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The same can be said about the music and the lyrics of music videos in general. 
I believe that we could spend an eternity talking about the (im)possible markers of 
national or cultural identity that could be found in the music of the clips. But, as I 
am sure we all are aware of, "Western" popular culture does have a tendency to 
recycle its products, to copy them, and to recontextualize them in such a manner 
that in the end it is virtually impossible - or, at least, in many cases, quite unreason­
able - to attach any distinctly national labels to them. Like Tony Mitchell (1996: 
8) says, "[t]he history of popular music is a constant flow of appropriations in which 
origins, and notions of originality, are often difficult, if not impossible, to trace." 
Still, we Finns, for example, have a popular music category called "Finno-rock", 
which for a great number of people is clearly an example of Finnishness made 
audible - and this is not just a question of lyrics and/or language. We cannot forget 
that the Finnish hit song tradition has the same kind of role in this respect either. 
Now, what makes Waldo and his version of The Look especially interesting is that 
the song is originally Swedish - it comes from a country Finland has observed 
enviously in its efforts to create a formula with which an international breakthrough 
for at least one artist would be achieved. I may be mean here, but I cannot escape 
the thought that this song has been chosen for Waldo precisely because of this; now 
the promotional machinery working on Waldo's behalf can focus entirely on him 
and stop worrying about the music, since it has been proven successful earlier. And, 
as it comes from the neighbour country it does not necessarily feel so strange -
although, as noted above, one might wonder what kind of popular music would. 

Stuart Hall (1991: 44-45) has argued that "[t]he great collective identities of 
class, race, nation, gender, and the West have been disrupted. They have not 
disappeared, but to think of them in the same homogenous form as in the recent past 
is no longer possible." This has resulted in new kinds of identity formation, where 
people may mix identity categories that were previously thought of as oppositional. 
Especially for young urban people with three or more urban generations behind 
them, traditional identity categories have lost their significance. In fact, this kind of 
generation gap cannot be disregarded, and we must see the conflict in which youth 
culture is opposed by parent culture and national media discourse (Back 1996: 71). 
Les Back (1996: 8) summarizes the situation thus: 

Crude models of "the traditional" or primordial ethnic definitions are of little 
use when applied to the ambiguous social ground inhabited by multi-ethnic 
communities of young people in metropolitan settings. The social semantics of 
race, nationhood and belonging have undergone important transformations at 
the local level. 

To some extent, this situation is also present in Finland; for example, the cultural 
forms of hip hop culture, including rap music, have made their way to urban Finland 
- and into its soundscape during the 90s. So, to interpret hip hop as solely an ex­
pression of contemporary black culture would be misleading - it surely carries 
different meaning for, say, American black people, and for Finnish youth, but the 
important thing here is that it does have a meaning for both of them. Yet Hall's 
(1991: 59) argument that "nearly all the most important work in popular music is 
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coming from this new recognition of identity" does not meet with Finnish popular 
music. Perhaps these "new" cultural forms are desirable and used because of their 
distance and style, rather than their original values. In both cases, however, 
commodifying the forms in question should not be too difficult, and it might just be 
that we have to wait a year or two until we have "an authentic Finnish rapper" 
amongst us. 

Still, the example of Waldo does give us an indication that this kind of new 
identity formation is taking place in Finnish popular music, too. Waldo's The Look 
is comprised of divergent stylistic elements, some of which have a certain "ethnic" 
flavour to them - it is a Swedish reggae-dance song from Finland. As such it may 
be closely related to the strategies of multi-culturalism, which, in fact, in their 
exoticism, are tied to the concept of ethnicity by Hall (1991: 55); he talks about 
"[t]he exotica of difference". But what happens when all this difference and multi­
culturalism ceases to be exotic, and instead begins to be an essential part of identity 
formation? Here I think that the concept of "new ethnicity" becomes useful. Back 
(1996: 4) illuminates the concept as follows: 

"[N]ew ethnicities" are produced in part through a productive tension between 
global and local influences. This way of framing ethnicity -- avoids the 
tendency to define ethnicity in primordial ways and acknowledges the 
simultaneously local and trans-local nature of identity formation. "New 
ethnicities" not only challenge what it means to be [a member of an ethnic 
minority] but they also call into question the dominant coding of what it means 
to be [a member of the dominating culture]. This opens a range of issues that 
are related to the way notions of authenticity and belonging are defined within 
racist and absolutist conceptions of culture --. 

I believe that the question of locality and globality in the context of popular music 
is a very important one, and not least because it is so often difficult to distinguish 
the local features from the global ones. Sometimes, as I hope the example of The 
Look has demonstrated, this can be done and the tension between the two revealed. 
I feel that one must always keep in mind that while the general themes of popular 
music may be global, their most immediate context is local. To quote Mitchell 
(1996: 142) once more: "[w]hile -- the roots and origins of popular music are always 
'elsewhere', and -- local or even national popular music has disappeared, -­
reproposals of foreign musical styles can still express local cultural practices and 
concerns". 

Conclusions 

Finally, let me tie up some loose ends I may have left behind. First, although the 
concept of new ethnicity and the new strategies of identity formation are tied 
primarily to black minorities by Back and Hall, I feel that they have significance 
more or less everywhere in contemporary urban environments. Nevertheless, when 
the concept of new ethnicity is brought into the context of "Western" popular music 
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some problems may arise. I think the most obvious of these is that "Western" 
popular music and culture are, in a sense, all about new ethnicity: the strategies of 
borrowing and recycling behind the formation of new styles and genres is the 
trademark of popular culture. Nowadays the significance of new ethnicity is of 
greater magnitude, however, mostly because of gradually disappearing racial 
boundaries. 

But racial divisions and racist attitudes have not disappeared yet, and they are 
present in the field of popular music, too - how many black speed metal bands do 
you know, or white gangsta rap artists? Therefore, there may be some constraints 
for new ethnicity here, and I would not throw the notion of secured Otherness away; 
in fact, I could just as well talk about "secured new ethnicity". By this I mean that 
however variable the possible sources of new identity formation may be, they still 
originate predominantly in Anglo-American popular culture - at least for Finnish 
popular music. For a really new ethnicity to emerge in Finnish music videos, for 
example, I guess we will have to wait for the first Somalian-Romany-Sami artist to 
come forward in Finland. And that could be a long wait. 

The goals and politics of the popular music industry also have an effect on 
notions of new ethnicity in this context, because as products of that industry, music 
videos are under a much more restrictive control than contemporary urban culture 
in general. It is much easier to start walking around in extra-large jeans than to do 
a music video where people are walking around in extra-large jeans. The industry 
tries to find a balance between novelty and security, between the original and the 
traditional, and therefore, I believe, some, if not all, of its decisions can be seen as 
less than extravagant. 

In fact, in a certain sense, it becomes highly problematic to talk about new 
ethnicity in the context of music videos simply because of their position within the 
national media discourse against which new ethnicity has been partially defined 
(see Back 1996: 71). Although music videos may be seen as one of the more 
"youthful" tendencies operating within that discourse, they nevertheless are under 
severe control, which can range from explicit censorship to more indistinct public 
opinion that regulates the popular music industry's operation. Indeed, the whole 
structure of popular music industry as well as its practices can be seen as a part of 
this larger national media discourse - or, perhaps they could be more appropriately 
labelled as one ingredient of an international media discourse. And this discourse, 
in turn, obviously has a great impact on conceptions and perceptions of ethnicity 
and identity. Still, in the meantime, popular music provides a powerful way for 
communicating in young people's terms - or is it that this is precisely what they 
(inside the music business) want us (outside it) to think? Although many of the 
emerging artists are in their early twenties, the nubs and swithces on recording 
tables - and not to mention the telephones on office tables - are under the hands of 
people more "experienced" with popular music. The more established an area of 
popular music production is, the more this tends to be the situation. 

One could, however, think about popular music as a kind of intermediary in this 
dialectic between media and new ethnicity. I, for one, cannot see any changes in the 
future that would be significant enough to alter the structure and operational strat-
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egies of popular music industry, not even the Internet. But still, the popular music 
industry operates largely in the realm of "youth culture", and although it attempts 
to regulate this culture by various means, it simultaneously works on the terms of 
that culture. No matter how strong the censorship, something gets always through 
- the history of pop music is full of comical stories about exclusions made on the 
"wrong" grounds because of misunderstandings. And when songs and videos are not 
dealing with narcotics but with more subtle and abstruse issues of identity and 
ethnicity, for example - which may nonetheless be just as objectionable as drugs 
in the realm of national politics - the chances that new ideas and attitudes will get 
through is even greater. 

This industrial influence could also be used to explain some of the stylistic 
solutions of the videos. For example, in the case of Waldo and The Look, one could 
interpret the artist's pronunciation as being "Jamaican" in style, or one could think 
of it as "yokel-English", "bad" English. This question has been of great importance 
for the Finnish popular music industry, since the poor pronunciation of English 
language has been thought of as the major reason why so many Finnish artists have 
not been able to achieve any significant success abroad. So, in a way, Waldo's 
strategy to accentuate his words "the Jamaican way" is an attempt to escape this tar 
pit: his style of pronouncing has long since been accepted in popular music. 

Lastly, I wish to problematise the relationship between the concept of new 
ethnicity and popular music a little bit further. For occasionally I find it difficult to 
decide whether one should treat the possible "ethnic" markers as signs of new 
ethnicity in process, or as merely some stylistic traits from other musical and visual 
styles and genres. If one is to define some features as quotations, and some others 
as rules, are these equally significant in respect to new ethnicity? I would answer 
this question by stating that they both are indicators of an identity, and in that sense, 
they are equally important. No matter how insignificant they may seem they always 
participate in identity formation, be it as a part of new ethnicity in process or not. 
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Appendix 1. The lyrics of The Look. 

BRIDGE: 

VERSE 

CHORUS: 

BRIDGE 

VERSE: 

CHORUS 
BRIDGE 
VERSE: 

CHORUS 
BRIDGE (x2) 

(girls:) na na na na ... 
(Waldo:) she's got the look 
(girls:) na na na na .. . 
(Waldo:) she's got the look 

(Waldo): walking like a man, hitting like a hammer 
she's a juvenile scam, never was a quitter 
tasty like a raindrop, she's got the look 

heavenly bound cause heaven's got a number 
when she's spinning me around kissing is a colour 
her loving is a wild dog, she's got the look 

(Waldo:) she's got the look, (girl:) she's got the look 
(Waldo:) she's got the look, (girl:) she's got the look 
(girl:) what in the world can make a brown-eyed girl tum blue? 
(Waldo:) she's got the look 
(girl:) when everything I'll ever do I'll do for you, (Waldo:) 
she's got the look 
(girl:) and I go la la la la la, (Waldo:) look 

watch me now 
fire in the ice, naked to the T -bone 
is a lover's disguise, banging on the head drum 
shaking like a mad bull, she's got the look 

swaying to the band, moving like a hammer 
she's a miracle man, loving is the ocean 
kissing is the wet sand, she's got the look 

walking like a man 
she's a juvenile scam 
tasty like a raindrop, she's got the look 

heavenly bound 
spinning me around 
her loving is a wild dog, she's got the look 

(Waldo:) she's got the look 


