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Introduction

When the Iraq War began in March 2003, I was involved, like many
Americans, with sending care packages to troops. My sister-in-law’s broth-
ers had been deployed, and our families took turns sending them monthly
boxes filled with socks, deodorant, toothpaste, and other basic necessities.
I contacted the United Service Organizations (USO) and asked if it was
possible to send packages to additional soldiers.! From my sister-in-law’s
brothers we had learned that many men and women serving in Iraq were in
need of such assistance; in fact, much of what we were sending was being
shared among members of their unit. The USO subsequently provided me
with the contact information of an Air National Guard unit from Nashville,
Tennessee. In looking over soldiers’ requests, I noticed that, in addition to
the usual toiletries and clothing, the soldiers requested music, which seemed
like a coincidence given that the unit was from Nashville, “The Music City” I
sent a package with about a dozen CDs, among other things. Six weeks later,
I received a letter from Major Rob Crawford thanking me for the music and
letting me know that the CDs had become part of a “library that all of our
troops share” (see figure 1.1). I soon sent over additional boxes with CDs to
contribute to this growing library of shared music.

In January 2004, my scholarly interest in the relationship between
American soldiers and music developed almost by accident. I was working
on an article about rthythm and meter in metal music when I came across an
interesting statistic on a fan web site of the thrash/death metal band Slayer.
The posting stated that during the Persian Gulf War, Operation Desert
Storm (1991), over 40 percent of Slayer’s fan mail came from American sol-
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diers based in the Middle East.® This struck me as a fascinating claim. Slayer
is an extremely popular metal band, and it was remarkable that 40 percent
of their fan mail would have come from deployed soldiers during the war.
While Slayer singer Tom Araya suggested in a 1992 interview with Esquire
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magazine that this percentage was actually closer to 20 percent, some obvi-
ous questions arose nevertheless.” Why did fan mail from American soldiers
increase during the war? What were soldiers experiencing in this music that
caused a surge of fan mail? How do the music and lyrics operate in their lives
as soldiers in combat zones? These and many other questions motivated my
initial interest and led me to investigate this topic in relation to the Irag
War,

My subsequent research revealed that many enlisted-rank soldiers use
metal and rap music as an inspiration for combat. Some soldiers, alone or
in a group, listen to metal or rap before missions, patrols, and raids as a way
to prepare themselves for the possibility of combat. Furthermore, I learned
that new technology allows for music on and off the battlefield in unprec-
edented ways. Tanks, Strykers, and Humvees are equipped with audio and
communication technology that enables soldiers to construct improvised
sound systems with which to listen to music while on patrol. And as digital
technology has advanced over the last decade, the ways in which American
soldiers interact with music has continued to evolve. In the Iraq War, music
appears to play a more direct and significant role in the lives of soldiexs than
in previous American military conflicts. One soldier I interviewed, who ad-
opted the pseudonym ¢

<

‘American Soldier;” emphasized, “Music was a huge
thing for me while in the war, [and] music played a great deal in deploy-
ment. [ listened to it as much as I could. I really don’t know what I would
have done without my iPod over there. The military ought to issue an mp3
player to every Soldier!™

During deployment, soldiers experience music in a wide variety of ways.
Most American soldiers bring portable audio devices with them, such as
laptop computers, CD players, iPods, or mp3 players, to make their personal
music preferences available in daily life. In my interviews, I asked soldiers
about the general musical environment and how music fit into a typical day
in Iraq (see appendix 1 for a list of sample interview questions). Their re-
sponses suggest that soldiers’ listening practices involve almost every musi-
cal genre in a wide range of contexts. Regarding the musical environment
during his deployment, Sergeant First Class C. J. Grisham, a noncommis-
sioned officer who served during the initial invasion of Iraq in March 2003,
explained, “Almost everyone had a CD player. You walk into any tent and
if anybody is there, they've got headphones on. And if there isn't anybody
there, then they're playing music without headphones. It almost seemed like
if we weren't watching a movie, we were listening to music. As for me per-
sonally, from the moment I woke, I had music wake me kind of up and get
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METAL—EVIL,
HEART-PUMP-

FiGURE L.2. Doonesbury, 26 November 2007. Reprinted with permission of Universal
Press Syndicate.

me going™ All the soldiers I interviewed said that they frequently listened
to music and for a variety of reasons: personal enjoyment, remembrance of
loved ones, relaxation, religious purposes, to stave off boredom, or to height-
en their aggressiveness. The circumstances varied as well: before and after
missions, or while traveling, working, relaxing at a camp or base, hanging
out with feilow soldiers, and so on.

Soldiers’ interactions with music also vary considerably depending
on factors such as personal preference, ethnicity, geographic background,
Military Occupational Specialty (MOS, i.e., their job}, rank, age, gender, and
social class, among others. For instance, the typical age difference between
enlisted-rank soldiers and their officers tends to correspond to a wide dis-
parity in listening choices and habits. Garry Trudeau’s Doonesbury comic
strip from 26 November 2007 (figure 1.2) satirizes how musical preferences
can vary according to the age differences within the ranks.

Specialist Colby Buzzell, 2 M240 Bravo machine gunner in the army in-
fantry who served a year-long tour in Iraq beginning in November 2003,
observed that enlisted-rank soldiers in the army come from diverse back-
grounds and regions and they have widely varied musical preferences:
“Youd get people from all sorts of walkls}] of life. Youd get these southern
boys who were all into country music, and youd get the hip-hop gangsters
who are into gangster rap, and they'd all listen to that. You'd get the punk kid
who was into punk music. I had no idea people listened to country music
until I joined the Army. I, seriously, had no idea couniry music was that big
until I joined the Army”™® Buzzell's comment highlights how musical tastes
invariably mix during deployment, since space is limited and most enlisted
soldiers share living quarters.

Most soldiers do not have direct access to new record releases or online
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music retailers, so they tend to acquire new music by sharing and transfer-
ring songs from each other’s collections. Staff Sergeant Erik Holtan, who
primarily served in Baghdad as part of a medical readiness team from 2004
to 2005, explains, “The biggest thing over there is that we share music—
don’t tell the record comipanies that—but we didn't have access to buy music
online just because the firewalls prevented that. So, I figured out that we all
have thumb drives, we all bought external hard drives for our pictures and
things, so why don’t we just transfer all our music. You get to know people
and a lot of people have laptops, so you just transfer all your music. I re-
member this one guy gave me 30,000 songs.”” Likewise, Buzzell said that he
asked members of his platoon for their CDs, and before he left Iraq he had
amassed 932 hours of music?

Another important factor that influences soldiers’ relationship to music
is their MOS. Depending on the nature of their duty, soldiers may leave the
military camps in Iraq only on occasion, and in some instances this has mu-
sical consequences. Specialist Joshua Revak, for example, served in an M-1
Abrams tank in 2005 and 2006 and frequently listened to gangsta rap with
his tank mates as a way to inspire themselves for the possibility of combat
and to maintain a sense of heightened awareness during missions. On the
other hand, Sergeant Stephen Johnson, who served for over a year in Iraq in
2006 and 2007, was assigned to unmanned aerial surveillance and did not
leave the military bases regularly. His engagement with gangsta rap music
was decidedly different from Revak’s: he did not go on missions that typi-
cally encountered combat and did not use this music to facilitate an aggres-
sive mindset. In another example, Sergeant First Class Ronald Botelho, who
was deployed to Iraq three times, listened to indigenous Iragi music before
leaving the military caraps.® This was based on his specific duties; Botelho
collected information from Iraqis and listened to indigenous music to learn
about local culture.

'This book documents and interprets some of the roles that music plays
in American soldier life in Iraq. Given the size and diversity of the American
military there, my ethnography focuses primarily on soldiers of the enlisted
rank, many with combat experience. I address music in military recruiting
and Basic Combat Training, the uses of music as a preparation for combat
and as an operational tactic on the battlefield, and how soldiers express their
wartime experiences in the form of music. In this way, the book guides the
reader through a sequence of stages characterizing an enlisted soldier’s ser-
vice in the military. Metal and rap emerge as a common thread among these
areas of study. I investigate how these musical styles are employed within
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these military contexts and their profound effects on soldiers in the Iraq
War. However, these are not the only genres or circumstances in which mu-
sic plays a significant role for soldiers in Irag; in fact, almost every genre of
music can be said to influence the musical lives of soldiers.

The research for this study has presented some unusual challenges,
Although the nature of my interest relates directly to how music is used in
combat zones, onsite fieldwork has not been possible due to political insta-
bility, which in turn made travel and accommodation to the Green Zone in
Baghdad prohibitively expensive. As such, I make no claims that this is an
exhaustive study; rather, it presents my documentation and analysis based
on the information provided by a cross-section of soldiers who have now
returned from Iraq. In addition to the obvious safety risks, onsite fieldwork
would have been problematic as active-duty soldiers in Iraq have become
less inclined to speak to the media or to people outside the military. Some
are under direct orders from their commanding officers not to speak to news
reporters. Soldiers frequently have different views about the war from what
circulates in popular American television and newspapers, and many feel
there is an inconsistency between their experiences and what is projected
by the media. Interviewing soldiers on leave or based in the United States as
well as those no longer in the military seemed more fruitful because these
individuals tend to speak more freely than those on active duty in Iraq.

1 contacted soldiers through a number of different resources: friends,
family, the internet, and sometimes dumb luck—as when I discovered that
an Iraq War veteran lived in my building. Casual conversations would oc-
casionally transform into frantic searches for pens, pencils, and paper to
scribble down an e-mail or phone number for a potential interview. QOver
the last few years, the internet has become the norm through which soldiers
voice their experiences, and I contacted some soldiers through their blogs.
Many soldiers have established web sites and blogs expressing their attitudes
about the war and experiences in the combat field, and these blogs some-
times form the primary material for books about soldier life in Iraq." In
May 2008, www.milblogging.com had 1,987 military blogs, with 432 blogs
specific to soldiers deployed to Iraq; these represent both sexes and almost
all races, ages, ranks, and sites of service in Iraq.

Since I had to primarily rely on phone and e-mail interviews, the inter-
personal connection that comes from being in the same room with another
person was lost. I felt that the interview process would be dehumanized to
a certain degree, so I tried to inform myself as much as possible about each
soldier before talking about his or her music. I began each interview with
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questions about the soldier’s background: Where were you born? What was
it like growing up? Did music factor into your life as a child? How did you
become involved with the military? Did your background influence your
musical life in Irag? This was useful in reaching my goal to know the soldiers
on a personal level. Erik Holtan, for instance, was a little embarrassed but
revealed that he is a big Métley Criie fan, and we shared a laugh about hav-
ing 2 mutual fondness for the band.

My conversations with soldiers would then move to general questions
about music in Iraq: While deployed, did you listen to music? If so, what
kinds of music? Did your musical preferences change while in Iraq? How
did music fit into a typical day, if at all? The soldiers’ responses clarified
some aspects of the musical cultures of American soldiers in Iraq and, per-
haps more important, highlighted how their musical interactions varied
due to the specific circumstances of their deployment. Sergeant William
Thompson, an Army counter-intelligence soldier who served in 2004, was
relatively stationary in Baghdad and able to keep a laptop computer and
keyboard with him. He recorded an album of jazz-inspired music during his
deployment. On the other hand, Marine Corps sergeant Jason Sagebiel, who
served in Iraq from March to September 2003, moved around considerably,
and his duties as a scout-sniper required him to carry significant amounts
of equipment. He had little or no interaction with recorded music. 1 also
asked soldiers about specific listening contexts and how they may have used
music to assist them, like listening before or during missions or in psycho-
logical operations (PSYOPS), and if they were involved in making music
themselves.

I interviewed eighteen soldiers in person, over the phone, and via e-
mail. Qur communications ranged from a single e-mail message to a three-
hour phone interview and daily correspondence. Compiling exact demo-
graphic and background statistics was difficult because, in some cases, the
soldier preferred not to reveal his or her name, ethnic background, age, so-
cioeconomic status, or other personal information. I can only be sure of
the following profiles for the soldiers with whom I spoke: two women and
sixteen men; two African Americans, two Hispanics, and twelve whites. The
soldiers ranged in age from their early twenties to their early fifties, and
the nature of their service spanned from the National Guard to over thirty
years of experience in the active military. The soldiers now live throughout
the United States, including in New York, Los Angeles, Arkansas, Louisiana,
and Minnesota. At least half come from lower-middle-class and middle-
class backgrounds.
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From what I could assess, my pool of soldiers was relatively proportional
to the demographic makeup of the military. The Department of Defense
provides the following statistics: 89 percent male, 11 percent female; 16.25
percent African American, 1.23 percent Asian, 78.5 percent white, and 4.02
percent other. Hispanic ethnicity is listed as a separate question in military
ethnicity polls, which makes the military/population ratio a better way to
assess the percentage of a racial group in the U.S. population relative to its
percentage in the military. A mark of 1.00 means that a race in the mili-
tary is represented exactly by its percentage within the overall population,
while higher ratios indicate that a group is overrepresented in the military:
African American 1.44, Asian .31, White 1.01, Hispanic .89. These ratios
also approximately represent the racial demographics of troops deployed to
Iraq. Casualty statistics through March 2008 show the following percentages
by ethnicity: 9.5 percent African American, 1.9 percent Asian, 10.7 percent
Hispanic, 74.8 percent white, 3.1 percent other.

In the first chapter, I discuss music in military recruiting. Since its return
to an all-volunteer force in 1973, the U.S. military has engaged in active re-
cruiting campaigns, including television commercials and propaganda vid-
eos. Music in these advertisements typically portrays military service as an
honorable duty, or a source of action, adventure, and excitement. Around
2003, the navy launched its “Accelerate Your Life” campaign, employing
metal music and songs by the popular hard rock/metal band Godsmack in
commercial sound tracks. This campaign demonstrated a dramatic change
in style from the music of prior recruitment efforts. Since then, other mili-
tary branches, including the army and Marine Corps, have used hard rock
and metal in their advertisements as well. I analyze this change in depic-
tions of action, adventure, and violence within television, film, and MTV
through the 1980s and 1990s fo explain this shift in music in recruiting ads.
Additionally, I discuss music, or the lack thereof, in basic training. Personal
music devices, like stereos and mp3 players, are not allowed in basic train-
ing. Music exists almost exclusively in the form of running and marching
cadences sung by drill sergeants and recruits, with the purpose of building
morale and camaraderie, or to assist in physical training exercises.

Chapter 2 examines music as an inspiration for combat. While carrying
out patrols and missions, soldiers can listen to music in tanks and Humvees
through self-made sound systems, portable CD players, and mp3 players.
Although soldiers may engage in a variety of activities before combat, like
playing video games, sleeping, or praying when time permits, almost every
soldier 1 interviewed recalled listening to music at some point before going
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on patrol or within a military vehicle. Many soldiers believe that listening
to music, primarily metal and rap, before or during missions, psychologi-
cally prepares them for combat, T provide excerpts from my interviews with
soldiers in which they describe these experiences. Aspects of ritualization
and community building emerge from these interviews as soldiers discuss
planned, pre-mission gatherings involving music and chanting or velling.

Chapter 3 offers an introduction to the music of anti-American and anti-
Israel movements among opposing forces in Iraq and focuses on how these
forces utilize music in recruiting efforts and as inspiration for combat. The
comparison reveals some interesting similarities to the music of American
military forces: both groups use culturally conditioned signifiers of meaning
to project the idea that military/militia service is an honorable duty.

In chapter 4, I introduce the two principal ways music has been em-
ployed as a psychological tactic in battlefield operations: music played from
Joudspeakers and in detainee interrogation. Since the success of Operation
Just Cause in Panama 1989, the military has projected music, particularly
hard rock/metal, from special PSYOPS speaker trucks in order to induce
a sense of frustration and irritation among opposing forces during specific
combat missions. | investigate how music has been employed in this way
within battlefield tactics in Iraq. My interviews with army interrogators also
reveal how hard rock/metal music has operated as a tool to break the will of
detainees if they refuse to answer questions during interrogation. This new
technique has provoked widespread debate as an ethical as well as a legal
issue. T address the complex issue of music as torture in interrogation in
light of soldiers’ training and practices, which are determined primarily by
international law and U.S. military policy.

The fifth chapter explores how music has become a voice through which
soldiers express their feelings about wartime experiences. In the past, sol-
diers mostly practiced text adaptation as the primary form of musical ex-
pression. Even with the availability of musical instruments, particularly
acoustic guitars, soldiers more often played and sang existing songs or wrote
parody lyrics. The Irag War, however, has seen a proliferation of original mu-
sic composed by soldiers. Soldiers express a wide variety of textual themes in
their compositions, such as patriotism, grief over the loss of a friend, and the
realities of daily soldier existence. Additionally, new recording, mixing, and
editing programs for laptop computers now allow soldiers to record musicin
the setting of combat theaters. In one instance, 4th25 {pronounced “Fourth
Quarter”), a group of American soldiers led by Sergeant Neal Saunders, re-
leased the first rap album written and recorded entirely in Baghdad, Live



10

SOUND TARGETS '

Jfrom Iraq. I examine the diversity of lyrical themes and styles that emerge

from this music and focus on how original music serves as a vehicle for
soldier expression. .
In the final chapter, I analyze my previous findings within the framework
of metal and rap ideologies. Like all popular music genres, metal and rap are
partofalarger system of sociopolitical beliefs. ] examine how themes of pow-
er, chaos, violence, and survival operate within these contexts, and how race,
gender, and social class, which are important components of both metal and
rap, are involved as well. My discussion explores, first, why metal may have
been chosen over other popular music genres in military recruijting. The use
of metal is not only a projection of the power of military institutions, but can
be seen as a sonic appeal to feelings of individual empowerment. Second, 1
analyze the influences of metal and rap as an inspiration for combat. Some
soldiers experience an intense emotional interaction with the music and its
lyrical themes, and I consider ways in which metal and rap may function, to
varying degrees, as catalysts for psychological transformation.

With regard to psychological tactics, I suggest that the primary source of
antagonism for music in battlefield operations is timbre. More than volume
or cultural resonance, timbre operates in highly impacting ways as a form
of aural harassment during detainee interrogation. Next, I explore the rela-
tionship between the music of 4th25 and gangsta rap. While Live from Jrag
adopts much of the rhetorical framework of gangsta rap, the attitudes ex-
pressed within the album, and particularly Saunders’s personal views, stand
ideologically opposed to many of the fundamental components of gangsta
rap. In closing, I discuss areas of study, like the role of music as nostalgia and
post-deployment soldier therapy, which seem promising avenues for future
research.

Given that there is little scholarship now on the subject of American sol-
diers and music in Iraq, ] wanted my theoretical and methodological frame-
works to materialize from soldiers’ experiences. Ethnomusicologist Bruno
Nettl proposes that “each culture is likely—perhaps certain—to have its own
musicology,” and my goal was to let the musicology emerge from a culture
of musical practices that music scholars know very little about.”? Because
of this approach and my reliance on soldiers who have returned from Iraq,

however, it is important to present soldiers’ accounts as an ethnography of
memory. Psychologist Daniel L. Schachter suggests that “we do not store
judgment-free snapshots of our past experiences but rather hold on to the
meaning, sense, and emotions these experiences provided us. . . . Memories
are records of how we have experienced events, not replicas of the events
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emselves.”? 1 had to rely on soldiers’ stories without .o_ummwism Emm HME-

- 1 habits during the war or having the ability to notice anything that they
L ed in their interviews. o .
mmm_wwﬁ WMMMMM“MW find onsite fieldwork wﬁ.&ﬁmﬁm for gaining :.M._Emr_m

{nto musical cultures and that participation in .Esﬂnm_ events grea _.%.ﬁms-
ances their understanding of the music’s mon_cnsw.ﬁmw. ooEmmxau lis mnm
ers memories, and variable meanings. In her mxmBEmsn.W w Bsﬂnowmua
memory among Syrian Jews, for example, Kay Hmmﬁm,bm: wm..w wgmw\ %E s
out that “obsexrvation of musical vmannEmnom. provides an a _M.aonm Eiwc-
perspective, one where the ethnomusicologist stands to make a ﬁoﬁ a
" tion to understanding the moment in which a memory is .nwuﬁ.a.w e w..&.&
-8 . Ethnographic observance of performance can provide insig ﬂw into ms: 2l
and cultural factors that help shape the psychology of HmBmE_ m:Hsm. b&
my case, I was limited to a great degree. I was wc.ﬁ. able to c..m<.m Mov raq rmﬁ H
[ am not a soldier; thus, my research and conclusions are limite M W ﬁw
was told and not what I personally experienced or observed. On t n%m er
hand, soldiers were interviewed individually and deployed to Iraq at Hmm_w.-
ent times to various locations. Many of their accounts are no_._.,ovow&m Y
other soldiers. By using interviews as my primary _...mmmﬁnr source :.“uwoﬂa
junction with books, articles, and documentaries, it has been wo%w_ ; e ﬁm
gain a fairly clear idea of how music operates in the Iraq War as it relates
focus.
E% M..MMMMMH difficulty arises with regard to my position mum a Rmmmﬁnwm.h mw_.,
the last few decades and at least since George Umﬁ.w:.wmwm mﬂcx.e >E§N\ 0
Method (1967), scholars have been proposing that it is _Bﬁwmm&_m to _ﬂ.mmw.w
oughly separate oneself from on€’s own mB@.a&&m&Smmw in social ”5 H@M i :
contexts when conducting research.'* As Michael H. >m.E.v O.rm: esL. ﬂm_m )
Clifford Geertz, and many others have discussed, mEEEbm m_ws.wwo bmﬁﬁw. _JM
or objectivity on a subject ignores the researcher’s mis momﬁom mwm mw_ HHHH
in a complex web of social and political .Emsms%m.. As Philip V. Bo man
summarizes, “Musicology is a political act”” Even in the Fvou,.ﬂwp,% scienc
es, Bruno Latour and Steve Woolgar have shown how the nocm.nﬁonw and MD-
terpretation of observations is often influenced .E\ mmnwonm outside Mew reaim
of scientific knowledge.'* Moreover, any study _Ew.og:m the Iraq War tmay
introduce further questions concerning the momEowp of a _.mmmwnnﬂmw WEMM
the highly charged political feelings some readers might have abou M. ﬁmmm
There are no easy solutions to these Hunoﬁ.u_mam. .mn?.&w_..m rmmﬂm EMWO ial <
the varying difficulties involved in the H.ammﬁad mn_&mnm_ﬁﬁ.. of i M. M . M.Mmh..mm
pher in a number of ways—Ruth Behar’s concept of “vulnerability,” Ha
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Berger’s “critical phenomenology” and dialogue, and others.' d.bmmaﬁnm
these concepts, however, is the idea that one should present, examine, ang
ultimately embrace the many influences surrounding research. I outline, g
the best of my reflexive ability, my approach and position relative to thege
issues. In trying to negotiate the difficulties of “musicology as a political acy”
on a topic with political resonance, [ want to present my work as transpar-
ently as possible.

When I began research in 2004, I believed—and still do—that I shoulq
try to maintain an open mind to all the perspectives on the issues surround-
ing music and the Iraq War. Any scholarship involving the Iraq War risks be-
coming a forum for expressing the political views of the author, and my aim
is to document certain musical practices of American soldiers in Irag, not to
engage or critique the politics of war or larger issues of American policy in
Iraq and the Middle East. As I was pursuing research on this topic, it quickly
became clear that my presentation could be easily manipulated to enhance 3
position either for or against the war. While I admit that a true neutrality in
my approach is impossible, it has, nonetheless, been the goal: acknowledg-
ing the limitations of impartiality does not necessitate a partisan position.

Knowing these problems, I want to share with the reader as much as
possible my research process. To that end, I have created a web site in con-
junction with this book, http://soundtargets.com, which provides record-
ings of some of my interviews and links to the video examples I discuss. “A
picture is worth a thousand words” certainly applies here, and I recommend
listening to these interviews because they allow the soldiers to speak in their
own voices. Throughout the text, I quote them often and at length in order
to provide a more comprehensive context for their words. However, inflec-
tion, tone, and emphasis are not easily transferable to the written page, and
the audio allows for a more personal experience of what is being said. I want
the reader to be able to examine my ability to conduct interviews with or
without predisposition.

Some may argue that it is only natural for my opinions about the war
to influence my research, and that I should have taken a firm stand from
the beginning, either against or in support of the war, and conducted my
work from one of these positions. But this strategy would have produced a
number of problems in the ethnographic process. Soldiers were decidedly
more willing to talk to me because I did not set out to argue political issues,
and many trusted that I was not going to decontextualize their words for
the purposes of defending or criticizing the war. In fact, one soldier told
me over the phone that it was exactly because I did not want to talk about
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¢cs that he agreed to share his experiences. He mentioned that had my
y been politically slanted, he would have refused to participate. To be
. soldiers have political opinions, but many were enthusiastic to talk just
: 1t paasic.

The e-mail inquiries I sent to soldiers made clear that political propa-
pda—for or against the war—was not the purpose of my work (see ap-
mm&m i for a sample e-mail sent to soldiers). Some soldiers are reluctant
speak about their experiences in the war for fear of being misinterpreted,

-and I believe that the intentional limitation of political discussions in my

tudy was an important factor in many soldiers agreeing to answer my ques-
ons and in my developing rapport with them during the interviews. The

srestricted focus on musical issues was also helpful in this regard. Certainly,

it could be argued that, even though the contexts in which I am examining
soldiers’ listening practices are not directly involved in the politics of the
war, the reasons for their deployment are; and as such, the larger context
of their musical practices is the product of global politics and U.S. govern-
ment policy in the Middle East. I agree. But a scholar can discuss how col-
lege football players listen to music before a game as a way to inspire their
performance without having to unpack the larger issues of their academic
curriculum, athletic department budgets, and how football can strain a col-
lege’s resources by diverting money from underfunded disciplines. The issue
of how far up the contextual ladder any study should climb is debatable. In
Sound Targets, I focus on the local consideration of soldiers’ musical habits.
This is not to deny the value of examining larger contextual issues, but I
found a “boots on the ground” consideration to be the least problematic

from a research and scholarship perspective. For some soldiers, the larger

political issues do not significantly factor into their lives during deployment;
as Neal Saunders noted, “We don’t deal with whether Bush is an idiot or a
liar. He ain’t over there with us. I'm worried about whether this other dude is
an idiot or a liar—the soldiers that are fighting beside me?

My biographical relationship to this work is worth mentioning as well. I
am a thirty-four-year-old white, heterosexual male from an upper-middle-
class background. While my father served in the Army Reserves, I was not
born until he was honorably discharged, and his service was rarely a topic
of family discussion. My great-uncles served in World War II, but this too
was not a significant component of my interaction with them. Am I predis-
posed to a sympathetic viewpoint of military personnel? Possibly, but I do
not know to what extent and in what ways. And I doubt I could convincingly
self-analyze my position in this regard. Conversely, one could argue that be-
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cause | come from an educated, academic background, I am more m,anmsma
to liberal ways of thinking. Again, there are no easy solutions to these ptob.
_.mEm. However, one of the ways to confront the issues involved in the Ppoliticg
of musicology on a political topic is through transparency, thereby allowing
the reader to draw their own conclusions, and this is one of my goals in iy,
cluding the web site as part of the book project. I accept the criticisms that
may be lodged against me and my position as a researcher, and, after think-
ing about this situation from a different perspective, I welcome them. This
study represents the first ethnography-based book on music and American
soldiers in Irag; it is only natural that these issues will arise and be debated.
1 hope that further discussions will advance the theoretical frameworks in-
volved in music and war.

My research also presented practical and ethical challenges. In my at-
temnpfs to contact interrogators, for example, I was once rejected for security
reasons. A former army interrogator in Irag, who wished to remain anony-
mous, wrote me an e-mail explaining, “I was told that I can not answer any
[questions] that involve interrogation techniques. Qur enemy uses the media
to disseminate and collect information" This response led me to consider
how my writing could possibly be involved in the war itself, The interroga-
tor’s reason for refusing to answer my questions implied that, hypothetically,
if T were able to obtain information about interrogation that was classified,
or in some way not intended for public knowledge, publishing this infor-
mation might violate security restrictions. Clearly, the military felt it was
important not to risk the possibility that certain information could become
known among its adversaries. This made me consider how conducting re-
search on a topic related to a war that is still being fought could potentially
influence the tactics of either side. Fortunately, I did not, to my knowledge,
gather any such information, and I have tried to maintain an awareness as to
what might compromise secure information. :

Additionally, the interview process presented numerous difficulties.
Although I mainly focused on music, my discussions with soldiers often in-
volved stories about life and death situations in combat, where fellow soldiers
were killed or wounded. In some cases, these casualties were close friends
of the soldiers. I wanted to maintain a sensitivity to the fact that many of
these experiences may have been traumatic, and by asking soldiers to speak
about those events I could have been opening deep wounds. The experience
of being a soldier in Iraq is something that I can never fully comprehend. As
such, I recognize a level of discord between my awareness of this war and the
experiences and perspectives of soldiers.

Introduction

The many difficulties addressed above are only some of the challenging
itles that arose in my work on this topic, but I believe the insights offered
“ihe following pages outweigh the problematic aspects. It is likely that
book raises more guestions than it answers: Are these practices dis-
tly American? What, if any, are the differences between soldiers in Iraq
apposed to Afghanistan? What are the differences in listening practices
een soldiers who regularly encounter combat and those who do not?
w are soldiers’ combat-zone musical interactions different from those
-4 military bases not located in Iraq? These and many other questions will
5 ely emerge from my research, and I hope the reader will not find this to
a shortcoming but rather a function of the nature of introductory work
here new ideas seem to unfold at every turn. My hope is that this book will
vide a platform for others to pursue topics related to music and the Iraq
ar.
. 'The relationship between music and war has a long and distinct history.
Por as long as war has been waged, music has played important roles: God
structed the Israelites to blow silver trumpets when they were attacked
‘(Numbers 10:9), fife and drum corps rallied the soldiers of the American
Revolution, the boogie woogie bugle boys encouraged the troops of World
War II, and pop musicians like Jimi Hendrix and fim Morrison provided
the musical backdrop for the so-called “first rock ‘0’ roll war” in Vietnam.
The present war in Iraq is no exception. My research has taught me that sol-
diers’ musical practices are dynamic, always changing and-taking new forms
throughout history. This book offers a glimpse into the lives of soldiers in the
present conflict in Iraq, and I hope it will provide a valuable contribution to
the literature on music and war.
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ing their experiences related to war in the form of recorded sopd

albums are now being created within the context of the combg
tradition of adaptation, which was an important part of wo%
practices in previous conflicts, now exists alongside a E..HE
of original music composition. /

Metal and Rap
Ideologies in
the Iraq War

The musical genres of metal and rap figure prominently in the lives of some
American soldiers serving in Iraq. From the advertisements employed in
military recruiting to the psychological tactics, personal expression, and
- pre-combat rituals characteristic of the deployment period, metal and rap
appear to be an integral part of many soldiers’ experiences.! The salience
2. of these genres and their varied uses in the Iraq War are the result of many
¢ social, cultural, and political factors. The systems of ideas, or ideologies,

expressed through these genres shape their reception and position within
- popular culture. In this chapter, [ explore the ideologies of metal and rap in
order to clarify how and why these genres came to play such important roles
' in the context of the Iraq War.

‘Throughout history, the term “ideology” has carried diverse meanings
for scholars in different fields. For instance, Karl Marx described ideolo-
gy, generally speaking, as the “production of ideas, of conceptions, of con-
sciousness,” which operates as the “ruling ideas” of a society and creates the
structure of dominant cultural power relationships.? Many scholars have
built upon this understanding of ideology.* Political scientist Mostafa Rejai
believes ideology is

an emotion-faden, myth-saturated, action-related system of beliefs and values about
man and society, legitirnacy and authority, acquired as a matter of routine and ha-
bitual reinforcement. The myths and values of ideology are communicated through
symbols in a simplified, economical, and efficient manner. Ideological beliefs are
more or less coherent, more or less articulate, more or less open to new evidence
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and information. Ideologies have a high potential for mass mobilization, manipula.
tion and control.*

Given the varying definitions and complexities involved in these _nomnm@.av
many music scholars have limited the definition of ideology to suit thejr
specific objectives, or adopted a somewhat flexible description. Joel Crotty
and Kay Dreyfus, for example, understand ideology “to mean a set of ideas
that attaches itself to music in its social and political context” a suitable defi-
nition for my purposes.’> When I speak of metal or rap ideologies, I refer
to the systems of beliefs and sociopolitical ideas represented and projected,
respectively, by these musical genres.

METAL AND RAP IDEOLOGIES

At first glance, presenting a collection of beliefs that comprehensively repre-
sents metal or rap ideology may seem an impractical endeavor. These genres
are highly diversified with a variety of often-opposed subgenres. In fact,
the tensions among subgenres can be strong and rhetorically violent. Metal
scholars Bruce Friesen and Jonathon Epstein point out that fans of thrash/
death metal (Megadeth, Metallica, Slayer) typically consider fans of pop
metal (Bon Jovi, Def Leppard, Whitesnake) to be “poseurs” who “have not
developed an appreciation for the true aesthetic of metal, and must there-
fore be accorded less prestige with the subculture™ Likewise, Adam Krims
outlines numerous rap gentes, like “party rap.” “mack rap,” “jazz/bohemian,
and “reality rap” each with its own distinct set of sociocultural contexts and
musical characteristics.” The idea that there exists a set of aesthetic principles
embodying all metal or rap music may not be sensible. Consequently, I con-
textualize my understanding of metal and rap ideologies in order to account
for different subgenres and focus on specific aspects of these subgenres that
play important roles in soldiers’ musical practices in Iragq,

While metal music is rampant with hyper-individualism and conflicting
subgenres, Robert Walser observes that the genre “now denotes a variety
of musical discourses, social practices, and cultural meanings, all of which
revolve around concepts, images, and experiences of power”® In her book
Heavy Metal, Deena Weinstein examines the sociocultural aspects of metal
music and similarly claims that “the essential sonic element in heavy metal
is power, expressed as sheer volume. Loudness is meant to overwhelm, to
sweep the listener into the sound, and then to lend the listener the sense of
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power that the sound provides” The music operates not as a dominating
force over the fan, but as an empowering agent. Throughout the metal lit-
erature, scholars like Jack Harrell, Robert L. Gross, Robert Pielke, and many
others identify power as the most important concept that unifies otherwise
opposed metal subgenres.'®

The power element of metal can be discerned in a variety of ways within
the music, such as the degree of guitar distortion and aspects of musical
structure like vocal articulation. While power is a unifying principle shared
by different forms of metal, scholars have primarily focused on musical
characteristics and thematic content as a way to distinguish subgenres.!!
Walser describes metal in terms of musical features: volume, vocal timbre,
mode and harmony, rhythm, melody, and guitar solos."? Friesen and Epstein
differentiate pop metal from thrash metal according to many of Walser’s
categories: pop metal emphasizes a semi-vibrato vocal articulation, blues-
derived harmony or Aeolian/Dorian modes, moderate-fast tempos, and
syncopated guitar/bass parts; thrash metal features guttural growls and
screams, Phrygian/Locrian modes, very fast tempos, little or no harmonic
motion, and less syncopated guitar/bass parts.

The music and sound of metal then ascribe power to the lyrical themes of
the music, which Weinstein divides into two opposing categories, “Dionysian”
and “Chaotic” Dionysian themes involve “sex, drugs, and rock and roll”
and focus on forms of physical gratification and ecstasy. Conversely, cha-
otic themes rebel against social norms and reveal a fascination with conflict,
violence, and death. Pielke claims that metal songs demonstrating themes
of chaos express an “attitude of negation, with its emphasis on the images
of death, Satanism, sexual aberration, dismemberment, and the grotesque,”
to which Harrell adds images of war, destruction, decay, disillusion, pain,
torture, vengeance, blood, murder, chaos, confusion, insanity, and weapons,
among others."* Weinstein’s categorization of metal lyrical themes certainly
risks oversimplification, but it is useful to this study because it highlights
a significant trend in metal music that is concerned with elements of war,
death, and destruction. As I will show, metal subgenres that emphasize cha-
otic themes and more aggressive musical features, like high levels of guitar
distortion and rapid, forceful bass drum and guitar/bass performance, oper-
ate more prominently in the topics I have considered.

Rap scholars have also found it helpful to distinguish among subgenres
according to lyrical themes and musical features, Krims creates a method for
tap genre classification by examining sociocultural function, musical styles,
“flow” (thythmic vocal delivery), and lyrical topics. This framework allows
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Krims to identify four main types of rap: party, mack, jazz/bohemian
reality. Party rap, for example, consists of foregrounded thythms for a. and
consistent pitch and timbre combinations, and lyrical topics of noEmsnm,
sex, celebration, pleasure, and humor; reality rap comprises more FbQMM.n >
rhythmic patterns, timbral “hardness?” and textual themes related to diffs Hm
aspects of urban life, racial discrimination (particularly from the >EM \
American perspective), politics, religion, and didactic topics.!* While EMM
does not appear to be a single unifying aesthetic idea expressed among these
rap genres, like power in metal, they share a common musical characterigt;
involving a distinct form of vocal articulation based on rhythmically &?an
mmowg words, Some fans and enthusiasts describe rap as an acronym mom
Rhythmic American Poetry,” “Rhythm and Poetry;” “Rhythmically Applied
Poetry” or “Rhythmically Associated Poetry” These acronyms suggest that
rap music texts and the style of their delivery (“flow”) are critically impor-
tant; Tricia Rose summarizes rap as “a form of rhymed storytelling accom-
panied by highly rhythmic, electronically based music
For the purpose of analyzing soldiers’ musical practices in relation to m
areas of study, soldiers tend to listen to “gangsta rap.” a subgenre within EM
larger category of reality rap. Krims emphasizes that while reality rap “un-
dertakes the project of realism, in the classical sense, which in this context
would amount to an epistemological/ontological project to map the realities
of (usually black) inner city life;” gangsta rap “describes gang life, or more
generally, life in the ghetto from the perspective of a criminal (or liminal
S.m:mm_.mmm?mv figure™” Reality rap refers to any lyrical theme that depicts 90,
difficulties of human existence, usually from an urban, African American
perspective, but gangsta rap tends to isolate focus on lyrical themes that
emphasize a “survival of the fittest” attitude in which the violence and death
.opn the “other” (often contextualized in street life, gang life, or inner-city ex-
istence) are seen as fundamental components of one’s survival. Gangsta rap’s
nr.mﬁoﬁnm_ position is typically associated with criminal or deviant behavior,
misogyny, and violence in the form of murder with a firearm; the glamor-
ization of violence and romanticization of gun culture are distinguishing
.mmmEnmm of gangsta rap within the larger category of reality rap.’® Gangsta rap
:..Hmowom% also engages a power element, the power of an individual to sur-
vive and wage violence against anyone or anything that threatens survival.
The texts of gangsta rap often express power through threats to destroy an
enemy, and power is channeled musically through the rhythmic articula-
tion, which tends to be the most aggressive of all rap genres. The worldview
expressed in the lyrics seems to demonstrate the nihilistic attitudes Cornel
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est describes as a “numbing detachment from others and a self-destructive
isposition toward the world.™*

Some aspects of gangsta rap ideology intersect with those of metal ideol-
gy. The concept of power, for example, is important to both genres, albeit

f its lyrics, while power in metal is typically produced by the sound and
imbres of the music itself. This is not to suggest that the timbral “hardness”
of rap does not play a role in the genre’s articulation of power. In his analysis
of “Fight the Power” by Public Enemy, Walser proposes that the sounds of
‘rap are an important factor in conveying power, but while timbre and sound
may operate in this supportive way, many scholars have focused on the song
texts as the primary manifestation of power in rap music.* Additionally,
there is a correlation between the lyrical themes of gangsta rap and the cha-
otic themes of metal to the extent that they address aspects of violence and
death. While gangsta rap expresses violence in terms of street life and urban
struggles for survival, metal’s chaotic themes engage violence in terms of
war, murder (though not from a gang or inner-city rival perspective), blood,
and destruction. Indeed, the textual themes of gangsta rap and chaotic met-
al, respectively, tend to be the most graphically violent and controversial of
all popular music genres.

Because both musical styles explicitly address such topics, and in some
cases glorify violence and deviant behavior, both metal and gangsta rap
have been targeted by censors and restrictive legislation. In September 1985,
the lyrics to songs by metal bands AC/DC (“Shoot to Thrill™), Judas Priest
. (“Beyond the Realms of Death”), Ozzy Osbourne {“Suicide Solution”), and
+  others were the subject of congressional hearings initiated by the Parents
" Music Resource Center (PMRC). Although these hearings were intended as
a fact-finding endeavor and calls for self-censorship by the music industry,
many fans, musicians, and those involved with metal music interpreted the
proceedings as threats to their rights of free speech. When South Carolina
senator Ernest Hollings began the hearings by describing metal music as
“outrageous filth, suggestive violence, suicide, and everything clse in the
Lord’s world that you would not think of,” the neutrality of the congressio-
nal panel’s intentions seemed questionable.” The testimony given during the
hearings addressed chaotic themes of violence, suicide, and death, as well as
dionysian themes, such as the objectification of women and sexual exploita-
tion, which the PMRC labeled “porn rock.™

After its emergence in the late 1980s, gangsta rap achieved success in
mainstream popular music in the early 1990s and soon encountered legisla-

n different ways. Gangsta rap often expresses power through the content -
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tive efforts to restrict album dissemination based on Ivri :
. : Yric content, R,
came the subject of highly publicized censorship in 1990 when 2 1. pb

these censorship campaigns as a Tennessee judge later ruled i
They Wanna Be and NWA’s (Niggaz With Eﬂbﬁsw& Straight Owﬁ WWMe -
(1988)—one of the seminal gangsta rap albums—were obscene under b
law. Since the 1990s, gangsta rappers like Ice Cube, Ice-T, Tupac mr&nﬁmgn
many others have been targeted by social groups for explicitly &c_m,nm MMM
misogynist lyrics, and numerous music retailers have refused to sell thei
wzucud. Like metal, gangsta rap earned its own set of congressional hear; s
in 1994 to address explicit lyrical content. Kansas senator Bob Dole Mumm
mer secretary of education William Bennett, and political activist C, Ua,HonM-
Tucker were highly critical of what they viewed as moral corruption S:EM
gangsta rap, especially during Dole’s 1996 presidential candidacy.?® A Senate
hearing in 1997, “Music Violence: How Does it Affect Our Children;” fo-
M_MNMMH MMMM_.ME&% on the impact of metal and rap music in relation to acts
. Metal and rap have generated the most controversy and public outcr
In recent popular music history. Certainly the chaotic themes of metal mnw
gangsta rap lyrics have been the focus of censorship more so than the themes
of other popular music genres. Interestingly enough, soon after metal and
rap became the center of the music censorship debate, the two genres began
Mc ?mm. In 1991, Public Enemy and Anthrax remade the Public Enemy song
w..zsm the Noise,” synthesizing the rap vocal articulation (Krims's “flow™)
Ei.p the musical structure of metal. Other examples of such collaborations
during this time include Ice-T’s Body Count (1992), Biohazard and Onyx’s
remake of “Slam” (1993), and songs from the Judgment Night movie sound-
track (1993), which feature original songs (not remakes) performed by rap
groups and metal bands such as House of Pain and Helmet, Living Colour
and Run-D.M.C,, Sonic Youth and Cypress Hill, Slayer and Ice-T, Biohazard
and Onyx, and Faith No More and Boo-Ya Tribe. Although the idea that
Hrm. two genres were the focus of censorship is not the only reason for their
fusion, it certainly seems to have played an important role. In 1993, for ex-
ample, the rap-metal band Rage Against the Machine expressed their own
protest when they opened Lollapalooza 111 in Philadelphia by walking on-
mnmmm naked with duct tape over their mouths and one letter of “PMRC”
written on each of the chests of the four band members. They then stood

ve.C
album Nasty As They Wanna Be was declared “obscene” by a mmmm%&”..m,%“..
tidpg

w,n Broward County, Florida, for sexually explicit lyrics, particularly the g :
Me So Horny” The violent themes of gangsta rap were not far .@m_:w auwm.
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yotionless in front of the audience for their entire set amidst the sound of
itar and bass feedbaclk.

The synthesis of metal and rap during the early 1990s not only illustrates
further connection between the two genres, but largely laid the foundation
r a metal subgenre that has been extremely popular since the late 1990s,
it metal. This subgenre grew out of the synthesis of rap vocal articulation
%ind the musical structure of metal. Apart from the collaborations that char-
cterize the Judgment Night soundtrack, rappers began appearing more fre-
uently on songs by metal bands. For instance, rapper Ice Cube, who was a

ember of NWA on Straight Outta Compton, appeared on the Korn song
Children of the Korn.” from Follow the Leader (1998). The album also fea-
red rappers Fred Durst of Limp Bizkit and Tre Hardson of Pharcyde on
three of the thirteen songs. From 1998 to 2007, this synthesis style of metal
and rap increased in popularity, and nii metal bands like Korn, Limp Bizkit,
and Linkin Park released albums that reached #1 on the U.S. Billboard and
UK Album charts. Today, however, the nii metal classification has broad-
ened to include bands like Godsmack, Staind, and Taproot, which do not
incorporate rap elements in the drums or vocals as strongly.®

Another common thread linking metal and rap is the public reception
of these genres and the feelings of unity among fans. From my personal ex-
perience, it seems reasonable to assert that metal and rap elicit some of the
strongest responses, either positive or negative, among music Consumers.
Ronald Botelho's comment that “hard rock has a very limited and dedicated
clientele” summarizes the position of the genre within popular music, and
the same can be said for gangsta rap.* Very few people have lukewarm reac-
tions to this music and I have yet to meet someone who is ambivalent about
Slayer or NWA. Although metal is strongly fragmented into subgenres and
gangsta rap frequently witnesses feuds among artists {Dr. Dre and Eazy-E;
Tupac Shakur and Biggie Smalls) or even between record companies (Bad
Boy Records and Death Row Records), the negative reaction from those
- who dislike the music in general often strengthens the bonds and feelings of
2. unification among fans. Writing about metal, Bettina Roccor suggests, “In
spite of all their differences, what contributes considerably to the “we feeling’
of the scene is the negative perception among outsiders of the heavy metal
subculture” Even fans who take sides in the classic East Coast versus West
Coast rivalry of gangsta rap appear united in their stance against those who
criticize or dislike the genre. The negative reception of metal and gangsta
rap frequently serves as an important factor in forging connections among
fans, even if these fans oppose one another within the internal conflicts of

141




SOUND TARGETS

?m.m&unz_ﬁsﬁ. As it relates to soldiers’ musical practices, this factor ma .
W&Rn& impact the sense of bonding among soldiers in their mHm-BwaoM..
istening; the metal and rap communities generally tend to be more mﬁwonw_w .

unified in opposition to those who dislike their music than fan bases of otk
er genres. The feelings of community within metal and rap subculture .
subtly operate in soldiers” pre-combat listening rituals. o
Gender, race, and social class also operate in important ways withj i
.EQ& and rap. As metal scholars have shown, the genre is deeply ro ﬁE
in lower/lower-middle class, white, male youth culture. In his ﬁcnw\ Sw m.”@
bo._.ﬁrmm.ﬁmws Ohio metal scene, Harris Berger demonstrates that metal mn
;.:m region is strongly connected to deindustrialization and SEEbm,n_mmm
disenfrachisement.?® These issues, however, can be manifest in different wa .
across metal subgenres. Speaking about gender, Walser proposes amomﬁ
nwmﬁ& as a genre includes a great variety of gender nosmﬁsomosm, ﬁou:.Mu,N
@20@ negotiations with dominant ideologies of gender that are .Eﬁm:u_m
Hm one is persuaded by metal’s critics that the whole enterprise is a mono-
wmﬁn symptom of adolescent maladjustment.”” A consideration of gender
in glam and thrash metal provides a good example of Walser’s point. Glam
mdn.ﬁm._ bands, like Métley Criie and Poison, seem to project aspects of wﬂ.&ﬂ
in contradictory ways. While members of these groups frequently dress in
spandex or fishnet stockings, use copious quantities of hair spray, and even
wear Bm.w.wﬁ@ some of their song lyrics have been criticized for objectifyin
women in sexually explicit ways (the PMRC’s “porn rock”). The mmnimzm
mmwmnwm of their image seem at odds with the sexually aggressive or even
exploitative content of some lyrics. On the other hand, the lyrics of thrash
metal bands, like Metallica or Slayer, rarely engage topics of love, romance
or sexual conquest, and the genre is largely characterized by a “q.ombm mwm
black T-shirt” image, even among the smaller percentage of female perform-
ers and fans. Although the sociocultural fan base of metal primarily consists
of lower/lower-middle class white males, the genre as a whole cannot be
mE.::.umlem by a single gender position or outlook.

Likewise, rap exhibits diversified attitudes about gendet, race, and social
w_mwm. The genre is primarily produced by young African American men, but
is also consumed by a large white audience, mostly men. While “party ,B_u:
and gangsta rap are predominantly created by male artists, these subgenres
express varying attitudes about women and social class. Gangsta rap can be
cuwwo_omdw:nm_q misogynistic and positions itself from a lower-class, ghetto
point of view. Meanwhile, “party rap” typically views women as objects of ro-
mance and sexual desire, and while the subgenre maintains certain “street”

mw\
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oots, artists typically boast of their acquired wealth and do not position

¢heir class status within the poverty and violence of lower-class ghetto life.

The discussions that follow engage the varying ways that gender, race,

and social class operate in the specific contexts of soldiers’ listening and how

these topics are factors in soldiers choices of particular metal and rap songs.
T examine how aspects of metal and rap ideologies operate within the music
of military recruiting, as well as music as an inspiration for combat, as a
psychological tactic, and as a form of soldier expression.

METAL AND MILITARY RECRUITING

The U.S. military’s recent inclusion of metal songs in commercials and videos
represents a significant change in the music of recruiting efforts. While the
use of metal suggests a new way to musically depict the familiar recruiting
strategy of action, adventure, and excitement, this dramatic shift invites an
examination from the perspective of metal ideclogy. One of the first issues
to address is why metal was chosen over other popular music genres to rep-
resent aspects of military service. In the past, military advertising employed
songs by Johnny Cash, such as “Won't Back Down, and techno/electronica-
influenced music, as in the air force’s “No One Comes Close” commercial;
however, the use of metal appears to be more widespread now, perhaps due
to its associations with the concept of power. Scholars identify power as one
of the most important aesthetic expressions of metal music, and the power
connected to the metal sound in recruitment advertisements reflects the
power of the military. Military groups are, by their nature, manifestations of
power. Within most societies, military organizations attempt to display their
power to self-defend and defeat an enemy, their strength to protect civilians
and intimidate opposition through violence. Metal, then, “adds value” (after
Chion) to the videos by signifying the overall strength of the military as an
institution through metal’s projection of power.

Metal music can also be interpreted as an appeal to the power of the
individual. Gross mentions that “individuals who belong to the ‘cult of
heavy metal’ are either seeking some form of power, or believe that they
have found it in the music and trappings of heavy metal™® The connection
of this music to scenes of individual soldiers in advertising videos suggests
that military service enhances the power of the individual. By associating
metal with military images, including guns and combat training, the music
inscribes the ideological component of power to characteristics of military
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service, and thus seeks to attract recruits by appealing to their sense of per-
sonal empowerment.

The relationship between metal music and military recruiting may ex-
tend more deeply than these observations suggest. The power element of
metal can also be understood as a reflection of the power n&m:o:wg.um with-
:m the military itself. The power of command, obedience, and subordina.
tion is perhaps nowhere manifested more intensely than in military institu-
tions. The hierarchical structure of military rank and superiority is largely
based on power relationships of one individual over another. As Atkinson
mentioned, one of the purposes of Basic Combat Training is to “very much
refocus you into doing everything the way the Army wants you to”* Metal
then, could be seen as metaphorically signifying the power structure Frm_...
ent in the hierarchy of military command, and individuals can aspire to such
power by ascending the ranks of the military.

The metal music employed in advertisements fits within the military
recruiting strategy of action, adventure, and excitement. As iHlustrated in
chapter 1, metal now has strong associations with these features in television
film, MTYV, video games, and sports television. Commercials and videos mm.v
picting soldiexs’ training exercises with a metal soundtrack display military
service as an experience of action, adventure, and excitement similar to the
scenes that metal often accompanies in these media. In video games and
.mwcnm television, for example, metal is frequently used for the purposes of
invoking an adrenaline rush. Certainly, elements of power emerge in these
contexts, like the power to defeat a sports rival or a video game enemy, but
the music is also intended to increase the experience of excitement for the

viewer. In the majority of television and film, metal is not only associated
with action, adventure, excitement, and violence, but there is also a subtle
relationship between these types of scenes and aspects of heroism. Action
sequences involving metal in television and film frequently present a sce-
nario in which a protagonist triumphs over an adversary. Sometimes bat-
tered and bruised, but rarely killed, a hero almost always defeats an enemy,
either through capture or death. These culturally conditioned associations
mdm% be operating at certain levels within the metal music of military recruit-
ing. Through the metal reference, soldiers might be comparably interpreted
as indestructible heroes. While I am not claiming that the military is con-
sciously making this type or degree of reference, metal music portrayals of
action and violence typically suggest a good-versus-evil conflict resulting in
the defeat of an evil adversary and the survival of the protagonist. We can-
not rule out that this type of connection, whether consciously made or not,
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could shape a viewer’s interpretation of the sounds and images.

The music of military recruiting also reflects the popularity of metal
subgenres. Metal encompasses vastly differing subgenres, not only in terms
of sociocultural activity, but with respect to musical structure as well. A
distinguishing feature of the metal music I described in the first chapter is
that it mostly falls into the subgenre of nii metal. While the metal music
of military recruiting adopts the less rap-influenced style, it displays many
characteristics of nii metal (heavily distorted, detuned guitars and synco-
pated, riff-based music), as illustrated by the Godsmack songs in the navy’s
“Accelerate Your Lif¢” commercials. The narrow focus on nii metal should
not be surprising considering the subgenre’s popularity. Since the late 1990s,
nii metal has been the most popular of all metal subgenres, largely consumed
by young, white men from lower-middle and middle socioeconomic levels.
This demographic is also the primary target group of military recruiting,

The original texts of nii metal songs, however, are most often absent
from military advertisements. Lyrics are rarely sung in soundtracks to mili-
tary commercials, and in the instance of “The Creed;” the words are derived
from slogans and texts about army service. When the lyrical themes of the
subgenre are omitted from these advertisements, the music becomes the sole
means of inscribing power to the message of action, adventure, and excite-
ment. In television and film depictions of these types of scenes, metal oper-
ates in much the same way. For the most part, lyrics are included in these
soundtracks only if the words relate directly to the scene or characters in
some way. In fact, musical excerpts may be used even when the original song
Tyrics conflict with the message of the scene. Motley Criie’s “Live Wire,” for
instance, accompanies the opening action sequence to the movie Charlie’s
Angels, but a verse of the song expresses a sexually violent attitude toward
women: “I'll either break her face or take down her legs. Get my ways at will,
go for the throat. Never let loose, going in for the kill. Take my fist, break
down walls, I'm on top tonight”” This is strongly paradoxical. While the “an-
gels” are highly sexualized and based on cinematic female stereotypes, they
function as the action heroines of the movie who fight and ultimately defeat
numerous male aggressors. It is puzzling why a song with lyrics about vio-
lence against women would be used in a film where women are the main ac-
tion heroines. Although these lyrics are not heard in the song excerpt from
the film, the example underscores the idea that the music, not text, is the
most important communicator of meaning for metal music’s depictions of

action, adventure, and excitement,
One question I am often asked regarding music in military recruiting is
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why the military selected metal for recruiting efforts and not rap. This is not
an easy question to answer. As outlined above, certain aspects of meta} and
rap ideologies overlap, and in the present popular music market, rap is no
longer consumed primarily by an African American audience. Young white
males purchase a significant amount of rap, particularly gangsta rap, a.,&mnr
suggests that the genre also appeals to the military’s primary recruiting pool
Oon.mamnum that metal has a limited following among African >Bmanmm
music audiences, rap might have a wider musical appeal than metal within
the total framework of military recruiting. All this presents a compellin

case for at least the inclusion of rap in soundtracks to military ?.owmmmmamm

Yet because rap does not appear in these advertisements, I would like mv
explore some reasons for its exclusion. First, the concept of power functions
differently in rap ideology than it does in metal. Power is the single unifyin
aesthetic element of all metal subgenres. While rap expresses power, it ao%
so mainly through its lyrical themes and vocal delivery. Since military com-
mercials typically use the music, not the texts or song lyrics, any element of
power is conveyed more immediately through the sound of metal as opposed
to the music of rap, which is more text-dependent. Second, metal has been
employed in mainstream media depictions of action, adventure, excitement
and violence over the last twenty-five years. This distinguishes metal m_so:m.
popular music genres as having these associations, but also overlaps with
one of the two primary recruiting strategies of military recruiting, namely,
that military service is a source of action, adventure, and excitement. Wmm
does not convey these references as clearly as metal.

Finally, I suspect that the absence of rap from military recruiting sound-
tracks also involves racial perceptions of the military in U.S. culture. The
use of rap in military recruiting would most likely be seen as a direct ap-
Hum.mm to young African American males. Throughout its recent history, the
military has been sharply criticized by civil rights leaders and groups for
unfairly targeting African Americans and placing them in military jobs with
greater risks. These criticisms were well grounded at the beginning of the
Vietnam War. In 1965 and 1966, African Americans constituted 11 percent
ofthe US. population, but they represented 20 percent of war casualties. The
rates fell to 11.5 percent by 1969 and, overall, approximately 12.5 percent
of all Vietnam War casualties were African Americans, More support for
mﬁ.unr criticisms came in the late 1970s when African American soldiers were
disproportionately represented in the military. In 1979, African Americans
constituted 36.7 percent of the military, more than triple their percentage
of the national population.® Today, African Americans remain the highest
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represented minority ethnic group in the US. military, approximately 16.3
percent {(compared to 11.3 percent of the population); 9.5 percent of casual-
ties in Iraq as of March 2008 have been African American. The use of rap in
military commercials and videos would likely generate significant criticism
because it would be interpreted as an effort to target a minority group that
has been historically overrepresented in the military.

INSPIRATION AS TRANSFORMATION

Most of the American soldiers I interviewed for this project commented
that they listened to metal and rap music before going out on patrols or
missions to prepare for the possibility of combat. As presented in chapter
2, soldiers frequently listen to metal or rap songs, either individually or in
a group, as an inspiration for combat: Colby Buzzell said that he listened
to Slayer, which “got me in the mood for it, it just gets you pumped up’;
Jennifer Atkinson explained that her husband’s unit would call this “getting
crunked” and listened to Lil' John's “I Don't Give a Fuck” as a group be-
fore missions; C. J. Grisham and his tank mates listened to Metallica and
Mudvayne, and during their assignment to Failujah played “Go To Sleep” by
DMX, featuring Eminem and Obie Trice, as a pre-mission anthem. What is
it that links metal and rap music to the process of “getting crunked” before
missions? How do these musical genres operate within the psychological
context of combat preparation?

'The discussion of musical meaning in chapter 1 provides a suitable frame-
work for engaging these questions and understanding soldiers’ reception of
metal and rap. Musical meaning is constructed in highly varying ways for
different listeners, and factors like age, gender, sexuality, and socioeconomic
and cultural background play important roles in how listeners may interpret
meaning within music. Steven Feld’s work emphasizes that musical com-
munication is a process of listener experience, whereby music exists through
social construction and creates meaning through social interpretation.” As
it relates to soldiers, their combat environment seems to Jargely influence
how they interpret meaning in metal and rap. The songs chosen as an inspi-
ration for combat appear to lend themselves, through timbre, performance,
text, or some musical feature, to an understanding of meaning that relates
to the experience of combat or violence. Tia DeNora mentions that “musical
affect is contingent upon the circumstances of music’s appropriation; it is, as
I wish to argue, the product of ‘human-music interaction, by which I mean
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Hrm.ﬂ musical affect is constituted reflexively, in and thr.
E.‘:nimm:m or connecting music with other things”* _M _Mmr i
.&ma connect the music to aspects of their m:ﬂozumr.s m. o
involves combat. The social interpretation of metal mmmm.ﬁa., 5
such that aspects of these genres “articulate” or Hmmbmonnnmw i
and mwvmam:nmm of combat and violence. As I show. e e
meaning i in di :
e ::m:“ m_M.mE or rap songs in different ways than the artists themselyes
- W.__MWM MW MWMM%M& Mo:mw mm_mnﬁmn.p by soldiers as an wbm_u#mnouwownq,
oner : of chaos. A favorite song among soldiers is ?@EE _
» about a fictional World War I soldier, Joe Bonham, who is gy

in ; inj
ﬁm M: manw and loses his arms, legs, and the ability to see, hear mEMp_\En&
Ste, o ? > )
ne” was popular not only among American soldiers, byt e mmu.a
] .m<

MMM_MMHMM_MMQP MQWODW some Israeli soldiers as well. Soldiers appear to re.
ot these MMEM .ﬁ emes of death, war, and violence as reflections of their
. HM mﬂmmnmm. They w_wo ﬁ:m 8.358%8.” lyrical meanings or
D et pon Woumm to suit their %.memn circumstances of combat ip,.
Unosur._.m o e _ww Mmmﬁm:mwﬂwmm“mﬂ _.Mm%mu “Let the bodies hit the fioor” 1o
ning P pted different meanings for soldi
HM WMMW%“HMHM MM hwnwwm:w_&m _umwn_ claims that the Hm.mmnm: H.mwmm Mw“
the ground from acts of ionnnm.m %mwwv M__MMH_MMMR?_MH vo&mw I
meaning. Another example is “Angel of Death” m.oh mmw _mmm Hmpwﬁmm.?m” -
(1986). This album is credited as one of if not the moEmuM_vMWm e e
. um of
MMMW MMWWMﬂMm. The .&ﬂnm below were written by guitarist Jeff IM_”_MMMH”
gt Mwmwﬁﬁmnﬂ& mﬁo&.ﬁm committed by Josef Mengele, a Nazi
o Hmoounmﬁcmm_u. op. _M at Em. Auschwitz concentration camp. Soldiers appear
orecont ize the song’s ﬁrm_ﬁﬁ of violence and death within phrases of
e lyrics to apply to combat preparation.

“ANGEL OF DEATH”

Auschwitz, the meaning of pain

The way that I want you to die

Slow death, immense decay
Showers that cleanse you of your life
Forced in, like cattle you run
Stripped of your life's worth

Human mice, for the angel of death
Four hundred thousand more to die.

soldiers may Eno A
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gel of death
onarch to the kingdom of the dead.

Jistic, surgeon of demise

dist of the noblest blood
Pastroying, without mercy

» benefit the Aryan race

surgery, with no anesthesia

oIt the knife pierce you intensely
HEqnnOh no use to mankind

trapped down screaming out to die.

‘Angel of death
& Monarch to the kingdom of the dead

nfamous butcher
. Angel of death.

Pumped with fluid, inside your brain

Pressure in your skull begins pushing through your eyes
Burning flesh, drips away

Test of heat burns your skin, your mind starts to boil
Frigid cold, cracks your lirabs

How long can you last in this frozen water burial?

Sewn together, joining heads

Jast  matter of time il you rip yourselves apart
Millions laid out their crowded tombs

Sickening ways to achieve the holocaust.

Seas of blood, bury life
Smell your death as it burns deep inside of you

Abacinate, eyes that bleed

Praying for the end of your wide awake nightmare
Wings of pain, reach out for you

His face of death staring down, your blood rupning cold
Injecting cells, dying eyes

Feeding on the screams of mutants he's creating
Pathetic harmless victims, left to die

Rancid angel of death, flying free.

Perhaps more important than chaotic textual themes, the notions of
power inscribed in the metal sound provide a highly influential tool for sol-
diers as they prepare for combat. Any discussion of “sound” and “timbre”
is a difficult endeavor because, as Krims points out, Western musicology
has struggled to develop a method for analyzing the cultural resonances of
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share this concern and understanding of the theoretical limjty-
‘ent within discussions of timbre. My approach to timbre, then, i
analyses by David Brackett, Susan Fast, Allan Moore, and others,
e discussed timbre as a fundamental component of popular mugic
works.* Like these scholars, I find timbre too important not to be
adaic.sed, even if the methodological grounds are still a bit uncertain,

Just as metal timbres served as the principal musical communicators of
meaning in military advertisements, the sound of metal seems particularly
conducive to combat inspiration, resulting from the timbres, performance
style, and musical structure of specific songs. Mark Miner claims that he did
not listen to metal before deploying to Iraqg, but the music somehow fit his
experience of war, and Buzzell mentions that he hears a direct, almost “sur-
real” connection between combat and Slayer’s music.”” The first issue I con-
sider is the possible parallelism between aspects of metal music and soldiers’
experiences of combat. Many metal songs that operate effectively for soldier
motivation demonstrate rapid double-pedal bass drum parts and tremolo-
style guitar picking.® “Angel of Death” provides a good example. While
Slayer never made a music video for this song, video example 28 shows the
band performing it live at a 1996 Ozzfest concert. Many of the guitar riffs
are played at circa 210 beats per minuate and involve extremely fast, tremolo
guitar picking. Quite often, the double-pedal bass drum mimics the guitar
tremolo, creating a sonic barrage of unyielding rhythm. Example 6.1 pres-
ents a transcription of the introductory and main riff of “Angel of Death”;
the guitar rhythm is doubled at some points in the song by the double-pedal
bass drum. The correlation between this music and combat, which is felt by
many soldiers, derives from how the music re-creates the sense of gunfire
and shooting an automatic weapon. The relentless, unsyncopated rhythm of
“Angel of Death” sounds considerably like the consistent discharge of bullets
fired from an automatic gun. The rhythm of the music mimics the rhythm
of gunfire and the sonic experience of combat; the rapid guitar tremolos
emulate the firing patterns of automatic weapons. Harrell, in fact, draws
the analogy explicitly, noting that “the double bass drums create a ‘machine
gun’ rhythm that corresponds to the overall tone of the music.”® The ele-
ment of inspiration may be created through the sense of power a soldier
feels when firing an automatic weapon. The violent expression of power as-
sociated with firing a gun becomes sonically replicated in the rhythms of the
music. Because these rhythms are articulated in ways that resemble gunfire,
soldiers may feel empowered by the music that, for them, evokes the sounds
of combat.

Metal and Rap ldeologies in the Irag War

Intro Riff

J=ca.210
H (tremolo)
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ExaMPLE 6.1. “Angel of Death,” introductory and main guitar riff
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Another important factor for conveying power in metal is guitar timb
Most of the metal songs employed as an inspiration for combat s BEH.
Hmwm_m of guitar distortion. Greater degrees of distortion within the M 8
guitar sound tend to operate as timbral signifiers of harshness ag wmu mﬂ&
and sonic dissonance.®® The general characterizations of EQ&, as ms iy
wmmm.zz,m arise, in part, from the nature of the distorted guitar timbre MN mn

gumwwﬂn for instance, claims that the acoustic properties of guitar .&mﬁm :
tion “produce an ‘aggressive’ quality through the introduction of man Ho 7
Hm.mmcmwﬁ% harmonics™* The heavy guitar distortion nrmnmn.ﬁmnmmn.oﬁwmww_
songs “pumps up” soldiers by timbrally conveying feelings of intensity and
mmmammmwo:. ‘The distortion psychologically empowers soldiers by communi
nmcbm.ms energized aggressor’s mindset. In this context, power is Embwmmmﬁm
wwmwmmrbmm of violent superiority over an adversary through the guitar tim-
. Guitar distortion and performance style are not the only factors involved
in metal inspiring soldiers for combat. Aspects of musical structure play sig-
nificant roles as well. For instance, the basic unit of pitch in metal, the %MVSM_.
chord (root and fifth), helps create an aggressive quality by reinforcirig the
Msnmm_ﬁmbﬂm_ tones of metal riffs. Power chords musically add strength or
._uoiﬁu to the sound, which is particularly effective with a distorted guitar
timbre. Also, the primarily Phrygian/Locrian-based modality of many met-
al songs may evoke feelings of anger and assertion; recall that Plato believed
the Phrygian mode could incite aggressive behavior. The idea that a mode
can evoke different emotions may be difficult to verify empirically, but man
MMEMm Ncnr Ewmasmm are culturally produced and the note structure of Emﬁmum
ends to emphasize di i i i i
b sten o %ﬂ#o Mm.mmmoumﬂ relationships among pitches, particularly the

.Eme\, the vocal articulation in the metal songs soldiers listen to as
an inspiration for combat typically ranges from pitched velling to gutteral
m.wos%.a The yelling articulation profoundly emphasizes the sonic expres-
sion of anger, aggression, and power. Ultimately, T believe that all these fac-
tors make metal especially conducive for combat inspiration. The timbres
performance, and musical structure of metal communicate feelings of _uoémm
and aggression, which operate in highly impacting ways for soldiers as they
prepare for combat.

. The influence of gangsta rap seems to derive more frequently from the
lyrical themes rather than from timbre. While the “hardness” of gangsta rap
sounds and the aggressive vocal delivery style may operate to some degree
soldiers appear to relate more strongly to the texts as an inspiration for noB..
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hat. The songs chosen by soldiers tend to be the most violent within the
yrical themes of the subgenre. Grisham, for instance, said that the lyrics
of “Go To Sleep” would pump them up for “the forthcoming hell of being
ambushed” while stationed in Fallujah.* The first verse and refrain of “Go
To Sleep”” which he and other soldiers sang and shouted before missions,

follow:

“Go To SLEEP” CRADLE 2 THE GRAVE SOUNDTRACK (z003), DMX,
FEATURING EMINEM AND OBIE TRICE, FIRST VERSE AND REFRAIN

Eminem:
1 ain’t gonna eat, I ain't gonna sleep
Air’t gonna breathe, 'til I see what I wanna see
And what [ wanna see, is you go to sleep, in the dirt
Permanently, you just being hurt, this ain’t gonna work
For me, it just wouldn't be, sufficient enough.
‘Cause we, are just gonna be, enemies
As long as we breathe, I don't ever see, either of us
Coming to terms, where we can agree
There ain't gonna be, no reasoning, speakin’ with me
You speak on my seed, then me, no speak-a Ingles (English)
So we gonna beef, and keep on beefin, unless
You're gonna agree, to meet with me in the flesh
And settle this face to face, and you're gonna see
A demon unleashed in me, that you've never seen
And you're gonna see, this gangster beat on himself
I see you D-12 [a rapper], and thanks, but me need no help
Me do this one all by my lonely, I don’t need fifteen of my homies
When I see you, I'm seeing you, me and you only
We never met, but best believe you gonna know me
When I'm this close, to see you exposed as phony
Come on, bitch, show me, pick me up, throw me
Lift me up, hold me, just like you told me
You was gonna do, that’s what I thought, you're pitiful
I'm rid of you, all of you, Yah, you'll get it too.

Refrain:

So go to sleep bitch

Die, motherfucker die

Uh, time’s up bitch, close your eyes

Go to sleep, bitch (what?)

Why are you still alive?

How many times I gotta say, close your eyes?
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Go to sleep bitch (what?)

Die, motherfucker die, bye, bye motherfucker, bye, bye
Go to sleep, bitch (what?) ,
Why are you still alive?

Why? Die motherfucker, ha ha ha..

By listening to gangsta rap, soldiers appear to identify with i -
MM M_Mmumwmm:a m“m mcwmﬁmu of the fittest. The o@ﬁo“ﬂm mo%wma HMM.MM .wum_ﬂﬂmw
e >bmo ﬁrmamn oﬁrmw. mb.m, WmnouBm the targets of aggression and ..Mwmwnm
rsmmmsa m:an %xﬂnww_m is E_. John's “I Don't Give a Fuck,” which Atkingg :m
pasband anc is fellow mo_&wa shouted together as an inspiration for ¢ omMm
mcw.i,\ ;e verse and wm.m,m_: of the song further demonstrate the urh |

al-of-the-fittest attitude expressed through references to vi o
guns, and a detached worldview to which the soldiers related Violence

o
I Don’t >
| G1vE 4 Fuck,” KiNs oF CRUNK {2002}, LIL’ JOHN & THE Fas
OYZ, FINAL VERSE AND REFRAIN T

Rapper Krayzie Bone:

¥all niggas ain't ready for this
Motherfuckers aint steady for this
"Cause y'all still ain’t learn

Nigga got a 44 [hand
that burn gun] cocked and a flow so hot, make a motherfucker feel

Niggas ain't workin’ with an urn
MMMM”Q Mm.v off Mu.w &.nF don't wvmnw talk, my nigga finna' [finally] get up in em
mmnﬁbwg:“ﬂ H oEFH if you don’t wanna get fucked up, then shut up the talkis’
) ck ‘em off, the nigga talkin, sparkir’
Better watch and dodge, and never mind me, call it
Where the thugs at, up in this bitch?
mﬁ.ﬁw a nigga up, y'all represent
@E._.:m some gin, gimme some hen [Hennessy]
No, just gimme both and I'll mix it all in
Who wanna take a Iil’ sip of this sin?
Let me get you twisted, man
Niggas on fire
Don't stop droppir’ them, that’s a lie
We just won't die
We come back flyer than ever, higher than ever this time
We feelin’ this thyme
So any nigga wanna get involved, what?
You think you can fuck with my dogs [friends]?

Metal and Rap Ideologies in the lraq War

- Nigga you thinkin you rubbin’ us while we're thuggin’ this?

Did you think you can fuck with us? Bone, bone, bone, bone, bone

You ready to do this? The hell with the song

We ain't got to tell you it's on

You know its poppin; the glock [handgun] to put a stop to the whole shit
all still car’t fuck with us and never will because

We too fuckir’ bold, too fuckin’ cold,

With too many soul-jahs [soldiers) ready to roll with the god damn bones.

Refrain: :

You ride up to the club nigga, I don't give a fuck

Shakir’ your ass in the club bitch, I don't give a fuck

Drinkin’ Cris [Cristal champagne] in the V.L(P), I don't give a fuck
Talkir’ shit about me bitch, { don't give a fuck

You got a pocket full of money nigga, 1 don't give a fuck

You drinkin’ off with them ho's bitch, I don't give a fuck

In the club with your pussy clique, I don't give a fuck

Security on my dick bitch, I dont give a fuck.

'The idea of power in gangsta rap lyrics is manifested through the ability to
comimit violent acts against an enemy, and soldiers appear to use these no-
tions of empowerment in combat preparation.

Expressions of violence in gangsta rap are typically cast within urban en-

" vironments, where handguns and small arms are the instruments of fighting

an enemy. Rivals engage one another among local populations, in civilian

residences, businesses, or other urban locations, like the “clu ” in “1 Dom't

Give a Fuck” A prevalent method of attack is the drive-by shooting, in which

one group attempts to catch another off guard by surprising them with gun-

fire from a moving or momentarily stopped vehicle, and then driving from
the scene.s To a certain degree, these features of gangsta rap lyrics exhibit a
correlation to the context of some soldiers’ combat experiences. On 1 May
2003, President George W, Bush announced the end of major combat op-
erations in Iraq, approximately six weeks after the war began on 19 March.
During this time, the war was fought according to relatively traditional mod-
els of warfare in which (mostly) uniformed armies fought on a large scale
for the control of the country. After the defeat of the Iragi military, smaller
movements began fighting on local and neighborhood levels, principally in
Baghdad and other major cities. The resistance groups embedded and dis-
guised themselves within civilian communities, using guerilla tactics such
as TEDs, car bombs, and small arms ambushes to battle American forces. In
many cases, soldiers operated against these movements by using small-scale
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ty; like rifles, machine guns, and vehicle-born firearms,
has characterized much of the fighting in Iraq for many
these ways, gangsta rap may be particularly well suited ag an inspiry
ir combat because its lyrical themes parallel some of the contexts j A
which soldiers engage in war. To be sure, there are ﬂmam.nms..ﬂ aﬁmwmboE
between the conflicts depicted in gangsta rap and soldiers’ fighting in Hﬂmmm
like the references to money, alcohol, “the club;” drugs, sex, and many oEm@
(what we might consider to be gangsta rap’s dionysian themes), and | EM
not claiming that American street violence and the war in Iraq are close]
related. However, certain features of the violence articulated within the _ﬁm
cal chaotic themes of gangsta rap overlap with how soldiers conduct combat
operations—ambush-style attacks are fought among urban, civilian popu-
lations with small-scale firearms. Gangsta rap can operate effectively as 4
musical inspiration for combat because soldiers can directly relate to certajp
aspects of its texts.*

While soldiers frequently reinterpret textual meanings in metal songs to
suit their specific circumstances, soldiers’ interpretations of gangsta rap lyr-
ics appear to be more literal. Some rap scholars, like Robin D. G. Kelley, have
proposed that much of the violence glorified in gangsta rap should be un-
derstood as a deeper commentary on the reality of poor, urban existence
She believes that those who disapprove of the genre as irresponsibly glamor-
izing gang life tend to overlook its cultural criticism, in which violence ex-
presses a rebellion against larger social and racial oppression.* Despite this
understanding of gangsta rap violence, most soldiers are not concerned with
the possible social or racial commentary underlying the music they use for
combat inspiration; rather, they relate directly to the lyrics. Their involve-
ment with gangsta rap lyrics tends to unfold primarily on the immediate,
surface level of listener identity, and many times, in the context of combat
inspiration, they prefer the more explicitly violent and nihilistic songs over
those with Iyrics of social and racial criticism or texts expressing sexual ex-
ploitations of women or misogyny.

But there is a paradox here in that, as Cheryl L. Keyes and many others
observe, not all gangsta rap is based on the reality of day-to-day, street life
experiences. As gangsta rap has become more popular, many rappers have
attempted to assert superiority over other rap artists by writing lyrics that
are more explicitly violent. While issues of authenticity and street credibility
are important within the genre, some rappers have admitted that their lyr-
ics are not based on real occurrences, but on imagined violence meant to
shock an audience. Eminem'’s song “Stan,” for instance, addresses a fan who

Years,

...._M.wmm gﬁ Om,,
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wterprets his violent, misogynist lyrics as truth. He raps, “I say that shit,
clownin’ dogg, Come on, how fucked up is you? You got some issues,
.L think you need some counseling, to help your ass from bouncing off
alls when you get down some. . . . I really think you and your girlfriend
each other or maybe you just need to treat her better”

t appears, however, that some of the exaggerated violence in gangsta
correlates with soldiers’ experiences. In the director’s commentary to
ndtrack to War, George Gittoes comments, “This is a generation that has
n brought up on rap, gangsta rap—the idea of being a tough guy in the
reet. Here they were, actually fighting professional soldiers to this gangsta
# music by rappers whod never seen anything like the action theyd been
ough.”® In this situation, the process of listener identity may work in re-
se. Gangsta rap typically portrays violence as an aspect of urban reality,
nd the ability to relate to this street life is an important component of lis-
ner identity. Nonetheless, the more extreme violence of gangsta rap lyrics
ometimes the product of exaggerated fantasy. The thematic content is an
iembellishment of violence, but the soldiers are able to relate to the lyrical
emes as a direct reflection of their own experiences. The process of identi-
ing with the reality of gangsta rap becomes juxtaposed in that the listener
able to relate to the lyrics as an accurate reflection of their personal experi-
nce, but the original lyrical content is based on exaggeration.

Gender, race, and social class also emerge as relevant to metal and rap.
Interestingly, however, the majority of soldiers seemed somewhat puzzled
when I asked them whether these issues ever factored into their listening
experiences; William Thompson was typical in this regard when he replied,
‘m having a hard time thinking of how these things played in. I didn’t think

my interviews only sporadically. This posed a challenge from a research
perspective because even though soldiers did not highlight these issues
as strongly involved in their listening experiences, many studies of metal
and rap have in fact found gender, race, and class to be fundamental to the
- genres. Here again, the limitation of not being able to pursue onsite research
was problematic. Many metal and rap scholars find onsite research invalu-
able when examining gender, race, and class. Their conclusions have even
suggested relationships that in some ways contradict the perspectives of fans
and practitioners. Such was the case in Berger’s analysis of deindustrializa-
tion and working-class disenfranchisement in the metal scene of northeast-
ern Ohio.” His primary research participant, Dann Saladin, at first resisted
Berger’s notion that this subculture is connected to larger social contexts in

about it until you asked”® In all, issues of gender, race, and class arose in -
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Metal and mmu_nmouommm:: :.:.._qwn )
which working-class . elis weig
nities, mm_m&:mwymn&womﬂw mﬂwﬁﬁa been %H.zma genuine economjc Opport;j: crewman, I'm just not physically strong enough- Thos¢ ”M know be
component of social . m eater emphasis on personal responsibil; nE vw. ble to shové them, ¥ be. I cant
. cial mobility. Clearly, Berger 1 ity as 3 pounds, I think, and you have to be able in a tub&
form his conclusions about ¢l . m. would not have been abje sy to pick them up, lift them to your chest and put ther? va&u Womer
and not been able to actj class had he relied solely on Sala dis re mﬂ.. ﬁmﬁa o %H“m: . @% mmu,m bt T cant dot y as I TE”
unable 1o ptioe mngwn. ively observe the metal scene, I my case uwmaa : me. R HM e SMHHH_ rM Mwwmmpémﬁ. as men; wmn_n&mﬂmmn&& by
X 1ssues concerning gend » L Wag A g areé el
soldiers themselves di : g gender, race, and class thg, i icipation i difference Jties in
. al »5 to their partici d these dl asud
told and by what ovwmmmcmvo_i oE.u my research was limited by Srmﬁw the &5 Mo : M.& MH,MM mewo%\_ “nwowwwmmr MM - oent of Americal nmns in Irag
did not find these o mn: MM. M_Nnmzmmnma. Considering that many moEHH ww,N.m Eo_dos. Overall, one in mmwﬁ.u %m soldiers (14.3 wmm ““oann in the
Lasked, it became g 1rs n&ww Mm_mﬂqwuﬂ SHQHQ:. musical practices wheg @EoEmn and a.:m ooﬂnmmﬂmm with the mmmﬁ.& mm_.omammﬂ owan Hmnmﬁmm is
o explore, This d i , ’ . £ mus
gender, race, and cla : . 0es not imp] . 54 s this study ©
thatTam examining mwmwwww Nw_uﬁ.:«\mm in the contexts of soldiers’ HMHMM”: M“Momwmwmﬂmﬂwmm For these ressons ta rap mostly
3 3 3 . - S . :
ent to many soldiers. Onsite mwm_mﬂwwmm%%mﬁﬂmmwmﬁ immediately mEumM mmn terms of race, soldiers’ interaction with metal and mﬂm music S:JE
my abili : ave dramatically j . . . . const : ular
y Mwwwﬁﬂ M:M_wmm Ermma important topics, ¥ improveqd nmmmm the ways HM which Aymﬂmnﬂ ethnic mwowwmmﬁumnr metal _MMHMWR» n
anding these limitati e American civilian population. As one mig ican
cant points, As Bm:mg& LMMmH% Mw or ww mmmn_nr teads to several signif. among white soldiers M:% attracts limited interest £ >.ﬂmw8mcnmm Mw
: . o are largely consumed b _ . : ) 1 primall id-
ences, including soldiers P .. Y Hmed by male audj- ir- Hispanic iers.’s i is still prt ally lop$
and scholars 1 Mm imHme _W MB@. This music is predominantly made by men ;Mmhm% >Bawwwmmﬁmmrméwwwvnm WMmMMmMm%cmm not seem a8 ﬂ.nmm wM well as
maie expressions of woémw 52 MM._M, munw others H.mmbm@ these genres as Ecmmﬁ. . it is now a Emmbmﬁmma Bﬂummnm_ enre no:mﬁamm by ¥ _w white a1
acterized as musical mm:Hm.m ﬁ&“” m.__% m_ummwﬁw metaland rap can be char- >mnnmﬂ American audiences. W :Emwbﬁm,_.,mnms cultur® %ﬂﬁm_ this music
; iy produced and ) + jnteres
musical styles that frequ. q consumed by men a i i their I sta rap
en ) X s diences have received a degree of backlash for ang
survival. With regard mo noﬂﬂmww“_uz Bﬂn&Em expressions of strength and Particularly among mcvﬂﬁvmwmvaﬁom%M_cﬂrm those Jistening hmww ¢ with the
—— eparation, soldiers’ i : ’ ass tto
contain lyrical themes of : ’ s song choices typicall . . tend t0 ¢ ghe
male- ) y are sometimes characterized as poseurs who pr¢ abott
Rarely if ever did topics of meMNWE,ﬂ male power struggles and aggression, urban violence of gangsta rap vow adopt a <o.<wﬁwmn mmﬁm&mua HBBQ:%
rap’s sexual exploitation or miso e mmbmmﬁ?m; “porn rock” or gangsta - life, when in fact they have never experienced fife “in th w.wooaw angeh and
listening, gyny) appear in these contexts of soldiers’ =" while gangsta rap songs sometimes espress attitudes Of %mﬂ_ purch?*” e
. Lo . g st . -
. In addition to the fact that metal and . % violence toward white society in general, white audienc® howeven listen
within popular culture, a major factor fi rep are male-dominated genres music in considerable quantities. For white soldiers i Irag ttract this fYP®
this music as an inspiration mo > ow _..r.m gender specificity in using ing to this music within a combat zone does not apped” o Wmaocsmm“ the
military. T learned from Eﬁbmm nﬂ”rﬁ_umﬁ lies in the gender policies of the of disapproval. Even if they come from suburban 0f rura! gm%m such ettt
to serve in direct ground noEv&: rwﬁréogmu are not officially permitted reality of their violent surroundings in the war seems 10 trans sta 1ap- Joshua
Occupational Specialties in no_.:m " excludes them from most Military :  icisms (often based on race) that accompany listening mm.swm was the ouly
patrols or missions that regulari * untts. As a result, women rarely go on = Revak, for instance, took part in freestyle rap session® where™  iedsuch?
degrees as infantry or mnE%ﬂ& wﬁ% ‘encounter ground combat to the same white “BEUE.. The an.E_ tensions that would likely have mnmoﬂwm,»m&soumzﬁ
pre-combat ritualy, T mxn__._ﬂoszm,r so they .mo not usually participate in situation in U.S. society were not present in this o:.nﬁaﬂmbm_nm .w»mr and 10V
Crimination, but on the H.mmmoasw,ﬁw M M muw o not based on gender dis- military units are more integrated than they have bee? » M &mﬁgﬁ ethnic
which include the o . at tasks involved in ground combat . . - . mbers O cliques
. s s me hing
for most wormen. e o heavy atillery, are t0o physicaly demaiding el moiowent s was o e 0 S0 e e
jobs. Sometimes they are H.:Mnmoﬁumw Somumou aren’t allowed to have those in the H.E:SQ and Grisham mm white soldier) said: “If mo_m_m% . x&ﬁ%m.ﬂ
0 physically demanding, Like I car’ ’ ever
. can't be a in : ; . 1 Jc but 12
g to rap music, the main group would be blac
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.Ob Ew other hand, musical preference in some settings has b .
intensify divisions among racial groups. For instance, in ot
Forces Vietnam Network forum discussion, a <.§=m~,b v M_ monﬁm. e
HmnoE:am how music was a source of racial tension durin m%nm? orees
Toward &m end of my tour music became a noimumosmmmmmﬁ% wwwoﬁunn
MH,MMW M‘wmw no..EFm in from the field had serious race vBEmBNMWm Wmm
ountry and western] music. One battalion I know of cam ot
a mw» day stand down and ended up being sent back out the s e dm g
man_Mmm.vwnwsmm they tore the EM club apart over this very mmmswﬁw ‘
ocial class seems to i i __
soldiers did not find the WWM.«,MMNOMMMMMMHW M.sowm Hm<.m_m he .ﬁrm i Most
soldiers dic mot . sion i their military experic
s to arise from gender, race, or socioeconomic background, but
The class hierarchy of the military is based on the division ,Umm vy
nm_a.mun_ enlisted soldiers. Thompson mentioned that some m&wzm m% o
soldiers view officers as privileged leaders who are not exposed to Mm o
frequently because they are more valued within the military Emamnorwﬂmwwﬁ
MMHW a mmmnmm of animosity among enlisted soldiers analogous to m. SQM
: ivision. On a deeper level, though, the structure of the officer and
:ﬂmm ranks is largely a product of soldiers’ socioeconomic backgrounds MM-
HMHH.MMMH Mwﬁ m_\.mnmnm must have college degrees largely favors those moam
more a tbac mnocs.nm who tend to have greater educational opportuni-
Ho. mo E&QEJW of enlisted rank soldiers come from working-class back-
mmn HMM :Mm”ﬂmw SWWM z.._m.%.:wmw earn B.ou.m%.mow college education by serving
s college de H.Mum VM r initial position is _.E:.nm& to the enlisted rank without
e o Mm?.. .oﬂmoﬁh n.vmmnmn H.mbw.Emm tend to correlate to the number
e O ey EM, ence Fmvm?amﬁwwmbm officers are usually older. Garry
pgenrs Lo esbury comic, shown in figure 1.2, satirizes how the divisions
nd age seem to correlate to soldiers’ listening preferences. Because
BM% enlisted-rank soldiers come from working-class backgrounds, metal
”_ . “mmwp MWMHMMMH EMR frequently among ﬁ.?wmm younger soldiers, Grisham,
oy s i s, O mmwﬁ& that m.ﬂw: at his rank of noncommissioned of-
- __. . s more of an age thing than a race thing. When people hear
m HmMEEm ﬁ.v Static-X [a metal band] or DMX, they're surprised. My sol-
UHM mw nwﬂmfﬁmm was funny that .&.m Enwﬁ Sergeant was cranking rap music in
o mo:_mﬂw. .am mmEuomn.m to be listening to Perry Como or Barry Manilow
o somet _Mum_”. M._Ho choices of metal and rap music, which largely fall out
accorc H,\mwm& mﬂﬂ M.nmb also .vm ﬁsmﬁ.ﬁoom as reflections of sociceconomic
b l and rap are méoﬂmm predominantly by enlisted-rank soldiers,
it the majority of these soldiers come from working-class backgrounds
without the education required for promotion to officer. °

Metal and Rap ldeologies in the Iraq War

hile musical genres whose primary elements involve empowerment
the thematic content of death, war, and violence seem appropriate for
ers preparing for combat, the roles of metal and gangsta rap may be
“ complex than what is first apparent. The majority of soldiers say that
ing to metal or rap pumps them up for missions, but some also claim
the music exercises a psychological power that transforms them beyond
normal selves. Obtaining data on such intimate, personal experiences
sents many challenges. In general, members of the military have not been
wn to speak openly about their emotions. Soldier life tends to emphasize
hness, typically framed withina masculine sensibility where expressions
smotions or feelings signify fernininity or weakness.* When soldiers told
ae about the music they would listen to during combat preparation, [ of-
followed up with the question, “Did you feel that music affected you
any way?” Many times, soldiers would initially respond in the negative,
ut would then proceed to outline how they related to the music. In many
.ases, their first response may have resulted from the question’s reference to
eelings or emotions. It certainly appears that the metal and rap used as an
inspiration for combat had a significant impact on the psychological state of
some soldiers.

Soldiers’ descriptions of pre-combat listening experiences suggested that
music can, to varying degrees, artificially alter their state of mind so that they
are able to handle the reality of their involvement in the war. Saunders, for
instance, believes that “war is people having to step outside of themselves.
It is you having to become what 1 consider to be a monster” “American
' Soldier” wrote that music “would provide motivation to get in the ‘zone
before a very dangerous mission. It was part of my experience and I can still
recall certain songs that would get me where I needed to be® Other soldiers
said that metal and rap music had similar effects on their experiences as an
inspiration for combat. David Schultz noted that Drowning Pool’s “Bodies™
“did put you in a little different state of mind. . . . I think definitely that that
hard rock type music is more indicative of the feelings that are being stirred
up before you know you are fixing to go outside the wire and probably be
targeted—you know, someone trying to kill you”® Speaking about metal
and gangsta rap music before missions, Revak said, “I am a firm believer that
music speaks to the soul, any music. . .. I dor’t think it’s to the point where
if you listen to Eminem that you are going to go kill your girlfriend, or your
wife, or whatever. But I think that it definitely speaks to the soul. Music—it

does, it affects the kind of person that you are. I really believe that it affects

who you are in some way ot another”®

The idea of individuals, as Saunders believes, stepping “outside of them-

161




162 SOUND TARGETS
selves” resonates with certain aspects of metal and rap ideologies, |
with the Devil, Walser claims that “metal energizes the vomm i
space and social relations,” and Weinstein quotes a fan as muw ing that «
whole point of heavy metal music is to get out of your SE&:HMW M:  the
mno_.: Occupation: Dreamland in which soldiers watch a i.mmo\ £ m .mnmn.n
Eom&wmm, before going on patrol, a soldier says, “Yes, Slayer. Ho: fayers
ovmvﬂ.. This is followed by a brief chorus of faughter, but the mo_mmmw g
m.:& intense staring into the television as they watch the video im _m ”mgnm
riousness of their approach to combat preparation. The ooBEmsw.M -
gests that the soldier jokingly viewed himself as being _unaséwmr&mm .
music. In one way, the robotic tone of his delivery poked fun at him, wﬂm P
watching the video with such intensity, but it acknowledged that th . m.ﬁ
could have the power to transform a person’s state of mind. e
Similarly, in Rap Music and Street Consciousness, Keyes claims that
sta rap artists argue that the tales from the hoods range from QE#%M -
noE:m. to exaggerated fantasies”” Much of the fantasy element within mumn-
songs involves violence or physical gratification—thematic content mWEMmm
to the chaotic or dionysian themes identified by Weinstein in metal m .mh
In mo:w&«an_ﬁn to War, Gittoes finds that gangsta rap music can have a HMMQ
mﬁﬁmﬁﬁ impact on soldiers. He points out that a quiet, mild-manne M
soldier undergoes a radical transformation into an explicitly graphic om .
rapper when he participates in freestyle rap sessions: “He goes ?woﬂ. rno
personality change when he’s not performing, he’s very quiet, almost wmﬁom
_onﬁzw_. -+ . He's a very mild-mannered person, but something comes out
there’s this transformation”® For other soldiers, the fantasy element is Bo:M
about stepping outside of themselves to be able to handle the realities of war
amﬁ.anmo? combat, death) than to enter a world of pleasurable fantas
H..m_w_mm about “Go To Sleep,” Grisham says, “It’s a very negative song mcw
I'm almost even embarrassed to say it was our theme song. But hey, _ﬁrmmm
what happens in war. You've got to become inhuman to do inhuman mEu S
And by that I just mean, shooting a weapon in the direction of a living wwn..
son. ... The worst part is that I didn’t used to use profanity, but at some point
1 m_.ﬂmﬁwmm. Now that I've returned to normal, I can't listen to this song”®
Grisham identifies with the song in the process of becoming “inhuman” W&
w.m%nr&omwnm:% “snapping” In the process of transformation or fantasy, sol-
diers place themselves in the position of the gang criminal and mmovw the
perspective toward violence and death articulated in the lyrical themes of
m.-m. mwmmm.ﬁm rap song. Some soldiers move into a state of mind outside of
their “normal” selves as they prepare for combat in order to come to terms

:_.aw

Qm:mmoh.ﬂmzm .
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-+h their violent surroundings, and certain aspects of gangsta rap ideology,
survival and violence, operate as important catalysts in this process.
Grisham also emphasizes that music can function as a way of becoming
uman’” in relation to soldiers’ experiences of war:

ar is so ugly and disgusting, and it’s very inhuman. it’s an inhuman

hing. It’s unnatural for people to kill people. It’s something that no one
hiould ever have to do, unfortunately, someone does. And we happen to
‘he that someone sometimes. And so listening to music would artificially
jake you aggressive when you needed to be aggressive. If you knew you
yere going out and you were going to get shot at, you didn't want to go
ut there thinking everything was hunky-dory, and you had to go out

here with an aggressive mindset, hoping you wouldn’t have to use that
ggression. And so how it affected me is that it was really able to keep me
lert. It made me—when | needed to get aggressive, I'd put some aggres-

jve music on.”

 Grisham highlights the music’s power to keep soldiers in a state of height-
ned awareness, but also to make them capable of committing inhuman acts.
 Psychologists Robert W. Rieber and Robert J. Kelly observe that the circum-
stances of war can cause combatants to develop inhuman or dehumanizing
views: “Self and object-directed dehumanization are inevitably heightened
in situations where the threat of combat is present””* In these instances, the
" music could be said to have a transformative power that removes the hu-
manity element from human identity. Music becomes a means of dehuman-
izing an adversary or oneself.
The ways in which the Iraq War has been fought may contribute to the
process of dehumanization as well. On the Vietnam War, Robert J. Lifton
says that intense feelings of enmification and dehumanization arose because
of the circumstances related to the fighting: “Thrust into this alien revolution
in an alien culture, assigned an elusive enemy who is everyone and no one,
sent into dangerous nonbattles in a war lacking the most elementary rules
and structures of meaning, what do we expect him [a soldier] to do? He in
fact finds himself in exactly the situation Jean-Paul Sartre has described as
inevitably genocidal—troops from an advanced industrial nation engaged
in a counterinsurgency action in an underdeveloped area, against guerillas
who merge with the people.””> While there are many differences between the
Vietnam and [raq Wars, Lifton’s description parallels aspects of the military
conflict in Irag. He believes that this type of warfare tends to induce strong
feelings of dehumanization against an epemy or even the “inevitably geno-
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m&m_s .mEEmm proposed by Sartre. Because U.S. soldiers in [ra
in similar situations, there may be a greater tendency to wmwnwm_waw eh .
duce an enemy to an inhuman status. Given this ?m&m@_oﬂzos. WMEE "
and rap music could be even more strongly influential as an ing o
no_w_umﬁ. Not only does this music pump soldiers up, but in moﬁwm:on,mo
wmw.aﬁm in a process of psychological transformation where soldi
attitudes of dehumanization toward their adversaries
music and specific circumstances of the fighting. u
H.&o not suggest that the transformative possibilities of metal and |
music, or the specific circumstances of the Iraq War, affect all mo_MM =
the same way or somehow relieve soldiers of responsibility for their mnw.m. :
wm;r.mn music seems to influence soldiers to varying degrees. For som i,
music does nothing more than pump them up and provide an adre m,H_.&m
E&.r but for others it may trigger some form of mental ﬁmsmmoﬂBsN.So
Judith Becker’s research on trance and “deep listening” provides an Em.ﬂﬂ:.
ful framework for understanding this latter group. “Deep listeners” mm”m .
.wmnwﬁ adapts from composer Pauline Oliveros, describes a Hum_.mon. samMnE
Intense emotional interaction with music, resembling a secular tranc mw
H_.m.snm is usually associated with non-Western religious ceremonies y
«&:n_.w persons experience an altered spiritual consciousness induced =H
least in part, by music. The ways in which Becker describes deep :mﬁoavbm
trance, and music’s potential impact on the human psyche provide an wmu
enue for understanding how some soldiers experience metal and rap m .
as an inspiration for combat. P
Becker’s account of Balinese bebuten trancing, in fact, reveals a degree

of parallelism with th i isteni
orpa e transformative event of deep listening for some sol-

The Rangda/Barong ritual in Bali, Indlonesia, is an event invoked to restore balance
_um.gmmu the people and the “other” world of the deities, spirits, and demons. If some
misfortune befalls a village, such as a crop failure, pestifence, or frequent .nmmnm of
Bn_..nm.H illness, or the ritual calendar prescribes it, the village will stage an encounter
oEucm.Em the great witch Rangda and her followers against the mythic beast Baron
and his followers. Before the ceremony begins, all the participants are put into m
trance at the temple fo the accompaniment of long lines of classical poetry sun
m_ﬁ.us_& in unison, by a chorus of women from the village. . . . These men confront Hsm
witch and with the help of the Barong ultimately neutralize her power.™

M:mmwo_ ﬂwﬂ% rituals, wmwﬁma trance is not joyful or ecstatic; rather, the tranc-
s feel intense fury, “a homicidal rage” against Rangda, in order to restore

me cases jt ‘
ers develop
resulting from the
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ance to the community.”” The musically induced trance gives the villag-
the power and context psychologically to kill an enemy. Some soldiers’
" of metal and tap as an inspiration for combat resembles this form of
fce. The music communicates intense feelings of power, aggression, and
ﬁimmnmu and puts soldiers in an altered state of mind to the point of creat-
7 a dehumanizing, homicidal perspective. In the cases where the soldiers
Il or scream the Iyrics, their interaction with music provides a stronger
aternalization of this process.
Becker’s theory of trance consciousness suggests that some trancers ex-
erience a loss of the autobiographical self during trance, which we might
snsider analogous to soldiers “stepping outside of themselves””® Through
imbre and lyrical themes, metal and rap can create a deep listening expe-
ence for some soldiers in which they adopt attitudes about violence and
chumanization not typically associated with their autobiographical self.
Music in this circumstance induces an aggressive mindset and operates
s a pretext for the possibility of violent actien. One important difference,
though, is that soldiers remain within their existing state of consciousness.
 Clearly, they must maintain a heightened awareness of their immediate sur-
roundings given the life or death consequences of combat. We might say
that the depth of their listening is limited to a fully conscious, aware ex-
perience. Another difference is that the bebuten trancers ultimately direct
- the focus of their rage back upon themselves. They act out the fight against
Rangda through self-inflicted violent acts with knives and daggers, whereas
the soldiers direct their aggressive attitudes toward others.

At the end of chapter 3, I drew a number of comparisons between the
ways in which music functions as an inspiration for combat for both US.
soldiers and anti-American and anti-Israel movements. Thompson's ac-
count of the nasheeds played from the mosques during the Sunni/Shia
" baitles demonstrated one way that music, or sacred recitation, motivated
" Muslim fighters. While it is difficult to fully assess to what degree, if any, the

nasheeds may have had a transformative influence, I believe that there could

be some elements of psychological transformation for Muslim fighters.

Walid Shoebat suggests that suicide bombers perform their attacks in states

of altered consciousness: “The suicidal act often involves a variety of disas-

sociative processes, such as narrowing of vision, altered states of attention,
absorption in the act, detachment from feelings of the body, semi-hypnotic
ecstasy, and the self-surrendering sense of merging with a transcendental
power. I know this to be true, since it is exactly what I experienced dur-
ing my bomb operation. I was disconnected from reality””” Many psycho-
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