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ABSTRACT

Tutkielmassani selvitan, millaisena suomalaisuugikdoituu viime vuosien
kansainvaliselle  yleisdlle  suunnatussa, englanaligassa metallilyriikassa.
Tutkielmani pohjaa teoreettisesti ajatukselle, &aasallista kulttuuria ja identiteettia
rakennetaan ja tuotetaan diskursiivisesti. Beneielerson luonnehtii valtiota kielen
avulla kuviteltuna ja maariteltynd yhteisona. Kdinsen diskurssi tuottaa
yhteisollisyytta, se maarittelee "meidat” erityistaisina. Kansallisvaltio on kasitteena
historiallisesti suhteellisen uusi, ja jokainen gakunta on kulttuurisesti hybridi. Silti
diskurssin avulla kansakunnasta luodaan repredemtpka esittda sen olleen olemassa
jo maaritteleméattoman kauan, ja joka esittaa sewanl kulttuurisesti homogeeninen.
Stuart Hallin teorioima "kansallinen narratiivi” anetafora, joka asettaa kaikki tiettya
kansallisuutta kuvaavat esitykset yhteyteen. Nigtyy kansallinen kertomus, jossa
painottuvat usein toistetut kansallisuutta kuvaael@mentit, viitteet ja symboliikka.
Mitd enemman jotain kuvausta toistetaan, sitatésesselvempéna se alkaa nayttaytya,
ja sitd vaikeampi se on haastaa, vaikka se ei igdstan totuutta. Tassa piilee
diskursiivisuuden voima. Kansalliseen keskusteluosallistuvat saattavat toistaa
vallalla olevia kasityksia jopa tiedostamattaan.

Tutkimusaineistossani suomalaisuuden elementit; bsyjiin ja erilaiset viittaukset
artikuloituvat metallilyriikan aineksiksi. Kontekstlisointi on keskeisin tekniikkani
analysoidessani lyriikoita, tasta syysta myds Deendeinsteinin teoria
metallidiskurssista on oleellinen osa teoriapohjaalotkin viittaukset paljastavat
monitahoisen merkityksensa vain, kun ne luetaarteisaa metallidiskurssin ja
kansallisen diskurssin leikkauskenttddn. Aineiséok olen valinnut seitseman laulun
lyriikat, joista jokainen lahestyy suomalaisuuttéerhan eri nakokulmasta ja eri
painotuksin.  Jokainen laululyriikoista ~ muodostaa aolaisensa  kuvan
suomalaisuudesta. Pohdin tutkielmassani lyriikoidé&kertojien” positioitumista
suhteessa suomalaisuuteen. Lyriikoiden suomalaigutikuloituu suhteessa toisiin
kansallisuuksiin, mutta myds suhteessa valtionisgsa dynamiikkaan. Tarkeita
viitekehyksid ovat kansallisessa diskurssissa kesk@ myos perinteiset: kansakunnan
nakeminen perheenomaisena, valtion nakeminen Kkotkensallinen luonto ja
kansallismaisema, mentaliteetti, sek& poliittinestdnia. Lopuksi pohdin vaikutteita,
jotka nayttavat kumpuavan kansallislaulugenrestékirhusaineistoni metallilyriikoilla
ja Maammelaululla on yllattavan paljon yhteista.

KEYWORDS: discourse, representation, articulation, natiodehtity, the narrative of
the nation, metal lyrics






1 INTRODUCTION

Music, like identity, is both performance and stodgscribes the social in the
individual and the individual in the social, thendiin the body and the body in
the mind; identity, like music, is a matter of bathics and aesthetics. (Simon
Frith 1996: 109)

This study is inspired, first of all, by the autisopersonal interest in the metal genre
and its culture, but also by her curious wondethenprofound influence that a national
identity may have on a person’s way of perceivimgworld. Globalisation continues to
evoke recurring discussion on national identitiesernational cooperation may bring
nationalities closer together, but at the same timencourages to emphasise their
unique characteristics. This is why the natiord@ntity has remained topical for

decades.

Recently, the metal genre has become strongly @&tedavith and interwoven into the
discourse of the Finnish national identity, whiclakes the combination of the two
discourses topical. Since the beginning of th®& &intury the Finnish media has rather
regularly celebrated either the international sescef some Finnish metal bands, for
instance Stratovarius, Amorphis, Nightwish, HIM afAgdocalyptica, or characterised
Finland as a nation that has fallen in love withtahenusic. Metal has entered the
national discourse of Finland and become symbalicepresenting Finland, not only

within the national media, but also in various instional contexts.

In addition to the rejoicing of the success stoaéshe internationally popular Finnish

metal bands of the turn of the®2dentury, the media hype on the Finnish metal ceiltu
further intensified in 2006 due to one unexpecteshe Lordi, a Finnish monster metal
band won the Eurovision song contest, which inspitee media to a perpetual stream
of portrayals of Finland as a metal country. Noeothation had ever won the contest
with a song similar to Lordi's heavy metal/hard kdtdard Rock Hallelujah”, and

therefore in this international context of poputausic the image of Finland was given
an epithet ‘the metal country’. Actually, outsideetcontest context there is nothing

especially Finnish about Lordi performing the sotige group draws its inspiration



from the northern American popular culture. Nevelgss, prior to representing

themselves and their art, in the Eurovision songtesi the contestants are
representatives for their nationalities. The soagtest emphasises the ways in which
the national cultures are unique and differenfhalgh the representative songs often
resemble one another. It is likely that the premgdnternational, underground success
of Finnish metal music encouraged the Finns to sbdmrdi as their representative, so
the phenomena are related. Yet, success of a sigtide in an underground context

would not have attracted as much media attention.

Ever since metal became nationally topical due @oious Finnish success stories
abroad, it became accepted and adapted into diergeéw contexts. The subculture of
metal is being written into the mainstream natiooahtext by the media. Since the
beginning of the national metal boom, journalists/én reported for instance about
President Halonen recommending the Tuska festavaidtal festival that takes place in
Helsinki) to her Russian colleague Medvedev, adergsident Ahtisaari giving his

blessing to the charitable metal conckdveria ei jatetd (No friend left behind), and
interviewed senior citizens of 70 to 80 years gickviously unfamiliar with metal,

enjoying Lutheran masses performed musically asaimadrsions in local churches.

Metal is no longer for fans only, it has becomeespnted as a national treasure.

The national discourse may only recently have baguembrace metal, but the metal
musicians and song writers, for instance the baha®rphis and Sentenced, have
drawn inspiration from the national heritage focaldes. Moreover, whilst the national
metal boom of the new millennium, another wave iafdhd-themed metal has begun to
emerge. In addition to the bands that begun theudson on Finnishness in the 1990s
and have now become canonical within the genrey atker bands have begun to

discuss the theme in unique ways in th& @ntury.

This thesis focuses on these more recent trendepoésenting Finnishness in metal
lyrics. All discussion in this thesis is theoretigabased on the idea that nations,
national cultures as well as national identities eonstructed discursively. Following

mainly Stuart Hall's theories (1986, 1996) of ndang the nation and articulating



identity and Deena Weinstein’s (2000) metal disseuheory | aim to examine what

kind of Finnishness the metal lyrics construct.

The international context is the cardinal starfoognt of this thesis, therefore the metal
lyrics that are written and sung in the lingua é@nEnglish, are of interest. For this
thesis | have chosen as my study material seveq lyogs that articulate Finnishness
in English and which are written by the*2&entury newcomers on articulating the
national identity in metal. | have chosen two sobgsTurisas, by Sargeist and by
Korpiklaani, each, and the lyrics of one song byat8varius. The songs emphasise
different aspects of Finnishness; each of thedyisa unique articulation of the Finnish
identity.

Turisas is a Viking metal band that constructsittentity of ‘Finnish Vikings’ in its
lyrics and by other aspects of its performing. $asis albums of 2004-2011 mostly
concentrate on adventures of are based on thatydestablished on the demo in 2001.
| have chosen as my material the lyrics of “The i€ Turisas” (2001), because it
introduces the concept of the Finnish Vikings andl “The Last Man Falls” (2001),
because it concentrates on representing the lashitsapeople. Sargeist is a black metal
band that mostly concentrates on traditional blamial themes. Sargeist articulates
Finnishness into two of its song lyrics, the lyrmfs“lron, Blood and Blasphemy” and
“Dark Fortress” (2001/2004). Korpiklaani is a fgillgan metal band, whose lyrics
embrace an ascetic life style of living and exgtim unity with nature. From
Korpiklaani | have chosen “Native Land” (2005) afiget’'s Drink” (2007), because
they concentrate on Finnishness, yet they emphasisewhat different aspects of the
national identity. Sargeist, Korpiklaani and Tusissre newcomers of the 2&entury
within the metal genre in general. Nevertheless,rn&w millennium has also inspired a
more experienced band, a power metal group calieddSarius, to sing on Finnishness
for the first time. Stratovarius published its fiedbum in 1989, but waited till 2005 to
discuss Finland in the lyrics of “The Land Of IcadASnow”, which completes my set
of seven song lyrics for this thesis.



1.1 Previous Studies

Popular music has always discussed current toptes.and Kéarja (2007: 15) point out
that since the very beginning of studies in popuiasic, the social phenomena around
it have been taken into consideration, and theecasthave been paid attention to. At
the end of the 1970s, Simon Frith theorised ablo@tsbciology of rock music. More
than a decade later, with the help of Stuart Halen recently introduced concept of
‘articulating identity’, Lawrence Grossberg wrotieoat using popular music as a point
of reference whilst constructing one’s identity (A& Karja 2007: 16-17). Today
popular music is qualitatively studied mostly witie tools of ethnography, textual

representation analysis and music analysis (Ahcé&jd2007: 20).

Popular music has been studied for decades, bluahktll Spracklen (2010: vii) point out
that the metal genre has begun to attract inteneghe field of academic discussion
rather late. Previously, the metal subgenres haea Istudied mostly from a historical
point of view. The studies by such researchers asnB Weinstein (1991), Robert
Walser (1993) and Keith Kahn-Harris (2006) explaow the metal genre has evolved
in the course of time, and present some sociolbgispects associated with the genre
and its culture. The most recent additions to ttedlamic discussion on the metal genre
are for instance the international Black Metal Tyeproject with its first publication
Hideous Gnosis(2010) and the Music, Metal and Politics projedt Inter-
Disciplinary.Net, which is steered by a group ch@emics from the USA and Europe.
The Finnish metal genre has been studied in trentge@ars for example from the point
of view of sociology: Atte Oksanen’s Master’s ttee@n Finnish, 2003) concentrates on
the different ways of representing masculinitieshiarder rock® lyrics that are written

in Finnish. Marcus Moberg’s Doctoral thesis (20883umes a theological point of view
on metal. He discusses issues of religious exmnesgithin the Finnish Christian metal
scene. Miia lisakkila (in Finnish, 2001) studieshar Master’s thesis the Kalevala-

influenced stylistics of Amorphis’s verbal expressi

! Oksanen refers to his study material with a gdriermn ‘harder rock’ [raskas rock], (which is nbet
same as ‘hard rock’) as the genre boundaries redediatable.



The focus of this study is on the metal lyrics proel representation of Finnishness.
Articulating Finnishness into metal song lyrics hast previously been thoroughly
studied, albeit some international study projecéseh briefly commented on the
phenomenon. For instance, an essayist for the Mistal and Politics project, Imke
von Helden (2010: 34), states that in the recenadies Finland, Norway and Sweden
have sprung metal bands that focus on “both ndtiand local cultural roots”. A new
subgenre of metal called ‘Viking metal’ has develdgdrom the roots of black metal.
Viking metal draws its lyrical themes mostly frohetNorse mythology. Inspired by the
mythology, also some German and Russian metal daads begun writing their lyrics
in Swedish or Norwegian. (von Helden 2010: 33—34)sfated above, one of the bands

whose lyrics are studied in this thesis is a Vikingtal band.

References to nationalities and local mythologresremt unique to the genre of Viking
metal or to the Nordic countries. All over the wrissues of national identity have
entered the metal lyrics. For instance, Slavic folktal with Slavic themes is an
evolving subgenre of metal, lead by the Russiammgrérkona. Caroline Lucas (2010:
45) argues that English black metal celebrateg\tigho-Saxon, the Celtic as well as the
Norse history. Yet another prominent example ofdiseussions on national identity is
the extreme right-wing oriented branch of black ahethich is studied for instance
within the Black Metal Symposium project. BenjanNoys (2010: 112) introduces the
politics of this type of black metal by quoting Hae the singer of Peste Noire: “My
two nations are: France d’Oil and Hell. Black Masatlouble nationalism, temporal and
spiritual, horizontal and verticaf.” Metal does not, however, need to be black to be
patriotic. Also the other extreme, Christian métdéo known as white metal or unblack
metal) celebrates patriotism, which is apparent ifmtance in some lyrics of the
Ukrainian band Holy Blood. National issues areoalsscussed in the lyrics of death
metal. For instance, according to Keith Kahn-Ha(8606: 131), the Brazilian death
metal band Sepultura (‘grave’ in Portuguese) exgdanational issues on many of its
albums. Kahn-Harris (2006: 131) states that esfhecthe album Roots (1996)
concentrates on exploring Brazilianness. The albwmvs lyrically from “the power of

2 Famine interviewed foZero Tolerancenagazine by Nathan T. Birk.
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tradition and community as well as the pain andreggion of Brazilian history” (Kahn-
Harris 2006: 131).

1.2 Material

In this thesis the main genre is referred to whih term ‘metal’ instead of ‘heavy metal’
to avoid confusion. The term ‘heavy metal’ usedb® in the 28 century, and
sometimes still is, used in two senses: firstlyjemeng to the historically first of the
metal subgenres, and secondly, as a main categobichvincludes the subgenre of
heavy metal but also all of its chronologically cersdant subgenres. This kind of usage
of the term is confusing, as it is sometimes diftido tell in which sense it is used.
Moreover, the usage of ‘metal’ as the overall téras in practice become the standard
within the genre discourse (Oksanen 2003: 4, Weimst991: 7-8).

In this thesis | study the articulations of Finmieks in the lyrics of “The Heart Of
Turisas” and “Till The Last Man Falls” by Turisdfark Fortress” and “lron, Blood
and Blasphemy” by Sargeist, “Let’s Drink” and “NagiLand” by Korpiklaani and “The
Land Of Ice And Snow” by Stratovarius. Some of $egen songs studied are musically
influenced by several music genres. However, Dé&sanstein (1991: 32) points out
that the discursive unit within the metal genreaidand, not a song or an album.
Therefore the songs belong to the metal genre @eiy@ influences from the ‘outside’.
To be able to understand the references that thes lgrticulate into the construction of
Finnishness of the lyrics, the references neeceteelbd in the contexts of the national

discourse and with the metal discourse.

Weinstein (1991: 32—-34) argues that in order teg@ understanding of metal lyrics,
they need to be read in the context of the imagleband. The band Turisas is named
after the god of war in the Finnish mythology. MiaHaavio (1967: 102) states that
Mikael Agricola, who was the first to translaldhe Bibleinto Finnish in the 1B
century, made a list of the Finnish gods to bechtd to his translation dthe Book of
Psalms The list introduced Turisas as the god of waraiki@ 1967: 102). Nevertheless,
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Haavio (1967: 103—124) maintains that the mythhefgod Turisas remains ambiguous
because of the lack of sufficient number of writtenords about him. The mythologists
have compared Turisas for instance with Thor andofyhe Scandinavian mythology,
with Mars and Apollo of the Romans and with Arestlod Greek mythology, but the
origin and the essential character of Turisas ramanresolved (Haavio 1967: 103—
124). The verses of the national epialevalado not offer much help on the subject

either.

The fictive identity of ‘Finnish Vikings’ is consicted by the band Turisas in various
ways. For instance the group members wear red amat and ‘warrior clothes’ made of
leather and fur on stage and promotional pictufeeir aloum art features an image of
historical battle troop Rattle Metal 2004) and a Viking shipThe Varangian Way
2007). Most of the later production of Turisasgelbout Viking-inspired adventures
with references of Finnish identity articulatedoint. The Finnish-Viking image of the

band is carefully constructed.

“The Heart Of Turisas” and “Till The Last Man Fallsy Turisas were published on the
EP The Heart of Turisasn 2001. “The Heart of Turisas”, obviously, refdrs the
mythological god, to the name of the EP and alsvédband itself. “Till The Last Man
Falls” tells about the ‘Fenns’ who are attacked drysaders. The two songs are
musically pieces of Viking metal and the vocalserable mostly death metal style
vocals. The lyrics are written by Mathias “Warlortllygard. The Heart Of Turisas
contains three songs, and the third song is a caiéie well known song “Those Were
The Days” that has been remade into a folk/Vikingtath song by Turisas. Aftérhe
Heart Of Turisas on the first aloum calledBattle Metal (2004), the singing style
changed into clean vocalBattle Metalcontains a song called “Battle Metal”, which is
almost the same as “The Heart Of Turisas”. “Battktal” is basically a new version, a

remake of the earlier song with slightly differdyrics.

The name ‘Sargeist’ is a combination of two wordisGerman): der Sarg (coffin) and
der Geist (spirit). In an interview fétobia ZineVille Pystynen (2004) explains that the
name of the band is inspired by the Greek blackahtetnd Rotting Christ’s song “Old
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Coffin Spirit” (Passage to Arcturd991), so it is an intertextual reference withue t
genre. The use of German words is common to NSBiignal socialist black metal).
However, in an interview by Ville Kivimaki, Ville ystynen (2009) states that Sargeist
does not intend to portray itself as an NSBM baBthge names are common to the
black metal genre, and also the mastermind andidyrof Sargeist, Ville Pystynen,

performs and writes the lyrics by an artist namatf&tug.

“Dark Fortress” and “Iron, Blood and Blasphemy” $grgeist are pieces of black metal
with screeching vocals, which is characteristicbtdck metal. They are musically
influenced by the traditions of heavy metal. Thegsowere originally published in
2001 on the demdyranny Returnsbut in this thesis the reissue of 2004 is studied
because of the restricted availability of the fpablished version, which it is no longer
for sale.Tyranny Returngontains eight songs, all of which can be clasdifis black
metal. The lyrics on the demo concentrate on nigapy, war, Satanism and
opposition to religion, and the demo leaflet isleslyin ascetic black and white
aesthetics. The names of the songs “Iron, BloodBladphemy” and “Dark Fortress”
do not bear an explicit reference to Finland; thejong to the black metal domain
instead. ‘lIron’ and ‘blood’ associate the song witar or battle, whereas blasphemy in
this context echoes what is fought against: refigidlso the name of the other song,
“Dark Fortress”, refers to the warrior thematic.eTtiemo leaflet presents a picture of
Shatraug in a black metal warrior’s ‘uniform’. Thigoe of black metal musicians are
maverick ‘warriors’ fighting what according in theiunderstanding is spiritual
ignorance by people. Wilson (2010: 39) explaing tha warrior image is a metaphor of
“the sovereign force of black metal”. It emphasifies force of the ideology, not the

person.

The Finnish name of the band Korpiklaani means Ian cof the backwoods'.
Korpiklaani concentrates on idealising simple lifiethe spirit of mythic past times on
all of its seven albums. The admiration for foréstnishness is apparent on the lyrical
and musical level of the songs, but also in thegenand appearance of the band, for
example the clothes worn on stage and their pramatipictures, as well as the album

art. The lyrics of “Let’s Drink” and “Native Landare written by Jonne Jarveld, the
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vocalist of the band. Korpiklaani was formerly dkftband that begun to digest metal
influences. Pagan metal bands often begin thegetass black metal bands and later

turn to pagan metal, therefore in this sense Kdapiki is an exceptional group.

The songs “Native Land” and “Let’'s Drink” were pigdhled on two different albums.
“Native Land” by Korpiklaani could be musically dlaaterised as a ballad-influenced
piece of folk metal with traditional musical instnents and clean but hoarse vocals.
The song was published in 2005 on the albtmice of Wilderness'Let’'s Drink” is a
fast tempo folk metal song with clean, assertiveal® The song was published in 2007

on Tervaskantdresinous stump).

The lyrics onVoice of Wildernesand Tervaskantdell about the mythic, romanticised
lifestyle of past times, for instance by expressioge for the forest as home,
romanticising ‘simple’ life, and celebrating drimy beer merrily. In other words, they
are typical of the pagan metal subgenre. In theenafthe song “Native Land”,

relationship with nation and nature are in focuee hame of the song actually tells
more about the people than the land, as “nativigtsdo an indigenous people; it refers
to a profound way of belonging. The name of “Lddsnk” is a conclusion, a solution

to the tale told by the lyrics of the song.

Both albums by Korpiklaani, in their bilingualisresan be regarded as products of
intentional cultural export. One of the song lyrasVoice of Wildernes§2005) is in
Finnish, the other lyrics are in English. An Enlglisanslation of the Finnish song lyrics
is provided on the album leaflet. Korpiklaani'sibg writer, Jonne Jarvela (2005: 50—
51), explains in an interview by Matti Impola theg rather writes the lyrics in English
because in the mother tongue they would soundlideécly Finnish to him. The latter
album, Tervaskanta2007), features a guest lyrics writer, Juha Jyrldso known as
Virva Holtiton, who wrote the Finnish lyrics for éhalbum. Seven of the nine song
lyrics onTervaskantare in Finnish. Yet again, the English translagiane provided on
the album leaflet. Moreover, descriptions of thersh cultural contexts are inserted on
the leaflet ofTervaskanto For instance, the concept of ‘Tervaskanto’ islaxed as

follows:
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Tervaskanto is not just a stump of a tree, but alseetaphor for an experienced
old man, who knows about all aspects of life. Atbund the Fenno-Ugric
language area man has always associated himshlfawiee. This can be seen in
the significance of for example the wooden seifab® Sami people or the sacred
garden trees of the ancient Finns.

The name Stratovarius is a hybrid of Statocastéichwis a Fender guitar model, and
Stradivarius (Stratovarius 2011). Stradivariushs ttatin language version of the Italian
family Stradivari, who is known for producing sujeer musical instruments, for

instance violins, at the turn of 1and 18 centuries. The hybrid name of the band is
supposedly inspired by the musical style of thedbdower metal is a melodic metal
genre which often employs instruments that are uUsedlassical music orchestras.
Power metal is often upbeat and the lyrical thehwseful, communal and joyous, so in
that sense, power metal discusses the very thehatsthe traditional heavy metal

avoids. Nevertheless, power metal discusses allskaf personal emotions, and some

lyrics by Stratovarius are rather bleak in tone.

“The Land Of Ice And Snow” by Stratovarius is a alddallad, enforced with a march-
rhythm in the middle. It is sung with clean tenocals, which is characteristic of power
metal. The name “The Land Of Ice And Snow”, foregrds the northern wintry
conditions; it echoes harshness, coldness as wetleathetics and exotics. Because
winter is foregrounded of the four seasons, it barunderstood as a reference to the
northern location of “the land” (NB not a nation arcountry, land is politically more
neutral), whereas the definite article articuld@sand’s one of a kind importance to
the narrator of the song in comparison to the ottmuntries with similar climate
conditions. The lyrics of “The Land Of Ice And Sricave written by Timo Tolkki. The
song was published in 2005 on the eponymous aBuatovariusof nine songs, which

is the band’s 11 studio album. Antti Niemela (2005) argues in l@siew of the album
Stratovariusthat naming the album eponymously echoed a newbiag for the band,
especially as the former composition of the banghited played on it after inter-

personal problems that momentarily tore it apart.
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1.3 Structure of the Thesis

This thesis is theoretically based on the concaptimt the cultural communities of
nations and national identities are constructedulsvely, and constantly redefined in
the course of time by further discourse. Thus, ditveéhe theory part of this thesis by
defining what ‘discourse’ is and what and how itntounicates. First, | introduce the
general definitions of discourse by Sara Mills (Zp$following Michel Foucault).
Because ‘ideology’ is rather inseparable from thecept of nation and thus relevant for
my thesis, | explain the relations of discourse aeblogy, following Roger Fowler
(1981). Then | move on to describe how discoursamanicates and introduce the
concept of ‘representation’, following Roger Fowlkd981) and Stuart Hall (2003).
Because my material consists of metal lyrics, belehapter two by providing Deena
Weinstein's (1991) theory on the metal discourseeinstein’s theory guides my
contextual interpretation whilst analysing the dgti

Chapter three opens with an introduction to theceph of nation as an ‘imagined
community’, following Benedict Anderson (1991). Blyis | aim to give a historical
insight into the concept of nation as a discurgivanstructed cultural community. |
also aim to point out what kind of a role languagiscourse and also capitalism had
and still have in constructing the collective idgnbf a large society. After all, the
songs studied in this thesis are products (of moptlture). Next, | introduce national
culture as a system of representation, followinga8tHall (1996). Anderson (1991:
204) argues that print media and capitalism magessible to construct “the biography
of nations”. Hall (1996: 292-293) maintains thatstfinarrative of the nation” is
produced by the national cultural system of repred®n and that there are certain
common tactics that are used in this process. iterétall’'s theory on the common
tactics used in narrating a nation, which | lateitect on whilst analysing the lyrics.
Finally, I introduce the theory of articulating ey, following Stuart Hall (1986). By
this | aim to demonstrate how the lyrics examinedhis thesis are articulations of the
Finnish identity.
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| analyse the references to Finnishness in the $mns in chapter 4 under seven
different subchapters that | have created on tsestud the character of the material and
on basis of Hall's theory on narrating the natidime first of the subchapters is a
general, introductory overview of the lyrics, inialh | perceive the general positioning
of the narrating voice to the aspects of the Fimndentity. Subchapters 4.2-4.5
concentrate on the references of belonging to te@pmorical family of nation as well
as the belonging to the nation as a home, identgfywith Finnishness via nature,
stereotypes and mentality and history and politicsthe sixth subchapter of my
analysis | deliberate on how the metal lyrics h&veen influenced by the genre of

patriotic song; mainly by the Finnish national ath
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2 DISCOURSE

As stated above, this thesis is theoretically bagedthe perception that national
identities are constructed discursively. This chapitroduces the concept of discourse
and defines language as a representational sydddiferent discourses have their
individual conventions and restrictions, which domsts coherence within the
discourses. The context of the material that iglistliin this thesis is the metal genre,
therefore the general genre conventions of metalodirse are briefly outlined at the

end of this chapter.

2.1 Discourse and Representation

‘Discourse’ is a concept with many definitions. &aMills (1997: 1) explains that the
term is used in different senses across the fiéldifferent disciples, for example
psychology and linguistics as well as many othdvslls (1997:1) characterises
‘discourse’ as a term with “perhaps the widest ean§ possible significations of any
term in literary and cultural theory”, yet it isteh left undefined for its ostensible
appearance as common knowledge. ‘Discourse’ is toreg used to refer to spoken
language in opposition to written text. Howevercading to another definition both
count as discourse, and they are thus referred taréten and spoken discourse’. The
third way of defining discards the usage of thent&tiscourse’ altogether and refers to
‘written and spoken texts’ instead. (Mills 199742—

On the basis of her interpretation of Michel Fodtauheories, Mills (1997: 7) states
that there are three different ways to define ‘oisse’. All of these three definitions
include spoken as well as written language. Fifsdllp “all utterances or texts which
have meaning and some kind of effect on the realdmmount as discourse” (Mills
1997: 7). The second way of defining discourse diswourse of “individualizible
group of statements™ (Mills 1997: 7) that discastheme with reoccurring structures or
other kind of coherence. The third way to define term equals it to the formulaic

usage of language in either spoken or written f@vtills 1997: 7). The lyrics studied in
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this thesis count as discourse in all the thresesithat are mentioned by Mills. The
lyrics are written to be sung and to have an eftecthe listener. They follow genre
conventions thematically as well as structurallpd aare consciously inspired by
ideologies, mostly the national ideology, which ates coherence. The lyrics are
creative on a formulaic basis of (metal) song kri@nd their linguistic style and themes

are influenced by the metal genre conventions hadhational discourse conventions.

Discourse produces representations of its subj@&king the constructivist stance,
Fowler (1981: 24) points out that our “world of peption and cognition [...] is an
artifice, a social construct.” Following Berger anackmann’sThe Social Construction
of Reality(1966), Fowler explains that community createsepresentation of reality”
(Fowler 1981: 25), which categorises perception® inategories via which the
members of community perceive ‘reality’. Fowler 819 26) argues that all “knowledge
and communication is, precisely, representationfittdh and spoken language, images,
videos and music stand for a meaning; they repte$&presentations are repeated,
which makes their object recognisable, repeatedeseptations create “habituated
categories of perception and action which simplifg society’'s management of itself
and of its habitat” (Fowler 1981: 25). New ideagsl anformation are interpreted in
relation to the habituated categories, which githesn a context and which results in

the socially constructed meaning.

The socially constructed meanings are culturallpesielent. Stuart Hall (2003: 1)
explains that “culture is about ‘shared meanings'he main mediator of these
meanings is language. Language is able to consinetimediate meanings “because it
operates as aepresentational systém(Stuart Hall 2003: 1, original emphasis).
Anything communicational that can be perceived trad is given a meaning “stand[s]
for or represent[s] to other people our conceplisas or feelings.” (Hall 2003: 1). Hall
(2003: 3) points out that “we give objects, peoplled events meaning by the
frameworks of interpretation we bring to them”. Tdfere, representations do not only
carry information about the real world phenomenaytldescribe; they also carry an

emotional and an ideological stance to the sulijeat they describe. Representations
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are mediators of the ‘truth’ or ‘true world’, orther, they present interpretations of

perceptions.

Discourse produces representations via complexir@llprocesses. Stuart Hall (2003:
3) maintains that meanings are produced within‘¢b#ural circuit’. He explains that

meanings are “produced at several different cited airculated through several

different processes”. Hall (2003: 3) states thatiety gives meaning to things by
choosing certain ways of representing them: “thedsave use about them, the stories
we tell about them, the images of them we prodtive,emotions we associate with
them, the ways we classify and conceptualize tlieeyalues we place on them”. The
discourse cumulates in an overall representatio oéal world phenomenon or a
concept. The representations evolve in time, becdhey never leave the cultural

circuit of meaning production.

By choosing a certain word over another to descaillghenomenon or a person, the
author is taking a stand in relation to what isngailescribed. Words and concepts bear
denotations and connotations, and one is expressiragtitude for instance by calling a
female person a ‘girl’, ‘woman’ or a ‘lady’ (Fowlet981: 25), or the certain type of
ideologically inspired person a freedom fighteraoterrorist. In addition to choosing
certain words, also the linguistic style echoesaad For instance, nominalisation and
passivisation, and the obscurity of pluralisatiomate impersonally styled language that
echoes the underlying purpose of distancing onestslér from the theme that is being
discussed, or from the addressee of the utteramckoth (Fowler 1981: 30). Whilst
discussing a phenomenon, of importance is also teatuthor chooses to emphasise

and what not to report at all.

Discussion on a theme is impossible without somml lof ideological stance to it,
whether conscious or not. ‘ldeology’ is a term tlaimetimes bears negative
connotations, but in this thesis it is understoschaneutral term. Roger Fowler (1981:
26) argues that each discourse echoes an ideologjten several ideologies. All
statements are made on the basis of systems ef,bgbrld-views. Ideologies can not

be entirely removed, they can only be replacedw(€01981: 26) An ideology may be
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replaced with an updated or a resurgent versioih af with an entirely different one.
Fowler (1981: 28-29) argues that “language use"aiscontinuously active social
practice” that ceaselessly produces ideology oorghas its unavoidable consequence;
“ideology is simultaneously [a] social product diadl social practice” and so linguistic
style at the same time cites as well as adds toeonlogy (Fowler 1981: 28-29). The
current ideologies of a discourse affect the diss®wo a great extent, this may happen

up to the point that they become ostensibly setfeaxt world-views, ‘truths’.

Texts, speeches and other means of representagdrat@ cultural references and the
values of their authors, who are influenced byedéht cultural discourses. At the same
time they are contextual to their time and genreaageneral level, because they are
regarded via habituated categories and framewofkmterpretation that make the

author and the reader able to communicate. Foangst a historically and nationally

located novel is set on the assumptions, attitushes practices of that particular time
and place (Fowler 1981: 35), and moreover, it tsirseelation to the novel genre. In

other words, the novel is contextualised, firstitsyauthor and then by its reader. The
characters are expected to behave according to dbeial identities, in a way that is

appropriate to the time and location of the nasratAll cultural codes do not need to be
written explicitly to the narration, as the contelélps to communicate and to

understand the implied meanings and referencdseineixt. It is possible to understand
the implied meanings, because the text existslatioa to the overall discourse on the
subject, the multiplicity of other representati@heady produced.

Besides the context of a discourse or of sevesaldirses, texts also have the context of
sender and receiver and the context of the formrgeof the text. Fowler (1981: 82)
recapitulates M.A.K. Halliday's simultaneous fuwocts of language, which are the
ideational function, interpersonal function andttex function. The ideational function
transmits a worldview. It gives a meaning and stnecto experience. The interpersonal
function refers to communication between the sermladt the receiver of lingual
messages. Besides communicating meanings betweplepnguage functions in the
maintaining and the establishing of social relaiofhe interpersonal functions can be

seen for instance in the use of pronouns. The &kXtunction has to do with the



21

coherence and form of the communicative unit ofjleage utterances. (Fowler 1981:
82) These different functions of language set th&ext for the texts that are studied in
this thesis. The ideational function, which in thése communicates the world view of
the national culture, is the focus of this the3ise lyrics draw from and add to the
national culture, they construct their own indivatluepresentations of Finnishness. The
habituated ways of representing the national itkeofi the national discourse make the
themes of the lyrics recognisable. However, therpdrsonal function, in this case the
context of the author and the intended (internatijpaudience, is also relevant in regard
of sufficient contextual reading. The interpersofuaiction gives a perspective to the
narration: who is narrating to whom on whose beHalfthis case the metal bands are
constructing representations of Finnishness foinégrnational audience. The textual
function in the sense of coherence and form isrceghvia Deena Weinstein’s metal

discourse theory.

2.2 The General Features of Metal Discourse

Music, whether teenybop for young female fans @z jar rap for African-
Americans or nineteenth century chamber music fnn@n Jews in Israel, stands
for, symbolizesand offers the immediate experience of collective tidgn(Simon
Frith 1996: 121, original emphasis)

Metal music that articulates a national identitfecs an experience of double identity.
On the one hand, it offers an identity of the ‘nhemmunity’. On the other hand, it
offers an identity of a national community. Thig$fs is interested in the articulations
of national identity, yet the metal context canhetdiscarded. The lyrics examined in
this thesis belong to the specific genre of metat$, which contextualises them with
the overall metal genre discourse. The relatiorthio metal discourse makes certain
implications and references in the lyrics undemdédte and meaningful, but it also
defines the discourse. Genre restrictions make somes of expressing deviant and
‘unacceptable’. The lyrics studied in this thesig avritten by metal bands, and
therefore it is relevant to take a look at the ringémre and the special features of metal

discourse.
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Atte Oksanen (2007: 164) argues that music is eotigtactive in producing meanings.
Rock and metal music lyrics diagnose our times, atethe same time they create
meanings and categorisations (Oksanen 2007: 1@2, Tbey cite the existing rock and
metal discourse and create new associations andimgsa In general, popular music
reaches beyond the social, the national and th@ceblorders. Nowadays, the lyrics in
popular music are most often written in either thether tongue or in English. The
metal lyrics examined in this thesis are writterEmglish, so they are meant to be able
to cross the language barriers of nationalitiegir@@or English makes the lyrics more

prominently a part of the international metal disse.

Rosemary Hill and Karl Spracklen (2010: vii) chdesise the metal genre as “a genre
of dense sounds and ideologies”. Each metal barudtés mainly associated with a
metal subgenre with its own ideology and subgenseodrse, but metal also often
adapts ideologies from the outside, like the lyrstsdied in this thesis. The lyrics
discuss Finnish national identity in an internatibrcontext. The primary target

audience is therefore supposedly people who agegistied in Finnishness and metal.

Metal discourse has its own typical ways of expogssit has its own stylistics,
aesthetics and vocabulary, and it exists in immed@ntext of the metal culture.
Besides song lyrics, the general metal discoursepases, for instance, articles and
books written about metal music and metal cultasewell as the conversations that the
fans and musicians have about the music and tiereulWithin the subgenres of metal
the stylistics and vocabulary are more definedtricéed and specific, because their
underlying ideologies differ from one another, amecause the different subgenres
appreciate different kinds of aesthetics. Contdxinnfarmation about the subgenre of
metal as well as its culture is in many cases disdein the pursuit towards an

understanding of metal lyrics and appreciatiorheirtaesthetics.

Deena Weinstein introduces a theory on ‘heavy meistourse in heHeavy Metal: A
Cultural Sociology(1991). However, it is at times difficult to sayhiwh of the two
senses of the term ‘heavy metal’ she refers teemwork, to the main genre of metal or

to the subgenre of metal. However, whichever stieallg refers to in this context is
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rather irrelevant, because the theory she presentise verbal dimension of the genre is
generic enough to be sufficient to describe thelaiod the present day diverse metal

genre.

According to Weinstein (1991: 31), the verbal disien of metal music discourse
consists of “band names, album and song titles yar”. Weinstein (1991: 32) points
out that instead of a song or an album “metal’s ahdiscourse” is the band. Therefore
band names are pivotal “contexts of meaning” (Weinsl881: 32) in the interpretation
of the lyrics, and so is the image of the band emegal. Another pivotal context of
meaning for the lyrics is the song title. The |grare contextualised and interpreted via
the band’s name and via the song title (Weinst®@11 32). The context sets up “an
emotional expectation and function[s] the same wegt familiarity with a person
colors our understanding of that person’s wordaations” (Weinstein 1991: 34). This
iIs why the names of the bands and the titles oftimgs and albums/EPs are introduced

thoroughly in the material chapter of this thesis.

Besides the names of bands and songs, the lymggsiauhe chorus have a heightened
importance because they are foregrounded due itorépetition in the song (Weinstein
1991: 32). The choruses are marked with emphadiseirsong lyrics that are provided
as appendices in this thesis, if not written midtigmes in the original lyrics of the CD
leaflets already. The lyrics are copied from the I€&flets of the albums, so the way in
which they are presented in the appendices is digmeion how they are provided in the

product.

Weinstein (1991: 34) argues that metal lyrics nnestinalysed through “figurative and
contextual interpretation rather than a literaldieg”’. Weinstein (1991: 34) maintains
that “[l]yrics are not intended to be tightly integed systems of signifiers, although
there are exceptions to this rule. Most lyrics best understood as a loose array of
fragmentary and suggestive signifiers”. Howevegr¢his usually an aspiration to
certain coherence within the discourse of an albwhigch is created for instance by the
names: whereas the first alboums by a band are efienymous, the other albums often

“adopt the name of a song within the aloum” (WeaistL991: 33).



24

The conventions of metal music discourse existriattiple reasons. First and foremost
of course, they exist because of the constructelitiated categories of representing
and understanding the world. This is why we hagerre category called metal music:
to characterise a certain kind of form of popular &he conventions guide the artist
and the audience and make contextualised commioncabssible. The formulaic
conventions of the genre makes the creating of semgs easier for their author, as
everything does not need to be created from th&edam other words, reinvented.
Similar expressive styles make the interpretatibthe songs easier for the addressees.
Because of the genre categorisations and convenidnthe metal discourse, the
audience knows what to expect and the fans know dmavwhere to find the kind of

music that they prefer.

Metal music is a product. All popular music is puodd for the masses; therefore it
reaches a large audience (Aho & Kérja 2007: 8).s84s’ as well as ‘large’ audiences
are, of course, relative concepts with many difiedands of definitions. However, of
interest is that popular music is a significant camnicational channel in today’s world,
therefore, if something is sought to be communataia it, the messages are potent to
reach many addressees. Metal music is usually yliestitned to by metal fans. While
it is common to some other popular music genrgsaduce hit songs that are forgotten
relatively quickly, metal songs do not often becanits, but they do not wear out as
quickly either. If defined in an over-simplifyinganner, metal music is a product that is
constantly replayed by the fan (or re-enjoyed\a performances). Thus, one aspect of

the power of representing in metal lies in the eksss repetition.

Song lyrics are primarily meant to be sung. Howgetlesyse who get interested in a song
are also potent to read the lyrics from the albeaflét. The convention of providing
lyrics in a written form on the product exists anthnd; consumers want their lyrics in
a written form accompanied by the sung ones. Besilde CD-format which usually
includes an accompanying album leaflet where omefical a printed version of the
lyrics, this can also be seen in the mere abundaheesb sites devoted to lyrics of
songs. If one does not own the product, but ovesh@aong somewhere, the lyrics are

still available and of interest. The sung and wnttyrics of a song exist in a special
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relationship, yet they also function independeasiyworks of popular art. The lyrics are
also given a different status compared to the rembbal musical expression: one cannot

find for instance guitar tablatures written on #tieum leaflet.
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3 NATION, DISCOURSE AND IDENTITY

Historically, the political division of geographicéerritories into nationsis a new
phenomenon, and the national identities a modem wiaa which to perceive the self
and the others. The transition into a global systédmations was gradual. Alongside
nations, the preceding colonial system was in nssme parts of the world up till the
middle of the 28 century (Hofstede 1993: 29). The national identigs constructed,
‘created’ with the help of imagination, becauseitidustrialised society was in need of
loyalty between people; the type of loyalty thatidoreach beyond locality (Anttila
2007: 4, Anderson 1991: 6).

The modern concepts of ‘nation’ and ‘identity’ lackncreteness, therefore they are
often explained via figurative expressions. Thispter introduces the nation as a
discursively, socially constructed, ‘imagined commityi, following Benedict Anderson
(1991). National discourse constructs the narraiii@e nation that the lyrics studied in
this thesis also actively reproduce. The conceptsnational discourse’ and the
‘narrative of the nation’ are defined following Batict Anderson (1991) and Stuart
Hall (1996). Finally, the concepts of ‘identity’ @rarticulating identity’ are introduced,
respectively, following mainly Stuart Hall (198896 & 2002).

3.1 The Imagined Communities

Benedict Anderson defines nation as an inventierfaaimagined political community

— and imagined as both inherently limited and seigey’ (1991: 6, emphasis mine).
Anderson states that he defines nation as ‘imagibedause a person of a nationality
will never meet all of his or her compatriots, begardless of this “in the minds of each
lives the image of their communion” (Anderson 19%): This communion is
constructed via national discourse which produegsasentations, so in this sense, the
communion has to be ‘imagined’. By the ‘limitedrie&aderson (1991: 6) means that
nations, regardless of how large in geographiaa er in the amount of population, are

not imagined to include the whole human kind orffaee of the planet, nor that such



27

inclusion would be a future goal of any of the aa$i. By using the term ‘sovereign’
Anderson refers to the secularisation of reigrthasruler is not appointed by a divinity
anymore, as was believed to be the case in theegirer dynastic realms. The
‘community’ aspect Anderson explains to be basedraternity, “a deep, horizontal
comradeship”. (Anderson 1991: 6-7)

In his influential workimagined Communities: Reflections on the Origin &pdead of
Nationalism (1991) Benedict Anderson debates on how the ineagircultural
community of nation was brought together in theispf nationalism. Besides the right
timing in political history, according to Andersahgere were three essential elements to
this evolution. First of all, he stresses the int@oce of language. Anderson (1991: 146)
states that a nation is “a community imagined thlolanguage”. He (1991: 54) points
out that through times, language has acted asteatenifying element to various kinds
of large communities. For instance, large religictosxmunities were once connected
via the shared, mostly silent (i.e. only writtehply languages. Since the history of
nations, the initiation into a national communitashtaken place by learning the
language. One can be invited into a nationalityhaison-ness lies in language, not in
blood, and anyone can learn a language; nationslased systems but with flexible
borders. (Anderson 1991: 7, 54, 134, 145)

Anderson (1991: 67-68) remarks that ‘lingual-nagieem’ is “of central ideological
and political importance” in defining the nationigue in comparison to the other
nations in the case of many (mostly European) natiblowever, Anderson (1991: 133)
recognises that “[i]t is always a mistake to tré&miguages in the way that certain
nationalist ideologues treat them — as emblemsatibm-ness, like flags, costumes,
folk-dances”, because discourse, rather than thgukge it is in, is what matters. This
is apparent for instance in the case of Switzerlaingeveral national languages and the
national identities of some former colonies imagditierough the imperial language, for
instance such as the Mozambique identity imagined! varitten about in Portuguese.
(Anderson 1991: 134-136, 139).
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Second of all, besides the importance of languidngenational discourse had to become
accessible to people. This became possible beazfutee technical development of
communication. Anderson (1991: 25) emphasisesripoitance of the emergence of
two print media at the early stages of Europeaionat imaginings in the i’80entury;
the novel and the newspaper. He regards them agitimeal ones because they
“provided the technical means for ‘re-presentin@ kind of imagined community that
is the nation”. The print media created an effectemmunicative channel that masses
had access to, for the sharing of the representatbnationality. Anderson regards the
newspaper as markedly symbolical for the imaginechraunity also because of the
ritual aspect of it. Reading the newspaper in tl@nng is imagined to be a shared
experience throughout the whole nation, with tHe¥e compatriots, every single day.
He calls the reading a “mass ceremony”, in whidrdhs “community in anonymity”.
(Anderson 1991: 24-25, 34-36) Albeit both are pnmedia, the novel is a very
different from the newspaper as a communicatiohahoel. The novel is read and re-
read more often than a newspaper, and it stands higtter. No-one discards a novel
because it was written yesterday, as might be #se evith a newspaper. However,
these two formats, in their particular ways, madsiamalistically inspired texts
accessible the public.

The print-media were pivotal in establishing théareal community, because according
to Anderson, print-vernaculars gave the speakemhefvarious dialects of the same
language a unifying communicational channel. Thakep dialectical language variants
were often incomprehensible to one another. Andessates that the establishment of
print-languages also “gave a new fixity to languaghich in the long run helped to
build that image of antiquity so central to the jsgbve idea of nation”. Nations are a
modern creation, but their history and traditiors drawn from the antiquity. Anderson
points out the primordial character of languages;one knows the day any of them
came to existence: “[e]lach looms up imperceptiblyaf a horizonless past.” However,
as much as they unified, print-languages also gavedvantageous status for those who
spoke a language variant closest to the writtesiorr (Anderson 1991: 5, 44, 144)
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Third of all, besides language (discourse) and neldgy, Anderson associates the
emergence of nationalism strongly with capitalistie. emphasises the importance of
the print media products as commodities by refgrtmthe vast amounts of literature
printed and consumed even before th8 &&ntury; this is how the ideas spread already
in the early stages of the history of nationali3ine print media evolved into a channel
of mass communication to answer the demand of aegtitmarkets. The print-media
sought for new markets to sell books at and theeefmublishing in vernaculars was
established, which provided a fertile soil for gp@wth of national imaginings. In this
sense, the rise of capitalism made it possiblen&bionalism to emerge and the national
imaginings to be attached to something concreteaacdssible: a printed commaodity.
(Anderson 1991: 37-38)

Finally, Anderson (1991: 134) concludes that “[pi#anguage invents nationalism, not
a particular language per se.” By this he referth&ohistorically new means of mass-
communicating national representations in an unaedsable and accessible way to
everybody. In this conclusion all of the three edes combine. A written language
variant gave fixity to language, and capitalistiags production made printed texts
accessible commodities to everybody.

The means of mass communication have develope@a deal from the days when
nationalism first emerged. Capitalism has playedagor role in this later development
as well. Nowadays the representations of natioasseattered to various media along
with the traditional print media, for instance ttedevision, the radio and the internet,
not to mention the cultural products in new formdts instance electronic books,
applications to mobile phones, CDs and DVDs. Nowagdall of these media maintain

and reproduce national cultures.

3.2 National Discourse and the Narrative of thedat

Stuart Hall states that besides a “political efitiynation is alsod system of cultural

representatioh (1996: 292, original emphasis) and that a “naiorulture is a
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discoursé (1996: 292, original emphasis). In the nationigicdurse representations are
constructed by giving them “the frameworks of iptetation” (Hall 2003: 3), of nation
and nationality. National discourse concentratesmitically on representing the
imagined cultural community of nation in descrigtiand prescriptive (ideological)
ways. Hall (1996: 297, original emphasis) points that “[ijnstead of thinking national
cultures as unified, we should think of them asstituting adiscursive devicavhich
represents difference as unity or identity.” Na#iboultures are never homogenous.
Each modern nation is a cultural hybrid. Howeviee, mational discourses on them aim
to be homogenising. (Hall 1996: 297)

The emergence of the mass-communication made s$ilgedo bring together the local
cultures, to begin the homogenising process armldate, or construct, what Anderson
(1991: 204) calls “the biography of nations”. Anslam (1991: 204) explains his
figurative expression by stating that “[a]ll profadichanges in consciousness, by their
very nature, bring with them characteristic amres@ut of such oblivions, in specific
historical circumstances, spring narratives.” Tagé communities called nations did
not exist, or rather, were not imagined beforepsoof this oblivion of existence had to
be constructed and imagined inspiring narrativesrder to culturally unify the nation.

According to Anderson (1991: 204), the narrativegations resemble autobiographies
of persons. An adult does not remember much obhtger childhood, because puberty
afflicts ‘a profound change in the consciousne$st person. However, the person can
track down his or her history by looking at documsesnd photographs of the childhood
time and by learning about his or her infant sedhf the people who were present as
the caretakers back then. The person one usedas aehild, but whose consciousness
one can no longer recall as an adult, becomesopaine adult’s identity via narration.
(Anderson 1991:204) The case with national imagsirs similar to this, “because it
[cannot] be remembered, [it] must be narrated” (@msdn 1991: 204) and, of course, as
it cannot be remembered, it must be imagined. Snhgito autobiographies of persons,
in autobiographies of nations some aspects andig@aea forgotten, some suppressed,

some invented.
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Anderson (1991: 204) maintains that biographiepafons often begin with a brief
discussion of the person’s parents or even graedfar Persons, however, have
identifiable dates of birth and death, neither d¢ifick they can nevertheless remember
and thus give an account for. Nations do not haeatifiable birthdates, and unlike
persons, they never die naturally. There is noiex@vent or date that can be called a
birth of a nation, as it can be debated that aonatiisted in its people’s hearts before
the official declaring of nationhood and indeperaderMoreover, a possibility for such
a declaration may never occur, yet also these Uaugenations exist. As nations have
no birthdays, the narratives of nations are oftemttem in reminiscence towards
something earlier in history, something that thepte wish to identify with. This is
often something heroic and admirable, like the melgef King Arthur. (Anderson 1991:
205)

Stuart Hall (1996: 293) states that “the narratiwehe nation” is represented in the
“national histories, literatures, the media and yap culture.” Similarly to all

discourses, the national discourse has recognisaide reoccurring structures. The
narrative of the nation is actually the sum ofkatids of stories about the nation and of
the “images, landscapes, scenarios, historicaltsyaational symbols and rituals which
stand for, orrepresent the shared experiences” (Hall 1996: 293, origierlphasis).

Because the narrative of the nation consists of ré@esentation of the shared

experiences, it exists in a close relation to threcept of collective memory.

Local, for instance local scenery often becomesesgmtative of the national. Jorma
Anttila (2007: 123) points out that many traditipfar instance folk music, are based on
local ethnic cultures. A national culture is sakeglly basedon the local cultures within

a nation, so the local identities and national idies overlap in that sense. The national
discourse absorbs and modifies elements of lodalres, it ‘feeds’ on them. (Anttila

2007: 123) The frameworks of interpretation ar@gtated from local into national and
the newly contextualised elements of culture entlee national discourse as

representations of the nationality.
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Hall (1996: 293) maintains that the narrative & tation is emotionally relatable to the
members of the national community. It offers a seofbelonging. Hall (1996: 293)

explains that “we see ourselves in our mind’s dariag this narrative”. The narrative

of the nation is usually very grandeur, and moreoiteis crowned by a sense of a
national destiny. By relating to this, the membafrthe national community feel a sense
of belonging to a remarkable, extraordinary whdiat texisted before their birth and
will remain eternal as they depart. (Hall 1996: RP98is kind of sense of belonging to
something particular is sought by many, because@lhteal and universal are present in

the current, everyday society more than ever before

Hall (1996: 294) points out that representing tretiamal identity as something
essentially ‘original’, even primordial, is a commaliscursive strategy in national
discourse. It is a strategy in which the elements“aontinuity, tradition and
timelessness” are reinforced, and typical of tlwategy are references to the national
character (Hall 1996: 294). The national charaisteepresented as something essential
that has remained the same through times, andemilin unchanged in the future. It is
represented as something that is found within geakon, as something shared, and

therefore it is a very profound way of belongingédther.

The discourse on national character makes geratiahs of the personal features of a
people; this is how stereotypes emerge. AccordmgHofstede (2001: 13-14), a
“stereotype (the word derives from the printingustty) is a fixed notion about persons
in a certain category, with no distinctions madeoaq individuals”. A national

stereotype represents the people of a nation asfi@dufolk with similar personality

traits. In their ability to unify, stereotypes ar important part of the narrative of the
nation. They are constructed to determine, what axe like. However, the concept of
‘we’ is always determined against ‘the others’réfere, to be able to determine ‘us’ it

is essential to define the others as well.

Depending on the perspective, there are two typesteneotypes about ‘us’ and two
about ‘them’, so in total there are four. An autosbtype always refers to ‘our’

qualities and practices, whereas heterostereotghasacterise the groups of others
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(Petkova & Lehtonen 2004/2005: 9). Jaakko Lehtd2€05: 69) explains that there are
simple and projected autostereotypes, and simplepamjected heterostereotypes. The
simple autostereotype is our characterisation odalues, of the form ‘we think we are
like this’, whereas the projected autostereotypeali®ut how we imagine to be
appearing to the others: ‘we believe the othensktiwe are like that’. Both simple and
projected autostereotypes characterise ‘us’, dmypoint of view that ‘we’ assume on
ourselves is different. The simple heterostereotyasists of ‘our’ conception of the
‘others’. ‘the others seem to us like this’, wherethe projected heterostereotype
discusses how the ‘others’ are believed to see sbkms: ‘we believe the others

consider themselves to be like that’. (Lehtonen52@&9)

Stereotypes consist of different kinds of notiohewt a group of people. Diana Petkova
(2005: 20) states that stereotypes can be posgiiveegative. However, one’s own
group is usually considered ‘normal’ and the othdtural communities’ habits are seen
as “more or less strange” (Petkova 2005: 20). Retk@005: 20-21) explains that
sometimes material practices, which can “be basedhe food eaten, clothes worn,
houses built or tools used”, become so defining iy may even define a national or
a religious heterostereotype, for instance “théaia are ‘macaronis’, the French are

‘frogs’ and the Muslims are ‘cloth-heads™”. Howeydhe national stereotypes also

discuss immaterial qualities, for example mentality

Hall (1996: 294) states that in narrating a natibms very common to refer to a
“foundational myth”, the myth of origin of the nati. The nation and the national
character are implied to be so old that they oatgd in the mythical time. Hall (1996:
295) points out that this is a common discursiwai¢ain founding new nations. For
instance in the case of previously colonised atleaishave later declared independence
as their own nations, this kind of myth of origghgrovided as an “alternative history or
counter-narrative” (Hall 1996: 295). Myths of ongjoin the people of different kinds
of cultural and ethnic origins together by implyitigat they have shared mythical roots
and therefore belong to the same people (Hall 1996). National epics often narrate
such foundational myths. Moreover, besides desggithe narrative of the nation and

its people, the epics often also begin at the Beginning, the beginning of times when
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the whole world was created. The epic narratioraligiecreates a sense that the people

in question is not only a unified people, but dtke chosen’ people.

Hall (1996: 295, original emphasis) argues thatonal identities are “also often
symbolically grounded on the idea opare, original people or ‘folk This discursive
tactic refers to the ‘primordial folk’ as the antm®s of the people of the nation and in
this way the existence of the nation is justifiesjardless of the fact that the people of
the past times had no concept of nation, they mateklled an area of the land that
later became known as the nation. Rarely doesaitmdyf descendant of such historical
pioneers exercise power in the present day socsetyeferences to them are merely
symbolic (Hall 1996: 295). The mythical pioneere aften narrated about in prose
literature. The characters and sometimes evenlt#uepthey dwell in such novels are
undoubtedly fictional, but nevertheless the naresticonstruct powerful representations
of the national character and of the abiding caltualues.

The experience of continuity is reinforced by tlergonal experience of taking part in
traditions and rituals. Hall (1996: 295) points d¢lét tradition had to be invented to
support the newly constructed national culture.seEhgaditions are revered in a way
that makes them appear as if they had always elxisté actually they are rather recent
creations. Hall (1996: 294) cites Hobsbawn and Rar{$§983) on “the invention of

tradition”: according to Hobsbawn and Ranger thaditrons are either ritual or

symbolic, and they echo the national values andh#t®mnal norms of behaviour. For

instance, singing along with the national anthesursh ritual.

Hall (1996: 296) points out that national cultutesues to link together people not only
of different kinds of ethnic backgrounds, but atgalifferent classes and genders. It is
challenging to do so, but an often employed disearsactic to manage this is to
employ family vocabulary (Hall 1996: 296). Thistlee tactic that for instance Benedict
Anderson employs in explaining the community asjpédtis definition of nation as an
imagined community: he calls it a ‘fraternity’. Baperson is the son or daughter of
someone, so the metaphorical ‘children of a natia®’ easily relatable and

understandable to everybody. In national discoussene members of society are
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nevertheless favoured over others. Hall (1996: 28tes that in the national discourse
the masculine identity is usually primary to thenfeine one, so there is a certain
tendency to the preserving of the patriarchal valU@ne of the local identities, the
hegemonic one, is usually dominant in defining ‘tt@m’ of nationality. For instance
such is the English identity in Britain. (Hall 19987)

Despite the certain tendency of clinging to conagve values in representing the
nation, the narrative of the nation also meandets new directions all the time, as
representations of nationality are slowly reform&d.mentioned before, the new mass-
communicational channels provide a stage of cohstaewal of the national discourse.
Representations of national identity sell prodwctcommercial breaks on television. In
an instant, victorious athletes who represent somality in a contest become the new
national heroes. People discuss aspects of natidexality on internet forums. Typical
of the 2F' century national discourse are the societal aadrtteractive character of the
discussion; everyone can take part in it. Charestierof the present day discourse is
also the fast pace of action-reaction and the rseli@ations, such as caused by Lordi's

success in the Eurovision contest.

Besides the media, popular art is one of the ingmbrtlomains of constructing and
reinforcing the representations of national idgnand culture. Actually, these two
maintain a very intense relationship with each gthecause the media are keen to
discuss popular arts and the media publicity isdgfmy the sales of the products of
popular culture. The lyrics that are studied irs tiiesis are products of popular culture.
They are products that represent the Finnish iemtitheir own particular ways. They
are sold to the consumers, repeated in the CD rday&d this is how they in their part
reproduce the narrative of the nation.

3.3 Articulating the National Identity

According to Hall (1996: 291), national cultureai€entral source of a person’s cultural

identity in the modern world. Hall argues that @werising oneself via a national
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identity is metaphorical, as the national idengiteee based on the cultural systems of
representation. However, people usually regardnatiidentities as substantial parts of
themselves, as something self-evident. (Hall 129d)) Hall (2002: 13) supposes that
identity is always fiction in a way, as nationsmaybe even families are, because the
principle that dictates what is excluded and inetigs ‘artificial’. It is artificial in the
sense that the limits are culturally constructeat,'natural’. Identifications and identity
are based on definition via difference: against twhdo and where one is not (Hall
2002: 11).

The perception of the coherence of an identity drafied from self-evident to a mere
illusion in the course of the development of psyoby, cultural theories and social
sciences. According to the latest post-modern péiae an identity can actually never
be stable or complete, or even congruous. (Halb1295-277) “The subject assumes
different identities at different times,” (Hall 169277) but they do not form a unity of
self. Hall (1996: 277) argues that “[iJdentity bewes a ‘moveable feast’: formed and
transformed continuously in relation to the waysame represented or addressed in the
cultural systems which surround us”. The notioncoherence is imaginary, but an
identity may appear as if it was wholesome in thprahension one has of the self, and
this is because an identity is ‘written’ in tlmarrative of the self’. (Hall 1996: 275, 277)

The narrative of the self is a metaphor createefain the mechanisms that hold ‘the
pieces of an identity’ together, that create amsibbn of the coherence. The narrative
establishes an experience of unified self. AccaydonHall (2002: 11, 16), all identities

are based on language, culture and history, anddavidual’s identity is based on an

autobiographical narrative of the self. Hall (20aZ) explains that this narrative is
written in a reflective relationship with many otherratives, for instance narratives of
history and culture. One can identify with a natiéwhich influences and organizes
both our actions and our conception of ourselv@sdll 1996: 292—-293) Moreover, in

addition to what one identifies oneself to be, dantity consists also of what one
desires and aspires to be (Hall 2002: 11).
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Hall (2002: 16) argues that nationalism is onehefways of ‘articulating’ oneself in the
discourse of identity. Hall (1986: 53) states thest usage of the term ‘articulation’ is
based on the Ernesto Laclaslitics and Ideology in Marxist Thearidall (1986: 53)
explains that Laclau used the term to discard fibeessitarian and reductionist logic”
that marked the Marxist theory. Jennifer Daryl 8l6£996: 121) states that the Marxist
logic explained articulations of culture by redugithem to as only having to do with
“class or the mode of production”, but Laclau’s wamong others made it “possible
and necessary to re-theorize social forces suclyeasler, race and sub-culture as
existing in complex — articulated — relations withe [an]other as well as with class”.
Slack (1996: 112) maintains that studying ‘artitiola’ is a method of contextualising.

Hall (1986: 53) points out that ‘articulation’” hasthe British English a dual meaning.
Besides ‘to utter’ or ‘to express’, it also reféosa lorry that consists of two parts, the
front and back, or the cabin and the trailer, whtdly be attached to one another, i.e.,
articulated. The connection of the front and thekka not necessary, but possible (Hall
1986: 53). Hall (1986: 53, original emphasis) ddteat “[a]n articulation is thus the
form of the connection thatan make a unity of two different elements, under aert
conditions.” The articulated discourse and sociftades must be linked “under certain

historical conditions” (Hall 1986: 53), this is h@sticulations of a nationality emerge.

Articulation, Hall (1986: 55) states, is “the noaeessary link, between a social force
which is making itself, and the ideology or coneeps of the world which makes
intelligible the process they are going through”ilethbecoming, whilst assuming a
collective cultural identity. Hall (2002: 229) mé&amns that a cultural identity is not an
essence, instead, it ipositioning The post-modern subject assumes changing,
sometimes contradictory roles and has no essadaatity (Hall 2002: 23). As stated
above, instead, an identity appears as cohereptb@alause of the narrative of the self.
However, in this sense of no essential identityjcalating a national identity is
positioning, assuming the collective national idgnimetaphorically: playing a part or

a role, and writing or expressing by some othermaeaf communication from that

particular position. Positioning connects the ailiee identity and the articulator.
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Articulation creates the non-necessary link. Ydgck (1996: 114) points out that
articulation is not solely the connection, insteddrefers to the whole “process of
creating connections”. Articulation produces repragation of national identity by
connecting the identity with a symbol, somethingttstands for the collective. For
instance, a (local) landscape becomes a representdtthe national identity when it is
articulated within the framework of interpretatiohthe national identity, and repeated
enough to become habituated. The elements thaianakidentity is constructed of via
representing do not have a necessary connectidhetenembers of the society, and
there is no necessary connection between the mentdfesociety other than the
framework of nation. Instead, they are unified bg tliscourse, by the articulations of

national framework.

Jennifer Daryl Slack (1996: 112) states that aldioon has three functions: an
epistemological function, a political function ara strategic function. On the
epistemological level articulation is concerned hwit‘correspondences, non-
correspondences and contradictions, as fragmert® inonstitution of what we take to
be unities” (Slack 1996: 112). This refers to thekmg of the links by articulating
concepts into unities, to the socially construateality. Politically, articulation is the
foregrounding of the power structures of “dominaras@l subordination”. On the
strategic level, “articulation provides a mechanifm shaping intervention within a
particular social formation, conjuncture or contéx®lack 1996: 112) In other words,

articulation is also manipulation.

Articulations create the non-necessary links wiiah sometimes become rather stable
in society. For instance, in many political so@stireligious elements have been
articulated into the political discourse. In sucase&s, breaking the connection by
beginning to articulate politics and religion segialy is possible but difficult because
of the long traditions of articulating them togeth€his is because religion has been
used to “construct some narrative[...]to connect gast and present”. Also, the
articulating of them together has become a halatuapractice. Breaking the
connections by beginning to articulate them sepfrawould equal challenging the

current existing world-view of long traditions. (H4986: 53—-54)
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Besides the process of producing for instance ta &s0 the process of reading the text
can be regarded as articulation. Lea Rojola (2@®): points out that in the recent
decades, the focus of literary studies has shifted the text and author oriented more
to the reader oriented discussion. It has beconre essentially important to consider,
how the reader may position in relation to the t&xtl what kind of readings the text
encourages (Rojola 2004: 40). In the reader orikaénse, according to Rojola (2004:
37), the reading is also a process of articulatidme reader connects elements of the
text with his or her previous knowledge and conicest The reader contextualises the
text, makes the unnecessary connections, the lattooy, thus both the author and the
reader are active in the process of producing meganijRojola 2004: 36). The reader’s
articulation process takes place within and durihg process of reading and the
interpretation may be different from what the autbbthe text intended to express. The
reader’s articulation connects the text with megnitme meaning with ‘reality’ and
produces the effect that it has on the readesterier (Rojola 2004: 37).
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4 ARTICULATIONS OF FINNISHNESS IN THE LYRICS

The lyrics that are studied in this thesis constouief descriptions of Finnishness. They
encourage certain kinds of readings because of thwee, their choices of themes and
words and because of the context of the metal drseo Song lyrics are restricted in
length by the genre conventions; therefore it ipleasisedly meaningful which few
symbols and references are included in to consthetlyrics’ representation of the

national identity.

| begin my analysis in 4.1 by outlining how theiaaal identity has been approached in
the lyrics. Subchapter 4.2 focuses on the refesentéamilial belonging to the nation
and to the references to nation as home, 4.3 onrdferences to nature, 4.4 on
references to the stereotypical Finnish mentalitg 4.5 on positioning in relation to
history and politics. Subchapter 4.6 reflects ugmw the metal lyrics have been

influenced by the genre of patriotic song.

4.1 Positioning of the Narrating Voice in RelatimnFinnishness

As mentioned above, Stuart Hall (2002: 229) argines cultural identity is not an
essence but positioning. The lyrics that are studiethis thesis are articulated from
positions in relation to the Finnish national idgntThe authors have assumed one or
several different approaches on the collective tidein their process of articulating

elements of Finnishness into their metal lyrics.

Besides positioning themselves with the nationahidy, the authors also position as
the lyrics writers of the songs. Their functiontésproduce artistic expression for the
band; so obviously, the lyrics cannot be regardedrticulate the personal identities of
the authors. Therefore, the narrator in the lyrecseferred to as the narrating voice
instead of referring to it as ‘the author’.
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In “The Heart Of Turisas” by Turisas the narratugice positions itself as the leader of
Turisas’s troops on earth in mythical time, beydhd existence of the concept of
nation. However, the narrative of the lyrics iskkd to Finnishness, because the
national mythology and the mythical time are cdostie parts of the narrative of the
nation. Moreover, the Viking metal genre lyricsesftbear national connotations, so the
context of the genre also associates the lyrich wational identity. In the lyrics the
Finnish god of war, Turisas, acts as the subjecti@ftification, whose characteristics
the narrating voice admires and what he desirég fike. Because mythical time has no
restrictions of national borders, Turisas’s trodpshot consist only of ‘the people of the
north’, but of people from all over the world, whadime narrating voice welcomes to

join the army.

In “Till The Last Man Falls” by Turisas the narragi voice describes a land far away in
the north. The depiction of the land is given idistancing manner, from the point of
view of the ‘others’. The narration fabulates angstifies ‘us’, who are the dwellers of
the land, yet, after the mystification, the poiftveew changes to ‘our’, the “Fenns”,
who are under an attack by a conqueror. ‘We’ isngef as a people under the guidance
of “the old Gods”, i.e. heathen, against the eneamyarmy on a crusade. The narrating
voice positions ‘us’ in time and in place with thelp of references to history: the folk
under an attack is pre-Finnish, medieval, Tavastiavastia area is located in the
southern inland of the current nation. However, thstorical names ‘Fenns’ and
‘Tavastia’ are not names of Finnish but insteadpogign origin. They are names given
to the people and the area by ‘outsiders’, soimdanse, the narration is affected by the

perspective of the others throughout the lyrics.

The lyrics of “Dark Fortress” by Sargeist articelan extreme type of nationalism. The
narrating voice positions itself with the Natiorfabcialist Black Metal ideology by
references to the holocaust and other anti-Senaitist of violence of the WW Il. The
narrating voice positions itself with ‘we’, who apeo the NSBM ideology, which can
be regarded as a form of neo-Nazism. Because ma#ison is a central aspect of
National Socialism, the Finnish identity becomesoagted with the NSBM ideology

via references to the Finnish flag and the northethmicity, as in the lyrics they are
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articulated into a unity. The narrating voice asesna position with the collective
identity of Sargeist, which in the lyrics of thisrg) is represented as a Finnish, racist,

warrior unit.

In “Iron, Blood and Blasphemy” by Sargeist the a#irrg voice positions itself in

relation to four aspects of Finnishness: to theionaby greeting Finland as the
‘fatherland’ in an honouring manner, to an admirargl respective relation to Finnish
nature, to a protective relation to the metaphbiaden of Finland and to the concept
of ‘us’, the people. The concept of ‘us’ is referte in four different senses in the lyrics
of the song. First, the narrating voice positiaiself with the Finnish people by using
the collective ‘our’. At this point ‘we’ can be uarstood to refer to the Finnish people,
as no further specification is made, but laterha song lyrics, the concept of ‘we’ is
also used in more restricted senses. ‘We’ changesa more specific, more exclusive
expression of ‘ethnic Finnishness’, when the cohcéprace’ is added to it. The ‘we’

of the song is further narrowed down, defined iatemaller group by stating that ‘we’
come from a town “Once with name Lapwestrandh”. €kpression articulates locality
into the Finnishness of the song. The fourth ‘witicalates an anti-Christian and pro-
pagan agenda for Finland, it positions ‘us’ as blaetal warriors in protection of the
fragile Maiden of Finland, so the song culminatesaa articulation of double-identity

of a nationalistic Finnish black metal warrior unit

In “The Land Of Ice And Snow” by Stratovarius tharration begins by representing
Finland as a sublime land of ice and snow in aiggarmanner. However, the narrating
voice does not greet nor name the nation, Finnshinge contextualised in other ways,
for instance by references to some symbols of duemality and by mentioning a
Finnish product, Koskenkorva, by name. The conoéptve’ the Finns is defined to
include those who are alive, but also those wheehaassed away in defence of the
nation. The narrating voice introduces the poinviefv of ‘others’ on the Finns, and
after this, addresses the others by from ‘our’ pectve. At the end of the lyrics, the
narrating voice positions itself in a personal tietaship with the nation: Finnishness is

articulated as destiny.
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The narrating voice of “Native Land” by Korpiklagpositions itself in relation to three
aspects of Finnishness: nature, the people andatien. Finnish nature is articulated
into a unity with the Finnish people, but it is @ldescribed as a threat to ‘us’. The
relationship with nature is discussed from the KEihrpeople’s point of view as well as
from a personal perspective. In the chorus of trmgsthe narrating voice addresses the
nation. However, the nation remains distant: th@ppeeappear to be more connected via
the shared unity with nature than the politicalstinres or social relations. ‘We’, the
Finnish people, are also unified on a symbolicalelein opposition to the harsh
conditions of nature. The collective is able toroeene the threat posed by nature, and
in the end, the ability to co-exist with nature ishichallenged by its harsh conditions
re-establishes and strengthens the unity formeddsthern nature and the Finnish

people.

The narrating voice of “Let’s Drink” by Korpiklaamiositions with the Finnish identity
by approaching it from a rustic-romantic perspextiVhe narrator’s dwelling is a little
red house that is accompanied by a potato field¢clwis a way of living that is often
referred to as the ‘Finnish dream’ in the natiodécourse. The narrating voice
positions itself alone, in a personal relationskifh the surrounding nature, and
expresses a celebration of a simple way of lifee Tlrrating voice does not directly
position itself in a relation with the Finnish pé®pr the nation. Instead, it relates to the
national identity by describing a collective dreamcaricature of the stereotypical
forest-Finnishness of the sparsely populated areas.

4.2 Belonging: Nation as Family, Nation as Home

Anderson (1991: 143) describes the patriotic diss®in the following way:

Something of the nature of this political love dandeciphered from the ways in
which languages describe its object: either in trecabulary of kinship
(motherland, Vaterland, patria) or that of homeirfta or tanah air [earth and
water, the phrase for the Indonesians’ native aethgo]). Both idioms denote
something to which one is naturally tied.
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This chapter focuses on the articulations of baloggp the national unity in a way that
is often represented ‘natural’ in the national digse: belonging to the family of nation

and to the nation as home.

4.2.1 The Family of the Nation, the Belonging wiitle Kin

Hall (1996: 297) argues that employing family vodaby is one of the tactics of
narrating the nation, the discursive tactic “ofe‘ttamily of nation’. Family vocabulary
is used in national discourse to signify power tiefes, to describe the sense of
belonging and to create allegiances. However, dh@ly metaphor was not invented by
the national discourse. It was already used inrgalaliscourse to justify the colonial
rule (Chambers 2001: 37-39), not to mention thersisbrothers, mothers and fathers
of religious communities. Family metaphors areaalitronal way to represent and unify
large communities. Personifications of the natifmn,instance Mother Russia, usually
derive from the family metaphor. Besides the pefsmtions of nations, heroic leaders
and other kind of idols, either real or imaginagrgons, are represented as the mothers
and fathers of nations. The people of the natienreferred to as the nation’s children,
which emphasises the power relations. Close bletations signify belonging closely
together. The closer the ties are in the metaphlo®xpressions, the greater the

emphasis on allegiance, but also the more explieipower relation.

The usage of the pronoun ‘we’ in the context oicatating a national identity contains
an implied reference to the family of the natioecéuse the metaphor of family is so
habitual and common in the discourse of nationahtidly. All of the seven song lyrics
refer to the concept of the national collectiveg,khe Finns’, in different ways, some of
them in reference to all the Finns, some of themmarme restricted senses, as mentioned
above. Even the lyrics of “Let’s Drink”, which danhcontain the actual pronoun ‘we’,

refer to communal activity by the statement “letfnk and enjoy”.

Despite the family vocabulary being so common disige tactic in narrating a nation,

“Iron, Blood and Blasphemy” is the only one of theven lyrics to explicitly employ it
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in its articulation of Finnishness. In the lyrick“tron, Blood and Blasphemy” Finland
is represented as the ‘fatherland’. The narratiogers greets Finland in Finnish at the
beginning of the chorus (and in the penultimatee)limf the lyrics by the name
“Isdnmaa” (fatherland) with a capital initial lett&he rest of the lyrics are in English,
however, the greeting in mother tongue is an exaropwhat Anderson calls ‘lingual-
nationalism’: Finland the patria is meaningfullyegted in its own tongue. “Isdnmaa”,
fatherland, is an expression that activates mearfidgamilial belonging to the nation.
It also implies a reference to the patriarchal idgg, in which the children are
classified to belong somewhere according to thaghdr, who is the authoritative figure
in relation to them. ‘Isanmaa’ refers to the actumt a metaphorical, father (and the
forefathers), therefore it refers to being tiedhe nation in a concrete familial way, and
positions the narrating voice of “lron, Blood andagphemy” in a ‘naturally tied’,

familial relationship with the nation.

In the lyrics of “Iron, Blood and Blasphemy” thetiarland is then pledged to by ‘us’:
“Your song will echo ever long / Burnt with pridieto our heart / With honour marked
on our souls” (emphases mine). Even if not named speatlyicthe ‘we’ in the pledge
can be interpreted to refer to the Finnish peogltha sons (and daughters) of the patria.
Whether the daughters are included or not dependfi@ reading. Albeit women are
secondary “as guardians of the hearth, kith and & as ‘mothers’ of the nation’s
‘sons’™ (Hall 1996: 297) in the national discoursleey are, however, present, whereas
in black metal “male authority mostly ignores tleeninine presence” (Stephanou 2010:
167). However, misanthropy is in the essence ofkblaetal (Wilson 2010: 34), not
communality, so the national discourse clearly datas the first half of the lyrics. The
more probable reading thus is that the daughtergnatuded in this particular definition

of ‘us’.

Both lyrics by Sargeist imply racial brotherhoods Wentioned earlier, Hall (1996: 295)
argues that a common discursive strategy in nagdhe nation is the myth of “a pure,
original people or ‘folk™. This can be interpretea refer to ethnicity, and in a narrow
definition as a reference to race. Hall (1996: 28gues that it is “tempting to try to use

ethnicity in this ‘foundational’ way” in narratindpe nation. Hall (1996: 298) points out
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that race “is a discursive not a biological catgtjoyet the racial ideologies of extreme
nationalism have left their mark on national sastadblack metal discourse. According
to Benjamin Noys (2010), “nation, race, historitadition and counter-tradition, and
war” are representations of a type of extreme-rigack metal. They have shock value
in modern society, as they are often associatedd thazism, fascism, and ultra-
nationalism” (Noys 2010: 105). The narrating voiogéshe two lyrics articulate race in
the process of their national identification. le tigrics of “Iron, Blood and Blasphemy”
and especially in the lyrics of “Dark Fortress”’ceacan be understood to refer to an
extended family, to the racial brotherhood. Thiaraple of belongingness is defined

via difference and exclusion.

4.2.2 Nation as Home

Besides the family metaphor that is commonly usedational discourse, another
central way of expressing national identity is refg to the nation as home. In the
lyrics, the nation is articulated as home in thddéerent ways. The sense of home is
found in them either via the level of a particulacality, via stereotypical national

scenery or on the level of an experience of ‘homs#la

Anttila (2007: 106) states that experiencing a llatiatrict as one’s home district is
usually a prerequisite to experiencing the nati@h@me. Anttila (2007: 106) maintains
that emotional attachment to the area of dwellisldishes the experience of home
district. The strengthening of identification withe local area is a parallel phenomenon
to that of strengthening of the national identititise catalyst behind both is the
impending globalisation in its various forms (HdlB96: 300). Strong emotional
identification with the home district becomes ire thontext of national discourse a
motive for identifying with the larger area thaista part of, the whole nation (Anttila
2007: 106). Four of the lyrics articulate attachirtera locality. Two of them define the

locality by name and two of them express belongmnsfereotypical Finnish scenery.
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The sense of belonging to the nation is expressetbelonging to a particular locality
in “Iron, Blood and Blasphemy” by Sargeist and fTlihe Last Man Falls” by Turisas.
In the former the narrating voice positions itselfrelation to a home town: “We are
from the Cavalry Town / Once with name Lapwestrdndih the latter the dwelling
place of the ‘Fenns’ is a district called TavasBath are historical names for locations
that are nowadays known by the modern names Lapp@&anand Hame. In the context
of the lyrics’ mythologically and nationally huedtiaulations of national identity the

references to the local areas of Finland articutsatification with the whole nation.

In the lyrics of both “Let's Drink” and “Native Lali by Korpiklaani the sense of
belonging with the stereotypically Finnish locaksery is emphasised. Neither of the
lyrics recognises the home district by name, irdstélae locations remain anonymous.
“Let's Drink” articulates an experience of home 9idé the densely inhabited urban
areas with its depiction of a “[l]ittle red hougmtato field / little forest, lake as far as
you can see / Woodshed, for my home brewed beecodling to Anttila (2007: 121),
the well known combination of the little red housed a potato field means in the
Finnish cultural discourse representing the natiwmt the local. The narrating voice is
depicting a collective dream, a stereotypical Ildgathat in the context of national
discourse is a representation of Finnishness.dnytics of “Native Land” the narrating
voice refers to the local forest as a place wharg thind rests” and where “I will forget
the pain”. Forest is a central theme and symbdhendiscourse of Finnishness, and the
local forest, in the same way as the red housetlamgotato field, represents national
via the local. However, the depiction “[a]nd thélshhigh” in the lyrics is typical only
of certain areas of Finland. Hilly scenery is canfcund only in the inland and northern
parts of the country, so the reference emphastdity to these areas in a restricted

sense.

Anttila (2007: 120) argues that on the level ofgraphy a nation is (usually) a limited,
concrete territory, which gives an ontological asge the national identity associated
with it. The home district offers a similar kind obncrete experience of belonging
somewhere, but the concreteness is experiencednoore personal level of everyday

life. However, a nation can be experienced as halseon a more abstract, conceptual
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level. This is for instance because in the natiatiatourse, following the national
ideology, the nation is represented as the homeotthildren of the nation. Besides
expressing an emotional attachment to a stereatlyfncality, the narrating voices of
“Native Land” and “Till The Last Man Falls” articale a sense of belonging also on the
level of experiencing Finland as the homeland. @iherus of “Native Land” addresses
Finland as “mynative land” (emphasis mine), something he is naturaéig to. The
lyrics of “Till The Last Man Falls” declare owneiphof the land by stating: “[t]his is

the land of the Fenns”, which defines the areandlling, the land as home.

Moreover, according to Anderson (1991: 12) theamaiistic discourse represents the
national identity as destiny; one is not born anAxy chance, but because it was meant
to be so. Hall (1996: 293) argues that sharinghan arrative of the nation connects
“our everyday lives with a national destiny thaeexisted us and will outlive us”. In
the lyrics of “The Land Of Ice And Snow” the conhien to Finland is not made via a
locality, instead, the narrating voice refers te thhole nation as home. The lyrics of
“The Land Of Ice And Snow” articulate a nationafissense of destiny: “Here | was
born and here I've lived / And one day here | wlik / Under northern starry sky / In
the land of ice and snow”. The narrating voice poss itself as one of the children of

the nation whose eternal home is the nation.

4.3 Belonging: Nature

Anttila (2007: 45) argues that the collective nasibidentities are built on the shared
point of view on nature. Anttila (2007: 3) statémtt the natural environment is an
important basis for the constructing of nationantities, because prior to anything else,
it is the natural resources and conditions tha¢rd@ne the possible ways of living. A
landscape, even if never touched by humans, becanesltural resource when

constructing an identity (Anttila 2007: 3).

Moreover, the constructing of Finnish identity bedoefore Finland was granted the

official status of an independent nation. Whils¢ tipeographical area of Finland was
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still an autonomous part of the Russian Empireasgpness in the political sense could
not be emphasised, since it could have been copsideeason. Because of the political
situation, the Finnish identity was originally migstonstructed on a basis of emotional
connectedness to the local scenery and surroumgituge. Expressing love for Finnish

nature was politically relatively neutral, whichvidy it became the most central theme
of the national discourse. (Varpio 1999: 19, Klirig99: 88)

4.3.1 The Seasonal Extremities and Exotics of theHérn Location

In the national discourse Finland is often représgtras a land of exotic extremities,
especially if the context is international. Extrées are found for instance in the
depictions of the extreme coldness of winter vethascosy warmth of the midsummer
time. The phenomenon of annually recurring polay dad polar night is part of the

exotics of northern nature. The two polarities hdiferent connotations in the Finnish

cultural discourse. The polar night is often asated with the tendency for melancholy
and depression, and on the contrary, the polahdaythe positive connotations of bliss
and cosiness. Especially in the 1980s the Nordiexribitions often used to be themed
around the mystique associated with the midnight(Balin 1999: 214). In the narrative
of the nation the nightless night of the midsumrtiere is often represented as the

annually recurring highlight.

Because of the emphasis on the extremity, withenRimnish national discourse nature
is usually described either as beautiful and geotlas rugged and menacing. The
depictions of nature as beautiful identify an eoanment of tranquillity and cosiness,
whereas the depictions of nature as threateninghansh usually echo empowering:
surviving the harsh conditions is believed to médeepeople more durable, more inured
to challenges in general. Hall (1996: 304, origieaiphasis) points out that cultural
homogenisation creates a “fascination with diffeeeand the marketing of ethnicity
and ‘otherness’. Jone Nikula (2006: 14) argues ithhéoday’s market a metal band has
to stand out and therefore brand itself, to spsaah some way. On a global scale

portraying as a Finnish metal band or emphasisirg riorthern character can be
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regarded also as a marketing tactic. The tourisiness has emphasised the exotics for

decades.

The lyrics of “The Land Of Ice And Snow” describalénd, first and foremost, as a
land of exotic, extreme coldness. Even though thegsdoes not have a chorus, the
depiction of Finland as “the land of ice and snas\tlearly foregrounded by the regular
recurrence of the line in the lyrics: it is repehteven times. The representation of
Finland as a land of coldness is further emphasisethe line “Where the freezing
wind blows”, so rather than anything else, thedyremphasise the harsh, extreme

wintry conditions of Nordic nature.

Nevertheless, albeit the references to coldnessrdoenthe lyrics of “The Land Of Ice
And Snow”, there is also room for contrasts. Thegsopens with the line “The land of
ice and snow” which is followed by a reference told&hd as a land of the polar day.
This creates a strong contrast between the tweemiies. However, the choice of
words in the latter reference is atypical: “the mgt sunblows (emphasis mine).

Because of this deviant expression, it is appatattthe lyrics of the song derive from
the lyrics of a song that is well known within theetal genre. The first two lines of
“The Land Of Ice And Snow” bear enough resemblaimcdmmigrant Song” by Led

Zeppelin to be regarded as deriving from it. Thec/of the two songs begin almost

identically:

The land of ice and snow
Where the midnight sun blows (Stratovarius, TimdkKio2005).

We come fronthe land of the ice and snow

From the midnight surwhere the hot springslow (Led Zeppelin, Jimmy Page

1970, emphases mine).
The lyrics of “Immigrant Song” continue by artictifeg the Scandinavian (Norse)
cultural heritage, for instance by referring to Nala and the “hammer of gods”,
Vikings, Nordic midnight sun and Icelandic hot sigs. The intertextual reference to
“Immigrant Song” in “The Land Of Ice And Snow” assates Finland with the
mythological heritage and exoticism of the otherdilo countries.



51

Besides the ‘blowing’ midnight sun, in the lyrick“@he Land Of Ice And Snow” there
is also another example of unique exoticism: “Nemthlights guide our way”. The
northern lights are an often recurring theme often exoticism in the Finnish
national discourse. However, they are not usuafgrred to as guides, instead, the
North Star is. Therefore, by combining the cultunaanings of the two traditional
symbols of Finnishness, those of northern lightd ahthe North Star, a new rather
ambiguous meaning emerges. In comparison to thimeror lights the North Star is a
more stable, a more predictable and more concrejecto The northern lights are
strongly associated with mysticism in the natiosigcourse. Because of the ambiguity
of the meaning granted to the northern lights adeg) one possible interpretation of
the function of the reference is mystification betFinnish people. This is because

something very mystical, peculiar and unique ismefd to guide the people.

In the lyrics of “Iron, Blood and Blasphemy”, reéeices to nature are articulated in two
frames of meaning. First of all, the lyrics arteid references to nature to construct a
representation of Finland as the metaphorical MaigfeFinland. Second of all, nature

is referred to outside the metaphor, in a more iggfiame of meaning.

The winter of “Iron, Blood and Blasphemy” is beduwiti tranquil and pure; there are no
references to extreme harsh conditions. This sl the one sole reference to winter
in the lyrics is bound to the metaphor of the Maidé¢ Finland: “You are clad in white
of the winter”. In the metaphorical expression,\srne analogous to a maiden’s dress.
The colour of the dress implies purity. Moreovée theme of purity recurs on the next
line of the lyrics: “Beauty of the north so truethich is interpretable on two levels. It
refers to the Maiden of Finland as a beautiful wonado is faithful, but also to the
beauty of the authentic Nordic nature.

Katri Komulainen (2002: 149) points out that wheréa the beginning of the 20

century Finland used to be referred to as ‘mothelakd’, i.e. as nature that feeds its
children, the war against USSR changed the repiasaminto a fragile young maiden.
Both representations are rather about the femathy ban a woman as a person.

(Komulainen 2002: 149) Tuula Gordon (2002: 47) agythat because women represent
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the ‘other’ (gender), the otherness makes it péssdbuild allegorical representations
out of femaleness; because of the otherness, famailesentations are understood on a
more generic level. In the lyrics of “Iron, Bloodd&Blasphemy” the Maiden of Finland
Is represented in the traditional way, becauseamains passive and is rather presented
as a concept of female body than a woman. Insteddsaribing her as dressing herself
in white in the winter, she islad in white of the winter” (emphasis mine) as a passi

object.

In the more general frame of reference, outsideMbae&len of Finland metaphor, the
polar day is introduced. The narrating voice obfy Blood and Blasphemy” refers to
the phenomenon of the polar day by “And the nigiitsummer they are bright / With
endless sun among the stars”. The polar night, whaecording to Butler (2010: 28) is
an essential part of the black metal lexicon, fs Ueamentioned. Therefore, the lyrics
clearly favour the aesthetics of beauty and cosimresheir description of the seasonal

extremities.

The coldness of northern nature is also acknowlkdgeThe Heart Of Turisas” and
Native Land”. However, these lyrics do not seektest for the cold in the warmth of
summer or the nightless night. Instead, their szfees to the extreme coldness echo
empowering. In “The Heart Of Turisas” the narratirgjce states that “At The Tables
Of The North / Man Is Used To Blizzards And Stormdbdrthern nature is represented
as empowering, because the characterisation oéxtreme living conditions implies
the durability of the warrior men of the north. $l@mpowerment is stated in the line:
“Gallantness And Faith Fills Their Hearts”. In “Na& Land” the extremity of winter
conditions is described from the perspective ofgbeple experiencing it: “The frost of
the north hurts”, and later in the song relatedbyostating that “Not weather can
frighten us / not shrivel us winters”. Thus, aladhe lyrics of “Native Land” surviving

the extremity is an empowering experience for eveany.
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4.3.2 Finnish Scenery

Lake sceneries are considered central to the iddanmishness (Palin 1999: 217).
Therefore it is not surprising that five of the sevyrics refer to lakes in constructing
their Finnishness. The references are made atat@rong of the lyrics, and therefore
they can be considered pivotal in defining the Khrthematic. Three of the lyrics,
“Let’s Drink”, “Till The Last Man Falls” and “Natie Land” describe lakes on a local
level, as part of the home scenery. Two of the sptigon, Blood and Blasphemy” and
“The Land Of Ice And Snow” repeat the symbolicckhid representation of Finland as
‘the land of a thousand lakes'.

Another important theme of reference in describftimgnishness is the forest. According
to an often retold old myth, the forefathers of thens are characterised as a Finno-
Ugrian tribe of the forests (Klinge 1999: 88)atti Peltonen (1998: 31) points out that
actually, historically the Finns populated relalyvdensely the southern coastal areas,
not the forest areas of the inland. Only few peapdee dedicated to land reclamation
outside the densely populated areas (Peltonen 1®98:Regardless of the historical
accuracy, forest-Finnishness remains a powerfuhnmytthe national discourse. Later
on in history, forests have become strongly assediaith Finnishness also because of
the economic interests of the forestry industryt tleanains a pivotal source of the
national income. Besides the forestry industry, th&ism business acknowledges the
value of the ‘national scenery’, and Finland isenftmarketed as a country with
unpolluted nature. The same five lyrics that atéiteilakes as part of their construction

of Finnishness also contain references to the ttiores

In the lyrics of “Till The Last Man Falls” the rafences to the forest and the lakes the
are introduced together in the successive lines: fewood this enchanting at night, /
Nor water so blue or bright”. It is somewhat amloigs, which ‘water’ the expression
refers to. By it is meant either the Baltic Sedhar water of the inland lakes and ponds.
However, as the context is that of the Hame/Taaaatea, the mention presumably
refers to the inland waters. The description isaotitising, fabling in tone. According

to Klinge (1999: 88), ‘mythical land far away inetimorth’ is one of the typical ways of
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representing Finland. In the spirit of this tramlitithe inland waters and the pinewood,
which is typical of the Finnish forest, are mystfiand fabulated in the lyrics. The
scenery is further depicted in a tone similar tsoding a fairy-tale wonderland:

“Rugged hills tower over the woods”. Thus, thedgrconstruct a fabulous, fantasy-like

representation of the Finland of past times.

Besides mystical and fabulous, in the lyrics oflTihe Last Man Falls” the trees are
also depicted as ever present: “Once the trees ageodd as the world”, which implies
nature untouched by humans. It also implies that‘Benns’, about whom the lyrics
narrate, have dwelled the location since the fies¢s and in that sense, belong there
indigenously, which, as mentioned before, is adogrdo Hall (1996: 295) a common
reference when narrating a nation. Trees are cereidcentral symbols in mythologies
and pagan religions all over the world. Moreovezes$ as such symbols are considered
sacred, so besides attacking the Fenns, the Cigsadedescribed to be disturbing the
sacrosanct, peaceful existence of the trees. Tdrerethe intrusion is referred to as a
sacrilege against the ancient north itself. Thipriession is supported by the fact that
the intruder is never recognised as Swedish, idstealy as Christian. Although the
Lutheran religion has later in history become thestpracticed religion in Finland, the
national identity was built on the myths that dedvrom local ancient pagan religion
(Anttila 2007: 135-136). Any other religion is th@sre in this sense can be seen as
culture imposed from the outside and a threateddhcred’ earthy unity of Finnishness

and nature.

Also the lyrics of “Let’s Drink” introduce the lakand forest thematic together, on the
same single line: “Little forest, lake as far asiy@n see”, as part of the construction of
the stereotypical ‘Finnish dream’ scenery withtielired house and a potato field. Risto
Kalliola (1999: 52) points out that the essentiadtion of a Finnish summer cottage is
near water, either the sea, or some kind of lake.forest and the lake are referred to as
parts of the homestead in the lyrics, instead f#rrieg to them merely as the location
of the dwelling. Therefore, the relation and emudioattachment to them is very
personal; they are as much parts of home as theeh@mu The depiction is very

traditional.
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Identification with the local scenery on a persoiatel is very central in both
Korpiklaani’s lyrics. Both lyrics describe an immat® personal experience with the
surrounding scenery. In “Native Land” the openiimg lof the lyrics “The waves of the
lake splash” refers to an experience of the naliprsymbolic theme of lake on the
level of locality. The reference to the splashiogred of the lake creates an atmosphere
of tranquillity. The lake is part of the home disty therefore lake is referred to tee
lake and no further clarification is needed. Ratiam just referring to the lake as a
symbol of the national identity, the narrating iclescribes the particular, yet
stereotypical and anonymous scenery with emotiattathment to it. The depiction of

the scenery implies bliss.

The lyrics of “Native Land” recognise the lake amtpof the home district, but they
construct a more complex relationship with the saréctually, the forest is the main
theme of reference in the song. First of all, time I'la]nd pines hum” refers to the
forest as a domain of ambient tranquillity. Thiscantinuance for the splashing sound
of the lake. The forest is also related to on &/ \mersonal level: “Woods bleak and
stony, unlit / There my mind rests / There | wdkdet the pain”. In this reference, the
forest is experienced as a therapeutic environnigre. adjectives ‘bleak’ and ‘stony’
may have associations of desperation and destitubiot here they become associated
with tranquillity and piece of mind. The relation the forest in the lyrics echoes deep
spirituality; according to Anttila (2007: 156), patism sanctifies the nation in a
manner similar to a religion. Secondly, along witking regarded as a domain of
tranquillity, the forest also poses a threat. Tihe:l“not the cruelty of the woods / take
our blood and life” refers to the harsh conditimfsnature. However, surviving the
harsh conditions is implied to be an empoweringegigmce, as it has made the people
dwelling it durable. Thirdly, the northern locality emphasised by specifying “Woods
of pine and forests of birch”, which refers to flaeniliarity and specificity of scenery;
the types of woods mentioned are common to the iNardnate and moreover, the
birch is the national tree of Finland. The mere refaince of forest-themed lines
indicates that it is the essential theme in cowsittg Finnishness in the lyrics of

“Native Land”.
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The lyrics of “Iron, Blood and Blasphemy” repeat ttommon representation of
Finland as ‘the land of a thousand lakes’ by rafgrto the inland waters as the eyes of
the metaphorical Maiden of Finland: “Your blue eyes the thousand lakes”. Actually,
in reality there are almost two hundred thousakedan Finland, so the clichéd ‘the
land of a thousand lakes’ is an understatemeritahdense. Nevertheless, the phrase in
English with only ‘a thousand’ lakes has becomatdsthed, so the symbolic value has
become more important than the factual accuracguaintity. In the context of the
lyrics’ articulation of racial, ethnic Finnishneske emphasis on the blue colour of the
Maiden’s eyes implies that besides the purity aof ibite dress, the personification of
Finland is also ‘ethnically pure’. The lyrics ofrtin, Blood and Blasphemy” construct
an idealised representation of ‘a damsel in distresthe spirit of the ideology of a

rather extreme form of nationalism.

The narrating voice of “Iron, Blood and Blasphenpgsitions ‘us’ as the defenders of
the idealised Maiden of Finland, and ‘we’ are iredlito be empowered by the forest:
“[a]nd forestsvast and cruel Breathe the culture of our race” (emphasis minée
line foregrounds the unmercifulness of natuBecause in the lyrics the forests are
represented as the dwelling of the culture of '‘@ae’, in the lyrics’ ‘us’ is empowered
by the mystic menace of the forest. The representaif vast, cruel forest is inter-
sectional; the concept is typical of the black rdtacourse as well as of the Finnish
national discourse. Steven Shakespeare (2010nrks on the black metal forest that
“[t]here is no rest in this nature, no Eden”. Thepidtion of the forest in this kind of
tone of masculine empowerment implies a shift talwaa more particular definition of
‘us’ in the narration of the lyrics: that of theabk metal warriors, a definition that
excludes the feminine presence. Moreover, the dahkace of the forest is suitable to
empower a group of black metal warriors, who aremeant to be righteous and brave,
but powerful, menacing and effective. Thereforeirtipeotective attitude towards a
romanticised fragile maiden is somewhat peculiamewhat unique. The lyrics of
“Iron, Blood and Blasphemy” set the reference t@e$and the reference to the forest,
which are often found as a pair in the nationatalisse, into a contrast. The lakes
represent the feminine as the forest becomes assdavith masculinity. In the end, the

two construct a unity of the protected and the gutatrs, however in the lyrics the two
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traditional parts of national scenery are givercggesomewhat untraditional roles. The
nationalist machismo of the lyrics promises to negde health of the Maiden of
Finland by giving her back her earthy pagan extsernn this sense, the Maiden of

Finland of the lyrics is similar to Mother Earthgetpersonification of nature.

In the lyrics of “The Land Of Ice And Snow” the éifHundred thousand lakes glow”,
is a compromise between the established symbolisentbousand lakes’ and the actual
quantity of the lakes. Moreover, lakes are seldefarred to as ‘glowing’, besides when
associated with a sunrise, sunset or with the ghbwhe moon. None of these is
mentioned in the lyrics. Therefore, alongside thiewing midnight sun’ and ‘guiding
northern lights’ the line is yet another artistigpeession that breaks the common
patterns of national symbolism, all of these exgimess in the lyrics are of ambiguous
and extraordinary kind. The reference to the Fimiékes focuses on the aesthetics of
the inland waters with somewhat mystifying tonet, ibalso has another function in the
lyrics. While the lyrics imitate “Immigrant Song’t @ahe beginning of the song,
introducing the clichéd theme of the ‘great quantit lakes’ specifies and defindise
land of ice and snow of the song as Finland from dther Nordic countries that the
intertextual reference to Led Zeppelin's lyricsates associations to. The other Nordic
countries may share the similar climate conditidng,the amount of lakes is special to

Finland.

In “The Land Of Ice And Snow” the forest is artiatdd as a part of Finnishness in the
line “Forest god protects our day”. In the spifitpmwer metal, Stratovarius habitually
discusses epic myths. Stratovarius’s productiortatos a multitude of references to
well known myths and religious discourse, for ins& the songs “Mother Gaia”,
“Phoenix” (Infinite 2000) or “The Kiss Of Judas¥V(sions1997), so in the context of
the band the reference to the forest god can lk fiest and foremost, as a reference to

spirituality.

In the Finnish mythology the forest god is one loé fTavastian gods. He is not the
highest in rank, but one of the most important pmedl known and much written about
(Martti Haavio 1967: 58). However, in the lyrics ‘Gthe Land Of Ice And Snow” the
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forest god is foregrounded as the significant dx@eause no other gods are mentioned.

This emphasises the importance of forest to Fimass.

The forest god has been mentioned so regularlyffi@reint contexts within the Finnish

cultural discourse that he has become secularisédesmched a symbolic value beyond
mythology. Because the context of constructinghisinness in the lyrics, the mention
of forest god activates all the connotations tlwaegt has in the national discourse. In
the secularised conception of the ‘forest god’, ¢hkural heritage of pagan roots and
the multitude of meanings that the forest has taniShness merge. As mentioned
above, Finnishness was established on pagan mMwsforest god, who in this context
can be interpreted also as a personification adsiprbecomes a symbolic protector of
the Finnish people. The forest god can be integdres a representative of the cultural
roots of Finnishness, but also as an embodimeetafomical security provided by the
forestry industry. Moreover, the cultural rootsFohnishness that lie in spiritual unity

with forest protect the Finnish people by givingri a sense of identity, tradition,

continuity and belonging.

4.4 Belonging: Stereotypes and Mentality

Stuart Hall (1996: 294) maintains that referencethe national character are common
in narrating the nation, because the idea of shaomething profoundly in common
with the previous generations constructs continuitatti Peltonen (1998: 21) states
that mentality is a construction of habitual atleés towards the self and the phenomena
of the surrounding world that is mostly learnedirthe previous generation. According
to Jorma Anttila (2007: 102), identifying with theationally stereotypical like-

mindedness or mentality strengthens the experiehbelonging to the national unity.

Caricatures of the Finnish mentality or mentalitiésr actually there are several
versions of Finnish mentality, are produced by traional discourse. The most
influential depictions of the stereotypical merta can undoubtedly be found in

literature. The canonical works of Finnish litergtufor instance the national epic
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Kalevalaand alsoruntematon sotilaéThe Unknown Soldier) among many others have
played a major role in the construction of the espntation of the Finnish

mentality/mentalities.

The characterisations of Finnish mentality traid atereotypes can be roughly divided
into two categories: the positive and the negatinegeneral, the national stereotypes
usually describe a prototypical man. Surely, thecdptions can be regarded to also
refer to the female population of the nation, thé emphasis is on men. The typical
positive characterisation of the Finns describdslla who despite of being small in
guantity is brave, strong and durable. This is tberiotic characterisation of
Finnishness; it is a description that has beentlgredfected by nationalism. The
negative stereotype usually presents an uncivilisemlent, primitive, alcoholic folk
who is incapable of small talk. Satu Apo (1998: &3)points out that the stereotypical
depictions of the Finns often surface as ‘self-emtdfacts’, whilst discussing national
issues; for instance in the statements by the matiomedia and in debates on news
paper and internet forums. This indicates thatstieeeotypes have become habituated

up to a point of appearing as scientific factghastruth’.

Especially after the wars the stereotypical Finrpsiriotic defender of the nation has
been described as brave and durable, in his sllisstamina not only a match to one
but capable of opposing many enemies. Ali Pylkkar{@006) states that the
characterisation was already used by the commandehief of the ‘Finnish’ troops,
who was writing to his Swedish king during the watween Sweden and Russia in the
16" century, when the area of Finland was part ofStvedish empire. Especially after
the Winter War, the characterisation became théclaf stereotype in the Finnish
military discourse (Pylkkdnen 2006). Besides thditany, the characterisation is
familiar to many Finns from Linna’s canonical novelntematon sotilasThis kind of
encouragement in military context was a logicatita@as the number of Finns was and
is small. The extraordinary durability of Finnsafien explained to be caused by their
adaptation to the harsh climate conditions. Apd®@6tB81-32) points out the challenges
that the climate conditions posed on the agrarianglivelihood: the northern ground

was not easy to cultivate and the summer was shbd. hard working affected the



60

Finnish mentality (Apo 1996: 32—33). According taura Kolbe (2010: 48-50), during
the World War Il the international press depicted Einnish soldier as an exotic, heroic
man, who skied in his white costume and endurecextieeme coldness of the Winter
War. Along with the agrarian roots, this war timearacterisation by the others has
greatly affected the Finnish autostereotype: thsulteof these hardships is the

stereotypical Finn, who is full of stamina, ‘sisu’.

In the lyrics of “The Land Of Ice And Snow” thisrkl of patriotism acts as a subject of
identification, and the following lines are foregrmled with the march drums in the
song: “We didn’t bow under oppression / We foughd &ve died / Redeemed in blood /
The land of ice and snow”. In this context ‘the danf ice and snow’ becomes
associated with the Winter War. Despite being ledan time before the idea of Finland
was born, also the lyrics of “Till The Last Man Balcelebrate the type of ‘small

people against a powerful enemy’ setting typicahfrthe patriotic discourse of Finnish
nationalism. The lyrics of “The Heart Of Turisagfer to the stereotype of durable
Finns with: “At The Tables Of The North / Man Is édsTo Blizzards And Storms”.

Even the chorus of “Native Land” refers to the taflian sisu-Finnishness via the
concept of nation; however, despite the refereasementioned above, the narrating

voice does not express identification with thisckof soldier identity.

The extreme winter conditions are associated withalility and bravery in the
nationalistic discourse, but they are also poterdréate prejudices. The lyrics of “The
Land Of Ice And Snow” introduce a negative projdcetostereotype about the Finnish
mentality: “Some might say we are cold”. The lyradshe song emphasise the coldness
of Finnish nature, so in this sense the referemates the awareness of the negative
connotations this may associate Finnishness witittila (2007: 45) points out the
similarity of the words for mentality and nature nmany languages. Also the English
word ‘nature’ has these two meanings; it can eitieéer to nature or the nature of a
person. The two-fold meaning of the word ‘natur®’obvious in the lyrics: because
nature is cold the nature of people is also colctokding to the stereotype, the climate
conditions of cold and dark make the stereotypttah withdrawn and unsociable that

is often understood as ‘coldness’ by people thateefrom different cultures. Coldness
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as a personality trait is in the lyrics referrecatothe point of view of the others on ‘us’.
However, it is negated and presented as a falggeemdnt by the line: “Don’t believe all
that’s been told”. Moreover, a positive simple atgoeotype is introduced: “Our hearts
are made of gold”, which is supposed to replacendgative perception. The lyrics state
that what may appear as coldness is merely amolueEnd misperception.

Besides the coldness of the winter, another impopaint of reference in moulding the
stereotype of the Finnish mentality is the forégicording to Satu Apo (1998: 83-85),
especially in the 1990s the national discourse iofaRd used to contain self-racist
autostereotypical representations of the Finnistplgeas ‘backwoodsmen’. According
to the stereotype, the Finns considered themseimewilised in comparison to some
other European countries with longer cultural his® (Apo 1996: 24). This kind of
self-racism can be regarded as controversial, Isecas mentioned before, Finnishness
was in the early stages into a large extent cocigtuon nature symbolism. Anttila
(2007: 198) points out that the Finnish nationaéniity is often represented via
references to nature that has not been toucheduitmats, which makes Finnishness
emphasisedly ‘non-cultural’. Instead of culturainishness is often represented as
‘natural’. Associating the national character witture complies with Hall’'s discursive

strategy of myth of origin, because both mentaditg nature are timeless concepts.

The lyrics of “Native Land” construct a version thie traditional forest-Finnishness.
The lyrics describe a relationship with nature tsatomplex and spiritual. No trace of
self-racism can be read in the lyrics, therefofterahe 1990s negative discourse the
lyrics can be regarded as an attempt pro restdhiegositive connotations that nature
used to have in the national discourse. The lyatsNative Land” emphasise the
spiritual connectedness with Finnish nature. Nairet just a place for contemplation;
it is also a site of hardship and challenge in lijnees, actually it is the site of all
experiences in life, as mentioned above. Rather théerring to nature merely on the
level of symbolism, the lyrics refer to the underly spiritual values. Spiritual
connectedness with nature is often idealised ik/f@gan metal discourse. Therefore,
the lyrics can be regarded as articulating revévaliof old, ‘primal’ values into the

song’s overall representation of Finnishness. Tyrecd recreate the stereotype of
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Finnish ‘backwoodsmen’ in an idealised way whichntuit into a positive subject of
identification. As mentioned earlier, in the lyricd “Native Land”, the Finns are
empowered by surviving the harsh conditions of mem nature. Juha Siltala (1992: 53)
argues that surviving alone, without the help ahomunity is stereotypically considered
a question of honour in the Finnish culture. Theatang voice of “Native Land” takes
pride in his solitary survival in the woods, andighemphasises its compliance to the

national cultural codes and reinforces the stepanty

Anttila (2007: 120) points out a cultural paradesereas it is common in the Finnish
culture to go to the solitude of a summer cottagenjoy some peace and quiet and to
be alone, on a symbolical level it is an act ofrighpart in the national unity of solitude.
This kind of hermitage is also sought in both Kklmani’'s lyrics, and the solitude is
expressed explicitly in “Let’'s Drink” by the statemt: “grief my only mate”. The
narrator or narrators of these two lyrics, howeddfer from the paradoxical stereotype
in their extremity, because they appear to dwelthair ‘summer cottages’ all year

round. They are caricatures dedicated to the fétiestishness.

Besides establishing the spiritual connectednessh wiature, melancholy is
romanticised in the lyrics of “Native Land”. Ehrrtt (1996: 38) states that a tendency
for depression and melancholy is one of the immbraspects of the stereotypical
Finnish mentality. In the lyrics the line “The ftosf the north hurts, / Finnish grief it
sings” can be interpreted as referring to thisestigpical Finnish mentality trait. The
reference can also be interpreted as a persoiuficaf the frost. As the personified
nature grieves, it is an emphatic entity that shahe stereotypical mentality with its

people. The frost and the Finnish melancholy fornaiamonious unity.

The narrating voice of “Let's Drink” dwells in deggsion and melancholy. This is
expressed in “Disappointment is who | live withgreat grief only mate from then /
every morning pangs of remorse”, which is thenlegtfor by stating “but it's so

familiar like my old black horse”. Melancholy is m&idered a part of the Finnish
mentality, and there is no need for change, becaussomething that people are used

to, something in which people have a sense of algn The lyrics of “Let’s Drink”
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articulate reluctance for change by stating “Neyamna give up my rugged life, / never
sell my infertile soil. / Never gonna give up tisisnple style”. This conclusion is also
foregrounded, as it is in the chorus of the sohgelebrates the economically poor,

simple ‘forest-Finnishness’ as a challenging, yetmus way of life.

Hall (1996: 295) states that “[sJometimes natiandtures are tempted to turn the clock
back, to retreat defensively to that ‘lost time’emhthe nation was ‘great’, and restore
past identities”. Finland does not have a histaa@reat empire. Yet, in Korpiklaani’s
lyrics the clock is turned back on a personal ldsethe return to the way of living of
the past times. Since the middle of thd' 2@ntury, the densely populated areas of the
coast have become even more densely populatedisidgahe ‘simple’ way of living
can be interpreted as a protest against the sooietyday, a protest against the
globalisation towards which it is progressing. Bed-racist talk of the 1990s compared
the Finns to the other Europeans; therefore itatao be regarded as a protest against

the negative talk about ‘us’.

Besides romanticising melancholy, also a traditbmomanticising decadence caused
by alcoholism exists in the Finnish cultural disksmu It is mostly expressed in Finnish
song lyrics, in Finnish. Ehrnrooth (1996: 50) statbat alcoholism is one of the
personality traits of the negative autostereotypeFimnishness. It is not usually
celebrated in the international context, so ideaighe Finnish habit of drinking in
English is not traditional. The chorus of “Let’sibk” foregrounds the habit of drinking
by “let’'s drink and enjoy”, moreover, the name bé tsong itself refers to the habit of
drinking. The alcoholic stereotype is also refertedn “The Land Of Ice And Snow”:
Finland is described as the land “Where Koskenk@ioxas”, which actually tells more
about the people of Finland than it tells aboutalweholic beverage.

The lyrics of “Let’s Drink” reveal that drinking ia habit, as they speak of intentional
behaviour by stating: “Woodshed, for my home brevier, / perfect place for

drunkards like me”. Moreover, according to the riegastereotype, the only time when
the Finns enjoy themselves in a sociable contexthen they are drunk. The lyrics

narrate of solitary existence, but the chorus ef¢bng celebrates drinking as communal



64

activity. The metal genre context reverses the stge use of alcohol in both lyrics
into something accepted, even celebrated behawlsar in the international context.
According to Daniel Frandsen (2010: 11) metal misioften associated with a certain
kind of lifestyle that is often spiced with selfsdrmictive behaviour. It is common and
socially acceptable to drink plenty of alcohol vehdttending live shows, and attending
live performances of metal bands is an essentigl @athe ‘metal way of living’
(Frandsen 2010: 11). Moreover, in the lyrics of éThand Of Ice And Snow” the
abundant flow of alcohol is turned into somethinggitive by the choice of words:
Finland is the land of plenty. The genre contexd me show environment turn the
negative stereotype into a celebrated one, ag/tios Ido not attach the typical negative
connotation to the abundant flow of alcohol. Theicly translate the romanticised
decadence of Finnish stereotypical drinking halmtsviously only celebrated in

intranational context into the international contex

Koskenkorva is also a symbol of Finnishness inlfitd¢oskenkorva is something
invented and produced in Finland, and it can bandsg as a national cultural product.
Why Koskenkorva and not the Finlandia vodka (batth symbolic of Finnishness), is
open for debate; perhaps the answer lies in theetrep of foreignisation. Finlandia,
with its Latin name, appears distanced in comparisdKoskenkorva that appears more
authentic. Authenticity is one of the central valule metal discourse. The name of the
beverage is in Finnish, so it echoes Andersongulah-nationalism, but Koskenkorva
also has a deeper meaning to Finnishness. Besidesverage, Koskenkorva is a
location, a village in the western Finland alongsitle river Kyronjoki. The name of
Koskenkorva means ‘the area by a rapid’ so those widerstand Finnish are able to
make connection of the flowing alcohol to the flagiof this particular Finnish river.
Moreover, the association with the small villagiers to a locality and besides all this;
the bottle’s label has a picture of a stereotypkiahish agrarian view of grain fields
printed on it. In the national discourse, the agramoots are often referred to as

constitutive in constructing Finnishness.

The metal discourse and culture celebrate seveaurfes that are stereotypically

Finnish but have negative connotations within tla¢éiomal discourse, at least in the
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international context. Nevertheless, also the $yrgtudied in this thesis join the
narrative of the nation, so the end result is sbimgtpositive to both discourses. Apo
(1996: 15) points out that the version of Finnigme dependent on who defines the
concept. It is therefore important to consider wisabeing said in relation to the one
who is saying, what kind of an expertise the petsasmand in what kind of context the

statements are made (Apo 1996: 15).

4.5 Positioning in the History and in Relation wlifcs

Hall (1996: 293) states that the narrative of tlaéiom is constructed of “the shared
experiences, sorrows, and triumphs and disasteirshwgive meaning to the nation”.
The lyrics that are studied in this thesis recogmiso types of ‘national sorrows’
foreign rule and foreign religion. However, theysa@lnarrate triumphs over these
national sorrows, some of which refer to real histd events, some of which are

invented or only loosely based on history.

In history books, Finland is usually presented icoatinuum: first as a part of the
Swedish empire, then as an autonomous part of thsi& empire and finally as an
independent nation. As mentioned above, whilstt fagnstructing Finnishness, the
political separateness could not be emphasised,aftat independence the unique
character of the nation and its people became aletitemes within the national
discourse. The beginning of the™eentury was crucial in defining Finland as a matio
Finland became independent in 1917, and a coupdecaddes later, battled in the World
War Il to remain independent.

Especially after the independence, folklore becaat@®nally important: elements were
borrowed from local cultures to construct the nailoidentity. The narrative of the
nation was written towards the mythical history.eTimational epic that was actually
written in the early 19 century became pivotal and actual: it presentedythology

that had an essential role in defining Finnishn&esides the actual mythology, the

national identity was also sought for in the higtar but mythic, ‘primal’, medieval
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Finnishness, i.e. in times before becoming theeeagiart of the Swedish empire in the
13" century. Rather than regarding Finns as formerd®wend Russians, they became
regarded in the national discourse as a separageyevho had actually existed since

the mythical time, but had been under foreign rule.

The lyrics of “Till The Last Man Falls” tell a falaus tale of a battle that took place in
Tavastia in the I3 century, thus the temporal location lies in thenfal’, pre-Finnish
times. The lyrics identify the enemy as the Crusstd8Var ships float towards the
town / With crosses sewed on their sails”. Hamev&Bta) became a part of the
Swedish empire during the first half of thé™&ntury largely due to the crusade that is
known as the Second Crusade to Finland (Virrank@a6Kkil: 71). It has been debated,
whether the crusade to Hame, which the lyrics réderwas a crusade in the actual
meaning of the word at all. Virrankoski (2001: 68} argues that by 1100 already half
of the local people were Catholics and the ‘crus&mddame was merely a visit that
was narrated by thEric’s Chronicleas a legendary battle (Virrankoski 2001: 68—70).
However, the lyrics of the song, although loosefsdxrl on historical events, narrate
their own fabulous version of history. It is noteneant whether the crusade actually
took place, or whether it is merely a myth, becatpeovides a historical reference in

either caseEric’s Chronicleis a piece of history.

Much of the perspective in Turisas’'s productiongeneral is borrowed from the
Vikings. The lyrics of “Till The Last Man Falls” fer to the site of events with the new
Latin name ‘Tavastia’ that derives from ‘Tavastlarithe etymology of the place name
remains debatable, but according to Virrankoski0(2060), Tavastland supposedly
derives from the Germanic ‘eist’ or ‘aist’, whicleferred to the people of the
geographical area of Estonia, and the Scandinavad ‘tav’, which means simple or
stupid. The name was supposedly given by Varang{afikings), who regarded

Tavastians as similar to Estonians but more diffita communicate with, as the
Tavastians did not understand or speak the Varasgimnguage as well as the
‘Estonians’ did (Virrankoski 2001: 60). The nameswgiven to Tavastland by the
outsiders, and later used by the Swedish conquesors is a definition by ‘others’ on

‘us’. The name was given to the people by the detsi who did not know much about
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the people of Hame, and therefore, the people remanisinterpreted mystery. In the
lyrics ‘us’ does not refer to ‘Finnish Vikings’ btkenns’, yet the Vikings association is
present in the lyrics via the name that they havergto Hame. However, supposedly
the most important reason for using the name Tavastthe lyrics is the association
that the name has to the mythology of the Tavagiais, one of which the god Turisas
also is. Therefore, the name fits the mystifying amythical style of the narration of the

lyrics.

Moreover, the narrating voice of “Till The Last M&alls” calls the area “the land of
the Fenns”, which is another name given to the lgeop the geographical area of
Finland by the others. Paivi Kanninen (2008: 22-p8)nts out that the Roman
historian Tacitus wrote about the Fenns in his weekmaniain year 98. The Fenns of
Germania, however, actually referred to the Sanoipfee but later on in history the

name has transferred to mean the ancestors oficathkinns (Kanninen 2008: 23).

The description of the ‘Fenns’ was given by a peyseho was not really familiar with

the people he was describing, so also this conseas mystifying as the one of the
name ‘Tavastia’. Tacitus was not the only antigtistorian to refer to ‘Fenns’, so the
people that the lyrics refer to are defined frorbowee’, i.e. from the perspective of
ancient civilisations. However, the antiquity hisams knew only very little about the
‘Fenns’, so the Fenns remained a mystery. In tbisa, the narrating voice tells of a
fabled people of a fabled land. Moreover, ‘Tavastiad ‘Fenns’ also sound more
familiar to the international audience than ‘Haraed ‘people of Hame’, because the
Latin name Tavastia is more often used in Englestistand the current English word

‘Finn’ obviously derives from ‘Fenn’.

The narration of “Till The Last Man Falls” is loeat temporally in times prior to
becoming a part of the Swedish empire. Thereforvauld be incoherent for the
narrating voice to position itself in relation teetnation of Finland because the concept
of nation is temporally too recent constructioneTiwics of are loosely based on the
event of the Second Crusade to Finland. The crusadere Swedish (Virrankoski
2001: 69). However, in the lyrics, the enemy is mmognised as Swedish. Instead, the

enemy is recognised as the Christian religion, beedhe conquerors battle in the name
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of the cross. In the tale told by the lyrics, tlteople of Tavastia win the battle, unlike
the ‘history’ narrated byeric’'s Chronicle suggests. The lyrics also suggest that the
battle is not over by wondering: “When will the ad&bds fall? / For how long will the
spirit live on? / United against the cross we stamte lyrics imply that the pre-crusade
times of Finland are the central ones in graspiregdultural essence of Finnishness.
The lyrics bring this kind of ‘primal’ Finnishness the 2% century. The last three lines
of the lyrics suggest the past is present in threeati day role play of Turisas; when it
comes to the band’s artistic expression and imtgesense of time is not linear but
mythical. Therefore ‘the old Gods’ still live on the context of Turisas’s current day
Finnishness. The last three lines of the lyrics alo be interpreted to refer to the

current interest on the revival of the pagan rehgand lifestyle.

The band Turisas did not invent the genre Vikingahenstead, the group has made a
Finnish version of it. In the lyrics of “The Hea@f Turisas” the god Turisas is
represented in a manner similar to Tyr, the god/af in the Scandinavian mythology.
The Scandinavian mythology is the central inspirafior the current day Viking metal
genre bands. Few written records about the godsasirremain, and the myth is
ambiguous (Haavio 1967: 102-124). Therefore théhngytichly potent for modern day
fabulation. With its version of Viking metal, theafd Turisas expands the genre into

Nordic instead of merely Scandinavian.

The lyrics of “The Heart of Turisas” borrow aspeofsthe Viking identity and invent

the tradition of Viking-Finnishness that appeard, dlut obviously, is a new invention.
The narrating voice of “The Heart Of Turisas” pmsit itself as the leader of warrior
troops under the guidance of the mythological hngod of war: “The Heart of

Turisas Leads Our Way”. The god is ‘Finnish’, blé tharrating voice summons his
troops as “Soldiers From All Edges Of The World the troops of men are not
‘national’ but ‘international’. Alternatively, inhe grandiose narration the whole world
iIs Finland, subject to the reign of the god Turisk®reover, the narrating voice
positions in relation to the international audiené¢he band to include the fans of the
band Turisas ‘from all edges of the world’ in cekgibn of the fabulous invented

tradition.
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The lyrics of “Iron, Blood and Blasphemy” glorifja¢ pre-Christian times of Finland.
The lyrics refer to the same medieval era in titnefore the geographical area of
Finland became a part of the Swedish empire, abB hoics by Turisas. Yet, the
narrating voice of “Iron, Blood and Blasphemy” does position itself in pre-Christian
times, it only reminisces them. The lyrics referatbattle that is yet to come, not one
that was fought in history. Nevertheless, the blawgktal war that the lyrics refer to will
be fought with ‘iron’, which can be interpreted aseference to medieval weaponry,
which, as Moynihan & Sgderlind (2003: 99) point,astpart of the resurgent ‘return to
pagan roots’ theme of black metal. The weapontiiéssame as would have been used
in history by the crusaders. The lyrics also imgtiticism to one of the best known
symbols of Finland, the Finnish flag because iwsssrderives from Christianity, by
introducing an alternative, heathen banner: “Eviéag will celebrate our sign / Iron
sunwheel of the gods”. Iron sunwheel, or sun crisssyiginally a pagan symbol later
employed by both national socialists and the blaektal scene (and also by Christians
as the cross of St. Olav) (Moynihan & Sgderlind2Q67-169).

Moreover, instead of using the current name Lap@eda in the lyrics of “Iron, Blood

and Blasphemy”, the use of the historical name legtvandh, which was granted
official status in 1652 (Toivanen 2011), echoest pases. However, it also implies
others’ lingual perspective and thus oppressiot),aeording to Toivanen (2001), this
was the name that the local people also used. Aldtigthe definition of the town as

“Cavalry town” the old name articulates legitimagly existence because of the long
history of the town, which surpasses even thahefriation of Finland, but it also points
out that Lappeenranta is now free from the lingogpression. The town was once
called Lapwestrandh, but not anymore. The only ghleft to fight against is the

‘foreign’ religion. As mentioned earlier, Hall (189294) argues that “emphasis on
origins, tradition and timelessness” is a commosculisive tactic in narrating the
nation. Finland may have existed before its ext#ehecame official in 1917, but
according to Anttila (2007: 131), at least in th@&"lcentury there were no Finnish
people in the sense of what is understood by theeqi today. The usage of the

historical name of the I7century emphasises the origins way back in history
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In the lyrics of “Iron, Blood and Blasphemy” therrating voice declares a “sacred
war”, a black metal war against Christianity in [emd to save the Maiden of Finland
tormented by the “plague” of Christianity. Albeltet lyrics celebrate blasphemy, they
do not seek to be insulting against the nationhénlyrics the use of words rarely found
together, “With blood antionour, iron andblasphemy (emphasis mine), declares that
sacrilege is practised in order to honour Finlahlde Maiden of Finland is a unique
personification of the nation also in the sense ithafers to the geographical shape of
the Finland displayed on maps, so the feminine lwddkie maiden of Finland is closely
connected with the geographical space and the natidorders. Besides a
personification, a symbol, the maiden of Finlandiadg the geographical space of
Finland. “We will rid the land of thelague/ Burn the churches to the ground”
(emphasis mine) refers to the Maiden of Finlandoth levels, as a female body and as

a geographical space.

Common to the Christian religion and to nationalisnthat the patriarchal world-view
is traditionally articulated into a steady unitythvithe representations of both of them.
The lyrics of “Iron, Blood and Blasphemy” articidathe patriarchal world-view into
their construction of Finnishness by the way timatytset Christianity and nationalism
as counter-forces. Therefore it is almost inevéatblat the nation is seen as a female,
i.e. as the Maiden of Finland, because in the gratnal symbolism only women can be
conquered, reclaimed and saved. The song is aogdigpolitical statement pro reviving
the ancient Finnish pagan religion that is in tbantext defined to be something
essentially Finnish, something that the Maiden imfldhd needs in order to survive.

After all, she is ‘plagued’ by the foreign religitimat has intruded her body.

In two of the song lyrics, “The Land Of Ice And Svicand “Native Land” the narrating
voices refer to the early #Ccentury history of Finland. Both lyrics also acluiedge
the timeless, primal roots of Finnishness in thegirthy sentiments towards the forest,
but the early 26 century history is regarded as the central refardga specific history,
because in the songs this part of the lyrics ishasised. In the former the lines are
emphasised by the march rhythm and in the lattehéyepetition of it as the chorus of

the song.
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Anderson (1991:142) points out that “[e]ven in tase of colonized peoples, who have
every reason to feel hatred for their imperialigers, it is astonishing how insignificant
the element of hatred is” in their cultural produaif national discourse. Before
becoming an independent nation in 1917, Finlandwwaker imperialist rule. “The Land
Of Ice And Snow” discusses this kind of oppressiamg like Anderson suggests, the
lyrics do not express hate or bitterness but pritde didn’t bow under oppression”.
The line most likely refers to the RussificationFohland in the beginning of the 20th
century, generally known as ‘the times of opprassilh is regarded as a shared sorrow
in the national discourse, the surviving of whiceg meaning to the nation of Finland.
The following lines of the lyrics: “We fought andewdied / Redeemed in blood / The
land of ice and snow” refer to the losses of the W\ivt a very communal way. “We
died” suggests that something died also of the evies lived to tell about it, but also
that the people who died for the country are alwanesent in a way. They are still
regarded as honorary members of the community, tieemed the nation. According
to Anttila (2007: 299) independence is regarded anie most important elements of
Finnishness in the national discourse. It is cémtegause of the colonial history. The
line “Redeemed in blood” emphasises the importasicendependence, because the
sacrifice is ultimate. The depiction of the redeimpibf independence is communal and

epic, typical to power metal.

In “Native Land” the narrating voice heartily wigh€inland well: “O my native land,
stand proud, facing the future / You were nevekbnodown, banished into the night”,
and wishes for things to remain the same: “you meler be broken down.” This is the
chorus of the song. The reference is less spetifin that in “The Land Of Ice And
Snow”, but it refers to the same historical evesftshe early 28 century. In “Native
Land” the nation is personified and the agencyramdferred from the people of the
nation to the concept of the nation. In this seng&, and conflicts between nations
seem distant from the perspective of the narratoige of the lyrics, nevertheless, it is
the perspective that the narrating voice has assurnesociety and other people in
general: the narrator dwells in solitude.
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Besides the expressions of national uniquenesseparateness, in the lyrics there are
also references to international belongingness‘lamdherhood’. As mentioned above,
the intertextual reference in the lyrics of “ThendaOf Ice And Snow” associates
Finland with the ‘Viking Scandinavia’ and Icelar@bviously, the lyrics of “The Heart
Of Turisas” also bear Viking associations. The baed Viking past is articulated into

unity with the traditional elements of Finnishness.

Also the lyrics of “Iron, Blood and Blasphemy” inypbelongingness with one of the
bordering nations of Finland. The reference to chusurnings associates the lyrics’
Finnish nationalism with the arsons of the Norwadmiack metal scene of the 1990s.
These arsons caused a major media chaos and madmatticular subgenre of metal
infamous. In the 1990s the media introduced blagktaimas a Norwegian national
phenomenon. Within the black metal discourse, dnth@ immediate associations of
Norway is still the church burnings of the 1990keTphenomenon of church burnings
was and is not only restricted to Norway, nevegbg| the associations remain strong.
Moreover, the line “Black holocaust funeral marak”an intertextual reference to
March to the Black Holocaugfi995), a French black metal split aloum by Vlagd®
and Belketre. They are known as members of LesonsgNoires, which was a similar
underground group associated with black metal em&e as the group called Black
Metal Inner Circle in Norway. By the intertextuaéference, the lyrics imply
nationalistic brotherhood and homage to the Fresuwdne as well as the Norwegian

scene.

As mentioned above, the lyrics of “Dark Fortressfer to the NSBM ideology and
imagery in a very explicit way. They articulate eptance and admiration to the anti-
Semitic acts of violence of WW Il into their versi@f extreme Finnish nationalism.
The ‘foreign’ enemy is recognised as the Jewisigicel. The nationalism is defined as
Finnish, because the Finnish flag is articulatedhascentral symbol of identification
whilst defining the extreme nationalistic ideologiation’s flag upon the walls / Cross
of blue on white” as the banner of the “Dark fosgeof SARGEIST”. The lyrics also
describe racial issues in “Reshape the fallen tigh©f a mighty northern race”. The

discursive strategy of the myth of ‘original, pupeople’ is used to express the
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politically extreme nationalism. The lyrics of “DarFortress” imply brotherhood

towards the NS-nations, most famous of which isoubdedly Germany.

Besides obvious references to politics and hist@lgo another emphasis that is
apparent in the lyrics, can be regarded politiKalbe (2010:10) points out that during
the Cold War, geographical location became esdemtialefining the international
political status. Finland, a nation at the bordéthe politically defined eastern and
western world, wished to remain outside of condlicTherefore in the national
discourse, Finland became separated from this posiaon and defined first and
foremost asorthern (Kolbe 2010: 10). The northern identity of Fintais therefore,
besides geographical, also political. The lyricplyrbrotherhood towards nations of the
western world, but six of the seven lyrics, defifieland as northern by using the words
‘north’ or ‘northern’, none of them as western astern. “Let’'s Drink” does not define

Finland geographically at all.

As mentioned above, Slack (1996: 112) regardsudation as manipulation. Besides
reciting the patriotic and nationalistic politicadeologies and referring to Finnish
nature, mythology and people in glorifying waystle lyrics, the lyrics also refer to
international relations. Besides clinging to thadttional definition of Finland as
primarily northern, expressing brotherhood towakeisstern’ countries reinforces the
image of Finland as ‘western’, which has been thidant political representation of
the nation after the Cold War.

Moreover, besides defining Finnishness politicalythe international context, the
lyrics also define Finnishness in the intranatiooahtext. As mentioned above, the
lyrics are regarded primarily in the context of th&tional discourse. In the national
discourse, ‘hegemonic Finnishness’ is considere&dnibrm. The hegemonic cultural
conceptions are often articulated in various tektey have become hegemonic in the
first place because of the repetition. These kiofidexts manipulate the reader to
habituate the hegemonic perceptions of realitypeeiintentionally or unconsciously.
Slack (1996: 114) argues that “hegemony is not dation but the process of creating

and maintaining consensus or of co-ordinating edts”. Often the hegemonic ways of
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perceiving the world are considered as self-evidinetrefore the manipulation can also
be of unconscious nature from the part of the autiiche text. Articulations from
another perspective appear as deviant and the txeegoint out the existence of

norms.

Diana Petkova (2005: 19) introduces three hypathketpersons in pointing out the
actual diversity of the Finns: first a ProtestaStyedish-speaking Finn, second a
Protestant, Finnish-speaking Finn (an *“ethnicallywnish” person) and third “a

naturalised Finn, Somalian by ethnic origin and Mady religion”. They all have very

different individual cultural identities, but neteeless they are all Finns. (Petkova
2005: 19) The “ethnic Finnishness” is often regdrdes the norm; it is a simple
definition of the hegemonic Finnish identity. Indaibn, as mentioned above, Hall
(1996: 297) states that the masculine identity ssially regarded primary to the
feminine one in the national discourse. For ingamice narrating voice of the lyrics of
“Native Land” could belong to a woman who is nathi@cally’ Finnish, because the

identity of an ethnically Finnish man is not exmed literally in the lyrics. Surely, the

lyrics are sung by a Finnish man, and the imagethef band expresses ethnic
Finnishness, but also the context of national diss® and its practice and tradition of
no further definition whilst describing a ‘standacdse strongly implies that the lyrics

are narrated by an ethnically Finnish man.

All seven lyrics reproduce the hegemonic, ethnienishness. Because of this, they
reinforce the patriarchal, male-dominated perspectn constructing their national
identity. The perspective of the ethnic Finnish ndaes not need to be defined, as it is
the standard. The lyrics do not challenge the tiathl, hegemonic way of defining the
Finnish identity, therefore they reinforce and ntaim it. “The Heart Of Turisas”, “Iron,
Blood and Blasphemy”, “Dark Fortress”, “The Land & And Snow” and “Till The
Last Man Falls” tell about wars waged by ‘us, thieanish men’. Both lyrics by
Korpiklaani describe caricatures of stereotypic&lignish forest-men, who take pride
in their solitary survival in the woods. Moreovtre alcoholism that the lyrics of “Let’s
Drink” refer to is usually considered in the na@buiscourse primarily a stereotypical

male quality. It is no surprise that the point céw is that of men, after all, the lyrics
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are written by men to be sung by men, and morednath the national discourse and
the metal discourse usually assume the male perspetiowever, while Petkova
includes Protestantism in her definition of hegemdfinnishness, in the lyrics it has

been replaced with an emphasis on the pagan roots.

4.6 Influenced by the Patriotic Song

Obviously, the metal genre is not the first of thaesical genres to articulate the Finnish
identity. Each existing nation is often accompamath a long tradition of patriotic
songs. Hans Kuhn (1990: 4) states that the funciigratriotic songs is to create a sense
of belonging to the social communion. Accordingighn singing together is “an act of
group identification, and hence such songs catmgher emotional charge than a song
sung individually or not expressly designed for commity use”. He also points out that
texts that are meant to be repeated out loud araomged by heart more often than
written texts that are only meant to be read. Tioeee “often they will be the only kind
of literature a person remembers in the long ryKuhn 1990: 4) Also Benedict
Anderson (1991: 145) emphasises the importanceoefryp and songs to the national
discourse. He points out the emotional effectivenasnational anthems. On national
holidays, anthems are sung together, which isualriof simultaneity that Anderson

refers to as ‘unisonance’. (Anderson 1991: 145)

Kolbe (2010: 58) states that the national antherfiofand, Maamme[Our land] was
written in 1848. She argues that the song itselé ipart of the Finnish collective
memory. In general, according to Kolbe, all natica@hems are ideological packages;
they reveal the central elements of the nationatitl in question. Becaugdaamme
was written before 1917, it focuses on represerfingishness via references to nature.
(Kolbe 2010: 57-59) Besides the national anthesy abme other songs that refer to
the same symbols of Finnishness Maammehave reached an unofficial canonical
status within the Finnish national discourse. Fostance the patriotic “Taalla
pohjantéahden alla” (Here, under the North Starp@ %y Petri Laaksonen and “Sininen
ja valkoinen” (Blue and white) by Jukka Kuoppam@l®72) and the ironic “Tuhansien
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murheellisten laulujen maa” (The land of thousaoidsorrowful songs) by Martti Syrja
(1982) can be regarded as such. Nevertheless atienal anthem is here regarded as

the original influence.

In comparison to the national anthem, structural #eematic similarities can be found
in the metal lyrics. For instance, two of the Igticlron, Blood and Blasphemy” and
“Native Land” greet Finland in a way similar to thaditional patriotic song. Also the
national anthem of Finland begins by greeting thigon. The very first line of the lyrics
of “Iron, Blood and Blasphemy” greets Finland ire tmother tongue: “Terve Suomi,
Isdnmaa!” (Salutation to Finland, the fatherlanaihd later in the song, the narrating
voice addresses the personification of the natioa,Maiden of Finland as ‘you’. In
“Native Land” the nation is greeted as “O my natiaed” and addressed as ‘you’. Both
lyrics greet and address the nation in the choars @f the song. The greeting and
addressing the nation are thus foregrounded in botiys. The style and emphases in
constructing Finnishness are very different intiwe song lyrics, because the lyrics of
“Native Land” are very cautious in their patriotexpression, whereas the lyrics of
“Iron, Blood and Blasphemy” express extreme nafisnavery assertively. Yet they
both have adapted these elements from the natmtlaém. Besides greeting the nation,
patriotic songs often celebrate the song itself also the ritual aspect of singing in
honour of the nation. In “lIron, Blood and Blasphérniye narrating voice emphasises
the symbolic, ritualistic act of singing in honaafrthe nation by “Your song will echo
ever long”. Weinstein (1991: 38) points out thattahdyrics are prone to celebrate
music, for instance the canonical “Let There Be lRdxy AC/DC. Therefore, actually,
celebrating the symbolic and ritualistic value ohgs is a shared feature in both metal

and patriotic song.

The influences by the national anthem can be rsasimailarities in the depictions of
Finnishness in the metal lyrics. Besides the typieatures of the genre of patriotic
song mentioned above, in its eleven verses thematanthem of Finland introduces
most of the elements symbolic of Finnishness thatmetal lyrics studied in this thesis
refer to. The national anthem of Finland referghi® nation as ‘the land of the fathers’,

like “Iron, Blood and Blasphemy” does. The natiomailthem of Finland describes
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Finland as a poor land, and the lyrics of “Let'siiBi also find the essence of
Finnishness in poverty: “Never gonna give up mygedylive, / Never sell my infertile
soil.” The lyrics ofMaammenarrate of the northern location of ‘our’ landdaaiso refer
to frost, polar night, forest and thousand laketh@ir constructing of Finnishness, like
the lyrics studied in this thesis. The anthem taltale of the battles that the Finns have
fought (with swordg, and so are the battles waged with swords inythes of “Iron,
Blood and Blasphemy”, “The Heart Of Turisas” andill*The Last Man Falls”. The
lyrics of the national anthem articulate ‘pinewocahd ‘frothy rapids’ as part of
Finnishness, and the same references as foune idefbictions of Finnishness of “Till
The Last Man Falls” and “Native Land”. The Northa6is often referred to in the
national discourse as a guide for the Finns. Tbfebe metal lyrics, “Iron, Blood and
Blasphemy”, “Native Land” and “The Land of Ice Ahow”, refer to stars, however,
none of the lyrics speak of the North Star, butssta general, as in the lyrics of the

national anthem.

Patriotic songs often tell about bloodshed in tame of the nation, or imply readiness
for further bloodshed if needed. Kuhn (1990: 70juas that “times of peace and
prosperity” inspire “the most bellicose and bloadity national anthems”. Obviously
the metal songs studied in this thesis are notrdegleas national anthems; nevertheless,
they exist in close relation to the genre of patisong. The word ‘blood’ occurs in
five of the seven metal lyrics. In the lyrics ofdh, Blood and Blasphemy” the battle is
for nationalist black metal ideology, in defence Fhland ‘conquered by foreign
religion’. In “The Heart of Turisas” the Finnish Kings’ warrior-god’s heart is forged
“With A Hammer Of /Blood’ (emphasis mine). The lyrics of “Till The Last M&alls”
and “The Land Of Ice And Snow” articulate bloodshedhe name of defending ‘our’
geographical space and autonomy: in the former ‘tMbod has been spilled” to
defend “the land of the Fenns” from conquerors, #ra latter refers to the battles
fought for the existence of the nation by: “Redeédnreblood”. Exceptionally, in the
lyrics of “Native Land”, the enemy of the potenlyalbloody’ battle are not foreign
conquerors, but the extreme conditions of the ¢\@nvironment: “not the cruelty of the
woods / take oublood and life” (emphasis mine). As mentioned before, tlarrating

voice of the lyrics positions itself in distancerr the nation and its people, and is very
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cautious in its political expression. Yet, it stilicludes a word typical to the patriotic
song. Therefore, the usage of the word ‘blood’ barregarded as an adaptation of the
ultimate sacrifice, that the concept of nationssaxiated with, to the world-view of the

lyrics.
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5 CONCLUSIONS

In this thesis | have studied the representatiéSrmishness of seven metal lyrics. The
study was theoretically based on the idea thatntgonal culture and the national
identity are constructed discursively. Thereforebdgan by defining ‘discourse’,
following Sara Mills and Roger Fowler. | recited rigelict Anderson’s definition of
nations as ‘imagined communities’ and Stuart Halsories of narrating the nation and
articulating identity to demonstrate, how the naailo identity is constructed
discursively. | used Deena Weinstein’s metal dissetheory and the theories by Stuart
Hall in analysing and contextualising the referendeead the references that the lyrics
make to the symbols and other elements of Finnshpemarily in the context of the
national discourse and secondarily in the contdxinetal discourse. This is how |

contextualised them as representations of Finngshne

In the introduction of this thesis | defined my g@ective as that of a person, who is
interested in both, the metal culture and the naticulture. As mentioned above,
Rojola (2004: 36-37) points out that the readingls® a process of articulation, and
that the reader is active in the process of pradumeanings while reading texts. | have
read in the lyrics a great amount of intertextyalithave read references to the national
and to the metal discourse: some of the referencastually discovered to be
intersectional in character. On the one hand, ¢salts of this study have been affected
by my personal way of reading, therefore | havadknowledge that the study cannot
be regarded wholly objective. On the other hand, loyg-term interest in both

discourses has given me an insiders’ perspectiibesubject of my study.

The approaches on the national identity in thec$ydiffer from one another in their
emphases and points of view, but also in whichresfees and symbols have been
articulated into their overall representation ofriishness. Obviously, there is also a
great deal of similarities, because the lyricsiaspired by the same national discourse.
Moreover, the lyrics are clearly influenced by tlgacs of one particularly defining
song in regard of the national identity: the nasicenthem of Finland. References to the

traditional, nationally symbolic elements that hdeen often repeated in the national
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discourse also make the Finnish theme of the sigwies recognisable. In the lyrics the
earthy, mythological primal pagan roots and tradsi, the northern location, the
relationship with nature and the symbolic valuenafional scenery are emphasised in
constructing Finnishness. The sense of belonginglse expressed by references to
shared mentality and nationally defining sharedeeigmces of the people. The political

attitude of the lyrics varies from the cautioustnmtic to the extreme nationalist.

Both lyrics by Turisas construct Finnishness in anner that is mystifying and
fabulating; the Finns portray almost as an enclibpé®ple. The lyrics of “Till The Last
Man Falls” describe a primal, medieval people, Fenns, who are subject to the
ancient Finnish pagan gods. The lyrics of “The & Turisas” refer to a warrior
troop of Finnish Vikings, who is subject to the goidwar of the Finnish mythology.
The lyrics of “Iron, Blood and Blasphemy” articugatraditional elements of patriotic
symbolism of Finland into unity with the NSBM idegly, which results in the double
identity of nationalistic black metal warrior grauphe lyrics of “Dark Fortress”
articulate admiration to the historical Nazis itie lyrics, which with the references to
Finnishness constructs and produces extreme-nasibfannishness. “Native Land”
and “Let’s Drink” by Korpiklaani construct their peesentation of Finnishness on the
nationally symbolical unity with Finnish nature. &hidentify with the people of the
nation via links, not directly; they join the natal unity via the stereotypical solitude of
forest-Finnishness and a stereotypical, nationdecove dream. The lyrics of “The
Land of Ice And Snow” by Stratovarius approachrtagonal identity first and foremost
by emphasising the exotics of the northern locatrn they also refer to a multitude of

national symbols in a mystifying way.

The pivotal time frame of reference in the metaicly is the ‘primal’ Finnishness of
mythical times. Most of the seven lyrics constrsmtne kind of relation to the ‘mythical
past times’ of Finland. Most explicitly this can kead in the two lyrics by Turisas, in
which the narration is temporally located in thedmegal, pagan, pre-nation times of
Finland. Also the lyrics of “Iron, Blood and Blasgghy” by Sargeist emphasise the
importance of pagan past in their articulation ofnkshness. However, the perspective

is more current, and the lyrics declare to reghendlorified pagan past. The lyrics of
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“The Land Of Ice And Snow” refer to the mythic past associating Finland with the
Norse mythology and by the reference to the Finfiiest god’. The lyrics of “Native
Land” and “Let’s Drink” embrace the past times bentifying with the mythic forest-
Finnishness. Based on the emphases of the mei@d, Iyine essence of Finnishness of
metal is temporally located in the mythic past, et same essence can be accessed in

the modern day by respecting the cultural roots.

Nevertheless, two of the lyrics, “The Land Of IceadASnow” and “Native Land”

foreground more recent historical events, thosthefearly 28 century, i.e. ‘the times

of oppression’, the declaration of independenc&9t7 and battles of WW II. In the
former, the lines to are foregrounded by the malgithm and in the latter, the lines
construct the chorus of the song. Even if the esserh Finnishness is in both lyrics
found in forest of pagan roots in the distant p#, lyrics’ Finnishness is current,
patriotic and bound to the modern concept of nation

Traditionally, the relationship with nature has mesnphasised in the Finnish national
discourse because of the political restrictionslsthirst constructing the identity in the
19" century. Most of the lyrics that were studiedhistthesis base their construction of
Finnishness on references to nature; in this sémserepresentation that the lyrics
construct is very traditional. In accordance to twe centuries of national discourse,
the lyrics articulate the lake scenery and the Sior@s pivotal references in their
representation of Finnishness. The lakes are sgfda as symbolic to the nationality in
five of the lyrics. The lake references define ldned that is narrated about as Finland in
the level of local scenery and via the clichéd espntation of ‘the land of the thousand
lakes’. The forest of the lyrics is, besides pdrth® home scenery, also sacrosanct.
Besides patriotism, in the lyrics the forest iscddied by the ancient Finnish pagan
spirituality. The references to nature are tradaity considered to be a politically
neutral way of constructing national identity; haweg in the lyrics they are also used in

the constructing of the extreme nationalistic Fshniess.

The Finnishness of the lyrics is emphasisedly morthAs mentioned above, ‘northern’

is, besides a geographical location, also a palitmcation and an exotic location from
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the point of view of marketing. Six of the sevendy articulate the northern location
into their construction of Finnishness. Similarly the patriarchally spirited national
discourse, metal is a male dominated genre thasuslly primarily composed for a
male audience. In the metal context the extremitfesature become associated with
fantasy, empowerment and heroism. The northerractarof Finland is emphasised by
referring to the extreme and exotic conditions afune: ice, snow, frost, blizzards,
northern lights and midnight sun. Besides the esotf the extremities of cold and
warm and polar night and day, Finland is also oftaernationally marketed for its
purity of nature. Especially the lyrics of “Nativeand”, “Till The Last Man Falls” and
“Iron, Blood and Blasphemy” describe Finnish scgnas blissful, despite the
challenges posed by coldness and frost. The sitiemrwith the depictions that
marketing and tourism produce exist because betipatriotically inspired metal lyrics
and tourism seek to present Finland in a positiag,valbeit the purpose is different. It
is difficult to say, how political the northern latoon of Finland in the lyrics is, because
the representation of Finland as ‘northern’ hasobex so habitual that many have
forgotten the political connotation of the expressiMoreover, the lyrics intentionally
articulate brotherhood towards ‘western’ countié€Europe and borrow elements of
Scandinavian history and mythology in their condinn of Finnishness, so in

conclusion the national identity of the lyrics Is@articulated as western.

Besides positioning internationally, lyrics alsdi@riate intranational locality into their
representations of nationality. Experiencing natsnthe ‘homeland’ is expressed by
identifying with the national via the local. Theilys refer to localities in different parts
of the inland of Finland. In this sense, the inld&udnishness is dominant to the coastal
Finnishness in the representation constructed bylyhcs. However, the lyrics also
directly recognise the whole nation as home, as lnd of the Fenns”, as “my native

land” and as ‘destiny’.

References to a shared mentality and national aftgres are common points of
reference in constructing a national identity. Tymécs represent the Finns as durable
and brave people who are united when the natiooléative is under a threat in

accordance to the traditional, patriotic stereotyfdee lyrics also represent the Finns as
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a people that enjoys solitary existence and takiée jn solitary survival, a people that
uses great amounts of alcohol, is melancholic, ldwiel grief and solitude and is
withdrawn up to a point of appearing ‘cold’ whicls ihowever declared a
misunderstanding. Nevertheless, all the asped&noish mentality are embraced in the
lyrics, some of them because the metal genre cbgtegs them positive connotations,

and all of them because they offer a sense of beign

The metal lyrics express the identity of an ethihyckinnish man and therefore they
reinforce the hegemonic definition of Finnish idgntThe ‘norm’ identity has been
traditionally defined in the national discoursetlagt of the ethnically Finnish, Finnish-
speaking protestant man. Up to an extent, the hegenkinnishness has embraced the
Christian religion since the beginning of the nadib discourse. Yet, the national
identity was constructed on pagan roots and mytyyplaot the Christian religion. The
metal lyrics that were studied in this thesis repléhe Christianity of the traditional
‘norm’ Finnishness with paganism and mythologyhait representation of the national
identity. Since the beginning, the metal genre desvn inspiration from religious
symbolism and discourse. Only seldom has it, howesrded with the ‘good’ divinity.
Yet, these lyrics represent the forest god andytitkof war of the Finnish mythology as
the guides and supporters of the people. Howelrerjg not typical only to the Finnish
metal: as mentioned above, the recently emergedpagetal of any nationality
celebrates the pagan roots and mythologies. Nealeg$, it is interesting how defining

the pagan roots have become in constructing Fineihin 2% century metal lyrics.
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Appendix 1. “The Heart Of Turisas” (Turisas 2001)

At The Tables Of The North

Man Is Used To Blizzards And Storms

Their Arms Are Tempered By The Work Of Their
Swords

Gallantness And Faith Fills Their Hearts

The Heart Of Turisas Was Forged By Four Winds
In A Smithy High Up In The Skies

On An Anvil Of Honour, With A Hammer Of
Blood

The Four Winds Pounded

The Heart Of Turisas Was Forged By Four Winds
In A Smithy High Up In The Skies

On An Anvil Of Courage, With A Hammer Of
Sweat

The Four Winds Pounded

Over Vast Steppes

Horsemen Ride For Day And Night
With Honour And Glory In Their Minds
The Eastmen Ride

Under The sun

The Soldiers Of The South Sing Their Songs
Endless Scorching Deserts

Have Trained These Men

Take This Sign Into Your Heart And Be Brave
Let It Lead You To Your Glory Or Your Grave
Today

Hear Me, My Warriors

Soldiers From All The Edges Of The World
Let Us Join Our Forces

To An Army, United

The Four Winds Guide Us

The Heart Of Turisas Leads Our Way
Our Drums Echo: Forward March
Our Horns Cry For Victory

Beyond The Ocean
The Warriors Of The West Bend Their Bows
In The Name Of The Eagle
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These Brave Men Fight

The Heart Of Turisas Was Forged By Four Winds
In A smithy High Up In The Skies

On An Anvil Of Glory, With A Hammer Of

Tears

The Four Winds Pounded
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Appendix 2. “Till The Last Man Falls” (Turisas 2001

Far away, Beyond the bay

Rugged hills tower over the woods

A fort stands steadfastly on each top
No pinewood this enchanting at night,
Nor water so blue or bright

This is the land of the Fenns

Once the trees were as old as the world
Whole Tavastia was quiet and tranquil
Now those days have gone by

Left: mourning and loud war cries

A chain of six bonfires blaze

People start running back and forth

In these distant towns of North
Hundreds of years We've fought
Thousands of men dropped their sword
'till the last man falls - We vow

Blow Your horns, Prepare for war
War ships float towards the town
With crosses sewed on their sails
The huge fort gates are boomed
The ones left outside are doomed
United against the cross We stand

Suddenly all the people fell quiet

The cloudless heavens turned scarlet
Drumskins strongly boomed from the skies
The signs of warfare were in front of our eyes

See the battle raging - Grab Your sword

A distant thunder rumbling - Bend your bows
The great arrows fly, Stallions whine

Long chains creak, Heath echoing

Finally the victory is achieved

Last enemies retreat

Much blood have been spilled
Hundreds of men been killed

Cheering and celebrating can be heard

Far away, Beyond the bay
Rugged hills tower over the woods
A fort stands steadfastly on each top



When will the old Gods fall?
For how long will the spirit live on?
United against the cross we stand
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Appendix 3. “Dark Fortress” (Sargeist 2001/2004)

Fires burn yet again

Fed with corpses of the men

Who opposed us and never will be free
They still live for only flames to see

And the old gas chambers
Destroy human life again
Pestilent weak people
Grimly rid with Zyklon-B

You will work force labor
For our engines of war
As the fodder to feed with
To be reaped with war

God’s race feeds our cause
Such an irony within

Grim Northern funeral winds
Blow again over lands

No mercy will be shown

Panzer march, panzer march
Iron tyranny and hate
Conqueror fire and supreme art

Dark fortress of SARGEIST
Soon stands rising proud
Nation’s flag upon the walls
Cross of blue on white

Reshape the fallen dignity
Of a mighty northern race
We are the first of cruelty
Beating on humanity’s face
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Appendix 4. “Iron, Blood and Blasphemy” (Sargei®02/2004)

Terve Suomi, Isanmaa!

Your song will echo ever long
Burnt with pride into our heart
With honor marked on our soulsx3

Your blue eyes are the thousand lakes
Our banner white and blue

You are clad in white of the winter
Beauty of the north so true

And the nights of summer they are bright
With endless sun among the stars

And forests vast and cruel

Breathe the culture of our race

We are from the Cavalry Town
Once with name Lapwestrandh
Once again we will return
Regain the pagan past

Every flag will celebrate our sign
Iron sunwheel of the gods

We will rid the land of the plague
Burn the churches to the ground

Comradeship through iron and blood

We unite in sacred war

Our hearts forged unto battle

Thirsting for the victory

There is nothing stopping our march

Black holocaust funeral march

Terve Suomi, Isanmaa

With blood and honor, iron and blasphemy
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Appendix 5. “The Land Of Ice And Snow” (Stratovarip005)

The land of ice and snow
Where the midnight sun blows
Hundred thousand lakes glow
In the land of ice and snow

Northern lights guide our way
Come whatever may

Forest god protects our day
In the land of ice and snow

Where Koskenkorva flows

Where the freezing wind blows
Summer nights are white and warm
In the land of ice and snow

Some might say that we are cold
Don't believe all that’s been told
Our hearts are made of gold

In the land of ice and snow

We didn’'t bow under oppression

We fought and we died

Redeemed in blood

The land of ice and snow foregrounded with the march rhythm

Here | was born and here I've lived
And one day here | will die

Under northern starry sky

In the land of ice and snow
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Appendix 6. “Native Land” (Korpiklaani 2005)

The waves of the lake splash

and pines hum.

The frost of the north hurts,

Finnish grief in sings.

Woods bleak and stony, unlit,

there my mind rests.

There | will forget the pain,

stars and moon us bless.

O my native land, stand proud, facing the future.
You were never broken down, banished into the night
O my native land, stand proud. facing the future
you will never be broken down X2

Not weather can frighten us

not to shrivel us winters

not to cruelty of the woods

take our blood and life.

Frothy rapids roar

And the hills high

Woods of pine and forests of birch
Over the wide rocks
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Appendix 7. “Let’s Drink” (Korpiklaani 2007)

Little red house, potato field.

little forest, lake as far as you can see.
Woodshed, for my home brewed beer,
perfect place for drunkards like me

Never gonna give up my rugged live,
never sell my infertile soil.

Never gonna give up this simple style
let’s drink and enjoy. x4

Disappointment is who | live with,

great grief only mate from then,

every morning pangs of remorse

but it's so familiar like my old black horse

Never gonna give up my rugged live,
Never sell my infertile soil.

never gonna give up this simple style,
let’s drink and enjoy. x4



