelled in some way it is not determined to follow the path paved by
the attribute. The era when metal music was formed is the peak time for New Religious
Movements and New Age Cults, thus in all regards and sides of culture the alternatives that
are opposing Christianity are present. Thus, metal music what chose the way to be a rebellious
form of music also happened to catch up with the anti-Christian tendencies of its time.
Although to have a brighter picture we should recall that the greatest British rock bands,
Rolling Stones and the Beatles both produced lyrics that are offensive from a Christian point
of view.

From the moment of the famous “Jesus statement” of John Lennon and the release of

the Revolver LP with the song Eleanor Righy?*

on it, the Beatles became one of the pariah
musical groups for religious circles. The criticism against the Church and emptied religiosity
that serves as the topic of the song®® was born before the 1968 events and the real boom of
New Age tendencies but show clearly the results of secularization and a transition from
Christianity to search for alternatives. In this regard of course the Beatles obviously should
not be described or categorized as Satanist musicians, but their critical manner towards
institutionalized religion (and especially Christianity) is present for a really wide and
numerous audiences. The almost objective critical view of the Beatles may be compared to
the ironic piece played by the Rolling Stones. Sympathy for the Devil that was released in

2
d06

1968°% chooses a different tone. The excerpt cite show the manner: the speaker of the

%2 Helen FARLEY, ibid. 74-76.

208 «r ] Father McKenzie writing the words of a sermon that no one will hear / No one comes near / Look at
him working, darning his socks in the night when there's nobody there / What does he care? // [...] Eleanor
Rigby died in the church and was buried along with her name / Nobody came /
Father McKenzie wiping the dirt from his hands as he walks from the grave / No one was saved // [...] ” The
Beatles, Revolver, Parlophone, 1966.

204 \/ekAssy Lili, Psalm, Mantra, Rock and Roll. The Beatles’ Lyrics and the World Religions = “Hiszek, hogy
megértsem!”, GER Andras Lasz10, JENEI Péter, ZILA Gabor, L’Harmattan Kiad6, Budapest, 2015, 362-363.

25 The Rolling Stones, Beggars Banquet, Decca Records, 1968.

206 "please allow me to introduce myself / I'm a man of wealth and taste / I've been around for a long, long year /
Stole many a man's soul and faith // And | was 'round when Jesus Christ / Had his moment of doubt and pain /
Made damn sure that Pilate / Washed his hands and sealed his fate // [...]" The Rolling Stones, ibid. 1968.
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lyric takes the role of the Devil and enumerates the deeds done by him. This enumeration
serves as a way for the speaker to introduce himself playing a guessing game with the listener
to give hints about his true identity. The word “Devil” is presented only in the title and only
once calls himself by the name Lucifer. This personification of the Evil is a reference to the
rebellious world view of the Rolling Stones and also is an ironical, almost satirical
representation of the devilish musician. The reference to the stealing of souls and to the
wealth and taste that the Devil owns, stresses these stereotypes, creating music from the
pejorative attribute that aims to lessen the popularity of rock music.

The psychedelic and progressive rock music of the Beatles and the hard rock of the
Rolling Stones made its impact on many musical groups encouraging the critical manner
towards the cultural majority. On the eve before the birth of heavy metal the bands Coven and
Black Widow also contributed much and received cultic reputation for later musicians. The
1969 album of Coven, Witchcraft Destroys Minds & Reaps Souls®®’ also refers to the
commonplaces that are gathered around modern day witchcraft along with the artwork that
depicts stereotypical “Satanist” imagery and the name of the band as well. The lyrics present
occult and satanic topics, once again referring to the problem of a pact with the Devil. The
song, Pact with Lucifer offers the story of not an artist or a musician who sold his or her soul
to Satan for skill and knowledge but of an ordinary farmer with the grim ending of a high
price to pay with his son’s life to the Evil to even the debt. The occult approach started with
Coven is continued with the high influence LP of Black Widow entitled Sacrifice.?®® The
example chosen is Come to the Sabbath,?%® what is an invitation of all to a black mass or a
Satanic Sabbath where the invocation of Evil forces is to happen. The first verse summarizes
the New Age ideal described above: an individual who is in pursue to achieve higher
knowledge with secret rites. The chanting and many times repeated invitation to the Sabbath,
where everything mentioned above is possible gives a ritual vibe to the song, making it an
excessive and obvious example of the critical manner towards cultural majority quite
fashionable in the end of the 1960 and beginning of the 1970s.

The examples above are both from the mainstream and the underground as well,
representing quite similar approaches towards Christianity either being directly critical (the
Beatles), ironic about the accusations of the Church (the Rolling Stones), or openly touching

occult and Satanist topics in their lyrics (Coven, Black Widow). These bands have done many

27 Coven, Witchcraft Destroys Minds & Reaps Souls, Mercury, 1969.
2% Black Widow, Sacrifice, CBS Records, 1970.
29 Help me in my search for knowledge / I must learn the secret art / Who dares to help me raise the one /

Whose very name sears my heart // [...] ” Black Widow, ibid. 1969.
57



DOI: 10.15774/PPKE.BTK.2018.008

to contribute to the formation of heavy metal music on its basics of lyrics. Black Sabbath on
their self titled debut record also show many influence of the New Age and its themes. The
band’s name itself refers the witches’ ritual congregation. Although early Black Sabbath
touched the topics of Satanism and occultism on an open level, with a certain taste for scenery
and imagery on stage and on the artworks of releases (especially the debut with the inverted

cross),?!°

their later work distanced itself from the early days extremity. Nevertheless the
seeds sown by early Black Sabbath and the darker side of progressive and psychedelic rock
(along with the occult interest of Led Zeppelin) indirectly resulted in the extreme metal
movement of the 1980s. Only one example is highlighted now from the N.W.0O.B.H.M.
tradition, from its flagship, Iron Maiden. The 1982 song, The Number of the Beast™* that
refers to the Book of Revelation of the New Testament and uses Satanic imagery in the lyrics.
The song itself is a depiction of a black Sabbath once again with invocation of evil forces,
clearly attempting to catch the rebellious tide of metal music and not to represent the
individual belief of the musicians. With The Number of the Beast and the first wave of black
metal of the 1980s Satanism became a core topic for underground metal music.?*?

Although the black metal movement had its own section to be defined, there are some
interesting points that should be highlighted as most of the Satanist material of metal music
originates from the mentioned genre. The name is derived from a colour: as all perception is
subjective and indescribable only one phenomenon can be sure, the lack of colours or black (it
also could be said that black is not a real colour, it is only real in the absence of light and
colours). This way black metal is the embodiment of epistemological nihilism, denying the
world called reality of truth. It works against the transcendent (religion, God, Church, etc.) as

213 \With this characteristic black metal is

that threatens the discovered limits of subjectivity.
the manifested resistance against the cultural majority. Human and inhuman (e.g. Nature) is
not divided strictly, moreover are connected to each other giving a slight taste of disgust
against humanity as well.** Thus the elitism experienced in connection with Satanism is
once again present, compounded with its clear and declared personal attribute.?* The question

is not what considered black metal by the masses, but what do “I” think it is. This rebellion is

?1% Helen FARLEY, ibid. 80.

21 Iron Maiden, Number of the Beast, EMI, 1982.

212 |t should be noted, that satanic topics are not that common before the dawn of extreme metal.

13 Jesse MCWILLIAMS, Dark epistemology: An assessment of philosophical trends in the black metal music of
Mayhem, Metal Music Studies 1 (2015), 28-31.

214 Earlier we have seen the disgust against the ,herd” what is also manifested here.

215 Adam Nergal DARsKI, Mark EGLINTON, Krzystof AzAREWICZ, Piotr WELTROWSKI, Confession of a Heretic,
The Sacred and the Profane: Behemoth and Beyond, London, Jawbone Press, 2015, 35-56. and Marilyn
WATELET, Black Metal, Belgium (TV-Documentary, *48), 1998
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the perfect scene to wage war against the known order of the world, becoming an inseparable
companion of black metal. This companionship draws the path for black metal: the lyrics are
against the Christian truth (and the current Western thought) and system.

3.1.3. Satanist Metal Music

The examination of the Satanist (black) metal scene should follow a path starting from the
outside and then approaching to the inside. Without pursuing the ideal of gathering all bands
together for an enumeration, let it stand hereby a list of some noteworthy Satanic band names:
Behemoth?'® (PL), Beherit (,,Satan” in Syriac, FIN), Blaze of Perdition (PL), Denial of God
(DK), Djevel (,,Devil” in Norwegian, N) Dadsengel (,,Angel of Death” in Norwegian, N),
Gehenna (N), Hellhammer (SUI), Hellsaw (AT), Impaled Nazarene (FIN), Inquisition (COL),
Rotting Christ (GR), Samael®*” (SUI), Satanic Warmaster (FIN).

Similar patterns can be found in the case of stage names of musicians. Typical
examples are the following: Hellhnammer (Mayhem, drums), Infernus (Gorgoroth, guitars),
King ov Hell (ex-Gorgoroth, God Seed, bass), Hellcommander Nattefrost (Carpathian Forest,
vocals), AntiChristian (Tsjuder, drums), Inferno (Behemoth, drums), Legion (ex-Marduk,
vocals), Black Jesus (Beherit, bass), Armagedda (Immortal, drums), Blasphemer (Mayhem,
guitars). Comparing band and stage names these external names serve as the self-definition
of Satanist black metal.?*® Among the names there are references to demons (Legion), to Hell
(Hellhammer, Hellcommander Nattefrost, King ov Hell, Infernus, Gehenna), to Satan itself
(Beherit, Black Jesus, Djevel), even to the denial of Christian truths (Rotting Christ, Denial of
God, Blasphemer, AntiChristian). It is obvious that the names and word usage is derived from
the vocabulary of the Judeo-Christian tradition — as what kind of vocabulary should Satanism
use if not the one it attempts to deny?

The next step is to examine some album titles. From 1996 three records should be
mentioned: Antichrist of Gorgoroth, De Mysteriis Dom Sathanas of Mayhem, and Heaven
Shall Burn... When We Are Gathered by Marduk. Gorgoroth, mentioned in the first place
usually uses explicit reference to the Satanic when it comes to give names to their records,

other examples are the following: Under the Sign of Hell (1997); Incipit Satan (2000);

218 The terrestrial pair of Leviathan, Book of Job 40, 19.

27 The doubtful figure of Talmudic lore, also a positive and negative, Satanic figure.

218 The chapter focuses mainly on black metal but it should not be forgotten that other genres work with Satanic
imagery as well, using the same patterns as black metal (inspired by black metal).

59



DOI: 10.15774/PPKE.BTK.2018.008

Twilight of the Idols — In Conspiracy with Satan (2000).%*° Another great and typical example
could be the one of Austria’s Belphegor with a strong sexual reference: Lucifer Incestus
(2003), or the one of Rotting Christ placing the Evil to be the object of holiness, Sanctus
Diavolos (2004). Among the above referred Polish Behemoth’s records could be great
examples found like Satanica (1999), The Apostasy (2007) and The Satanist (2014). These
records and bands listed above are part of black metal’s more popular sphere, some of the real
underground should be mentioned too to get a wider picture: two albums of Norway’s
Tsjuder, Kill for Satan (2002) and Legion Helvete (Legion Hell, 2011) are noteworthy
records. Album titles follow one of a kind trend like band and stage names. Examining these
expressions a curved mirror is placed in front of Christianity, turning it upside down, showing
an explicitly militant behaviour to attempt destroying it. As it could be soon seen, the most
inner layer, the lyrics follow a very similar pattern. Through time and space six different
countries’ bands are showing us how to write a Satanic text for metal music.

The first two examples represent the first wave of black metal, both coming from
1984. The first pioneer of the later hallmarked black metal sound, Sweden’s Bathory released
their debut album the mentioned year, producing the milestone song In Conspiracy with
Satan.”® The cited first verse presents for us the “archetypical” Satanist approach: not just
turns to Satan instead of God but denies the truth that is represented by Christianity. Not just
denies the truth but predicts the fall of Christianity and Christ himself. The decision that is
stated (the allegiance to Hell) is in a past tense indicating that the speaker is not on the
threshold of rebellion but now is a rebel against the mentioned values even undertaking the
foreseen wrath and fury that must be called upon him for his disobedience.

Don’t Break the Oath of Meryful Fate comes from the second LP of the band, called
The Oath.??! The title itself show a serious commitment to somebody or something: it is
revealed soon that Lucifer, the Bringer of Light is placed in the centre, to whom the oath is
sworn by the speaker. The cited section of the song turns many Christian ideals upside down:
Jesus becomes the deceiver and Lucifer the Lord. The choice of words is like a prayer, the
closing “Amen” formula strengthening this impression. The earlier promised processes begin

on this point, during the earlier period of black metal: showing and inverted world, where

2% For the remaining records see the chapter of Gorgoroth at Metal Archives, http://www.metal-
archives.com/bands/Gorgoroth/770 (2017. 12. 01.)

220 »The lies of Christ will lose / the ways of hell I chose / | drink the floating blood / defy the fury of God // [...]"
Bathory, Bathory, Black Mark Productions, 1984.

21 By the symbol of the creator, I swear henceforth to be / A faithful servant of his most puissant arch-angel
The Prince Lucifer / Whom the creator designated as his regent / And Lord of this world. Amen // | deny Jesus
Christ, the deceiver / And | abjure the Christian faith / Holding in contempt al/ of'it's works [...] ” Mercyful Fate,
Don’t Break the Oath, Roadrunner Records, 1984.
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truth is represented by the phenomena earlier declared as evil and vice versa. The next item
was released in 1993, during the flourishing of Norwegian black metal. From the song To
Walk the Infernal Fields by Darkthrone (Under a Funeral Moon, 1993) are here some typical
lines.?? The receipt is very alike in the case of Mercyful Fate: loyalty sworn to the Evil, using
his help to fight the Enemy. In this case the lyrics are more violent and aggressive; the
speaker regards himself as a weapon, not fearing demonic possession. The most important are
the first two lines “I am your disciple / and therefore my own” indicating, that following the
teachings of Satan means following one’s own free will. On this point we can meet strongly
LaVeyian concepts boosted with the militant imagery of the following lines.

Staying in Norway, from 2003 comes [t’s Darker than You Think of Carpathian
Forest.?”® The section written in the notes refuses all universal values mediated by
Christianity. Hate and violence are the main topics, spreading the message of the Evil. The
stance of the speaker is of importance: clearly the internal world is depicted here, the speaker
focuses on his own thoughts, ignoring collective ideals as a servant of Satan, transmitting
strong misanthropy.

The Greek Rotting Christ addresses more the audience not only declaring their own
statements. The first verse of Serve in Heaven (2004) is cited here?®* to ask questions about
what is more worthy? The premise is apparently that if somebody gives one’s own life to the
service of Satan then in the afterlife it is going to be rewarded as a lord in Hell. The four short
lines present four statements in contrast the first always referring to Christianity, the second to
the free ones (regarded free by the Satanists, corrupted by Christians). The first statements are
always on some kind of oppression, the second ones are liberated from the preceding
(depicting the Satanist ideal).

Turning to Sweden’s Marduk, Rom 5:12 stands in front of us from 2007, representing

the problem of death and sin in the light of the Biblical reference. The peak point of the album

22 [...] I am your disciple / and therefore my own / Your weapon I will be / with the demons that possess me /

We'll ride the seven sins of death / that takes me to katharsis // The sign of your horns / is my dearest vision /
They impale all holy and weak [ ...] ’Darkthrone, Under a Funeral Moon, Peaceville Records, 1993.

228 [..] I am the bringer of hate / Evil reigns supreme on earth / Defenders of the blackest faith / Which
strengthen my inner glow / Mind expanding inner journey / From a grim and bitter soul / Misanthropic violent
hellblast / It's darker than you think...[...] ” Carpathian Forest, Defending the Throne of Evil, Season of Mist,
2003.

224 [...] Serve in Heaven or rule in Hell | Serve your instincts or reveal the sense / Inhale the fear or spit the
distress / Blind on tear or behold the revenge [...] ” Rotting Christ, Sanctus Diavolos, Century Media Records,
2004.
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is Accuser/Opposer,??® here cited only in a few lines, nevertheless rich in information for our
topic. Two everyday practices are presented in the lyrics: eating and drinking, the
indispensable sustaining of life. If the Biblical narrative is our starting point, then the sin of
Adam and Eve can come in mind as eating, and the Last Supper (the symbolical drinking of
Jesus’s blood) as drinking. In the text of Marduk we see that in both cases some kind of
negative concept is consumed: eats from Death and drinks from Hell to cleanse himself of
God. Once again we encounter the Christian symbolism and iconography turned inside out,
literally depicting the “Anti-Christian” exit from Western thought.

The 2007 album of Dimmu Borgir, In Sorte Diaboli was introduced in Chapter 2.4.3.
in connection with the sources of our materials. The album artwork was detailed and in
harmony with the lyrics the search for inner awakening and a higher truth than it is presented
by society is the topic of the concept. The Laveyian Satanist approach of one’s escape from
the herd’s mediocre ignorance is thematized within the record, with a background story of a
medieval monk who becomes aware of the real Truth that Christianity is a lie and only the
Devil may give real wisdom. The album’s title, By the Choice of the Devil also indicates this

approach and is best represented by the seond song, The Chosen Legacy.??

A legacy chosen
is a rebellion against the original heritage of one, the denial of roots. This denial is full of
promises, a New Age to rise and sins to be turned to virtue. Tpyical Satanist rhetoric can be
found where Christian truth becomes a Lie and Satan’s devices to be the tools of not salvation
but of real life. Despite the anti-religious manner traces of religious devotion could be found,
as the statements of the speaker are part of a confession, but this belief or faith is towards free
will and not the enslavement of free minds by Christianity. Despite the band’s ambivalent
evaluation this concept album holds high importance for our topic.

German Moredhel’s 2010 debut (Satanik Endsieg, Satanic Final Victory) album serves
the next song, Victory March of the Black Phalanx with quite short lyrics but long title.??’
Militant imagery is not lacking from the record. The beginning shows the trail to the later
conflict: the choice of life path determines the fight against the ones choosing the other

direction. Collective expressions, plural forms are used in the text declaring that the denial of

225 [...] Accuser, accuser, exhaustless fountain of poison divine, i ate of death to cleanse my flesh of god, to

make me thy entrance to the veins of the world [...]I drank of hell, to cleanse my soul of god, to reach the light
on which thou dwellest [...] "Marduk, Rom 5:12, Blooddawn Productions, 2007.

226 w11 For my sins / | will ask no forgiveness / For my sins / They are not to forgive // So never speak of me
quietly / Stand by my confession / | voice your rebellion / Against the traitor of the world // | am the first creature
of this Kingdom / I will be The One / To outlive His time / With the triumph of free will"* Dimmu Borgir, ibid.
2007.

221 Every path a life is taken / Thousand spears shatter ground / by blood oath to satan bound / we deny the
existence of the light / we hail the night” Moredhel, Satanik Endsieg, Misanthrophic Art Productions, 2010.
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light, praising of the night and alliance with Satan are the only way to victory. The question of
victory is a mystery as it is not stated what does it mean to achieve victory and what is the
reward for the soldier of the Black Phalanx. As not final victory but the fight itself gives
dynamics for the fellowship with Satan.

The last example was released in 2014 by Polish Behemoth. The song Messe Noire
(French for Black Mass) is a long and complex piece in regard of lyrics, with an excerpt to
illustrate.””® The first three lines are a clear declaration as the speaker is a believer of Satan
and the Antichrist coming from the former. The last verse works with typical clichés, with
images very similar seen earlier. The topic of war is mentioned here, the victory over the
prophets/soldiers/believers of Light creating Hell on Earth. Two important expressions could
be found here: 1) Satan is going to be the lord of alive and dead as well 2) it is going to be a
world without end. With this two features Satan can replace God, cancelling the second
coming of Jesus, persisting Satan on his throne. Other visionary images are crawling in the
not cited sections of the song finishing with the “Amen” formula once again, giving the
impression that together with the typical beginning and the whole song it is the Satanist

version of the Christian elementary “Apostles Creed” prayer.

3.1.3.1. Short Excursion: The Case of “Ritual Black Metal”’ and Occult Rock

During the first decade of the 21% century a new movement arose around the world. The
nostalgic feelings towards the past evoked once again the tradition of psychedelic rock that
was presented in this chapter through Coven and Black Widow. The musicality and lyrical
approach of the genre is similar to the code dictated by the mentioned ‘70s bands: besides a
less distorted sound and usage of flutes many bands chose to be female fronted. The genre
could be called psychedelic rock, and as a great proportion of bands follow the occultism
inspired lyrical tradition of the ‘70s it also could be called “occult rock”. The genre has
members that are not following this path, like Blues Pills (SE) or Kadavar (DEU), for our
interest the bands that should be mentioned are The Devil’s Blood (NLD), Ghost (SE), Blood
Ceremony (CDN), Jess and the Ancient Ones (FIN), Jex Thoth (US), Luciferian Light
Orchestra (SE) etc. The most famous ones are The Devil’s Blood that is now split and Ghost,

representing two sides of the same approach once again. To present the contrast let us cite and

228 .1 believe in Satan / Who rend both heavens and earth / And in the Antichrist [...] // Who shall crucify the last
prophets / have them wilt on splintered stems? / Who shall churn hells across the earth / And reascend to seat
himself... / At the left hand ov Satan / Be gaoler ov the living / ...And ov the dead / As it was in the beginning /
Now and shall ever be / ... World without end / Amen”’ Behemoth, The Satanist, Nuclear Blast Records, 2014.
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examine two excerpts of the mentioned groups’ work. Christ or Cocaine is the sixth song of
the album,”® presenting the speaker to be on a road towards a satanic revelation using
inverted pictures to illustrate, with a certain doubt in the propriety of her deeds. The doubt is
presented in a duality of Christ and cocaine that also suggests for us that the real decision is
about pursuing the interest of God or of the self (earthly delight of drug consumption). The
last verse addresses the listener to think about one’s own Fate, offering the occult knowledge
towards the Truth that is within Hell. The clear Laveyian thought of pursuing the self’s needs
and interest instead of serving and being part of the herd could be traced in the citation.

The song of Ghost, Ritual is from the band’s debut album.?*° The bands performing
imagery is an inversion of Christian ritual/liturgical clothing presenting the singer as a black
pope, the musicians as black monks. In the reflection of the excessive imagery and the rather
soft, rock music they present creates an atmosphere of irony, indicating that the lyrics should
be read in this manner. The cited lines also show for us, that the formulas are inspired more of
irony and outrageousness and less from fundamental Church criticism. The first verse below
with the line “Recite now from the text” placed in a ritualistic part underlines the ironical
sense together with the second verse’s also too excessive pictures. Nevertheless the tendency
shown by Ghost may be called unique, the approach of The Devil’s Blood is more common.
The occult and Satanist attributes of the new psychedelic rock movement also make it
possible for the genre to be part of the extreme metal community and our study. More, many
musicians consider this music to be a true form inspired by the heroic age of occult music, in
cases labelled as “ritual black metal” deriving the name from the lyrical approach.?*! This is
the first instance in our study when a musical genre is labelled after the textual side of it, but
not the last. As a summary about occult rock we can state that the genre may sound less
aggressive and violent as black metal, the lyrical contents make it equal with the harsh

cousins of modern extreme metal.

229 m ] I see a tunnel at the end of the light / And it's driving me insane / Just tell me If I'm wrong or I'm right /

And if it's Christ or cocaine // [...] Do you think you're a sinner or a saint? / Do you even think you could see? /
Or would you rather step into my Church / And go to Hell with me." The Devil’s Blood, The Time of No Time
For Ever More, VAN Records, 2009.

2301 ] <<Our fallen angel vexed / Was banished from the sky / Recite now from the text / Pray for all to die>>
/I [...] This chapel of ritual / Smells of dead human sacrifices / From the altar bed / On this night of ritual /
Invoking our master / To procreate the unholy bastard // [...]" Ghost, Opus Eponymous, Rise Above Records,
2010.

21 Kennet GRANHOLM, Ritual Black Metal. Popular Music as Occult Meditation and Practice, Correspondences
1.1 (2013), 5-33.
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3.1.4. The Case of Christian Metal

or What are the Differences and Similarities?

In the previous sections we have seen, according to the basic stance, there is the world what is
limited in the thought of metal musicians, and it is necessary to rebel against limitations. In
this last section we will see the case when one rebels against rebellion. The following pages
are going to show how mirror images are standing in front of each other what is a central
motif in the works of Northrop Frye. According to his researches cited in chapter 2.3% it is
clear that the Bible itself (the Old and the New Testament as well) is structured by
oppositions, like the Church and the bride of Christ against the Harlot of Babylon, alike the
angels and demons, Michael archangel and the Dragon. The oppositions enumerated together
make the picture clear or serve as a counterweight for each other. In this regard Satanist metal
music demands some kind of reaction from the Christian side. The reaction is called Christian
or white metal.

Thus like a counter offensive or answer to the anti-Christian metal music a new
movement was developed namely the Christian pole of metal. The Christian heavy and
extreme metal scene was founded which is in a constant fight for its raison d’etre — as
however it is a commonplace metal music is “the music of the Devil”. Than how can work a
metal music from Christianity? It is important to declare that besides it is a religious kind of
music its success is not limited to the Christian community. Like modern crusaders fighting
against the forces of Evil their goal is to call the religious and secular audiences as well.*®

Regarding the worldview of Christian musicians’ music can really affect young
people’s behaviour and belief, therefore many of them joined the metal movement, reaching
its peak during the middle of the ‘80s and the ‘90s. The musical inventory of white metal
show no difference of the secular/Satanist metal genre, as metal like a “form” is given (as the
sub-genre were the canvas) while the “content”, or the verbal expressions (the figures painted
on the canvas) give place for the Christian message.”**

Band names like Holy Blood, Knights of the New Temple, Demon Hunter, Stryper,
Bride, Elgibbor, Leviticus, Deuteronomium and Jerusalem are speaking for themselves. There

2 Northrop FRYE, Jay MACPHERSON, Biblical and Classical Myths, The Mythological Framework of the
Western Culture, Toronto, University of Toronto Press, 2004, 21-30.

23 As regarding Satanist metal music and white metal too it is necessary to be reminded that the articles of faith
are not obligatory to be known by the listeners to be a fan of a certain band.

23 Ejleen LUHR, Metal Missionaries to the Nation: Christian Heavy Metal Music, ,,Family Values” and Youth
Culture, 1984-1994, American Quarterly 57 (2005), 114-120.
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are even militant Christian band names like Demon Hunter or Elgibbor (“Hero of God”),
referring to principal texts (Deuteronomium, Leviticus), and in the case of Bride a unique
name is presented referring to the Church as bride of Christ (the Groom). Numerous album
titles also work with the militant imagery like Hammer of God by Mortification or To Hell
with the Devil by Stryper. As a comparison let here stand a short chart to illustrate the

similarities between black and white.

Satanist titles Christian titles

Darkthrone — Under a Funeral Moon

Holy Blood — Shining Sun

Immortal — Diabolical Fullmoon Misticism

Stryper — To Hell With The Devil

Behemoth — The Apostasy

Bride — Live To Die

Rotting Christ — Non Serviam

Deuteronomium — The Amen

Belphegor — Lucifer Incestus

Mortification — The Hammer Of God

Table 1.: The comparison of Satanist and Christian metal recording titles

Album titles could be structured in pairs, showing the two sides of a topic, like in the case of

Under a Funeral Moon and Shining Sun, or Non Serviam and The Amen showing rebellion

and obedience on the two extremes.

As white metal cannot exist without the black (this is an interesting point: without

Christianity Satanism cannot exist as well) therefore the two sides should be regarded as two

sides of the coin. Album titles and band names were cited it is also appropriate to oppose

lyrics of the same or similar topic.

Darkthrone — To Walk the Infernal Fields

Frost Like Ashes — A Cruel Verse®®

“[...] I am your disciple
and therefore my own
Your weapon | will be

with the demons that possess me
We'll ride the seven sins of death

that takes me to catharsis [...] "

“[...] Open your ears, listen well
When you 're destroyed, you will feel Hell
It will be better for Gomorrah
Than for you on that Day! [...] "

Table 2.: The comparison of lyrics I.

%5 Frost Like Ashes, Tophet, Psycho Acoustix, 2005.

66




DOI: 10.15774/PPKE.BTK.2018.008

The Darkthrone citation was examined above. The same militant approach and verbal

inventory is presented in the lyrics of US’s Frost Like Ashes also preparing to destroy the

enemy, intensifying the destruction to the farthest (referring to Sodom and Gomorrah).

Marduk — Accuser/Opposer

Deuteronomium: Christ Addict®®

“[...] I drank of hell, to cleanse my soul of
god,
to reach the light on which thou dwellest

[.]”

“[...] Wash me clean
Fill my heart
Wash me clean
From sin apart
I’'m Christ addict [...] "

Table 3.: The comparison of lyrics I1.

What was to sink in Hell for Marduk that is “Christ addiction” for Deuteronomium. Given is

a negative phenomenon (drug addiction) which can be turned into the positive opposite if

Christ is the object of addiction.

Mercyful Fate — The Oath

Stryper — Soldiers Under Command®’

“[...] By the symbol of the creator, I swear
henceforth to be
A faithful servant of his most puissant arch-
angel
The Prince Lucifer
Whom the creator designated as his regent
And Lord of this world. Amen [...]”

“[...] We are the soldiers under God's
command

We hold His two-edged sword within our
hands

We're not ashamed to stand up for what's
right

We win without sin, it's not by our might

And we're fighting all the sin
And the good book -- it says we'll win! [...]”

Table 4.: The comparison of lyrics IlI.

%6 Deuteronomium, Here to Stay, Little Rose Productions, 1999.

7 Stryper, Soldiers Under Command, Enigma, 1985.
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The two texts cited above is another great example to illustrate the similarities between the
two fighting sides. The speaker of Mercyful Fate is in total devotion to the Evil, while the
speaker of Stryper wages new war against the Evil and its forces, like Champions of Christ
(Athleta Christi), also referring to their superior powers what leads to victory. The rhetoric is
the same on both sides only changing the pole of each concept and idea. This draws a pattern
for us that describes the basic mechanisms of metal lyrics. Rebellion is the main problem; it is
comprehensible why it is called “the music of rebellion”. The only remaining question is what
to rebel against? It does not matter what kind of metal text is in our view it is always a result
of some kind of internal struggle. In the further chapters the topic is going to be that what new
viewpoints this internal struggle can add to the reception of certain ancient myt