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In these bodies we will live
In these bodies we will die
Where you invest your Love
You invest your Life.

Mumford and Sons, “Awake My Soul™ (2010)



ABSTRACT

I'his thesis explores the p nature of P 'y tattoos by

which can be

interview perceptions of the meanings of their tattoos with the meanin,

imputed to them by a researcher studying cultural history. After systematically comparing

the referencing and mapping of tattoos by interviewees in St. John's Newfoundland. this

thesis argues that tattoos be viewed under a light that reflects the endless potential off

tatement is meant o address the structure-agency

human self-cxpression. Part of thi

dichotomy which long been reflected in the literature on sociological theories and
tattooing/body literature. Another part is meant to give substantive evidence to the claim

that regardless of motivations or meanings. the truth behind meaning and identity can only

be found in complex and ephemeral moments which populate the life of the cultural and
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TRODUCTION

A common remark I hear when describing my Master's research o other people is

a seemingly simple question — “Why Tattoos?” And every time | am asked. 1 feel I have

only minutes to supply the inquisitor with a satisfying response giving both the scientific

and everyday reasons why tattoos say so much about ourselves as creative human beings

and how, at the same social beings. I ask that you

gine we

have just met and you have asked me this question

ve had the advantage of clearly

encounters. | wish to enter

rehearsing my thoughts, a benefit we so often lack in every

this

dialogue with you so that I may demonstrate a part of my identity that has s

aped me.

I am also tattooed. While I plan to answer the imagined question of “why tattoos.”™ my

main goal is to explore two related ideas. First, I claim that against the backdrop of our

late-modern world tattoos are becoming more complex symbols of our self and social

identities. Second. | propose that tattoos need to be viewed with the

me symbolic

s. In th

complexity that reflects their contemporary arti

regard. | propose that

we should acknowledge the increasing popularity of tattooing in Western cultures and thus

their rise from the “shadows of deviance™ (Frank 2003).

My primary aim in this thes

s is to add to the literature on tattoos. | argue that my

theoretical and methodological approaches allow for a focus on the meanings of tattoos

themselves. I offer a deep focus on the tattoos which people don so that we may explore

nd how th of the

their deep meaning: and so we may unders| v reflect the comple

late-modern world. 1 will argue these points through the visual aid of my interviewees” art

works, their own understanding of the meanings of their tattoos. and ideas about the



meanings of symbols from history and semiotics. | organize this information around

al culture studics.

concepts Stephen Harold Riggins (1990, 1994) introduced in materi

referencing and mapping. We demonstrate cultural sophistication when we “reference”

objects by talking about their aesthetics, history or customary use. When we use obje

a way of talking about people and personal experiences, we “map” objects. Conversations

about domestic artifacts (for example, objects displayed in living rooms) consist primarily

of mapping. | try to see if the same is true for tattoos. The fact that tattoos are more

personal than domestic artif; may result in even more talk classified as mapping,

Referencing and mapping delincate multiple meanings as they fall in line with

cultural/historical connections, on one hand: and personal/familial relations on the other.

hetic

is the det

iled biographical and ¢

Perhaps the most original aspect of my the

information | have gathered from my interviewees about their tattoos. Although this might

seem an obvious topic to explore. it has rarcly been done by sociologists studying tattoos.

Anthony Giddens writes in Modernity and Self-identity that “the self is seen as a

. for which the individual is responsible. We are. not what we are. but

reflexive proj

ade ourselves

what we n The reflexivity of the self extends to the body. where the body

is part of an action sy: sive object”™ (Giddens) 1991: 75-77). 1

tem rather than merely a pas:

believe the principles that Giddens describes as characterizing “high” or “late”™ modernity

explain what it means to be human today. and importantly. how our bodies are so
connected to the ongoing process of actualizing a self-identity. The principles of constant

reproduction of self in social interaction. the influence of conscious individual intent (or

agency) as well as enabling and constraining structures, and the search for ontological

security are reflected in all of the chapters throughout this thesi:



Tattooed.

attoo:

My closest empirical model for the study of . Michael Atkinson’s
The Sociogenesis of a Body Art (2003). was influenced primarily by the figuration theory

of Norbert Elias (1994, 1996). In contrast, | wish to use Anthony Giddens™ structuration

g

ation. The difference between the two st

theory as my primary theoretical inspi;

what I believe to be a usetul application of both structure and agency in helping to define

the constitution of social action. According to Atkinson (2003: 7). figuration theory (and

s on a “series of shifis

therefore his theoretical intent) focus in social interdependencies

(which) have had a cumulative impact on social behaviors and individual personalities

such that social life has become more safe, rationalized, status-oriented. and predictable,

while individual behaviors are more linked to the activities of others, responsive to others”

needs, sensitive to socially aroused feelings of shame and guilt. and reflective of a

common toward outwardly 1 affect.
Giddens would consider this account of social action — influenced by static

categories shifiting over time and space - o be heavily focused on only half of the equation

of social action. This is the influence structure exerts over time and space before it meets

the sometimes unpredictable and expressive nature of individual conscious intent. Giddens

(1985: 25) ishes between the v value of the static and its relation to the
emerging: “Structure, as recursively organized sets of rules and resources, is out of time

and space, and is marked by an “absence of the subject.” The social systems in which

structure is recursively implicated. on the contrary. comprise the situated activities of

human agents. Readers will see in the next chapter which introduces the tattoo

literature and in the following chapters which enter into a dialogue with a tool-kit of



theories that this issue of the “absence of the subject™ continually appears in sociological

theory and analy

I'his thesis is organized so that readers first learn to appreciate the tattoo literature.

is followed by a chapter which carefully de

ts the methodology used in my study.

Then 1 provide an in-depth and original analysis of my research participants’ tattoos

followed by two chapters on general theoretical issues in sociology. In the analysis section

! ies of tattoo i who |

(Chapter 3). readers will be i I to three

propose allow for new understandings of the comple

nding of some motivations. meanings. and connections

to identity that tattoos have. They also allow for an exploration of the concepts of

s they help in applying Anthony Giddens

referencing and mapping structuration theory

action of becoming tattooed as one that is complicated by both

1o recognizing the sa

individual and cultural factors. In this sense, my goal is not unlike Emile Durkheim’s goal.

While he was writing an carly and pioncering study in sociology called 7he Elementary

Forms of the Religious Life. Durkheim (1912: 447) noted that “what must be done is to try

and submit i ible to control the facts. This is what

the hypothe: as methodically as po:
we have tried to do.™ I approach this study as a social scientist aiming to explore a subject

which i

complex and clusive in its nature. This is why. like Durkheim. I realize the

importance of method and modesty.



CHAPTER ONE: LITERATURE REVIEW

The hi of tattooing in North America — which is no more

orically rich origi

said to

ereative than the designs indelibly marked on the surface of bodies everywhere - is

have begun with the English exploration vessel The Endeavor and its Captain, James Cook

(Sanders 1989: Pitts 2003: Atkinson 2003). Ten years after Cook and his crew finished

plotting out the new British territory known as Newfoundland in 1759, they were sent to

the South Pacific for further exploration. It is in the South Pacific that the rarau (a Tahi

word. meaning “to strike™) was observed, recorded. and eventually exported back to

Europe. Now known as a “tattoo.” the practice travelled back on the arms of many sailors,

as well as in the form of a living Tahitian prince named Omai. The practice has since been

nson. has seen a

ferent lights, and according to Michael At

cgarded in many

ociations with different social classes. as well as

sociogenesis™ (2003) ranging from

varying in the degree of consideration as deviant status. According to Atkinson (2003: 24,

30-50). “tattoos are best understood within generational moments™ and can be divided into

as are

six distinet eras which reflect the differing fields of cultural production.' These e

rebel. new age. and finally

the st/ & 5 3

supermarket era(s).

As Clinton Sanders points out in his text Customizing the Body: The Art and

Culture of Tattooing. the journey from cralt to art. or outlawed deviant activity to partially-

s long and quite difficult. Sanders appropriately notes in his

I works of Pierre

This term is meant to signify what 1 imagine to be an influence from the historical-theore
ourdieu in defining art and art production which will be discussed later in the theoretical tool-Kit analysis section
of this chapter.




introduction that: “those who define tattooing as an artistic practice are deeply involved

ulture: it is

with a process of collective legitimation™ and later, that “body alteration i

meaningful to the members of the society in which it oceurs. and it is produced within

nders 1989: 3. 21). Sanders backs the claim of the

complex webs of collective action™ (¢

meaninglulness of tattooing by stating that “tattooing is being moved away from its roots

1 widely devalued erafi-like practice pursued by producers and consumers who are

marginal to mainstream social groups. In turn. impelled by the purposive activities of a

Sanders

variety of committed individual is coming to be defined as an art form..

1989: 21). Throughout Sanders” text on the world of tattooing. he remains adamant about

the fact that tattooing is important for social communication, for holding meaning. and a
cultural signifier.

of tattooists and their reasons for interest in

While differentiating between “type

the occupation Sanders quotes a “fine art”™ tattooist who is (as is typical for this type of’

tattooed individual) in search of an “art form that offered a creative outlet.”™ The

respondent remarks “the first female I ever saw with a tattoo was a friend of mine ... the

whole image of it looked like a picee of art work instead of the idea we usually project
onto a tattoo™ (Sanders 1989: 67). While exploring what it means to “become a tattooed

“the tattoo

person.” Sanders. through use of Goffmanian concepts. aptly notes tha
becomes an item in the tattooee’s personal “identity-Kit.”™ However varying and quite

be. Sanders” final

personal the reasons for getting tattoos or becoming a tattooist m

message that despite these deep lines of meaning which may permeate the inked skin, the

tattoo remains (and will remain) — explicitly — a deviant activity. still existing on the

fringes of culture but segregated to a subcultural status.



As discussed carlier. heavily influenced by the theory of figuration introduced by

Norbert Elias. Atkinson carefully and empirically explores tattooing within historical
contexts as it shifts through space and time. Notably. while making reference to past

s that “the

theories and avenues of thought concerning tattooing. Atkinson (2003: 23) claim
limited sociological analyses of tattooing have viewed the practice from a narrow

viewpoint.”™ He also makes reference to what he calls a “cultural stereotype (that) has long.

s, or those fallen from social

held tattoos as marks of shame worn by outlaws, misfi

ocial scientists studying the art

grace.” What sets Atkinson apart from other academics. or

of tattooing (despite the fact that he is heavily tattooed) is his concept of the practicy

powertul form of human expression™ that need not be outcast as deviant. especially by

contemporary standards. For Atkinson (2003: 24), “tattoos are now considerably more

1 for

open to interpretation and subject to situated definition.™ Indeed. despite the potenti;
historical reductionism. one can still make the argument that some of the most valuable

re the

sociological contributions to the understanding of cultural and social phenomena

result of a deep historical and contextual analysis of cultural practices or trends (Foucault

1978, 1982, 1984, 1986: Durkheim 1897, 1912) because it places action within speci
social contexts and avoids generality.

As Atkin scholar

tudying gender and identity politi

on argues. noting femini

is a very useful tool of inquiry. One can certainly appreciate the vested interest such
intellectuals have in exploring implications of the practice of body modification in terms of’

gender and oppressive roles. Atkinson (2003: 15-16) notes how theories in this sense have

viewed body modification practices from two polar and equally influential stances: “cither

the ongoing maintenance of hegemonic ideology about femininity or the conscious attempt



ance.

to subvert patriarchal ideology through bodily resis Many have argued that bodies
are an integral center point where the powers of society display their influence (Foucault

1977, 1978). but ultimately Atkinson seems to favor defining bodies as a tool for forming

“an empowered self” or as a potential “vehicle of liberation.”
Importantly. Atkinson (2003: 56- 60) provides a useful summary of three popular
categories of sociological analysis of tattooing in the past. These modes of study focus on

of tattoo artists and theil

“fattooing as social deviance: (as an) analysis everyday

experience in the business: and investigations of the tattoo as a form of political

resistance.” Within cach of these categories. we find cultural ethnographers digging deep

into the practice of tattooing to look at the practice in a myriad of ways, sometimes richly

employing forms of looking into the “polysemic nature of cultural understandings™ (60:

see Mi

lin 1997). Other times they look at biopolitical resistance such as how enthusiasts
attack outside control over their body. for example from the church. through the “urban
primitive use of tattooing in Canada (which) is directly opposed to Christian-based codes

of bodily display that are part of the hegemony of Western cultures™ (Atkinson 2003: 46).

It must be noted that this thesis builds on the work of Atkinson and others but it

also benefits from the current cultural climate of the practice of marking the flesh which is

more popular than ever before. Whereas the focus in past theories and avenues ol thought

iclds of cultural

was inspired by the current state of the practice and the cultures or

production at the time. This thesis falls in this same category but benefits from being part

of a culture of tattooing that has never existed quite like it does now. However. this does
not discount the stock of knowledge that is still relevant and useful from these inquires,

For example. Sanders (1989) concludes that tattoos are in fact deviant or marks of (partial)



n ality because of the era in which he completed his influential study. As Atkinson

rg

(57) notes. * he was one of the first sociologists to hold firm to the idea that tattooing is a
practice subject to social constructions and definitions (deviant or otherwise), and

influenced by the personal biographies of. collective world views held by, and contextual

interpretations of individuals.

In his text Body and Social Theory Chris Shilling introduces an influential concept

and theoretical question called “the body-project.” This concept may best be understood by

ly

looking at Shilling’s definition which states that the “body is most prof

1s an unfi ical and social which is

within certain limits, as a result of its entry into, and participation in. society. It is

biological and social quality that makes the body at once such an obvious, and yet elus

ve

phenomenon™ (Shilling 1993: 11). The body as a project is also meant to be reflective of’

the idea that in Western s ion with changing and altering the body

ultimately in control of crafting

and evaluating the project is a major qu in texts related to the body

project. The question will be addressed in the following chapters

As the discussion progresses in Shilling’s text, advocates on both sides of the

debate are represented. For an example of those who attribute the body project to

individual agency. Shilling himself argues that through a micro-relationship lens these

projects can work in forming one’s own self-identity or purposefully displaying this to

others through the Presentation of Self in Everyday Life (Shilling 1993: 72: Goffman

“rom a fem

1959). inist perspective. author Victoria Pitts notes how “some women have

described their body art as a way 1o rebel against male dominance and to “reclaim® power



tooed bodis

over their own bodies. In creating scarred, branded. piereed. and heavily

they aim to reject the pre: of beauty norms and roles of proper femininity™ (Pitts

2003: 3).

Expanding upon Shilling’s body project, Atkinson notes (2003: 25). “body projects

intended to camouflage the body (like plastic surgery or make-up) en or read by

re s

method of presenting favorable images of the self. and typically

about bodi

conform to cultural codes ation

s and norms governing personal repres

means of ¢ cating a person’s i to cultural body habits.” Atkinson’s

transformation of the concept in relation to the practice of tattooing presents the idea that

rcher

although Shilling ofien f:

ors viewing the body project in a light which helps res

unde

and how individual agency can contribute to self-identity. it is also of cqual

importance to be aware of the other brand of thinkers who will staunchly argue that th

Kinds of body modifications are actually doomed by the plight of aging. the inevitable

breakdown of the body through life’s natural course, and the insatiable thirst for obtaining

andards of ¢l the discussion of Bourdicu

more physical capital by meeting beauty (s

in Shilling Ivation from

1993: 113: Turner 1984). The idea of the never-ending chance of s

competitive and oppressive cultural norms is made perfectly evident with a quotation from

Durkheim repres

enting Giddens” orthodox consensus discussed in the concluding chapters.

While discu

ing the plight of anomic suicide. Durkheim poctically notes:

Irres

an ins:
capacity. it can only be a source of torment to itself. Unlimited desirg
insatiable by definition and insatiability is rightly considered a sign of
morbidity. Being unlimited. they constantly and infinitely surpass the means
their command: they cannot be quenched. Inextinguishable thirst is constantly
renewed torture (Durkheim 1897: 247).




ns on the Literature

I'he literature examined above is some of the most influential texts in the

sociological analysis of tattooing. It is my intent now to demonstrate how my research,

e texts. First, while

although inspired and indebted by these studies. will differ from the:

cach author ambitiously sets his or her sights on analyzing the practice and field of
tattooing. I wish to focus instead more specifically on the meanings of the tattoos

themselves. Second. in the literature presented it should be noted that readers will be taken

considered as the primary ontological

on a trip back and forth, between what is

ch time the author is attempting to commit the

understanding for committing an action.

readers” sociological imagination to the idea that it is more a result of structures of control,

or the power of individual agency. which is responsible for the crafting of our selves and

gue is that our

our bodies in the late-modern world.” On the contrary, what I will a

»al and social identity can never be fully a result of our own personal subjectivities.

pei

and for that matter can never be fully dictated by structures of influence or control. While
choosing to become tattooed. and while also drawing lines of reference to our identitics
from these tattoos. we must understand the dynamic role social actors take with regards to
the practical consciousness of everyday life. As we will see, Giddens (1985), Goffinan
(1959). and Garfinkel (1967) offer a remedy to the dichotomy of subject/object by
allowing us to understand that we are always, at once. both. Despite convincing arguments

toward either side, such as that from the ultra-articulate Durkheim who illuminates the

strong will to power structures of influence have over the body and the social actor. we

Althoug!
individual. intersubjective. and obj
theory offers a more thorough exploration of these themes than is the case through Atkinson’s exploration of Elias

I believe Atkinson understands the dynamic complexity behind social action as a contribution of
ctive influence, 1 also believe that my approach of using Giddens™ structuration

igurational sociology



must be constantly reminded that actors are always conscious and knowledgeable about
themselves in society. In line with Giddens’ “duality of structure™ (1985: 25) structure is,

always serving as both enabler and constrainer.



CHAPTER TWO: METHODOLOGY

The Sample

I'his research is qualitative and has been conducted through semi-structured

have focused

iz is 15, with 11 female and 4 male respondents

interviews." My sample s

vle tattoo art.” Th

primarily on persons who wear what I call “contemporary

sentative of recent trends toward the

intricately designed tattoos are repre

ens in the field of tattoo art (Atkinson

professionalization and growth of complex des

2003: 46: See also “nco-traditional). My participants form a non-probability. convenicnee

fasts who are

small group of enthus

mple which has been chosen because they represent a

tudents) and who encompass a variety of modern tattoo

highly educated (all are university

designs. These tattooees allow me to make claims about the polysemic nature of tattoo
designs because they live these multiple meanings every day. This includes the ability to
hide or show their tattoos if need be.*

I first contacted tattooed persons I already knew. This turned out to be a rather
unusual situation. These people. who are my friends or fellow local musicians in St.
John's, knew me not as an academic, but as a guitarist and sometimes eccentric stage-

and Two Oceans. We have just released a CD

entertainer. | play guitar and sing in the

See Appendix A for a copy of the consent form, Appendix B for a pre-interview brief. and Appendix C for a copy
ed 10 potential participants who volunteered their e-mail

mail

of the interview schedule. A and B had been
provisionally informed about the rescarch

addresses after be:

d 6 in Appendix C. These discussions are
< (Goffinan 1961: §5-

! Examples of these types of behavior are extracted from questions  a
also in line with concepts in symbolic interactionist theory. such as Goffiman’s role distanc

152).




titled “Always Searching.” T originally thought I would have all of my friends participate
as interview respondents. When it became obvious from short discussions that they did not

feel comfortable sharing deep feelings with me about their identities and the meanings of

their tattoos. | decided to collect my sample in a different manner.

T'o avoid a situation where these people would not feel free to discuss their personal

understandings of identity and meaning, I chose to search for potential rescarch

participants | did not already know.” Through my job at the university as a graduate

assistant, [ opted to advertise primarily in sociology classes to anyone who had tattoos and
who might be interested in sharing their stories with me. T made sure that all potential

respondents were aware that their participation had nothing to do with their class work.

and was thus completely voluntary. In the interest of providing a level of confidentiality.
all of my respondents are referred to in the chapters to follow by pscudonyms (usually

names they chose).

The Interviews

I'he interviews generally lasted about 30-40 minutes. The shortest interview was 21
minutes. The longest took just over an hour. The interviews were primarily conducted in
an empty space in the Memorial University Sociology Department with the exception of
two which occurred by the choice of the respondents (to which [ reluctantly agreed) in the

campus bar. Although my interviews were semi-structured, | generally opened up the

interview with a question asking respondents to ds be their tattoos. Several following

who | consider friends.



questions on the interview schedule were often omitted later in the discuss use they

would have been redundant.

I'he interviews were generally conducted with a relaxed attitude. My goal was to

make my interview partici though thi: for them to really reflect

on their tattoos and speak whatever came to mind. Though I did record cach interview and

generally occupied myself with writing copious notes, I tried to make mysel  just a

recorder of their thoughts. Ina s . 1 did my best to keep to the advice champion

sociologist Robert E. Park gave to Nels Anderson while he was gathering the data which

rk: “Write down

would become his text 7he Hobo. Anderson (1923: 25) writes, quoting

only what you see. hear. and know, like a newspaper reporter.”

After signing consent forms and proving they understand the rescarch they were
voluntecring to be part of, my usual procedure before beginning to record the interview

to discuss cla the weather,

and read directly from my interview schedule w.

with my respondents in the interest of building rapport and in creating

profe eteete

SOrs,

interview

y. most respondents had read my pre

alevel of familiarly and friendship. Luckily

ail

bricf (sce Appendix A) and had come prepared. ofien even excited. to discuss in de

the med to be

rks 10 which they have devoted so much of themselves. Others also s

interested in just being part of sociological e ¥ of reflecting on their choice

of major.

A primary ethical concern while conducting human research, especially with a focus

i harm. 1 found myself frequently being entrusted with di

enerally allow respondents to

hate. ete. As such. I would

family. love. death. los

only what they felt like saying on such delicate subjects. Though my goal was to re:

21



behind the coded meanings of these ink marks, I decided early in the process that it would

be best for my respondents if 1 never pushed or probed on emotionally diff

cally hensible with little inf ion. An example of this will be

which were

seen in the next chapter with Elise’s discussion around sorrow and death.

Contemporary-Style Tattooee

Narrowing my approach to studying contemporary-style tattooees has enabled me to

mple population which is relatively articulate and culturally sophisticated. But

discuss as

what must be

s that. although

about approaching a specilic group of tattoo enth

nary interest in proving the shifting nature of cultural/social meanings of art has been

ap

tied to the goal of proving the usefulness of the term [ have created. I do not wish to

uthentically specific category used by tattoo enthusiasts. Rather.

express this term as an

for the purposes of this research, the contemporary-style tattooee is someone who idealizes

a broad variety of different time-sensitive designs that not only demonstrate a profe:

lincage in the art world of tattooing. but also necessarily demonstrate changing

and artistic professionalism in the field of tattoo design. According to Steve

Gilbert who writes

inatext titled Tartoo History: A Source Book (2000: 125):
The most popular designs in traditional American tattooing evolved from the
efforts of many artists who traded. copied. swiped. and improved on cach
other’s work. In this way they developed a set of stereotyped symbols which
were inspired by the spirit of the times. and especially by the experiences of
soldiers and sailors during the World Wars. Many of these designs represented
courage. patriotis nce of death, and longing for family and loved ones
left behind.

T'his remark parallels other studies which have noted so-called “stars™ or “mavericks™ in

the tattoo art world who have i 1o the ma duction and circulation of popular

designs. Some popular examples include Lew “the Jew™ Alberts (Atkinson 2003

22



DeMello 2000: 54) and more recently Don Ed Hardy (Sanders 1989: 34: Don Ed Hardy
1999). While these stars of the tattoo art world have contributed to what Frankfurt School

s who may favor traditional

social theoris

s among others —— including contemporary artists

designs as the “authentic™ North American tattoo — might typically devalue as inauthentic

ss category by itself or as a single

I wish to argue that authenticity is a usel

determinate of social action. distinction. or acceptance.

ature of

1 believe this is a valuable assertion primarily because of the shifiing 1

! d how

meaning in tattoos. and also because from a str ion perspective we
authenticity should only be considered a reified system which influences tattoo

¢ itself as an often ining structure (much

enthusiasts” decisions by way of |
like the “rules of the game” in Bourdieu’s field), but is never the total reason for acsthetic
choice or design. For an example of the types of discussion which devalue the

contemporary-style tattoo design. we may turn to Adorno etal. who define art in a text

elf alive through its social force of

“art keeps i

called Aesthetic Theory by stating tha

a commaodity. Its contribution to society is not

itreifies itself, it becom

resistance: unles

communication with it but rather something extremely mediated: It is resistance in which,

al development is reproduced without being

by virtue of inner-aesthetic development, soc
imitated™ (Adorno et al. 2004: 296). My thesis argues that the productive use of defining

s only to contribute to Giddens® concept of the orthodox

art in such constraining ways serv
consensus of classical social theory (see Chapter 4) which fails to understand the

| action. Artinvolves too

importance of the knowledgeable agent in contributing to socia

nd

. opinions, and relevancies to be blanketed as inauthentic

many interpretations



therefore non-artisti s over the shifts between. for example. popular

ibiliti

which maintain both old school and new school

imag

For

n example of how my method aims to demonstrate the shifting nature of

meaning in widely popular tattoo designs, readers should turn their attention to the three-

part Question 17 (see Appendix C). Throughout the next chapter of this thesis which

I wish for readers to keep in mind how d

reflects on interviewees” perception: Signs

which may be typical. popular, or even derivative of the popular designs produced by the

stars of the

attoo art world, have changed dramatically over time and how for my
respondents they continue to change personally and socially. Authenticity is only a useful

category of thought insofar as we realize its origin as a social construction, authored by

lit ies. We should thus

subjective realities in negotiation with objective rea recognize how

authenticity undoubtedly manages to play the role of a constraining structure, but yet how
it may be necessarily trampled and rebuilt, always, creating new systems and structures of
influence.

My interview schedule has been crafted in a way which aims to have knowledgeable

bler and constrainer, while still

tattooed actors discuss the influence of structure as an ¢

ney. v I have beer

¢ their I levels of a aiming to bring to

all the actor is able

life the ~dis s (which) connotes those forms of re

to express verbally (and) ... practical consciousness (which) involves recall to which the

agent has acce: ¢ of action without being able to express what he or she

thereby knows™ (Giddens 1985: 49). For an example of a method in bringing the clusive

to the forefront, readers may scan my interview schedule in

practical cons

ciousnes

Appendix C. Specifically noting questions 3-6 which focus on drawing out taken-for-
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granted. everyday behaviors of tattooed individuals which allow them to productively and

purposefully present themselves to others in the way which they may see as

best fitting

on of social situations

with their definis As the next chapter’s analysis will demonstrate.

this may include perceived notions of proper femininity to family members. or the

practical ability to hide tattoos in order to obtain employment.

Conclusions

Contemporary-style tattoos. practical i and discursive consciousnes

will be explored in more depth in the following pages, but what is important to remember

is that this study was conducted with the highest regard to the tattooed people to whom 1

onal stori one of the key

am so indebted. A sociological study which focuses on per:

forms of data is only made possible through the emotional human interactions that others
allow the research to have. While | offered an open ear and some questions which might

prove o be reflective for my study participants, what they have offered me is much more
invaluable, this being themselves. their bodies. their stories. and sharing the moments that

t-hand

have made up their lives. The following chapter will provide an analysis of firs

narratives.



After the tribulation of dark strife,
And all the ills of the earth. crying for my release.

Why is the truth so hidden and the land of dreams so far,
I
r.
the weary feet have bled

I'hat the feet of the climber fail on the upward way: Although in the purple distance burns

ared-gold

T'he homesteads and the fireglow bid him stay:
body is like a burden of lead.

T'here are briers on the mountain and

And the burden of his
Joyee (1991) ~After the Tribulation of Dark Strife”™

Poems and Shorter Writings.

Jame:

Myths have no life of their own. They wait for us to give them body.
Albert Camus (1954) Prometheus, L Ete. Paris: Gallimard.

I took a trip to somewhere safe
Between here and the pain
T'he summer was hot — the winter was not
And all T knew was every part of you
At least for a little while
But we all will change
That’s true isntit?

I guess it depends on the rain
myself to you

When I could expres:
That’s when I°d tell my friends I would do what I needed to
I watched the colors spread, from your toes to your head
And all I could do was sit and stare at you
At least for a little while
But we all will change

That's good isn"t it?
it depends on the rain

1 gues
“hris William Martin (2011) Rocket Love
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CHAPTER THREE: TATTOO TALK: THE MEANI

5 INTHE DETAILS

Introduction

ives and

In this chapter | systematically discuss respondents” remarks and na

focus on a few of their tattoos. The number varies depending on the richness of their

stori

and how much their narratives vary from those of other interviewees. In this way |
aim to substantiate the claims I have made of polysemy and complexity in meaning and

identity. Itis in the details of these indelible marks that “proof™ will be offered supporting,
the idea that tattoos are complex mementos of the wild passions which have consumed our

souls

individuals and as cultural actors. In these wild passions we see the influence of
both structure and agency and therefore the need for a broad theoretical tool-kit from the
social researcher in order to address tattoos in the context of the late-modern world. In
discussing “wild passions.” I am referring to Durkheim’s description of the reasons why
actors use their body to display marks of their totem in Zhe Elementary Forms of the
Religious Life (1996: 232). But | transform the word to signify not just the heated impulses

fied through group influence, but also the possibilities of human expression when tied with

“true™ emotions.

Part of my method will be borrowed from a study of material culture by Stephen

Harold Riggins. Specifically I will be using concepts defined in the text “Fieldwork in the

Living Room™ as referencing and mapping. According to Riggins (1994: 109). the term

referencing applies to an interviewee's remarks “about the history. aesthetics or customary

uses of an object.”™ Mapping refers to how actors use objects to plot “their social network.

representing their cosmology and ideology, and projecting their history onto the world’s

ad 50 1o speak.” I believe these terms will prove a rich souree for this
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study as they represent the cultural/historical and personal meanings connected to se

identity. When asking respondents to discuss the meanings of their tattoos. 1 often heard

mostly about the social ties and personal oc s represented (mapping).

remarks

While this is ideal for qualitative research into the body. art, and tattooing, it is also of
equal importance for myself as the researcher to provide intellectual authority on the
referencing attributes of the same symbol. ._.It is essential for the ethnographer to exceed
the informant’s often rather minimal level of referencing™ (Riggins 1994: 109),

T'his analysis will be divided into sections based on the emerging themes from cach

sed are those who I will call the “social

collection of tattooees. The first people to be discus
peacocks.™ These are the individuals who use tattoos in such broad social ways that they

typify the contemporary style tattooee — able to adapt to any situation and to look cool

icated d

while doing so. Their tattoos are sophi signs. reflective of the complicated
meanings which are attached to them. These tattoos casily demonstrate multiple meanings

from both a mapping and referencing perspective once interviewees are given the chance

10 do so. The second group of tattooees is the people who display “true™ emotions.

s does Atkinson (2003: 212-213). that a large part of

argue,

especially related to family

becoming tattooed. and choosing the location and designs of the tatioo, is fucled by decp
familial relations and ties. This will be evident in just how much mapping will be present

in cach tattoo analyzed in this section. Lastly. I will be discussing a collection of tattooces

who represent issues around the body. sexuality, and gender. In this section, the topics of
structure and agency are viewed once more as they aid in drawing out meaning behind

like beauty. femininity. and social

ed in thin,

tattoos and tattooees who are inter

acceptance while at the same time wishing to set themselves apart artistically through their



body from constraints of their surrounding society. I believe these three themes of (1)
social performance and knowledgeability of agents in crafting meaning; (2) deep and true
emotions and the influence of family structures; and (3) the role of social and cultural
aspects of gender, beauty, sexuality, and the body. are all ways of allowing my
respondents to provide new discourses on what it means to be tattooed in the modern
world. These themes will take readers into many different cultures, histories, and genres of
thought. Tattoos are never about only one form of expression or social connection. but in
fact are deeply human forms of social expression which have changed, and continue to
record lives in multiple and complex ways.

The Social Peacocks

Figure 1

Description

Gender: male
Location on body: left arm
Colours: biue, green, pink, yellow

Design: maneki neko with a lantern,1960's
inspired toy robot, flying saucers

Fext: N/A

- can be hidden under long sieeve

tyle: new school, contemporary-style,
Japanese

Symbolic Meanings: images represent
favorite bands album covers (Flaming Lips
and Pixies), deceased cat, kitschy art,
1960's

Socialultural aspects: boy peacock.
Kitscl
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Roger h: rge number of tattoo of their connectedness. and

rossing nature, he refers to them as “two major picces.” As seen in Figure I, Rog

two major picces include the contemporary popular “tattoo sleeve™ in which enthusiasts

devote the entire landscape of flesh on their appendage(s) to being implanted with inks of

various shadings. This inked devotion is most often linked with the goal of having a mural

of artwork on an arm or leg which encompasses a primary style with a large number of

different designs — all flowing together :

s a particular genre (Japanese. New School. Sailor

Jerry. ete.). These tattoo sleeves represent an ¢

s metaphor of the

bricolage paired with what Tania Zittoun (2006: 128) describes as a collection of “cultural

clements without a clear intention™ where the tattooee is left to fill in the voids or complete

the sometimes scattered image with meanings and personal elements of culture. For this

study. it is important to note that | propose multiple meanings can only be exemplified

and never truly exhausted — through a cultural. social, historical. and personal exploration

b;

al observer.

an exte

Roger’s Maneki Neko
Referencing
According to William E. Deal in Handbook to Life in Medieval and Early Modern

Japan. the maneki neko or = cat” (was itionally) used to greet at
Izdo-period shops and (was) believed to bring prosperity to the merchant (Deal 2007: 113).

Ihis reputation for greeting customers has made the mancki neko a symbol of a beckoning

cat whose paws can mean cither more customers or more money. depending on which one

is elevated. As Roger notes. “It is a mancki neko. a lucky cat or whatever. I believe if he

ha

right arm up he is trying 1o lure in money. and the left is about bringing luck. |
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the right arm up. but it is not about money of the maneki neko in the

* Further analy

context of the Edo period would identify the pic

s a product of a “blossoming urban

culture of extraordinary richness. dive

sity. and originality” (Guth 1996: 11). Because the
maneki neko is often present in Chinese businesses, many people incorrectly assume it is
Chinese in origin. This is most likely a result of the idea that China is often noted as
“Japan’s cultural mentor™ and because of the fact that “the intimate relationship between
painting. poetry. and calligraphy that prevailed in China also characterized artistic
expression in Japan” (Guth 1996: 11).

In the context of the art world of tattooing (or the field of cultural production).

DeMello (2000: 72) places Japanese-style tattooing like the maneki neko in the hands of'a

few pioneering characters in American tattooing. It was Sailor Jerry (Collins) who first

introduced Japanese tattoo imagery and style to U.S. tattooists like Ed Hardy. thereby

directly influencing American tattooing.™ According to DeMello (2000: 73). Sailor Jerry

ad an ongoing “trade relationship with Japanese tattooist Horil

e (Kazuo Oguri).™ For

Roger. it is interesting to note that he has developed a great deal of pride in asserting that

his tattoos are ofien made to strike a bala

¢ between the elements of being conventional
and being unique. It is apparently important to Roger to control the meanings behind his
tattoos and the ways in which others interpret them.

All of mine have coded meaning. but the thing is people grab my arms
all the time and say “tell me what this means? ce these meanis
are codified. it is not always about telling every one about them. The
mancki neko, for example, has multiple meanings in that it represents
acat | had that died. but it also represents a Frank Black album called
“Show Me Your Tears™ which also features a mancki neko on the
cover.
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T'his type of contrast between traditional o id to reflect the

nd personal influ

4

history of the Americanized Japanese tattooing style. According to DeMello. Sailor Jerry

may have maintained a working relationship with Japanese artists, but he

cretly held a

grudge after the Second World War toward the Japanese. Because of this. he set out on a

mission (o v a substitution for the focus

American imagery a mages in traditional

Japanese-style tattoos. DeMello (2000: 73) notes that Sailor Jerry believed *...what was

exceptional about Ja round.” This

anese tattooing was not the center image but the ba

personal and cultural “give and take”

is reflective of the power in the relationship between

s it serves

structure and agency

n intertwined precursor to social action. It is also a

of the human and contexts that exist on ink-marked s

I'he significance of the cat as the symbol in the maneki neko and in Roger’s tattoo

n itself an interesting topic for discussion. As we will see in the mapping aspects of this

tattoo. there are unique personal reasons why Roger chose the cat. But from a cultural

aspect.

tis worth noting Alger et al.”s Cat Culture: The Social World of a Cat Shelter. In

this ethnography of a cat shelter. the social members of cultures and

groups of their own are discussed: “If such symbolic interaction, they

an engage

will, given time. produce elements of culture or social organization such as norms. roles.

and sanction

. That is. a group of cats over time in the s

me setting produce a web of

socially transmitted behaviors that constitute that group’s

solutions 1o its problems™ (Al

ctal. 2003: 48). If we assume that the connection humans have with pets will form another

layer of symbolic interaction in itself. then we should imagine how humans can often

become deeply connected with the same routines the pet has created for itself. Thi

in

both the an-pet relation and the deep connection humans



can share with their pets as they become integrated into their daily lives as a living

culture of their own.

member of

Mapping

I'he love of a pet can be a strong precursor to getting a tattoo. In fact. one of my

latest tattoos is the boldly written name “Maxx” representing my cat that died last year.

For Roger. the maneki neko has been given a distinet look from its usual all-white furry

appearance. “It also reminds me of high school and hanging out with my friends and shit
like that. I also had a cat that died that was black and white. so I go the tattoo to match her

Of course, [ am white, so the white looks more pink.” What seems to influence Roger most

about his tattoos is their relation to his musical ambitions and obsessions. Music has

played the role in his life that Riggins (1994: 113) calls a “social facilitator.” It means that

music is the avenue by which Roger has been able to interact with others and create

“time indicators™ in that they act as

also work a:

friendships. In this same spirit, the tattoo
indelible hubs of memory that can represent specific people. attitudes, and feelings. When
asked “why music?” Roger responded: “the only thing besides. like knowledge or thinking
about what to do next that can keep me up at night. is the idea of just thinking about music.
Like it holds in memory, emotion and it is part of your life.”

While we have seen the mancki neko serving the role of luring business customers.

its cultural history does not give it the role Roger has intended for it. According to Roger.

“Talso got it so the cat was part of the destruction scene, where the robot is destroying the

Another reading is that

city and the cat is the light. Like the mancki neko saves the day.
the cat holds a lantern like a human and might thus suggest Diogenes the Cynic (or

Diogenes of Sinope. died 323 BCE), who supposedly carried a lantern in daylight looking
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s reference. The

for an “honest™ man in Athens. Roger does not seem to be aware of thi

attoo which forms a necess sleeve is a deeply seeded sign of love and

loss for a pet while it also repre: n 1 believe

the mapping aspects of this tattoo, although not as overt as the potential referencing

aspects, are held in high esteem.

The Toy Robot

Referencing

So. with the robot tattoo, I don't know why it is my favorite one. I think because |
really like hy 19507 . The robot I'have is based on a toy I had

that was a reproduction of a 1950’s design.

cultural th

I am not sure of the history. It is just a very iconic robot and I date it to the 50°s

b:

ed on other original toys like this I have seen on E-ba

Alfter a search on E-bay. I discovered that Roger had been relatively accurate about

his dating of the toy robot. I also discovered that original toys of this design sell for up to

$800.° Pey hard to find. Independent rescarch

r-reviewed information on vintage toys

As such, both

s of inforr

conducted by collectors tends to be the b ion for such topics.

Attic of Astounding Artifa and ~AttackingMarti

webpages “Doc Atomic

product of the ~Yonezawa Toy Company™ based in Japan.

the original tin robot toy

Its s “Smoking Robot™ and it is popularly considered to be a toy of the carly 1960s.

ame

Yonezawa Toy

The following pictures are from a 1963 catalogue of toys produced by the

KingMartian™ webpage. The close-up image is the toy

Company™ collected from the “Atta

purchased by the author of the blog “Doc Atomic’s Attic of Astounding Arti

n number 200736260292 conducted on April 2nd/2012 rendered these results.
spaceman-yonezawa- 1961 huml

A search on wiw.chay
hup:/astoundingartificts. blogspot.c 2009/06 smokin
hitp:/ www.attackingmartian.com yonezawa_1963_extra,htil
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Figure 1A

Figure 1.B.
According to James Allen Dator in Social Foundations of Human Space

¢ exploration was on the horizon (these toy robots were

FExploration. at the time when s|

alluring fantasy from the ever-expanding

designed and manufactured). “space was an *

future™ and it was “an arena for adventure and romance™ (Dator 2012: 31). Over time,
however. space travel would evolve into an arena for Cold War rivalry. “Since the days of
the Cold War, the stern cultures of military, government, and military-aligned businesses

have taken over, and wrung all the fun and fantasy out of enterprise. Space now is about
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rockets. wars. and jobs. and not about visions and transcendence™ (Dator 2012: 31). Roger

shares an affinity for the romance and wonder of space. This can be noted in his tattoos of

fying saucers. But instead of identifying with space travel, Roger explains his attraction to

these types of images as a deep interest in “Kitsch.™ Whereas the mysteries of space may

has

once have been a source for romance and sci ion. Roger (like many others

such

s and speculative images s the space robot to the

now relegated such fantastic stori

world of kitsch. ~So. with the robot tattoo, I don't know why it is my favorite one. [ think

about the

it’s because | really like Kitschy 1950°s cultural things. A lot of this again is

1950°s Kitschy art thing.”™

sther Leslie defines Kitsch in her analysis of the philosopher Walter Benjamin by

s new form of “art” practice in the resiliency

anding of this

noting Benjamin’s unde

s of using the

and commadification of capitalism. “Developed are new technolog

s. cheap prints. ornaments and the rest.

erial i devic:

duced Kitsch force th 1

s on “the new person.”

jostling for attention in cluttered environments. Kitsch and clutter, abortions of industrial

nd love™ (Leslie 2000: 11). A

technological developments, demand the right to

similar eritique of Kitschy art is found in Clement Greenberg's ¢ for the Partisan

cal cultural analy

Review titled ~Avant-Garde and Kitsch.™ In Greenberg we see

table a

his distaste for the Kitschy as it takes its place at the cultur: the antitheses of the

arde.

avant-g

Where there is an avant-garde. generally we also find a rear-guard.
T'rue enough — simultancously with the entrance of the avant-garde.
second new cultural phenomenon .|ppc‘md in lllc mdu \\

thing to which the Germ:
pupul. 3 umnmru.ll art und Imrmu\- with their ghmlnull\pu.
magazine covers ick and pulp fiction. comics
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Pan Alley music. tap dancing. Hollywood movi
(Gireenberg 1939: 11 Para 1),

es, el ele.

Onee readers have

my chapters 4 and 5 on theory. they will recognize the struggle for

true authenticity in Greenberg and Benjam s. Critical theory and cultural

their foundation maintain that true emotion cannot exist

sm which have Marxism as

. The only that of cold. hard cash. These perspectives look at the

change i

impact of structural determinism on choices of social action and on the practice of’

s which counter the: can be found in the

art/tattooing. The personal meanin

mapping aspects of the tattoo art.

pping:

nd at the time and when 1 wa
s in his

T'he toy had been a a girlfii
ucuim.- the tattoo | gave the toy to my artist who had other toy
) Itis also my (current) girlfriend’s favorite tattoo.
You know also she was doing a presentation one time recently and
she was really nervous. So I ended up buying her a pen with the robot
on it as a way of cheering her up.

¢ with many other tattoos which will

The mapping aspects of this

be discussed later. is the level of meaning which illustrates human agen part of the act

U

of getting a tattoo. The preceding quotation, which draws out the influence of multiple

ion of intrigue. An inter

e of tattoo, conveys an impre:

partners on Roger’s choi

chis

choice to adore art which is not a fine art. In such a perspective we may include

1°s use of otherwise Kitschy or disregarded art as a tool for personal expression as an

Ro;

alien use™ (Riggins 1994: 112). This is because the

example of the concept off

manufacturers of the toy robot. the countless reproductions of it. and the cultural fad of’

space travel have all contributed to the current social and personal meanings Roger

attributes to the design, even if this was never meant to be the original purpose of the toy
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inherent in material artifacts and in inked artifacts.

robot. This shows the polysemy that is

An even better example of alien use in this design can be found in the comparison between

des nteraction of

the enjoyment of this tattoo by Roger’s partner and his ription of the

everyday life as a tattooed man. “Without a doubt ... there is no girl who I've been with

nd they like your feathers

who ha

sn’t liked my tattoos. It's like you're a boy peacocl

You can call it a sort of sexual insurance.” The ability to use one’s body as a form of

ute

expression is not limited by the authenticity of designs. For Roger, what may cons

s now shifted to an interesting and exotic category of

inauthentic art to some people ha:

Kits

h trans

formed into highly decorative tattoo art.

Figure 2.

Morris

Description

Gender: male
Location on body: left and right forearm.
left hand, chest, knuckles.

Colours: red, black,

Design: postmodern lcarus, knuckle
lettering, phoenix, 7 roses

Text: non serviam, stay good

Visibility: tattoos span arms, chest, hands,
Style: old school, gang, Japanese

Symbolic Meanings: pushing the limits,
anti-binary opposites, family. death and
rebirth

Socialcultural aspects: deviance,
peacock, sexual attraction, interaction-
specific meanings




My interview with Morris was one of the most interesting and challenging. This is
partly because he is a graduate student studying English literature and philosophy. which

of referencing and mapping perspectives on his

means that he supplied an uneven mix
tattoos. Although this may seem like a good thing, it is important to complete an interview
with a large stock of examples of mapping. Unlike referencing, which can be obtained
from books and the Internet, mapping comes from only one source. the interviewee. It was
also difficult for me to see the significance of some of the comments I was given until 1

conducted further rescarch. Morris is one of several examples of a person giving coded

meanings for his art which reside in very specific and culturally sophisticated sources

Because of the variety of meanings and mapping/referencing aspects [ was given by

Mo I am forced in this case to refer to Morris™ tattoos more broadly rather than to

specific tattoos at a time. In exploring the referencing aspects of his tattoos | will discuss
Morris” Iearus and his four-leaf clover. In regards o the mapping aspects. I will focus on

his mother-inspired tattoo and with his relations with others.

Morris’ Postmodern Iearus, Four-Leaf Clover, and Mom’s Roses

Referencing

Well. the story of Icarus and Dacdalus is about a father who builds wings for his son
1o escape the labyrinth but tells him not to fly too high because the sun will melt the
wax. But we did Tearus in a postmodern pose because he looks like he is doing more
of a Led Zeppelin pose rather than a traditional man with wings. 1t is also a reference
to (James) Joyce. and his character Stephen Dedalus in his Portrait of the Artist as a
Young Man. It goes back to the idea of pushing it too far. Don’t go 1o close to the
sun. but he does it anyway. This is a symbol [ associate with coming of age. with art.
Take it too far, always take it too far. Fuck whatever instructions. This is the symbol
for the artist. Don’t follow instructions and at the end of the day you'll end up doing
what you want to do.




There is a line in the book Portrait of the Artist as a Young Man which is Latin that
says: “non serviam.” It means I will not serve.™ There is a famous idea of Joyce
leaving the Church of Ireland and saying this. I n the book and it is known to be
the words Satan spoke when he left Heaven. And Joyce was never the one to shy

away from pride.

I begin this section of referencing Morris™ Icarus tattoo with the above quotation

because the idea of “pushing limits” placed on yourselfand by others in s without

ociety

a doubt a theme that transcends all of Morris™ tattoos. It is a message that is represented in

the Latin words that Morris has tattooed in script on his chest which says “Non Serviam™

(I'will not serve). It is characterized in Morris™ admiration for the id

1 0f the artj

someone who slips into a life of questioning that which has been laid out before him or her

and that which is virtuous and necessary in creating art.

In James Joyce's Portrait of the Artist as Young Man. a book that has influenced

Morris™ opinions and tattoos, the protagonist Stephen Dedalus writes of a life

contemplated by the influences of structures of control and the possibilities of structu

influenced through epiphanies.® For Dedalus. the journey to consider himselan artist

leads to the claim 1 will not serve that in which I no longer believe, whether it call itself

my home. my fatherland or my church: and [ will try to express myself in some mode of

life or

art as freely

s 1 can and as wholly

s 1 can, using for my defense the only arms |
allow myself o use. silence. exile and cunning” (Joyee 1928: 291). These words are
powerful because as Morris noted *1 will not serve’™ has a strong connotation for a person

willing to abandon a religious upbringing in the pursuit of art. It is also popularly

ed with the devil and devian

As Joyce noted carlier in the text before hi

* Stan Gebler Davies (1975

34) writes in James Jovee: A Portrait of an Artist that Joyee considered the epiphany to
be “those moments in life tra

nsfiguration when life becomes art and art grants truth.”
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epiphany of watching a beautiful girl “paddling in a stream with her skirt hiked up™ (Joyce
1928: 108):

Lucifer. we are told. was a son of the morning. a radiant and mighty
angel: yethe fell: he fell and there fell with him a third part of the host
of heaven: he fell and was hurled with his rebellious angels to hell.
What his sin was we cannot say. Theologians consider that it was the
in of pride. the sinful thought conceived in an instant: non serviam: |

will not serve.

is. particularly in the theory chapters to follow. I have been

T'hroughout this th

rency as dual antecedents to any social action.

stressing the importance of structure and

in line with Giddens” duality of structure,

becau:

including becoming tattooed. Thi:

and is affected by structure.

equence to action which

and end to an action. I refer to these theoretical ideas here because

Structure is the means

there is always a reaction to any action and thus pushing limits in the pursuit of art or

me of the cons

otherwise will surely have an affect and this may not be the ideal oute

s neck

d 10 ask how hi

description of hi

ening to Morris

intent. While lis

ferent roles in

bility of getting by and performing di

and hand tattoos might aftect his

sweel,

n and intentional. although bitter

everyday life. Like Joyee, Morris displayed a ¢

satisfaction in having pushed the limits he set on himsell. including where to get tattooed.

“This four-leaf clover on my hand I got after coming home from Las Ve
when I won some money and [ was on a rush. [ went down to my artist and
told him and he was like cool. but are you sure? People say get them. but
avoid your hands. neck. that kind of stuff. But I got this anyway and 2 ye:
later I have my neck and both my hands tattooed. It was a big one to get for
arrier.

breaking the

T'his idea of the consequences of action is also important in the cultural and histori

nificance of the classical Greek myth of Icarus. This is because Icarus is not always

s. [t is important because there is a

1 as a symbol for the virtue of pushing the limi



contradictory nature in Morris™ caviler attitude toward rules and structure 1 see the value

any transcending or guiding principle.

in structure, but I don’t think it h

In Wallace and Hirsch’s Contemporary Art and Classical Myth. Sharon Sliwinski

n between the image of The Falling Man on 9/11

99) draws a powerful comparis

The photograph of the man jumping from the World Trade Centre in New

001, has become an image which is implanted in the minds

York City on September 11

of those who h:

“Drew’s picture is certainly mesmerizi the calm, 2 straight position of the figure’s

ise of negative space.” But

body. the uniformity of the background. the overwhelming
the perturbation one feels when gazing upon the photograph comes from elsewhere. And it

is considerably harder to speak of this perturbation that it is to speak of the picture’s

formal properties™ (Sliwinski 2011: 201). Although the image and the myth of Dacdalus

times, Sliwinski notes the 1606 woodeut by

and Icarus have been reproduced countl
Antonio Tempesta titled Zhe Fall of Iearus as the most notable and striking comparison

ical myth:

with 7he Falling Man. According to Sliwinski (2011: 208), who recites the cl

nstructions

father’s

“learus disobeyed his nd began 1o soar to greater and greater heights,

ee once again find

great wing:

rejoicing on the lift of his spec

s turned away from us. his robes

themselves witness to a horrifying plunge. learus” face

streteh outwards in that unmistakable

fMap helplessly in the wind, his arms and fingers

. our ambitions, and our

alling a long, long way.” Our morta

gesture of one who is

This comparison may be a stretch in some

connectedness are all evident in these imag

which often lead to the s

ne

regards, but the images which define human history are thos

” Richard Drew. a professional photographer for the Associated Press. took the photograph (Sliwinski 2011: 199).

42



themes and messages. For Morris, it is curious to wonder about both the virtues and the

potential negative consequences he may experience in “pushing the limits.”

EP_FALLINGMAN

Richard Drew (2001), “The Falling Man" hitp://www.esquire.com/features/ESQ0903

Antonio Tempesta (1699), “Dacdalus Icaro alto nimis ambienti orbatur (The Fall of learus).”
http://popartmachine.com/art/FASF-FASF. 58478 function. pg-connect

Mapping
I began my interview with Morris who is heavily tattooed with a novel approach
1

which occurred to me by trial and error through interviews with other tattoo ed

him to tell me his favorite, and from there I circled around his skin canvas to explore

others. To my surprise, Morris had an answer right away to my question of his favorite.

His response was: “Ah my mom, | got a tattoo a couple of years ago for my mom. Just the

story around it makes me think of it as having the most meaning. I enjoy my tattoos. but

this one sticks out most.™ He gives this tattoo the most significance of any his tattoos. The

meaning is an example of mapping. It is a tattoo which we can understand through what

Riggins’ (1994: 112) terms an “esteem object” as it represents a perceived gratified feeling
and respect for both his parents and what they represent.
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tory my dad explained to me

st met my mom he was trying
10 court or woo her. or some crap. Anyway. he was trying to buy a dozen roses
but he couldn’t afford them. So he thought of buying six but decided that it
would be too clichéd. so he waited and saved enough money to buy the seventh
one. Now every year, on their anniversary. he still gives her seven roses. It's
like going more than what you think you should do and making something
your own. It’s like, “fuck the status quo.™

. It comes from a
- He told me that when he fi

The importance of meaning was very evident in Morris” description of both family and of

life. Morris maps out the

social interaction. In regard to interaction with others in everyd:

relation he has with others who have not necessarily been reflective of the original

tion

tattoos but those who have been involved in the rencgotia

meaning he intended for hi

of what his tattoos mean to him over time.

I go with traditional styles of the rose but it is not as much about the image as
it is about the symbolism and the way you arrange them. And maybe it is

because [ am a nerd or an English student but [ feel that the meaning Kind off
improves as you grow. Maybe the meaning I had when [ first got the tattoo is
different now. On the other side of the coin, how casy it is to make up a story
when you are in a bar and you don’t want to talk to someone about your

tattoos. I've come up with some pretty fun stories.

. one which was 1 ocial interaction

I'he chance to hear a story of meanin, de up to suita s

ary part of further social

and one which has had Morris reflect upon it as a nece:

up. This

an opportunity | could not p:

s a heavily tattooed individual wa

story is an example of Garfinkel's ethnomethodology of interaction discussed in the

(1994: 113) concept of social facilitators.

following theory section and of |

Well. I don’t know exactly what I said. but the situation was a lady in a bar that
was far too drunk and I am not sure if she was hitting on me or whatever but
she was fascinated by my tattoos. I was uncomfortable and she was touching
me. so basically I told her I got these in prison. *This one is for time
you know, whatever.




Morris tattoos have pushed the limits on my knowledge of contemporary art and classi

myths. For this reason, | count his tattoos to be some of the most complex designs.

irrelevant of their actual detail which, as can be noted in /- also quite extensive.

Morris and Social Theory

Mor st and even used this

who considers himself to be an anti-Structura

perspective to plan out his ink art, discusses his opposite tattoos like the grim reaper on his

left forearm and the phoenix on his right forearm by saying: “And I kind of like how they

are opposites but not exactly. In my academic life I am always hearing about binaries. 1

don'tknow, if that’s an influence of Derrida in there. But itis nice to not have exact

opposites.” The same sentiment is shared about his knuckle tattoos, which are another

example of crossing a line of limits. A lot of people get opposites on their fingers, but |

didn’t want to. I was like fuck that.” These statements. coupled with the stories of

interaction and the role his tattoos have in everyday life are important points in

unde

anding Morris” tattoos and their meaning, especially if we substantiate the point

through similar perspectives emphasized by Anthony Giddens and structuration theory.

T'hi

is because like Morris

* ideas about the meaning behind his “anti-binary opposit

iiddens” idea of meaning production is also an anti-Structuralist perspective. Kenneth

Tucker (1998: 79) notes that i

cording to Gidder | meaning does not simply derive

from differences in enclosed linguistic systems, as many in the Saussurean tradition argue.

Like Goffiman, Giddens contends that meaning is bound up with practical activity in the

real world. Giddens states that an adequate understanding of meaning must be tied to the

cthnomethodological “use of methods™ embedded in practical conscious:
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Familial Hearts and Ink Mark:

If their Stories are True, their Truth is a Sto

It

while T will discuss “true™ emotion in this collection of

s important to note th:

tattooees. the word truth is not meant in a traditional sense — it in really exist

s. In fact. [ use the word

denoting a true value as opposed to false or incorrect lesser valug

10 illust In my interviews |

rate the polysemic nature words. s;

s like

I know to be honest emotion. These feelin,

aimed to see. listen, and record wha

love. hope. loss. and redemption come attached to the ink marks on my respondents. These

lives

feelings form stories which cncompass a part of my interviewees and embody

memories which have been, and continue to be. influenced by the shifting nature of

Family is one of the powerful reasons given by tattoo respondents as a motivation
for becoming tattooed and in choosing where to get tattooed. One hundred percent (15) of

of at least one of their tattoos.

my participants listed family as part of the mapping

spects

The following respondents literally embody a love and inship for family that was so

strong it needed to be made permanent and part of their cultural repertoire. Tattoos are so

often about being in dialogue with one’s self and with others. Thus these family-inspired

| interactions and the looking-glass selt’ (Cooley 1998) as

tattoos effect soq pects of these

tattooed peoples” lives in an infinite number of way



Figure 3
Description

Gender: female
Location on body: left torso, back, left thigh
(not pictured)
Colours: black and white, blue
Design: seraphim (Iallen angel)
r Fext: this 100 shall pa:
lity: 1 bo hidden wilh a L shi
snvu gothic, portrait, detailed shading.

Symbolic Meanings: buring away the
darkness, eternal sorrow, family and death
Socialcultural aspects: deep family
devotion, artstic, religious

An example of this blend of raw emotion and ink-marked skin comes from the next

research participant who [ call Elise. Elise has the entire left portion of her torso stretching

right down to her thigh and up towards marked by what she sometimes c:

nd at other times 2

igure 1)

afallen ange

Referencing

theological text Celestial Hierarchy by Dionysian, a

According to the classi

Inf: . the

seraphim “destroys and dispels every kind of obscure darkness.

seraphim whose task is to dispel darkness through light, and the profane through the

. has been made permanent on her skin with an array of mostly black and white



shading with an artistic.

nd emotional splash of richly coloured blue ink. The picce. which

was drawn partly free-hand and partly stenciled. is a very intricate ¢;

mple of a

contemporary-style tattoo becaus

e it beautifully blends traditional and new d

ens while

also d an increased |

in artistry. depth, shading. and close

attention to details. For E

se. the primary meaning of this tattoo is not its aesthetics but its

Mapping

In line with the mapping aspes

s of her conversation

s me how the angel

is meant to be a memorial to two siblings who pa

sed away at young ages and are
evidently deeply missed.

I'he wings are tattered and broken. Her face is in angui
blue because it was my brother’s favorite color. It is the only color in the
tattoo. I have seript running down my thigh that says “this too i
took my brother’s goalie mask and asked the artist to have the ma
angel’s lap. She is weeping over it.

h and the Howers

k rest on the

For ilise. this picee is a container of memory. a painful display of emotion, a sign

of love. and a representative of her artistic side. The tattoo tak

s on multiple meanings and

gives other people a different image of her. which will indefinitely influence the way they

view her body

nd in turn, the way she views herself. Thus I tend to view Elise’

the ingredients of a perspective on ling the role a

social actor play

n being both enabled and constrained by social structures while. at the

me time, knowingly conveying a spet

personal meaning that is not fully evident by

looking at her tattoo. She b

to explain the autobiographical dime:

new meaning:

for herself and her family while still being influenced and shaped by others.




namely through social definitions of art, beauty. love, and the capabilities of the institution

of tattooing.

Figure 4.

Description

Gender: male
Location on body: left torso, back, left thigh
(ot pictured)

Colours: blue, orange, grey, red, yellow
Design: underwater whale scene, St
John's, NL imagery, Cabot Tower, “jelly-
bean" row houses.

Text: N/A

Visibility: can be hidden with 3/4 length
sleeve

Style: new school, Japanese style (finger)
waves

Symbolic Meanings: home, family. parental
relationships, pride

Social/cultural aspects: the importance of
place, home, divorce

Figure 4 shows about half of the tattoos on “Jerry’s™ body. The rest runs down his

thigh and ends on his calf. The blend of styles. colours, motivations, meanings. and their

relation 1o his identity has led me to count Jerry as one of the Newfoundland enthusi
proving the complexities tattoos can carry, especially related to the way he connects them

10 his home and family
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Referenci

What is ble in this picture are famous images from the vicinity of St. John's,

talk. The tattoos depict the

Newfoundland. which reflect the referencing aspects of Jerry's

Cabot Tower, “jellybean™ coloured row houses, a hump-back whale. and the fickle twilight

sidered a source of intrigue to

sky. These tattoos represent ideas that have long been con
cultural scholars interested in Newfoundland (Overton 1988, 1996: Sider 1980: Pocius

1988). This is Newfoundland’s eclectic cultural and social history and its role in providing

as

ource of pride and a burden of responsibility to Newfoundlanders as they function as
gatekeepers of the provinee’s tradition and heritage. James Overton (1988: 6) writes that

~a number of intellectual patriots have been involved in cultural regeneration. claiming to

be articul: of the collecti ious of Newfi They have 1o

come home to Newfoundland’s distinct culture, searching for it. discovering it.

surrendering to it. recording it. defending it. preserving it. promoting it. reviving it. and

drawing inspiration from its artistic work.” Overton writes so detailed and succinetly about

the ongoing process of culture building and maintaining that Newfoundlanders” employ as

a way of stressing the importance place can have for those involved with collective

negotiations of self. culture, and belonging. In fact, Overton (1988 6) also notes how

ulture is on the march in Newfoundland.... References to tradition, culture, way of life.

identity. lifestyle, and heritage liberally sprinkle the newspaper columns, the pages of

various small magazines. the speeches and slogans of politicians of all stripes, and the

Iyrics of popular songs.” Readers may note the large number and subject matter of Jerry’s

tattoos relating specifically to Newfoundland as a useful illustration of this type of

patriotism and task in maintaining Newfoundland culture and spirit in a permanent way




Mapping

s his | childhood.

isible in the image is the way Jerry ma mily. his

views on the socialness of tattoos. Here is

what Jerry says. while referring to the

“Ilove whales. so

underwater scene on his stomach which can partly be seen in this imags

1 got some lobsters. you know, cause it reminds me of home. You

1 ot some whales

know my dad [who divorced my mother] was a fisherman. So I'd get lobsters as a form of

child support. The whales and lobsters were also ways to make my underwater scene

- John’s scene.™

nd the whales make it like even more of-

unique. fucking

ation to hi:

Repeatedly and voluntarily, Jerry talked about his family in rel Altoos.
When asked if others like his tattoos, his comments gravitate toward family rather than art

history. When asked if he thinks tattoos are becoming more popular, he discusses his

ire o get a tattoo. Despite all of this talk of family. his father was

mom’s unexpected des

ic remark about his

only mentioned once and then only with a sarc inability o provide
for his child. All of these remarks contribute to Jerry’s identity. his pride in Newfoundland

(specifically his small home community). his pride in family. and his wish to be unique.

All provide an in-depth look at his self-identity as it has been recursively affected by

others. Importantly it also describes how Jerry views his body as a vehicle to display such

*I was like. fuck it. I'll just use my entire body. I can’t just get one

complex sentiment:

tattoo.”

Beauty and Art: Gender, the Body, and Self-expression

To re

p. the social peacocks have allowed us to see the creative and expressive

nature of human agency in conversation with others. The familial hearts in ink mar
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ructural influence. Now it is time to view

demonstrate the enabling aspect of group or s

another category of tattooees who fully demonstrate both the enabling and the constraining

ability to commit themselves and their bodies to

aspects of structure which effect their
becoming tattooed. To be clear, this means that although tattoos are representations of both
our wild passions which define us and mementos of ephermal moments which populate
our lives — they are also influenced by the cultures which we live in/ live through and by

ine Lines (Zerubavel 1991) which are drawn as objective realities in culture and come to

form real consequences in our lives.
These Fine Lines. as Eviatar Zerubavel points out in cognitive sociology. are the

lines social actors draw in their minds in order to interpret the world from different

objective realities. Where we — as a social collective or culutre - place the line, influences

and begins a cycle of aceeptance. repetition, and finally the construction of a new reality

which forms “real”” consequences of its own. “Seperarting one island of meaning from

another entails the introduction of some mental void between them. As we carve discrete
mental chunks out of continuous streams of experience. we normally visualize substantial
waps separting them from one another™ (Zerubavel 1991: 21). In other words. “the lines
drawn in the sand” by the cultures we live in come to form boundraries and levels ol
aceeptance for social phenomena. This is the experience of the tattooed individual. While
the line is constantly withdrawn and constructed again, tattooed individuals can often be

ferenced in Ruitenbeek 1963)

subject to real consequences from social laws (Tarde, as

L 10 " "
that do not really exist.” These concepts will become more clear when we focus on the

" Gabriel Tarde. a contemporary of Durkheim. and his work Social Laws is mentioned here because the
epistemological description of science and the resulting creation of social laws that Tarde explores in this
pivotal work, | sugsest, are mirroring processes 1o the development of Zerubavel's fine lines. As Tarde

ence consists in viewing any fact whatsoever under three aspects, corresponding. respectively.

notes: “thus s
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tattooed individuals who will be discussed in the final cateogry of analysis of this thesis.

These tattooces are the people who openly shared their feelings with me about what has

affected and continues to affect their roles as social actors in deciding to become tattooed.

where to get tattooed. and the appearance of their tattoos.

Gingly regulated by

painful. It is incre

Not everyone can get tattooed. It is costly. Itis

age and by shop practice.” And it is also a permanent corporeal committment which can

impact the life not only of tattooees but also the people they will interact with in the future.

As 73% of my sample (11) is female, gender is a good starting point in discussing the

of structure. Sociologists from the symbolic interactionist tradition

constraining

pe

(Blumer 1969, Goffman 1959) make it perfectly clear that the desire to look favourable

ins to be social. Anthony

an inherent part of what it m

while interacting with othe

Giddens (1991: 100) provides an interactionist-influenced perspective on the reflexive self

Not only must an individual be

prepared to interact with others in public places. where demeanour is expected to meet

but he or she must be able

in generalized criteria (fine lines) of everyday competenc

Naturally. individuals

to maintain appropriate behaviour in a variety of settings or locals

adjust both apy; and d somewhat ing to the pereeived demands of

the particular setting.” Similarily, the ideas of Michel Foucault are of key importance

| influences on our bodies. While discussing discourses on

understanding biopoliti

whether we are

medicine and proper care of the self. Foucault (1986: 100-101) notes

walking or sitting, whether we are oiling our body or taking a bath, whether we are cating.

ns. and adaptations which it contains and which are obscured by a mass of
ind disharmonies” (Tarde. as quoted in Ruitenbeek 1963: 101).

ion of the tattoo industry came only days before | wrote this part of
a/newfoundland-labrador story 2012/06/07/nl. atioo-

o the repetitions. oppos
ns. dissymmetric
The news report discussing the regul
my thesis. See: hitp://www.cbe.ca/news
istation-607.himl

1




ife and in the midst

drinking — in a word, whatever we may do, during the whole course of

of life’s diverse occupations. we have need of advice for an employment of this life that is

worthwhile and free of inconvenience.”

'hese remarks, contextualized later in Chapter §

in the art worlds and fields of cultural production which define artistic practices like

tattooing. put the following narratives under a lens which clarifies not only the expi
human agency in getting a tattoo, but also the world of structural influences which

fine

constrain and enable our decisions and how we live with the consequences of thes:

lines or social laws. Although I believe it is always important to see the subject in the
constitiution of social action like getting tattooed, it would also be irresponsible to ignore
all the men, and particularly woman, I talked with and who provided stories about outside

influences on their body and their concept of gender.

Rachael

Gender: female
Location on Body: g upperbicep. ot

oA e, il 3,
Desig:  Dali- Meditative Fose.
T s e Sutumn loaves, we e in o

Visibility: can bo hiddon with 34 fongih
sleeve
Style: surrealism, reproduction arl

Symbolic Meanings: love and personal
connection with art. change.

SociaUCultural Aspects: fomininity. beauy,
art, ownership of the body, divorce, family




W

ile discussing her family’s reactions 10 her tattoos. Rachael adds a gendered

car from her words and non-verbal

perspective on her tattoos. And although it is

expressions that her family’s opinions about her tattoos are important to her in many wa;

it is also clear that Rachael has a certain desire to break the gender barrier and in the words

of Betty Friedan in the pivotal Feminine Mystique (1963: 73) “(provide) an act of

it (has) been defined ... to shatter,

rebellion, a violent denial of the identity of women

ary. the decorative Dresden figurine that represented the ideal woman of’

neces:

violently i

(ul and emotion-

the last century.” The language used in feminist scholarship is powe

provoking because that is necessary to provoke change and new modes of thought.

Rachael counters the feminine images of the past. alluded to in Friedans work. by noting:
I get some good and some bad (reactions to my tattoos). And the bad mostly

come from my family. Like a lot of people are interested in the tattoos, but

others not so much. My grandmother called me ged g

18. She looked at me and said “who is going to marry you with your body like
that?” My father also sighs every time I tell him I have another one. But |

didn’t need him. Around the time [ started to get them my parents were getting.
divorced. I think he doesn’t like them because he wasn’t part of the discussions

my mom and | had about getting them.

With my grandmother I could never really get a chance to tell her what they
meant. It doesn’t really even make any sense because | have male cousins who
have tattoos and she doesn’t really say anything to them. I am the damaged
one. And [ don’t want to have to justify myself to anyone. These are for me.

With these remarks in mind, we may begin to reference and map two of Rachael's

1attoos so we can come to appreciate how the social and personal are reflected in her

tattoos. In their aesthetic. their placement. and their meanings, Rachael’s tattoos say

something about her desire to express her own interests and also the enabling and

limiting her options.
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Rachael’s tattoo of Salvador Dali’s Meditative Rose
Referencing
Surrealism is a unique genre of painting. literature, and poetry that emphasizes the

. the “logic™ of dreams. for example. According to Modern Art 1900-

logic of the illogi

1943: The Age of the Avant-Gardes: *Given its anti-logical and irrational character,

the surre: movement

fication and hostile to rules and hierarc

contrary to all cod

surrealisms

s may

had no homogenous or unitary structure: it can be said that there were

2007:

art” (Crepald

as there were artists who, to a greater or lesser degree. made surre

se definition of the art form can be taken from André Breton's 1924

207). But a more pra

Manifeste du Surréalisme which defines psychic automatism in its purc

state. by which one proposes to express — verbally. by means of written word, or

other manner — the actual functioning of thought. It is dictated by thought in the nee of’

any control being exercised by reason and is exempt from any aesthetic or moral concern™

alvador Dali (1904-1989) was an cclectic and

(Breton, as quoted in Crepaldi 2007: 206).

1 with An example of how

sial artist who is

ist art can be taken from the book Dali and

Dal

work has been discussed as surre:
Surrealism:

Within a highly sophisticated and caretully structured pictorial mental
landscape (Dali) used devices to create formal visual analogics for the

ience of dreams and halluci . Odd or app illogical
connections are made between disparate ul\|ul\ or groups of uh
people or things can 0 h
apparent reason (Ades 1982: 75).

else. for no

d surrealism to explore one of the most

Influenced by the work of Sigmund Freud. Dali us

s. Moreover. a reason why Dali’s work is

potentially illogical forms of cognition: dre;
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considered surrealist can be drawn from the general cultural dissent and marginality he

w been an

said to have felt. According to Dali in the book Dali by Dali T have alw

anarchist and a monarchist at the same time. Let us not forget the two founders of

anarchism were Prince Kropotkin and princely Bakunin. T am, and have always been,

against the bourgeoisic™ (Dali 1970: 64-65). The spirit of surrealism is one which has far-

reaching effe

wl

Surrealism has been quite influential in mid-twentieth-century French culture.

Bouissac, French intellectual and Structuralis

c.

known for studying the unconscious logic

which governs the culture of the circus (See Bouissac 1985, 2010) — candidly discusses the

impact the surrcalist movement had on his intellectual outlook: ... but at the same time,

surrcalism had already permeated the (French intellectual) culture. Through exhibitions. it
was present in my cultural environment. And it was marked by a coefficient of value.”
I'his coefficient of value describes “things which I would look at positively. if only
because they were marked by a sign of marginality. subversion, cultural rebellion. and so

on. I never felt mainstream. This was the general attractiveness or rebellious cultural

movement in surrealism’ (Bouissac, as quoted in Riggins 2003: 100).

Given the spontaneity surrealists idealized. it is an interesting juxtaposition to put
Dali in the context of structures of control on the body and gender. But the motives behind
surrealism no doubt parallel some of the practices of tattooing. Tattoos are very often a
form of surrcalist art in that they are marks of expression that can. and have been, tied to

rebellion, cultural subversiveness, and social marginality. Tattoos can be just as much



about being different as they are about being the same. One aspect of getting tattooed is the

topic of control, in Rachaels case the decision to hide her tattoos, if necessary:"

Well I actually started placing them in spots that made the tattoos nice but so
they could also be hidden. You know if I have to get a job or anything it was
big concern for my mom on signing off on the first couple. At the uxd of the

day. she wanted to make sure I could still get a job.

a

s is that a tattoo can equally be a

ge that Rachael’s tattoo embodi

Nevertheless, a me:

sign of personality and self-expression while doubling as a sign of cultural difference or

rebellion. For example. Rachael’s comment quoted earlier, which expresses the way she
believes other people view her body as “damaged goods™ shows how her tattoos are living
examples of the constraining and enabling aspects of structure. The only way a tattooee
can claim to be different is by first being the same. But this does not mean that the notions
of surrealist art die when one chooses to adhere to certain “civilizing processes™ (Atkinson
2004: Elias 2000).

2 and this means they

Tattoos are, first and foremost, about sel

can be a sign of adherence to culture while, at the same time. a mark of difference,

. As both are present. it is not intellectually sound to claim that

tattoos are only an adherence to cultural repertoires of body projects suited strictly to prove

s also not sound to claim that

. On the other hand, it

st is part of a collectiv

the enthu
tattoos are only about being different, unique, and disconnected from the status quo. The
expressive nature of tattoos becomes complicated when they bridge the relationship

between individual and culture. This is why tattoos can be about being part of a culture.

but they can also be part of a deeply personal story. “Like when 1 look at my arms.”

rn for their tattoos when it came to employment

AIL(100%) respondents indicated some form of ¢
Although this is most likely a result of the fact that all respondents are students working toward a career. it is
ultural misconceptions about tattoo enthusiasts that still exists and thus have

nonetheless very telling of the
real consequen




Rachael says, “I felt they were always meant to be there — like a birthmark or something. |

can’t even imagine myself without them at this point.... And for me, these are for me. I'm
okay with not everyone being able to always see them all the time. they are also about

little bif

being fun and representing growing up

In sum, Rachael’s Salvador Dali tattoo of a rose floating in air — illogical surrcalist

image and a symbol of traditional femininity - is yet another example of a tattoo’s

of valug ven if surrealists aim to find the unconscious logic in the illogical.

“eoctficier

and soon end up with some standardized images. there is always the possibility of’

ion. And even while feminist movements have

ivity in art and in interpre

ill remain from

fundamentally altered the way we view gender inequalities. influenc

ity.

structures of control which contend with structures of change and creative individu:

T'he structures of control are forces like hegemonic masculinity and ideal body types that

continue to fuel the fight for equality among scholars in gender studies (Atkinson 20113

Kimbrell 1995) and feminism (MacKinnon 1989: Smith 1987).

Mapping: Rachael’s “T.V. on the Radio™ Lyrics

a big part in Rachael’s life and functions as

As was the case with Roger, music play
a social facilitator for friendships and relationships. During our interview Rachael spoke
repeatedly about her boyfriend. an English Major, musician, and a tattooed person. When
speaking about the popularity of text tattoos, Rachael mentions how she “had (her)

ure the grammar would be correct.

boyfriend look over (her) tattoo a dozen times to a

in case.” The lyrics Rachael has tattooed on her left forearm are: “Just like autumn leaves

we're in for change.” The message comes from the song “Province™ by the band T.V. on

the Radio. broaches time and tim

The idea of change is something that this thes
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in reference to meanings, identity, emotions, expressions, ete. This is why [ believe

Rachael’s tattoo about change is an insightful commonsense addition to my dataset.

Rachael describes the tattoo by saying I think about that (changing). I think i

s. But even if | change. these are the

could always like a tattoo as specific as these lyri

So [ will never hate them.”

things that are important to me in different times of my life

Tattoos form part of our social and cultural repertoir

part of our body. our skin, our story. Tattoos represent how even the most permanent of

things like body and mind change over time even while they remain the same. Rachacl

describes the liberating feeling when we understand change as both inevitable and

ity planning out my next

cnabling: “T spent the whole summer before coming to unive

four years and 1 have figured out you can’t plan everything. Things will change and this is
not a bad thing.” The chorus of “Province™ by T.V. on the Radio says “all our memorics
are precious as gold.” One lesson | have learned from my discussions with these
enthusiasts and from myself'is that tattoos are a powerful way humans have invented for
preserving what is most precious in our lives. Memories fade more quickly than the ink of

tattoos.
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Figure 6

Description

Gender: female
Location on body: right thigh, left
torso

Colours: blue, green, orange
Design: 3 Lilies on a vine,
peacock feather

Text: N/A

Visibility: can be hidden with shirt
and shorts

Style: realism, new school

Symbolic Meanings: katimavik,
women’s shelter volunteer, sisters
and family

Social/cultural aspects:
feminism, gender equality, looking
pretty

The Peacock Revisited
Referencing — Elle’s Peacock Feather

influenced by the idea that “the really pretty

Elle’s peacock feather tattoo w:

(peacock feathers) actually belong to the male ... and although the feather belongs to the

masculine, it can also be pretty.” According to Elle, “I know women have always been

by gendered but I am also interested in the masculinity ¢

Elle’s feelings about her tattoo are reflective of her opinions about the issues of gender. the
body. and feminism in Western culture. For Elle, her tattoos represent an act of rebellion
from gender stercotypes or assumptions: but they also represent her connection with her

human desire to look and feel pretty and to be part of a collective.
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of feeling pretty is often equated with femininity. this thesis has

Although the id

shown — through the use of the peacock feather — that tattoos are about demonstrating a

favorable aspect of self and social identity to others for both men and women. Thus. what

Elle’s tattoo says about the gender lines of society and the current state of feminist

scholarship is entangled with notions of her human desires to be attractive, to fit in. and by

the masculinity crisis. Just like the motivations for her tattoo, Elle’s opinions on femini

rell

demonstrate a popular new spin on gender studies (see Atkinson 2011: Faludi 1999:

2001). This is the connection between resisting or rebelling against the hegemony and

s world culture). while also understanding

patriarchy of’ Western culture (or perha

complicated identities and human emotions which obfuscate meta-narratives of an

cgalitarian society. Here is what Elle says about the discipline of feminism:

whole grey area. Sometimes | hate what feminism has been
s ve been wholly oppressed. but |
being female. Basically. [ feel I would just

Well. you get into this
equated with. I recognize that my fem
have been given so many opportuniti
be a lot happier if gender didn’t exist.

lle mentions the m

culinity and the notion of the pretty peacock.

scholars writing in the field of gender and masculinity studics need to be discussed here.

low forar

As | unders

ship which des

tand the topic. they a W spin on schol

of mistaken and misattributed identities and confus

gender as “safe” from the pei

e’

states of belonging. The most valuable lesson of any study trying to explain gender is that

a focus on the micro before attacking the macro is necessary for understanding the

nuanced mistreatment of others based on gender for both men and women. In other words.

nd below

although shattering glass ceilings may be on the agenda. those who live above

should first be forewarned before their realities become shards of broken gla:




According to Atkinson (2011: 42), the principles of Bauman's Liguid Modernity
(2001) and Giddens” high or late modernity (1991) can help us understand the ever-

changing — interaction specific — gender performances of skilled social actors in everyday

life:

““The late modern man is powerful when he finally accepts and wields his ability to

change the nature and performance of his maseulinity when need be. when emergent

situations demand him to enact gender in a variety of way udi makes a similar

observation of the complicated roles a man faces in 'y culture in her influential

book Stiffed: The Betrayal of the American Man (1999). While participating in

cthnographic rescarch at weekly-meetings of domestic violence g1 aludi makes note

oups.

of the men who had “lost their compass in the world. They had lost or were losing. jobs.

hom Their

and families. They had been labeled outlaws. but felt like castolt

ars,

strongest desire was to be dutiful and to belong. to adhere with precision to the roles
society has set for them as men... (and they had) nothing but the gender rule book to fall

back on™ (Faludi 1999: 9).

The peacock feather is a symbol for a new understanding of gender as an issue

underscoring the life of men and women in the late-modern world. The tattoo is thus an act
of rebellion in making note of this fact and purposefully mocking the gendered barriers of

masculine/feminine, pretty/strong. male/female. But it is also representative of the

confusion of roles felt by men and women in their desire to act out gender-appropriate
roles in specific situations. In a sense the peacock is a confusing symbol of gender because

most people will associate feathers with traditional femininity. Show girls used to wear

feathers. A generation or so ago women often had feathers in their hats. Most people will

overlook the fact that it is the male which has the brightest feathers in many species of



birds. Elle’s ib 10 our und fing of the i ance of structure as an enabler

and iner is ized through her ing desire to maintain attributes of

while also allowing her to play on these biopolitical principles as a

motivation for artwork which mocks these very pi

nciples.

Elle ~oh yeah, I wanted to look pretty. Everyone wants to look pretty. Boys

want to look pretty t00.” The idea of wanting to look pretty was mentioned as important to

67% of my sample and of this perc

performance and communicative aspect of tattoos

nd lines that flow. look cle
principles of tattoos (of which gender rules often apply) are often the ways in which tattoos

can be most constrained and enabled by the structures that influence them.

Mapping

The peacock feather says a lot about very complicated socio-cultural issues. But

a volunteer

Elle did not spend much time speaking about them. Instead. her experience

with Katimavik (Inuktitut for “meeting place™) are what define this tattoo’s meanings for

Elle. Katimavik is a program that began in 1977 as a mission for Canadian youth

volunteers to be exposed to other cultures, people. and to a much broader appreciation of

C

izens (http://www.Katimavik.org/our-mission). Elle

nada as civically engaged ¢

describes her part e-chan,

ipation with the program as * and says 1 was a

Katimavik participant during 2008-09 and I was a volunteer at a woman's shelter in Slave

Lake in the nearby First Nations reserve in Blind River. Our main responsibility as

volunteers was to decorate and run the charity gala. The centerpiece for the tables w
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peacock feathers and as a parting gift they gave me an Inuksuk and two peacock feathers

from the gala

The effect this program had on EIle’s life is

very evident not only in her choice to

make this symbol permanent on her body, but also in the wa;

she d

ribes the feelings of

empowerment in helping women and coming to an understanding of what it means to be a

woman and part of a team. Elle says her

family does not generally support her tattoos. but

“the tattoo on my leg has a lot of significance to me.

o my family members

seem (o try
and to understand a little when 1 tell them.™
Conclusions

I'hrough the case studies of these six tattooees and the supporting knowledge and
perspective given by the rest of my sample, this chapter has identified three categories of

tattoo enthusi

ts who embody and describe what it means to be tattooed in the modern

world, and importantly what tattoos

can mean to those who don them and to the culture
and history of symbols which contextualize them. Every mark of self and culture that we

make on the world is always influenced by a plethora of circumstances and principles. |

have identified three categories of interviewees: (1). Social Peacocks. (2). Familial Hearts
(3). Beauty and Art Enthusiasts. This allows for an interpretation ol Giddens' structuration

theory and thus corresponds to the following ingredients in the constitution of social

action:

Those which allow us 1o see an example of the creative human agency
2. Those which are inspired by the enabling aspects of structure (family).

3. Those which demonstrate both the enabling and constraining aspects of social
structure.

In cach category T have drawn out the multiple meanings existing in the ink through tools
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is that

introduced by Riggins (1994). referencing and mapping. The overall me:

tattoos are more than marks of culture or marks of individuality. They are something we

make in order to be in contact with other people. but also to be in contact with ourselves.

A common remark heard when discussing tattoos with others is the question: “Are

and social

aybe.” Tattoos are about sl

10os about rebellion?” My answer here is ~

us feel to them.

sion and this m

ns for some people that they may have a rebe

about only one thing.

yoursellapart. But they are never

n 1o the people around u

n something different to us some may

consider our ink rebellious while we consider it artistic. beautiful, signs of love. or
memento of where we've been. The cliché “don't judge a book by its cover” is a relevant

nres.

ause as we have seen through an exploration of the g

conclusion to this research be

rde. Kitsch, Greek myths. contemporary photography. Japanese

ofart (surrealism, a

nt-g

: and through references to feminism. the masculinity crisis. elite literaturg

Newloundland culture. ancient theological texts. and works of cultural criticism. that

tattoos are much more complicated than they are normally depicted.

00s are s

ymbolic of the places we have been. the people we have known and

social beings with far-oft

have been in conversation with, and even the intrigue we have

places we have not. or may never. experience. To understand these ideas [ wish to talk

about another remark | hear from enquirers while I discuss the symbolism of tattoos. This

to have s

time it i

s the question of people’s desi ymbols like Chinese characters. Latin

re not fluent in

phrases. or Japanese mythical images tattooed on their bodies when the;

ar-ol1™ de: r.

or the cultural nuances reflected in th ens. To be cle

cither the languag

neither 1. nor anyone else. will ever truly know every reason why people do what they do.



ists we theorize about difl

rent

As sociolog

ctions. But at the end of the

ol why we do what we do and who and what has shaped thes

day. ant to be suggestions and clues and never ar

swers or

totalities. From this rescarch. 1 wish to theorize the following

First. people get tattoos that

may be in different languages or have obfuscated mea y because this is

s in some v

part of the ability agents have in making meaning coded and controlled. We note this

gents

carlier with Roger and Morris who wish to have their tattoos sometimes be a seeret to

themselves or from the oceasional onlooker. Second. tattoos are about art and thi

means

enthusiasts and their

100 artists often work together to cr igns that are both

personally and visually/socially appealing. This means people choose designs often

because ol aesthet abilities of the art ol tattooing. and its relevancies to their wishes

and tastes. For example, Elle expressed these ideas while talking about the colors she had

ind how they were influenced by tattoo ink available and not

necessarily a realistic depiction of bird feathers. Third and finally. one of the most exci

aspects of any form of art whether it be on a canvas, vinyl. string. or skin. is

s mystery

and its ability to foster a multiplicity of interpretations and personal and social relevancies.

When | started to res book at a local bookstore that had conneeted

h this topie | found

c. This

some popular tattoo designs with a finite definition of the symbol across the pag

book gave me the motivation to do rescarch that did the ¢;

act opposite. Readers should not

leave this rescarch with an unders

anding of what tattoos mean. but instead what tattoos

can mean and how this meaning will change over time and space

person.
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Ihe following chapters are a theoretical exploration of a tool-kit of sociological
coneepts and understandings that will further allow for a contextualization of the

polysemic nature of identity and meaning. Chapter 4 will describe. in more detail. how

structuration theory allow for an understanding of

sociological theories tied with Giddens
the fluidity of personal and social identity and how this elusive character directly reflects

on our social actions as they are a result of multiple motivations fed through both the

individual and cultural. Chapter 5 explores how meaning is ereated in art. or rather how art
is given meaning. This analysis situates the tattoo in between an art world and a field of
cultural production and thus encourages an appreciation of the many contexts in which

tattoos can exist artistically. culturally. and personally
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CHAPTER FOUR: WHO ARE WE?
THE SOCIOLOGY OF IDENTITY IN EVERYDAY LIFE

When men of an inferior culture share a common life, they are often led,
almost instinctively, to paint themselves. or to imprint images on their bodies
that remind them of their common life (Durkheim: 1995: 233).

Introduction

The many layers of analysis in this thes

s through which [ have attempted to

discover the social and personal secrets of tattoos and tattooed individuals are derived

| theories

ily from

y those infl 1 from the symbolic

tionist tradition (Garfinkel 1967, Giddens 1984, Goftman 1972). These theori

as tools rather than solutions with respect to our understanding of social practices. Wh

s th

mean by these claims social theories are not meant as answers o a totality, but

instead they are best used as tools for helping us understand parts of the many systems of

practices and routines c| . The theories discussed in these

acterizing our day-to-day liv
next two chapters, when combined together in a tool-Kit. form a more comprehensive look

into our social actions and behaviors because they reflect multiple ontological

perspectives. | believe the tool-kit of theories to be explicated rightfully represents some of’

the most important literature relevant to the topic of becoming tattooed because they allow

for an understanding of the nuances of both structu

nd agency.

T'hus. unlike the role of other scientists (the physicist, chemist

. or biologist). the

sociologist is supposed to provide suggestions and clues, and never definitive answers or

y. the routine. and the

laws. The task of the sociologist is to help us understand the ordina

common iven a sense of

ical. because as we will see. such things are in fact falsely

simplicity or universality. For within any action lies many different layers of analysis.
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jons which draw our gaze (o larger

Indeed. any action can bring about numerous ques

ist. they slip by our

questions of existence and control; while still more questions may c¢:

and become taken-for-granted und dings. As Bauman states (1990

above the level of our daily

13). “rarely. if at all do we make an effort to lift ourselves
concerns to broaden our horizon of experience ... the overall result of such a broadening of

horizons will be the discovery of the intimate link between individual biography and wide

social processes the individual may be unaware of and surely unable to control.”

roaden their horizons™ when it comes

T'his chapter is an invitation to readers to

It is also an escape into a world of’

10 a theoretical understanding of tattooed cultur
infinite meaning and identity signifiers. In some loosely connected ways, this chapter asks
of readers that they submit themselves to a Husserlian-type epoch¢ (Husserl 1931). That is.

ion to forget

suspens

I wish to have readers bracket the “natural attitude™ in a type of s

aid. before

assumptions and experiment with theories on a transcendental level. With thi
offering some of the best theoretical tools for understanding the tattoos 1 have explored in
the previous chapters. I would first like to show the effectiveness of the tool-kit

perspective.

The Tool-Kit

Ann Swidler proposes in her book 7alk of Love that we should consider cultural

practices as unique and pluralistic elements that form a cultural “tool-kit.” This Kit.
influenced by varying cultural capacities. will be used to form strategies of action which

then. in turn, help negotiate choices and plans of action for an individual. Swidler (2001

sing essence in which life

12) strong a definition of culture not as an all-encompa

y urges

biographies live, but as a “set of symbolic vehicles through which such sharing and
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learning take place.” With these ideas as precedent it is my assertion that all genres of

social thought are actually powertful contributors to a complimentary theoretical “tool-ki

best used in the ongoing inquiry into sociological questions such as the quest for

! i dific . Thus, it is my plan of “strategic action™ for this

2 human body

s a polysemic endeavor, which I will

chapter to dissect the process of becoming tattooed a
argue is enriched through an understanding of many different theoretical descriptions of a

cultural and individual practice.

" the firs

nding Culture,

s and cri

ique of Clifford Geertz in !
chapter of Talk of Love. has also influenced my thinking throughout this thesis. According

and distinctive look at the

Geertz who is often praised for his analysi

to Swidler

functioning and origins of cultural practices, especially around rituals and symbolism often
falls short of understanding “what their culture means to them™ and more explicitly often

it were “unified around a shared sensibility™ (Geertz 1973: 20 22).

thinks of culture a:
Swidler. on the other hand, proposes that since culture is a tool kit. we may use it in very
different ways and it can mean many different things at the same time. This is the key to
dissecting meanings and cultural relevance.

it were still an exotic cultural

Importantly. whether one were to study tattooing
practice. following Geertz and his uniform structure of culture. one might conclude that

structures during varying eras.

tattoos have historically had universal meaning

Furthermore, one might speculate that tattoos merely display a connection by which actors

plug themselves into culture, hinting that tattoos are not in fact both personally and

culturally negotiated. On the contrary. this thesis argues that any one explanation or

anding should not be taken as a meta-narrative for a social and cultural

historical under:
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practice. I believe that within each era of tattooing, however broadly we may wish to

define them, exist a plethora of cultural and pers

bnal meanings tattoos have had for those

individuals who devoted their bodies to it. Thi

is the central idea in Swidler™s notion of’

the complexities of culture(s) as being used in many ways at the same time. The theoretical

tool-kit should be taken

a method of avoiding an attempt to find a single meaning.

definition. or understanding of the social and personal practice of becoming tattooed

during any historical era or in the future.

The Primary Tool in the Kit

As an over-arching theoretical framework. one which situates theoretical tools for

the role they must perform. Anthony Giddens” structuration theory is of paramount

importance to this thesis and to the unders

anding of the process of becoming tattooed and

the meanings and motivations behind the marks. Whether studying the tattoo as artistic

expression. body project, commadity, or vehicle for the self. some strikingly similar

debates enter into the lite

ure. | refer to these debates. like those previously discussed in

the tattoo/body literature (see Chapter 1), which attempt to pinpoint body alterations as a

result of structures of influence or expressions of individual control (¢.g.. Shilling 199

Furner 1985: Foucault 1977, 1982: Sanders 1989, etc.). Giddens™ structuration theory is

unique because it offers divergent nod

s of thought from these dichotomous loops.

Allowing for an understanding of the potential for structure and agency to be in a

relations

symbiotic rather than dichotomous hip. Giddens argues. is most productive to the

pursuit of knowledge about cultural acts. This is primarily because cultural acts which

involve the conscious action of an agent, as well as the

ystems of knowledge and

ctice

which come to be socially created and signified. have all been processed in tandem rather



than separately from cach other. In Giddens’ (1985: 25) words: “analyzing the
structuration of social systems means studying the modes in which such systems. grounded

in the

ituated actors who draw upon rules and resources

in the knowledgeable activities of's

ction contexts, are produced and reproduced in interaction.™ This quotation

diversity of a

allows for a useful ion of the ingredients in und ling strueturation theory and

{ ling all social/cultural acts. Acknowledging the role of knowledgeable

further. to
actors as well as the importance of social systems/structures in making up the components
of the social construction of reality is of key importance to understanding how it is that an

ing the skin with ink must always be understood as both an

act like indelibly marl

individual and cultural affair. If' we understand this to be the case, we must also realize

how meaning and identity attributed to a social act like becoming tattooed will also have

deep and varied interpretations and systems of signifi Before with an in-
depth look into understanding the importance of utilizing structuration theory. I propose

sary to create a theory which

that we should first consider why Giddens thought it nec

ructure and agency. This will require

could bridge the chasm between the dichotomy of s
us to understand “orthodox consensus.™ a term discussed in his book Constitution of

ociety (Giddens 1984: xx).

Orthodox consensus. discussed in detail in many of Giddens™ influential works
(e.g.. 1979: 235-254: 1985: xv-xxxv). is his critique of generalizations classical social
theorists have made while deseribing social phenomenon as a result of structures of control

which exist independently of the agent. The agent in this sense is viewed somewhat like a

pawn in a game in which people have little to no knowledge of their actions. This

tructural functionalists. For

aid to be typically adopted by

structure-centered approach is
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" criticism,

example. | offer quotations from Emile Durkheim to contextualize Gidder

fulness of these th ical

while also advocating how we may come to ate the

accounts il we suspend ontological bias. Durkheim’s account of the totem in his text 7he

Elementary Forms of the Religious Life claims that “when men of an inferior culture share

acommon life, they are often led. almost instinctively. to paint themselves, or to imprint
images on their bodies that remind them of their common life™ (Durkheim 1995: 233).
Readers should recognize how this initial description paints a narrow picture of the totem
and carly sociological understandings of tattooing as void of a theory of individual action.

With this in mind, readers should also note how Durkheim illustrates an understanding that

marks on the skin and cultural practices of these individuals were, in fact. not always

arbit of group memberships. but “durable™ symbols of’

ry or entirely i

cultural signifi Specifically referring to personal-cultural signifi Durkheim
speaks of what the ink mark means to the person in an attempt to understand the meaning,
or at least stressing the importance of noting its presence. “But we must know how to
reach beneath the symbol to grasp the reality it represents and that gives the symbol its true

meaning. The most bizarre or barbarous rites and the strangest myths translate some

human need and aspect of life, whether social or individual™ (Durkheim 1995: 2).

T'he way art can speak to us, and realities become objectified. is the same way

I Thi

symbols inherit and represent meaning and conceptions of the of course.,

such. I believe the value in

through the relationship of the individual and culture.

his belief in the importance of

Durkheim's is that he

the group and cultural relevance in shaping and crafting meaning. This is made especially

sions that could unleash themselves in the

Iy notes how “wild

evident when he poet



wonder

ndividual

dispersed, and

midst of a crowd. cool and die down once the crowd ha

with amazement how they could let themselves be carried so far out of character. But if the

sed eventually become inscribed on

movements by which these feelings have been expres

232). Thus Durkheim’s

thi that are durable. then they too become durable™ (199:

£

on to carly human practices of marking

theoretical assertions which attempt to provide re

the skin with ink as influenced by clementary religious activities is very useful for

understanding the role culture(s) has always had in shaping action: however. it is also

ately suffer from Giddens® “orthodox consensus.™

evident that these theories ulti
Although Durkheim hinted at the significance of these marks as durable reminders of

ed for committing the practice is solely attributed to

memory. the ultimate reasoning s

tionship which is led

ary other side of the rel

group or cultural influence and not the nece

by individual, human desires. While we gain useful insight into the power of group

influence, we remain impoverished from a perspective which acknowledges the agent as a

thinking and doing subject who enters into necessary contracts with culture to create new

durkheim’s sociology. in fact.

things. Giddens (1984: 173) makes this point by stating

may be seen as irredeemably flawed in respect of the absence of a conception of power

I from the get

I draw readers to another remark by Durkheim who

the man we all know and whom we all are — is complex in a

atherland. a religious

way: he is of a time, of a country: he has a family, a city. a

differe

and political faith: and all these factors and many others merge and combine in a thousand

ways... (Durkheim 1978[1888]: 49-50).
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T'his scems indeed the best time to contextualize how itis that Giddens®

structuration theory can lay claim to ma

mizing the output of understanding that social
theories can deliver by situating them in the context of a socially constructed world that
has been created through what is known as the duality of structure (Giddens 1984: 25).
I'he duality of structure is of utmost importance in understanding structuration theory and
to studying other theories because it offers a view of structure as both the “medium and

outcome of the practices

it recursively o

Ital

panizes so stresses that “structure is

not to
be equated with constraint but is always both constraining and enabling”™ (Giddens 1984
25). Therefore. agents who knowingly construct their world through layers of

consciousness and unconsciousns

do so only through. and with the goal of. the recreation
or maintenance of structures. We may already begin to acknowledge how Durkheim’s
account of the totem may be enriched while being supplemented with assertions of the
necessary role agents play in reproducing and creating new designs. meanings. and identity
to the marks of the totem.

What all this means for tattooed individuals is that we may stop speculating on the
meaning of the tattoo as influenced by structure or agency, as it has always been both. And

what this means for my thesi

is that this theory chapter can provide a number of useful

theories for understanding many different face

of a social practice and of social and
personal identity while ignoring stubborn ontological debates — which arguably disable
more than they enable. I we understand the tattoo as a polysemic design with infinite

meanings. then the semioti

reference to the artwork may have many meanings which

coincide with a structural relation (such

« group logo. brand name. etc.) while also

having meanir

which coincide with personal associations (connections to kin, indelible



T i .
representation of a memory, ete) . Accordingly, we may best understand these meanings

by first altering our own beliefs about what Kinds of meaning a tattoo can have. Meaning

and identity are indeed elusive and constantly shifting phenomena. This means that they

are susceptible to frequent changes and function in our daily lives in very different

capacities. Erving Goffman and other Chicago School theorists have perhaps best

social actor: in

portray

demonstrated the importance of understanding the many rol
everyday life and how cach is not a shallow performance of selthood, but in fact how these
roles come to play a meaningful representation of our own social and personal identitics.

T'wo quotations from Goffiman’s carly influential text Zhe Presentation of Self in Evervday

Life (1959) contextualize this idea. The first is actually from Robert E. Park. It is an

example of Goffman’s intellectual heritage and a reference to the broader influence of the

st Chicago School of sociology in symbolic interactionist theorics. The second

quotation is from the same text but is directly from Goffman and is made in the context of’

a discussion of patients in a mental health institution who are undergoing a therapeutic

technique known as “psychodrama.

orical accident that the word person. in its first

Itis probably no mere his
meaning. is a mask. It is rather a recognition of the fact that everyone is always
and everywhere, more or less consciously, playing a role.... Itis in these roles
that we know cach other: it is in these roles that we know ourselves (Park
1950: 249. in Goffman 1959: 19).

Apparently a part once played honestly and in carnest leaves the performer in a
position to contrive a showing of it later. Further. the parts that significant
others played to him in the past also seem to be available. allowing him to
switch from being the person that he was to being the persons that other people
were to him (Goffman 1959: 72).

'@ Much like Elise’s seraphim tattoo because while referenced, it is part of theological hierarchy of
angels and thus a sign of a religious social structure. But while mapped, the “fallen angel" is a sign
of love, death, and kinship toward siblings who have died
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The Tool-Kit: ldentity

Al offerings of Goffiman as contributing a

We may now focus upon the theoreti

theoretical tool in the kit to be used in understanding one of two major themes of enquiry

for tattooed individuals: identity. Goffman. as influenced by symbolic interact

offers much in the way of understanding what Giddens calls “practical consciousness™ as

iousness, which is

an ingredient in the constitution of social actions. This level of cons

most involved with the reflexive monitoring of day-to-day actions organized as a

continuous flow — what Giddens calls the dus is the domain for functioning agents: and

in Goffiman’s dramaturgical sense, the stage which plays host o convincing actors.

Perhaps influenced by ideas like Shakespeare's “all the world is a stage.™ Goffman (1974:

“encounters.” and

thea ames,

izes that the social world may be divided into

iens/fabrications,” among other spheres. Although “during any one moment of
activity. an individual is likely (0 apply several frameworks.” we can often understand the

rational performance of actors in Goflfiman’s framework as always an effort in “saving

face.”™" Similarly, according to Giddens (1984: 3) “the reflexive monitoring of action

rather than a state and as

depends upon rationalization, understood here as a proces

inherently involved in the competence of agents.” Thus agents require a great deal of skill

in being able to “frame™ the situation while, at the same time. reflexively monitoring their

actions as they continue at a consistent rate. As Goffman (1974: 247) states. “given their
understanding of what it is that is going on, individuals fit their actions to this
understanding and ordinarily find that the ongoing world supports this fitting. These

organizational premises — sustained both in the mind and in activity -~ I call the frame of

" The term fuce may be defined as the positive social value a person effectively claims for himself by the line
others assume he has taken during a particular contact. Face is an image of self delineated in terms of approved
social atiributes” (Goffman 1955: 213).
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social peacocks who us

the activity.” The frame is a useful term when jux

favorable in different situations which arrive in their daily experiences.

mes to appear

attoo sleeve as “sexual insurance,” or Morris who

For example, Roger who can use his

pretends he got a specilic tattoo “while serving time™ to fend off unfavorable onlookers

ive form of social deviance.

inated by what they per

first that agents

Framing the tattoo a:

structure of the current

sition themselve:

po

organization. not to mention alter their own identities in the interest of personal and group

instances of acting and positioning in practical

meaning. In order to best get

¢ tattooed individuals in

sert that we must make

const an attempt 1o s

nted o other:

ceveryday life and make note of how and what ways the tattoo may be pra

rve tattooed

not sufficient to merely obs

Of course. it

hidden from certain eye

ore

individuals. Accordingly. in Chapter 3 readers were given responses from tattooed

individuals who have been questioned on the topic of their multiple presentations of self' in

ioned themselves to

order to understand how some typical tattooed individuals have pos

tion. One prevalent example w

best fall in line with a perecived definition of the situ
quoted from Rachael who. with her mother. worried about tattoo placement so that she

would not scare off potential future employers.

nce so much of Goffman's theoretical insights rely on an acceptance of the

orderliness of interaction and the frames of the activity as given categories. many soci.

theories need to be supplemented with other viewpoints or

theorists believe Goffman’

I i (see the contril in Riggins 1990). These Goffmanian-

uenced perspectives function to help sort through the ambiguities. or as some call them.
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“perspective by incongruity™ (Smith 2006). of how actors can fluently navigate everyday
encounters while dealing with the frames of the activity which may be acting as a
ble

stipulating definer of genre or atmosphere. Here is evidence of the po: idity of the

term “frame.” on which Goffiman has built much of his own theoretical grounding.

These frameworks
some

are not merely a matter of mind but correspond in
sense to the way in which an aspect of the activity itselfis
organized ... (Irames) are something cognition somehow arrives at, not
something cognition creates or generates (Goffman 1974: 247).

lers wishing

While I have proposed that re: to understand identity gain insight from

an application of Golfmanian theory interwoven with Giddens” ins

eht into the
performance of actors as convineing individuals who display the ability to use. create. and
be constrained by structure, we will now see how Harold Garfinkel's ethnomethodological
rescarch tool is. in some ways. a useful supplement. This is because cthnomethodology

demons

ates the importance of structure and agency in shaping both social definitions and
personal identity at the same time. As we will see, this is primarily because. as Giddens

(1976: 36) notes in his boldly titled definitive text of contemporary social theory New

Rules of Sociological Method. for Garfinkel “social life. as lived by actors. is thus not to be

seen as a series of feeble attempts to match up to standards of rationality as specified by

the “scientific attitude.” but quite on the contrary as a series of dazzling performances to

which these standards are essentially irrelevant.” This idea is especially relevant to

unders tion and its relation to the constitution of social actions.

anding identity-form

because it begins to allude to a much more dynamic relationship between the subject and

ocial

object and how this relationship must be studied under the auspices of a new form of

science enquiry.



T'o travel further into Lewis Carroll’s rabbit hole (so to speak) reader:

hould take

note of how Garfinkel and the sub-di

pline of sociology known as ethnomethodology

both gained notoriety and intrigue through the

e study of Agnes. Agnes. an “intersexed

person.” maintained herself in the view of all others a

“bona fide female™ (He

age

2006: 182). She did so through the practice of being a

illful “ethnographer of gender.”

T'hrough a believed nece:

Agnes mastered the art of reflexively monitoring practical
consciousness. so much so that while being screened for suitability for a sex-change

operation at UCLA — where she first encountered

rfinkel - she was able to convinee

health professionals that she w

I along and in the first place a natural female despite

the i jcal, physiological. psychological, and biological facts which

might be amassed by this claim. and. on the ba:

to urge the surgeons to remedy her

condition in the direction “intended by nature™ (Heritage 2006: 187). By using norms of
femininity while skillfully playing off norms of naturalness or morality. Agnes controlled

her identity beyond the deductive powers of natural and social scientists. Despite skillfully

fooling those around her and having her seeret eventually expos

. Agnes” lesson to

Garlinkel and other ethnomethodologists in the future — and for that matter. to any

sociologist. especially those studying the body and identity — was invaluable in that it

stressed that while aiming to understand the necessary elements in successfully socializing
for the skilled actor. one should not ignore both the power of individual agency and the

importance of understanding the duality of structure. “Members know. require, count on.

and make use of the reflexivity to produce. a

complish. recognize. or demonstrate rational-
L

adequa

y-for-all-practical-purposes of their procedures and findings™ (Garfinkel 1967: 8).

For this very reason. Giddens (1984: 23) s

no doubt that Gartinkel has




helped to disclose a remarkably rich field of study  performing the “sociologis

alchemy.™

In “Ethnomethology’s Problem.” Garfinkel reflects on the responsibility of the

in inating what may otherwise be lacking in the s

lexicon. “What more?™ is the phrase Garfinkel (1996: 8) feverishly repeats to prove that he

has given due reflection to the question “What is ethnomethodology arfinkel claims to

have been asked in pas

ng in an clevator encounter with another sociologist, we can

s that

observe a generously explicated response given by Garfinkel which st

and its

anding technical preoccupation

nd make instructably observable the local

endogenous production and natural accountability of immortal familiar society’s most

ordinary organizational things in the world. and to provide for them both and

y as objects and y. as alternate methodologies™ (Garfinkel 1996:

6). What Garfinkel i

referring to when he says the “immortal familiar society™ becomes.

clear as a companion term to Giddens™ “orthodox consensus™ when we are provided with a

statement from Garfinkel (1996: 10) that “Durkheim”

aphorism is taught to graduate
students from the first day of graduate work: “the objective reality of social facts is
sociology’s fundamental principle.”™ This phrase is not meant as a critique. Rather it is an

aid in g the i of alternate

for studying what may

have appeared to be an organization of social facts

objective reality. Ethnomethodology

is of utmost importance as an item in the theoretical tool-ki

for understanding identity. It
allows for an appreciation of classical theories which emphasizes structures hidden in

objective realities. simultancously allowing for an appreciation of the importance of
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knowledgeable agents managing their identities in the aff

s of their own subjective
realities

Identity is acted. framed. and must be convineing to onlookers if one hopes to be a

successful social actor. Just like Agnes, tattooees must be able to use their tattoos — like

Agnes uses traditional forms of femininity — to act out specific and desired roles.

Although tattooees have often been portrayed as social deviants or perpetrators of

nality in sociological literature (Sanders 1989: Vail 1999). this research has aimed to

demonstrate that tattooees actually use tattoos to connect and fit in with others. For
example, Jerry demonstrates his pride and heritage for Newfoundland with a tattoo
spanning half his body with famous Newfoundland imagery. s tattoo is a cultural
repertoire that Jerry uses to represent his connection and personal commitment as a

member of an ethn

oup and homeland.
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CHAPTER FIVE: WHY ARE WE?

THE SOCIOLOGY OF MEANIN

5 INART AND CULTURE

We might speak of people being in d
that it is difficult to construct one
in the absence of object

alogue with objects in the sense
s self and to present that self’ to others
. through objects we keep alive the collective
ind families which would otherwise be forgotten ...
s¢ is polysemic, open to multiple interpretations. so are
1s (Riggins 1994: 2-3).

memory of societic

just as langua
material arti

T'he second part of this theory review explores the contemporary mes

ing:

attributed to tattoo art through comparisons with the sociology of art. If we take the above

quotation as typical of material culture studies, we may assert that tattoos are theoretic

not too different and, in fact, may be substituted for “objects™ in the above quotation while

still allowing for these statements to remain relevant (see also Woodward 1997). The ids

that the plus self and social identity are a It of a plethora of

and | identities is ble to the role tangible “thin,

. This state of mind where we can better understand

acquire as identity tools and sigi

that some “thing”™ (like meaning or identity) is never one “th (like deviant. normative)

is what | have attempted to prove thus far while discussing identity and is what I wish to

explore now while dealing with the polysemic nature of meanings that can be attributed to

tattoo art. Readers should keep in mind our six case studies of the referencing and

mapy aspects of tattoos in Chapter 3 while coming to appreciate the necessity for the

ng

¢ these theories allow for a look into the

following theories in a tool-Kit. This is bet
symbolism of art and allow for an interpretive tool into understanding how art both attains

meaning and can be defined as art in the first place. Tattoos and the practice of tattooing

are very much influenced by structure as both a means and end to the social practice. This
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is why I believe it is important to consider culture as always present in deciding where,

what. and who. while enthusiasts become tattooed.

Thus. the following theories have been chosen to conclude the theoretical tool-Kit

for two reasons . they allow for an understanding of the relevance of structure and

cy in the struction of meaning. In doing so. they show the value in understanding

the relevance of how something can be defined as art and therefore how works of art carn

ning. | argue that this theorizing of traditional creations like painting and music is

biquitously connected to the I ion of tattoos in our individual lives and culture.

Second. these theories

fully demonstrate the business of tattooing, a world and ficld

populated with artists and enthusiasts constantly being redefined and redesigned. These

theories tie our identity theories to a world and field of meaning production while

lectically bining seemingly disconnected genres of

ing the i of

sociological thought.

A World of Meaning

The text Art Worlds (1982) by Howard Becker has a main objective to demonstrate

ion of his

how art part of the world of work. To prove this. Becker provide:

an explan:

rationale carly in his book by saying “all artistic work, like all human activity. involves the

joint activity of a number. often a large number. of people™ (Becker 1982: 1). Later. the

concept of the “art worlds™ is more narrowly defined as “all the people whose activities are
necessary 1o the production of the characteristic works which that world. and perhaps

others as well, defi

art”™ (Becker 1982: 34). Thus. this theoretical perspective is a way

| and

accounting for the ability art can have in bringing many people together in a soc
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cooperative endeavor. Ultimately. i

definitive of how. through the same collective

process necessary for any social interaction and for the constitution of society (in Giddens™
terms). we may define both “the production and consumption of art™ as an inherently
cultural product and practice. To prove the connection of theories discussed so far to
Becker's art worlds perspective, we can turn to Sanders (1989: 24) who says “artist-

rafismen, their produc

. and their conventions that surround them often come to be the

center of “minor art worlds Or Atkinson (2003: 48) who draws a whole network of

tattooing to the forefront by saying “In many wa

s, by pursuing tattooing body projects,

individuals may be actively and purposefully shopping for culture through their corporeal

alterations™ and the shopping oceurs through many venues as “people learn on-line about
the tattooing process. find out about artists through magazines, and contact artists all over
the world.™

Indeed the world of tattooing has grown ever closer as a result of bustling

' For Becker, however. this is not the

technologies. atalyst for conventionality in practice
and style. This is instead a direct result of an art world surrounding body modification

practice:

For however varying the world of tattoo art would like to be, and where

inspiration may come from. is not of key importance here. as we understand according (o

Becker (1982: 13): “cach kind of person who participates in the making of art works. then

has a specific bundle of tasks to do.™ If they want to change the process within the division

of labor, they may be faced with some difficulty

' This is a reference to the changing definition between craft and art taken up by Beeker (1982: 277) later in the
et

' One may consider technology to simply be a tool in the distribution of art works, or the “impresarios™ in Becker's
terms (1982 119)
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arelationship between individuals, and its true value may be

a

TI'he art world ex:
given by those who accept it, but as Becker (1982: 29) so aptly points out “people who
cooperate to produce a work of art usually do not decide things afresh. Instead., they rely

. agreements that have become part of the

on carlier agreements now become customar;

and culture and its relation to

How we und

conventional way of doing things in the art

art, or art and its relation to the individual then. is turned into a whole world of discovery
by Becker. The art world perspective is a tool in understanding not only how art is created
and accepted. but what it means to be a culturally existing being. part of a collective,
producing by way of convention and past understanding. In connection to the over-arching
theoretical framework provided by Giddens, the art world is an intricate and well thought
out application of the idea of a knowledgeable agent who contends with the duality of

ate. or carry on with an already existing structure,

structure in an effort to reconstitute, ¢
We must remember how the art for the tattoo is never created immaculately or without the

and constrains us

is what enables

use of previous structures and systems of influence. This

and as knowledgeable agents.

52 as attoo enthusiasts

as artis

ker

One of the most influential ideas emphasized in Be work is his way of’
tearing down understandings of individuality and personal genius. “Works of art, from this

“artists” who possess a rare and

point of view. are not products of individual makers

special gift. They are. rather. joint products of all the people who cooperate via an art

(Becker 1982:

world’s characteristic conventions to bring works like that into existens

35). The art worlds, though “they do not have clear boundaries™ work as the systems by

which art may be produced and enjoyed, individuality remains only as a social ideal,

iall hasized in the ry Western world. This does not mean that art
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does not have meaning, rather that it does not have meaning outside of culture or

elf for the

interaction. The tattoo will have multiple and incredibly deep definitions of s

nders calls it) is. in

individual, but the process of becoming a “tattooed individual™ (a

many ways, a result of a history of collective and cultural actions. The art world. in this

sense, means that we may account for the structures (and the collective action of subjective
individuals which constructed them) which made the agency possible in the art of the
tattoo., now existing on the body of the individual. Popular designs and fashions remain as
part of the “convention™ of the art: meaning and relations bestowed onto the art work are

by cultural defi s of art and significance. But the feeling and process is no

ney and structure by which the actor may display a

s real, and is ultimately a line of ¢

mark or a multiplicity of shapes and lines on his/her body.
Art worlds thus allows for an understanding that the structures and conventions

ense as enabling as the idealized

to be made and facilitated are in this s

that allow choices

ructure). This

individualism which we often find ourselves searching for (the duality of s

As

kind of negotiation between conventions and choice is evident in many artistic works

Becker observes (1982: 73). ~how much the conventional materials constrain an artist

the market is.” Or ¢lse, as others see it. how deep the

depends in part on how monopolis
scope and depth of the institutionalization has formed as an existing and naturalized.

s that seem to be

objective reality (Berger and Luckmann 1969). While reading work:
directly. or at least partially influenced by Becker's concepts. it becomes evident that this

same interplay between structure and agency takes place and is quite evident in the
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production of artistic endeavors.'” As Judith Adler points out in the introduction to Artists

in Offices. an ethnog

phy of the institutionalization of arts education.

I have sometimes thought of this work as a kind of dream analysis: the dream.

however. whose production. content. and resolution it analyses
group rather than by an individual. In attending
to this collective dream [ have sought to show the manner in which the
dreamer’s phantasy was structured by the work worlds in which the
i ¢ worlds which their phantasy illuminates. the

d them

was

constructed by an occupation

cy made

t lulled them into the dream and then forey

back into wakefulness (Adler 1979: XIV).

As a personal account of the strict interplay between varying viewpoints in the minds of

and the researcher who studies them, this i count of the true

n exceptional ag

cultural g

spect of art. Whether one is a tattooist, musician, or painter, there is always a

wrestling between convention and creation. This is a distinction which this thesis wishes to

minimize because creative meanings can exist only be and with the goal of

ere

ating more conventions.

‘The Field of Meaning Production
In many respects this next theory called “field theory™ will fit within Giddens®

orthodox consensus category. while as encountered before with Durkheim. Foucault. and

Geertz. it still provides necessary insights into the constitution of meaning in society.

Pierre Bourdieu. a French intellectual and social theorist. was widely known for many

influential works. cach one providing useful tools for understanding “the doings of actors

who always have some practical knowledge about their world. even if they cannot

is cited as influence

Though Adler’s study predates Arr Worlds, Becker's earlier work “Art as Collective Action
(Adler 1979: XV).
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articulate that knowledge™ (Calhoun et al. 2007: 260)." Bourdieu’s three concepts of

habitus. capital, and field have had a profound effect on social theory and on the quest for

understanding different aspects of social life. As Calhoun et al. note (2007: 261). “to

ructure and action, Bourdicu contended, is

understand the dynamic relationship between s

s of social tas

to enter into a relational analys and practices.” Though clearly inspired by

Bourdicu often

French Structuralist theory and the works of Claude Lévi-Strau:

determines “difference”™ not by class, but by what he calls distinction. According to

Bourdicu, actors in society conduct an act of prises de position (position-taking) by merit
of their distinctions, fed through /abirus and differing amounts of the capital they posses,
both economic and social/cultural. The arca in which the positions take place. and

" is known as the

therefore mediate future endeavors by way of the “rules of the game,
field.

Perhaps inspired by his rugby-playing past (Calhoun 2007: 262). Bourdieu saw the
field as a useful way of understanding how people are structured and fit into hicrarchies of
social positions. Itis in the field that their actions become patterned by structure as they
follow an objective reality created from established “rules of the game.” The field of

bmeone like myself to ha rict regimen ol past

sociology. for example, require:

learned knowledge and understanding of proper academic style: this forms part of my
habitus. 1t also contributes to my cultural capital, and though graduate students may not

always have abundant economic capital (which is certainly true in my case). the social

capital built and collected, strongly contributes to my placement within the field of the

for what he called
ries and concepts

" Bourdieu was said 1o have had a distaste for being known as just a theorist and also,
“theoretical theory™  that is, work that is more concerned with building abstract systems of ca
than with using them to understand the world (Calhoun et al.: 2007: 260).
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discipline. As Bourdicu (1991: 631) commented in his public lecture titled Physical Space.
Social Space and Habitus: “agents are distributed in the first dimension according to the

overall volume of the different kinds of*

apital they po:

In this

me work, Bourdieu rejects the theoret

al transformation of the concept of

cl

proposed by Marx and others. st, what exists is a social

space of differences, in which ¢

ate of virtuality, not a

something given, but as t about this

mething to be don

statement. especially in terms of a field like art. is how people are organized: how art

comes to be erea

ed and appreciated occurs not by merit of abstract theoretical categori

but by the way people remain distinetive from others. The pos

tion in the field is taken up

by habitu

well as forms of capital. and th social construction, not a pre-

determined necessit,

How art is then produced and received differs dramatically in field theory from

the art worlds perspective, on, structuration theory. For Bourdicu. art

is not so much a cooperative act of agents working with, and around conventions. but

tipulated almost entirely by a field of practice. Within the field. innovation

oceur and new forms of expression can be generated. but this

Iy occurring

within the di s of allowance for the of diffe 2 the

field is the structure by which action may be performed. Within the field. we see art

being produced and aceepted by way of “meeting two histories: the history of the

positions they (artists and audiences) occupy and the history of their dispositions™
(Bourdicu. Calhoun et al. 2007: 299). Which works become known. or appreciated as

art, depends also on conflict and differing dispositions by the players of the field.



The state of the power relations in this struggle depends on the overall degree
of autonomy possessed by the field, i.e, the extent to which it manages to
impose its own norms and sanctions on the whole set of producers, including
those who are closest to the dominant pole of the field of power and therefore
most responsive to external demands (i.e.. the most heteronomous): this degree
of autonomy varies considerably from one period and one national tradition to
another. and affects the whole structure of the field (Bourdieu, Calhoun et al
2007: 295).

st cach one

ent fields ex

A s 1o note how many di

s0 of importance in this quotation

influencing the other and. therefore. influencing the actor’s actions within the specific

fields of cultural production. To borrow a trick from Bourdieu. art or culture is produced

by a history of structures structuring structure, which then. in turn, influences or structure:

gt . : )
the ways in which art or culture influences the structure and field of art production.”™ Art

of

is indeed still very much a social process, but it is done so strictly within the parameters

the structure of the field. and any deviation from the principles or rules of the game may

lead to a lack of recognition or acceptance of the work as art. Furthermore. one must note

for the iation of art . “high status in the field

thatasap

on, but also a commitment to “art for art’s sake™ (265).

demands not just talent, or vis

known as the “setting”™ of the cultural

Place. time, and circumstance — otherwis
production — matter quite dramatically in the production of art. The structure of the field

can define how art is produced and received and this becomes evident when one looks to

specific examples of the power of the field in the process of cultural production. In an
article derived from his thesis Institutional Change in Nineteenth-Century French Music.

Stephen Harold Riggins notes the shift in music institutions in 19th century France, and

consequently looks to the structures of the field of influence upon which the shift takes

" See the definition of habitus found in Calhoun et al.’s collections of Bourdieu's work. “Systems of
durable. transposable dispositions, structured structures predisposed to function as structuring structures’
278).
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place. “From approximately 1800 to 1870 a French composer was obliged to write operatic

music i he hoped to have a financially successful career, after 1870 symphonic and

chamber music gained social recognition that had previously lacked™ (Riggins 1985: 244).

Alluding to the same themes of distinction of taste and varying influence of differing
fields. hicrarchically placed by way of cultural capital, Riggins (1985: 247) notes that this

new form of popular music posed a real threat to politicians who were “ofien obliged (o be

more involved with the management of lyric theaters than with symphonic and chamber

music societies in order to guarantee public order™ due to the amount of sensitive political

information which can be found in opera librettos. Riggins goes as far as to note that many

have viewed opera as an carly form of mass media. To understand the importance ficld can
then have. one must look to the fact that the institutionalization of an art form in the shape

I and ce as

of symphonic music required much less state i

music did not pose as great a threat to social subversiveness because of the vagueness of

the message usually conveyed™ (Riggins 1985: 247). The music may still be artistic. and

beautifully unique but it remained very evidently shaped by differing fields and the rules
of the game proposed in tandem between composers and businessmen who controlled the
lyric theaters.

In this ficld perspective. one would note how the practice of tattooing, along with its

his ons and tastes

ory of disposi

s has seen a transformation from aristocracy to deviant

. but not ney

subcultures to an established capitalist busin ssarily in this same lincar

20
shion.™ Under:

anding the field of cultural production that has influenced the world of

“Captain Cook’s voyage, which brought tattooing from the South Pacific to England in the late cighteenth

centy the modern wave of western tattooing, and the tattoo in the west has signified a whole host of
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tattooing would require a similar deep and empirical analysis of a rich history of many

different opposing categories of influence (foreign-local. deviant-artistic, subordinate-

expression. ete.). By using field theory. one may begin to note the true multiplicity of
structures that influence the action of the individual in producing culture. Tattooists or

tattooees are const

antly shaped by the fields they come to inhabit and in which they act out
their lives. Understanding why tattooing meant what it was said to have meant in different
historical times may be best attributed to the relational attributes the practice had to other

opposing ficlds. For example, Rachael in Chapter 3 who had tattooed a picee of Dali’s

surrealist art on her arm demonstrates a sign of cultural subversiveness in her ink as we

contrast her opinions of the field of feminist literature and of the field of surrealist art. This

connection is drawn out as we appreciate how Rachael’s habitus, or her stock of personal

and social understandings of the world she lives (in this case feminism) draws her to the
meanings associated with another field. this time from art history, known as surrealism.
T'hus this theory. though in some ways directly opposed to the theory of art worlds. is also
a useful companion in a theoretical tool-kit for understanding the sociology of tattooing as

a unique culturally-influenced and ercative art form.

meanings since then. Initially embraced not only be sailors. but also by some European aristoerats. the tattoo
eventually became associated with working-class identity and, eventually, deviance and marginality” (Pitis 2003: 5)
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CHAPTER SIX: CONCLUSIONS

It is becomin ingly more likely that you have a tattoo. If this isn’t true think

about your friends, family members, spouse. or children and how they are, or will be.

ink.

tattooed. Go out in public. to the mall. the cinema. the park. ete. and you will s

covering parts of skin all around you. So why tattoos? Because we learn from others. This
is what makes us human. Social interaction is where we constantly negotiate and craft our
identitics. Tattoos, with their increased focus on professionalism. coded meanings. and
almost limitless artistic complexitics, have become powerful tools which definitely and
permanently influence social interaction. They are indicative of the influence our bodies

ourselves. This thesi:

have on shaping who we are and how we expr has presented,

explicated. and provided reasons for the necessity of a new understanding of what tattoos

mean to the people who don them by positing how tattooing. just like culture and social

theory. may be imagined as a hi Il endeavor upon

y and
which the self builds many different representations of itself.

T'he strict importance of all theoretical contributions (even those which are

seemingly opposed like art world and field of cultural production) and all the deep
explorations of tattoos and tattooed individuals. is their ability. when used together. to
explain the true multiplicity of layers of meaning and identity any one social/personal

practice can have on concepts of the social construction of reality. influencing identity and

ning. and allowing for an understanding of the influence of both structure and agency

in creating art. | noted earlier that in Swidler’s concept of culture as a tool-Kit we may

and how it can m

come to understand how people use culture in many different wa;

many different things

at the same time. | quoted Bauman on the same theme who invited
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us to “look over the (social) horizon.™ I was alluding to what I see as the most valuable
contribution sociological reasoning can have on the exploration of thought. It promotes
looking at the world through an infinite amount of different layers of social. cultural. and
individual production.

Roger and Morris: The Social Peacocks, Elise and Jerry: Familial Hearts and Ink

Marks, Rachael and Elle: Gender and Beauty, and the nine other tattooees who have

informed my thoughts and understandings, have shown us some of the best examples of

tyle tattoo. They have taken us to distant places

the artistic turn for the contempora

historically. socially, culturally. and personally in their meanings. stories. referencing. and

mapping. Theoretically, my sample has proven that whatever the cultural practice the

tattoo represents, whatever situation it appears in. is not as important as understanding that

its meaning and connection to identity is not a unified. one-dimensional whole. Itis a deep

construction of a history within a world and field of cultural production. Gilles Deleuze

and Felix Guattari urge us to stray from totalities in the process of intellectual inquiry by

noting: “we no longer believe in the myth of the existence of fragments that, like pieces of
2 i Y i

an antique statue, are merely waiting for the last one to be turned up. so that they may all
be glued back together to create a unity that is precisely the same as the original unity. We

no longer believe in a primordial totality that once existed, or in a final totality that awaits

us at some future date”™ (Deleuze and Guattari 1977: 42). In making use of differing social

theories and the stories o' my tattooed sample. I hope readers have been encouraged to dig
deeper into complex personal/social practices — such as the process of indelibly marking

the skin — and more importantly. into studying the uniquely dynamic people behind them.

This is what I have tried to encourage in my thesis. The only process I feel that is lefi o do
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s in order to reflect on how the thesis has changed me

is o tell one of my own tattoo storie
and how I have been present in every word. interpretation, and conclusion.
My dad worked for 35 years as a paramedic. He loved to talk about it. He loved to

He b

wear his hat, his uniform, and put on his paramedic persona before every shift.

retirement adventure. He

Canada as a post

recently retired and has decided to drive acro

brother Robby (who T looked up to during all of my youth as the coolest

plans to visit my
guy I knew) in Ontario and eventually settle in with my sister Heather (who taught me how
to write. to study, and helped me countless times with my homework growing up) in

Alberta. My family that was once so connected, under the same roof. has now been

scattered across a country as wide as Canada. My mom keeps me fecling 1 still have family

0 warm and loving. but there is still a constant feeling something

close by as she is alwa

is missing. Just before he left in June/2012 1 had rhe star of life tattooed on my right arm.
T'o reference and map one last tattoo seems appropriate to conclude this thesis that has
become so much a part of me.

T'he star of life is the symbol for the paramedic and is normally in blue with a snake

and saber. It is usually found on the back of the EMS jacket or the ambulance. Itis a

universal symbol for help, for health. and for the first responder who excels with

. I'had thought about

needed mos

ssionalism, timeliness. and utmost care when it is

prof
getting the tattoo for quite some time, deliberating when and where over and again —a

t one of their tattoos. The

shared by 100% of my sample for at |

sentiment
overwhelming feeling that 1 needed it on my skin would arise as I heard my dad continue

to listen to his emergency radio scanner even after retired. just to feel still connected to the

identity he had perfected over a life course. But what really pushed me to have the mark
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and, for the first time

ctehed under my skin was the realization he would be leaving in d
inmy life, he would be absent for an extended period of time. I am proud to wear this
tattoo. I am proud to have studied tattooed people and to have heard their stories, their
sorrow. their joy. and their precious memories.

cientist, s

I'his study was about being a social s tudying a population to delve deep

into their stories to offer new discourses on tattoos and tattooees: but the “tattooed me™ has

been interspersed throughout this thesis. In many ways Lam new to this world of

academia, but 1 have tried my best to become a sociologist in the most productive way. My
influences have come from many sources but the stories of tattooed individuals discussed
in this thesis have provided me with a sense of accomplishment in being able to record

their truth and proudly make it a part of my own story
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APPENDIX A PRE-INTERVIEW BRIEF
Tattooed Minds: Expressing the Self through Shapes and Lines

SUMMARY OF RESEARCH

ion of meaning and self-

is to explore the expre

I'he aim of this research project
identity through tattoos. The methodology is semi-structured interviews. Please note that

there is no one right answer to my questions. | am trying to understand how tattoos may

affect your identity. All that counts is your personal opinions, emotions, and experiences
which may be varied and sometimes even inconsistent. | also ask questions about your

pereeptions of how other people react to your tattoos.

I'his research is undertaken to fulfill the requirements for a Master’s degree in
sociology at Memorial University. | hope to publish some of the results from this study in
social science journals.

Your Participation

study because you have complex tattoos

You have been asked to participate in thi

For that reason I assume you are relatively

which I call “contemporary-style tattoos.”

and meanings. At the end of interviews, I ask

informed about tattooing practice

al interviewees. Your name may have been given to

respondents to suggest other potent

50 have been suggested by a local tattoo artist.

me in this manner. Your name may
FFor more information. please read the attached consent form.

Chris Martin

M.A. Candidate

Department of Sociology. Memorial University St. John's, NL, A1C 587
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APPENDIX B

RESEARCH CONSENT FORM INDIVIDUAL INTERVIEW, MEMORIAL UNIVERSITY
Title: Tattooed Minds: Expressing the Self through Shapes and Lines

Contact information for the Researcher:

Chris Martin

M.A. Candidate

Department of Sociology. Memorial University. St. John's, N 37, ¢-mail

cwmartin@ mun.

Contact informal

n for the Research Supervisor:

Dr. Stephen Harold Riggins

Professor

Purpose of the research. The purpose of the study is to help scholars and researchers

better understand the experiences of becoming tattooed. and more importantly. provide a

better understanding of the deep and varied meanings tattoos can have in contributing to

self-identity and social identity.

What is involved in participating? | would like to ask you a series of open-ended

questions. The interview may take about an hour to complete. Please note that your

participation is completely volunta

- You may decline to

terminate the interview at any time. Ideally. I would like to record the interview so that it

can be ibed. These ings will be maintained in a secure environment. Digital

interview da

such as tape recordings and typed transcriptions will be password-protected




on my personal computer and will only be accessible by me. Any physical data created

such as interview note:

and printed interview data will be stored under lock and key in my
personal filing cabinet. If. for any reason, you decide to terminate the interview/your

participation respondent after our inter

w, your responses will automatically be

ct. All data recorded in this

ed and deleted and will not be used in my rescarch proj;

in accordance with Memori:

reh will be kept for a maximum of five years

University's retention policy. After thi

time period all ds

a will be destroyed.

You may agree to answer my ¢u

estions but refuse to have the interview recorded. As long

s | can take notes during the interview. it is not absolutely necessary that the interview be

recorded.

1 will be u

arch. I do so in the interest

ing pseudonyms rather than names in the rese

s0 be

of confidentiality and anonymity. 1 will tive material

sure to treat any sen:

confidentially. If you desire to have any specific remarks. details, or stories kept out of the

al study. | will honour your wishes.

The proposal for this rescarch has been reviewed by the Interdisciplinary Commitiee on

Ethics in Human Research and found to be in compliance with the ethics policy of

Memorial University. If you have ethical concerns &

bout the research (such as the way you

have been treated or your rights as a participant). you may contact the Ch

rperson of

ICEHR at icchri@mun.ca or by telephone at (709) 864-2861.

Consent: | have read Appendix

A and B and agree to participate in th

I grant permission to record this interview: Yes No
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Interviewee’s Name
Interviewee’s Signature
Researcher’s Name
Researcher’s Signature

Date.
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APPENDIX C

Interview Schedule

Question1.

Could you please describe your tattoo(s) to me?

Question 1.a

What kind of meanings do you place on your tattoo(s)?
Question 2.

When and where did you get your first tattoo?

Question 3.

How often do you describe your tattoo(s) to other people?
Question 3.a

What kind of reactions to your tattoo(s) do you get from other people?
Question 3.b

Has this changed any of the ways you feel about your tattoo(s)?
Question 4.

Do you alter your des

riptions while dealing with different people?
Question 5.

Have you ever hidden your tattoo(s) for any reason?

Question 6.

Have you ever purposefully displayed your tattoo(s) for any reason?
Question 7.

Do you often see yourself as a tattooed person?
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Question 8.

Do you recall ever regretting the tattoo(s)?

Question 9.

Do you think you will always feel the same about your tattoo(s)?
Question 10.

Do you think that tattoos are becoming more accepted/popular in
contemporary St. John’s Culture?

Question 11.

Is it possible to describe a general reaction to your tattoo(s) which is basically
the same for all groups of people?

Question 12.

Do you plan on getting any more tattoos in the future?

Question 13.

How would you describe the service while receiving your tattoo(s)?
Question 14.

Is your tattoo a unique design or a more conventional piece?
Question 15.

Was there a specific motivation for getting the piece?

Question 16.

Do you consider yourself artistic, or have any interest in the arts?
Question 17.

Could you please look at this picture (tattoo of a swallow bird) and describe

what meanings it has?
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Question 17.a
What kind of meanings does this picture have? (tattoo of a nautical star)
Question 17.b

And what about this one? (tattoo of a koi fish)
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APPENDIX D
Selection of pictures of contemporary-style tattoos from other research

participants not featured in case studies of Chapter 3.

Sadie

Karl

Crystal
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