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Chapter 1: Introduction

Topic

The S&dmbf northern Scandinaviand rorthwestern Russia are a cultural minority
residing within the national boundaries of Norway, Sweden, Finland, and Rlssya
arealso an indigenous populatiohgly are considered the first settlers to this territory
and mantain special status according to locavgrnmental and global politickie to
their unique situation as Scandinavia’s First Peoples.

In the thousands of years since they first arrived in what is today known as Sapmi
or Lapland, the Sami have undergomandatic social change. Their continuous contact
with their noaSami neighbors has led to important technological, economic, and
education innovations, but has also been marked by a history of cultural oppression,
assimilationist policies, and attemptedtatel genocide.

Throughout their historthe Sami have maintainedraditions unique to their
people that, in confrontations with outsiders, have served as important markers of Sami
identity. Musi@l performance, asspecialsettingfor the designation alifference
between cultures, served an important role in constructing a unique Sami identity; and the
joik, a vocal tradition pacticed exclusively by the Samind the only indigenous form of
musiecmaking found in both spiritual and everyday practicesnis such important
marker of Samidentity. Despite its suppressibly missionariefor several hundred
years,whoviewed it as a heathen practa®l by state officials who treatéidas a threat

to assimilation, joik performance continued throughoutiS#pression.



During the 19686, a period characterizéy decolonization, the creation of new
states, and a worldwide folk revivalist environment, the Sami were, for the first time,
recognized globally as a distinct people who deserved special rights-tietgmination
because of their indigenous status. The Sami also began to recognize their own status and
value, and came together in a g@mi movement that closely mirrored other indigenous
movements throughout the world. Consequently, they also beoaoieedin global
indigenous politicand acknowledged the kinship they shared with indigenous peoples
worldwide.

During the 1970s and 198@&ami political activists and artists who saw the value
of cultural symbols like the joik in constructing a udifgarSami identity, encouraged
the revitalization of uniquely Sami traditions; but musicians also recognized that in order
for the joik to serve as a politicized icon of S&mi identity, it had to be detached from its
traumatic history. The joik, which wasill associated with pr€hristian traditons and
with the poor Sami selfnage promoted by state assimilationist policies, had to-be re
contextualized so that it could serve a purpose separate from this past. Through globally
popular artists like NilAslak Valkeapaa, Mari Boine, and Wimme Saari, the joik was
inserted into popular music, effectively removeain the past andmployed for the
promotionof a modernized, culturally vital picture of p&ami identity.

Since the 1989the Sami have gained turial rights that have brought them
closer to the right to setfetermination they seek. The joik has continued tobe an
important cultural symbaind is still found in most Sdmi popular music. The Sami no
longer locate themselves at the periphery of Noediture, but have absorbed a

paradigm that emphasizes their special indigenous status. As First Peoples, they



recognize their central positioning in the history and future of northern Scandinavia and
northwestern Russia. Today’s youth, the first genamat accept this paradigm, are in a
much different situation than the parent generation because their identity is not as overtly
challengedAt the same time, today’s young people recognizing their unique status,
not just as Sami people, but as muiliaral peoples, living at the crossroads of many
possible identities. Therefore identity is no longer constructed based on symbols
exclusively attributed to the Sami, but is constructed based on the many cultural
influences of Sami youth.

As young Samiedefine their own identities, they are also redefining the role of
Sami traditions. They recognize that in musical performance, the joik is only one of the
many musics to which they have access. While the joik remains an important symbol of
Sami identity,other styles of music, both Sami and +&émi, are just as important to the
construction of self.
Approach

The purpose of this thesis is to illuminate the shifting focus of SGmi musicians
and audiences in expressing their Sdmi identity in the new miillenithe Sami joik
served as an important markof Sami identity in the 1970s ands8@econstructed and
revitalized through its insertion into populausic but its significance for Sami
musicians and audiences Iretlast twenty years has shifted

Many musicians are increasingly exploring musics of many cultures beyond their
own, and identify the joik as just one aspect of their broadical influencesThis does
not connote an abandonment of traditional S&mi music, howsterjoik still appears

on the majority of Sami albumsnor does it signal a lack of interest in asserting a unique



Sami identity. Instead, this shift in perception reflects a desire of both Sdmi musicians
and Sami audiensdo explorethrough music, the globalized, multicultural worlds in
which they live the increasing interest in selétermination, in decidinfpr themselves

the character of Sami music and culture, iarthe expression of a more internalized and
personal sense of identity.

Methodologyand Historical Framework

The research for this paper includes both library research and origidaldrk
conducted over a thrgear peiod, and culminating with a siweek field research
excursion to northern Finland in 2004. In the spring of 2004 | accepted two goents fr
theFinlandia Foundation National Capitahapter and from the Finlandia Foundation
National Chapter to conduct field and library research in Finland. | was affiliated with the
University of Oulu, and spent six weeks conducting field and library researahlamdFi
Beyond initial contacts that | made during my first trip to Finland all original fieldwork
for this thesis was conducted during this six week period.

Original fieldwork is based on currertheographic standards, and has been
approved byhe Instituional Review Board concerning research on Human Subjects.
Fieldwork includes formal and informal interviews, observation of live musical
performances, anidllow-up correspondence ovanail.

Theoretical and Ideological Framework

Theories on Identity
This thesis seeks to draw conclusions about the way people express their identities
through music. Therefore, the discourses surrounding identity in the social sciences must

first be addressed. Identits a way of situating oneseadhd of marking difference



between people. It is not a single, unified concept, nor is it limited to an essentialized
notion of sef; instead, every individual is composediltiple identities. Ethnic
background, race, class, gender, religious orientation, national or regidtegder
language group, and political affiliation are all possible elements of an individual’s multi
faceted identity.As individuals wecan give precedence to any one of these identities at
any given moment, so that in a manner, we are constructingrtityder ourselves
everyday and at every moméniVe receive aspects of our identity from the world in
which we live, from the people we encour{garents, teachers, spouses, friends
throughout our lives. Their identities affect who we are as peoplgtdahd same time,

their perceptions of who we are affect who we become. We create multiple and changing
performable selves, and thus, we are performing an identity based on the changing
contexts of our daily lived,

Music, as a powerful, culturally comstted means of creating meaning, conveys
societal values and views of the world; it also negotiates boundaries between cultures and
within cultures. Music can serve many functions, including the transmission, creation,
reproduction, or even reconstructiohidentity, and musal performance creates a
specialspace for the performance of identity, unlike any other context we encounter.
According to Philip Bohlman, “Music clearly plays an important role in symbolizing

community, expressing and structurithg trelationship of parts to wholes, male to

! Kay Kaufman Shelemaggoundscapes: Exploring Music in a Changing WéNew York: W.W. Norton
and Co., 2001), 249.

2 Shelemay, 249.

3 Vivien Burr, An Introduction to Social Constrticnism(London: Routledge, 1995, Reprint, 2001).



female, tradition to modernity, self to collectivityNone of these entities is stable or
singular, however, because of the performative and malleable nature of identity.

Pirkko Moisala suggests five ontologlstances that explawhy musical
performance is a speciabntext for the performance of identity. Although her analysis
focuses on gender performance and music, these stances can easily be assessed in the
performance of any kind of identity.

First, “music is, like language, a primary modeling system; that is, a system that
guides or forms our perceptions of the world or a system on which we model the world
around us.® Through music, and other cultural modeling systems, we learn how to
pattern the wod around us, which directly affects how we perceive ourselves and
others® Music is one of the first modeling systems to which we are exposed, and thus
affects how we perceive reality at a very young age. In Moisala’s examples, women’s
roles in Finnish saety can be found within musical performance. Children see this
process and adapt to or challenge it.

Second, “music is a bodily art...The body reacts and resonates to music; and body
movements are central in music making...It is the site where we learrorexpérience
socially mediated patterns of kinetic energy, existence in time, emotions, desire, and
pleasure.” As we learn music, we physically respond to music, and we learn how to

physically act out our identities; we learn what kinetic patterns arallycaccetable.

* Philip V. Bohlman, “Ethnomusicology: Contemporary Theoretical Issueh&New Grove Dictionary
of Music OnlingAccessed September, 2004), <http://www.grovemusic.com>.

® pirkko Moisala, “Musical @nder in PerformanceyWomen & Music: A Journal of Gender and Cult@re
(1999):1.

®Moisala, 4.

" Moisak, 8.



Third, “music is most often publicly performed and, thus, subject to social
control.” Music is performed for a community of listeners, who react to and teatia
performance. Msical performance imaxceptionamodeling system becau#s public
nature allows it to address societal values.

In conjunction with these ideas, Martin Stokes saysisiminforms our sense of
place....The ‘places’ constructed through music involve notiongditbéérence and social
boundary...Music does not siply provide a marker in a prestructured social space, but
the means by which this space can be transforthbtuigical performance not only
transmits identity, but can serve as the space in which identity changes, or in which a new
identity can be adoptedjithout the societal restraints of everyday life. Bohlman also
argues that musimaking is often the primary context in which a culture can define and
“transform” its sense of identity. Musical performance is a liberating space in which
societal roles cahe embraced, negotiated, challenged, or even ignored.

Fourth, “music exists only in performance, even though the norms of
performativity are brought to bear on the performéMoisala argues that a staged
performance allows a performer to slip “in and’of a society’s acceptable gender
roles*? Similarly musical performance can create a freer space for the expression of other
identities that may be oppressed in other settidgthe same time, it is also subject to
the norms of societoisala contimes:“because music is human expression taking

place in time, it exists only in performance and, furthermore, musical performance is

& Moisala, 1.

° Martin Stokes, edEthnicity, Identityand Music: The Musical Construction of Pla@erg: Oxford,
1994, Reprint, 1997 3-4.

19 Bohlmann, “Ethnomusicology.”

 Moisala, 1.

2 Moisala, 13.



performative of many other aspects of cultufeAt the same time that an artist performs
music, he or she is also involvedthe performance of other aspects of his or her culture,
such as gender, ethnicity, race, religion, etc. The performance serves as more than just
social commentary, but caneatevarioussocietal values. As a readd@rMoisala’s work
commented in hemfcle, “ Music is always an action that creates the condition it
representg. ™

Fifth, “music has the ability to alter consciousness and state of rifidhis
guality means that musical performance can, in a very real sense, transform societal
values andranscend societal roles. Each of these ontological stésrcesmy
assumptions regarding the relationship between Sami identity and popular music. The
fifth stance, in particular, will be applicable: in Chapter 3 | demonstrate how the public
performancenf indigenous Sami music directly affected the organization of the
community and Sami social status in Scandinavia.

Theories on Indigeneity

This thesis will examine a people that have embraced an indigenous identity, a
highly contested marker of differe@ between “settlers” and colonists and the world’s
First Peoples. | refer to this kind of identity“asdigeneity; which gives this identity
status not just as a descriptor, but as a highly developed paradigamgible and global
configuration of persthood that crosses all other cultural boundaries to bring together all
people who choose to emphasize their indigenous status.

Samischolar Odd Mathis Heetta states,an indigenous people is a people that

inhabited an area before the present dominantgsettled and decided the national

13 Moisala, 13.
“ Moisala, 14.
5 Moisala, 14.



borders.*® They arethose people, nearly 300 million in seventy different countries, who
believe their ancestors were the first to sdtiltheir presentiay homelandWhile the
U.N. first recognizedhe needs oihdigenous peoples in the 196@ was not until the
meeting of thdLO (International Labor Organizatio@onvention No. 168 1989 that
the question of who can be considered indigenous was directly addressed. The
convention manual states clearly, howeveat tH.O Convention No. 169 doesot
define who aréndigenousand tribal peoples. It only desbesthe peoples it aims to
protect.” The convention addressed the rights of both “tribal” and indigenous peoples
and distinguishes between these peoples amindmt culture groupaccording to the
following criteria:
The convention applies to: tribal peoplesndependent countries whosecial,
cultural and economiconditionsdistinguish thenirom other sections of theational
community,and whose status regulatedvholly or partially by theiown customs or
traditionsor by special lawsr regulations. peoples in independeabuntries who
are regardeds indigenous on accountttheir descent from thgopulations which
inhabitedthe country, or a geograighl region to which the counttyelongs, at the
time of conquest or colonisation tre establishment of presestate boundaries and
who, irrespective of their legatatus, retain some or all thfeir own social,
economiccultural andoolitical institutions”
In addition, the ILO states thaBeélfidentification asindigenous or tribal shall be
regarded as a fundamentaiterion for determininghe groups tevhichthe provisions of

this Convention apply'® Therefore the ILO places high value in in@rdefinitions of

indigeneity.

16 Odd Mathis Heettalhe Sami: An Indigenous People of the Ardtams. Ole Petter Gurholt (Karasjok,
Norway: Dawvi Girji OS, 1996), 667. In thisthesis a “Sami” researcher applies to a researcher of Sami
descent, not to a researcher who specializes in Sami studies.

" Report of the International Labor OrganizatidilLO Convention on Indigenous and Tribal Peoples,
1989 (no. 169)” (Geneva: Internaial Labour Office, 1989), 13.

18 International Labour Organizatigrl4.



The World Council of Indigenous Peoplas, organization th&&amicultural
representatives helped found, proposes the following definitions of indigeneity: “1. the
original inhabitants of an area; 2. the descendents afrip@al inhabitants of an area
who are colonized, or 3. those who live in an Indigenous Way.”

These institutional definitions are crucial to the concept of indigenous identity,
because indigenous communities themselves have, by and large, accepimactpsion
of indigeneity, and have used it to achieve political and cultural rights in their home
countries. As Ronald Niezen The Origins of Indigenism: Human Rights and the
Politics of Identityhas described the international legislative bodies dates—the
United Nations and its satellite ageneidsave provided the conceptual origins and
practical focus of indigenous identit§”

The significance of indigeneityor those who choose to embraceah be
analyzed in much the same way that we exarathgicity. In his introduction to
Ethnicity, Identity and Music: The Musical Construction of Pl&tekes borrows the
following ideas on ethnicity from Chapman, McDonald, and Tonkih&ory and
Ethnicity. “Ethnicities are to be understood in termsha tonstruction, maintenance, and
negotiation of boundaries, and not on the ‘putative’ essences which fill the gaps within
them. Ethnic boundaries define and maintain social identities, which can only exist in a
‘context of opposition and relativities®* The global indigenous movement utilizes a

similar ideology to ethnic movements. It exists in order to counter the hegemonic power

9 “What is Indigenous?,” iBaiki: The North American Sami Jourr@hline (Accessed August 2004),
<www.baiki.org/indigenous.htm>.

2 Ronald NiezenThe Origins of Indigenism: Humandgrits and the Politics of IdentifBerkeley:
University of California Press, 2003), 9.

2L M. Chapman, E. Tonkin, and M. McDonald, “Introduction, History and EthnicityLondon:
MacMillan, 1985) quoted in Martin Stokedsthnicity, Identity, and Music: EhMusical Construction of
Place(Berg: Oxford 1994, Reprint, 1997), 6.

10



of dominating culture groups, much in the same way that ethnic minorities in a country
may adopt an ethnic identity to countikee cultural hegemony they experience.
Indigenous peoples use this ideology to draw boundaries between themselves and cultural
majorities.They are constructing, maintaining, and negotiating boundaries that allow
themto maintain an identity in oppositida other cultural groups. At the same time,
discourses on ethnicity and indigeneity are al$eninvoked to reinforcdhegemony
especially when employed by state pow@rs

Politics of ethnic identity are fundamentally tied to musical performance. Musical
performance can construct a space for the performance of ethnic identity that can reflect
the history of a given group, and can contest their marginalization within tineir o
nation. It can also uncovan identity that maintains links with the past @oanmon
homeland. Newly invented musical styles convey important and new meahiays.
refugees and immigrants who no longer have physical ties with their homeland, or for
indigenous peoples who have lost their homelands to others, this is a powerful
experence. Moreover, musical performance can actually construct ethnic meaning.
Bohlman argues, “Musical performance is increasingly seen as a space in which
meanings are generated, and not simply ‘reflected’; ‘ethnic’ markers, like any other, are
the negotiagd products of multiple, labile, and historically constituted processes of
difference making®*

Despite the similarities between the cultural politics of ethnic minorities and

indigenous peoples, indigenous peoples are not simply adopting a kind of ethnic

22 For example when employed by state powers to control ethnic minorities based on Darwinian
conceptions of cultural superiority/inferiority.

% Shelemay, 250.

24 Bohlman, “Ethnomusicology

11



identity—andthisis an issueaised by both indigenous and Aoadigenous peoples.
Niezen argues that both ethnic and indigenous groups are made up of peoples whose right
to seltdeermination has been challengédtthe concept of “indigenism,” as Niagze
calls it, differs from ethnicity because it is a global phenomenon. Niezen applies
indigenism to “the international movement that aspires to promote and protect the rights
of the world’s ‘first peoples.® Since the inception ofdefinition ofindigenos identity
by the U.N. in the 960s, we have come to terms with the developmeahahdigenous
identity and a global community, composed of all indigenous peoples, linked by the
shared experience of colonialism and their denial of the right tals&mination by
settler populations with whom they share their I&h@ertainly recent literaterhas
explored the common soeaultural hisbries of ethnic minorities-postolonid theory
sheddight on their similar experiences; but the theory of indigeniamhad, from its
inception, an idea that all indigenous peoples belong to the same global community. As a
result conceptions of this global community are codified with phrases like “the Fourth
World,” “First Peoples,” and in Canada, “First Nations.”

The man goal of indigenism is “distinct collective rights” to lands and livelihoods
denied to indigenous peoples by settféréndigenism does not, like ethnonationalism,
have as a goal separatism, and the creation of an independefft Btésedoes not mean,
however, that some indigenous communities have not fought for status as nations,
however; and many indigenous communities, including the Sé&me fought for self

government. Indigenism operates within Hbeindaries of nations, and resa primary

% Niezen, 4.

% Nijezen, 3, 7.
2" Njezen, 18.
% Njezen, 8.
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goal cooperation and coestence between indigenous peoples and settlers. Indigenism
also differs from other liberation movements such as decolonization, antiapartheid, and
civil rights movementshoweverwhere the goal is cultural equality. For indigenous
peoples, “equality” is associated with assimilatfSnnstead, indigenism is built on the
concept thaindigenous peoples have a exceptiariaim to their lands and livelihood

that surpasses the rights of settlers becaagmittit simply, they were hefest.

Land rights are a central issue in the struggle for indigenous status. If a people are
considered indigenous, then they were the first to settle on a given piece of land.
Therefore, they should be given ultimate authority over how that land isliesetirights
refers to more than just the physicattean which theyettled, however. Indigenous
peoples are fighting for the right to control their enéineironmentwhich as Jens Dahl
argues, is made up of three basic components: the physicaldpadadich includes the
lands, water, ice, and minerals; the renewable resources, which refers to the animals and
plants, and thé&erritory, which Dahl applies to thectiltural landscapé (emphasis in
original) of a given regiori’ By extension, the righisdigenous peoples seek do not
necessarily comply with concepts of land ownership. Dahl says, “The indigenous people
have long since expressed in public forums their ‘territorial identity,” based not onthe so
called property rights, or rights to own larulit the rights to have control over the lands
they have used since ‘time immemoriat”

Besides being a means of claiming a space in reality, or of situating oneself,

identity allows an individual access to power. Power is relative, and for marginalized

» Niezen, 17.
% Jens Dahl, “Arctic Peoples, Their Lands and TerritoriesEssays on Indigenous Identity and Rights,
ed. Irja Seurujarvi and UHMaija Kulonen (Helsinki: Yliopistopaino, Heinki University Press, 1996), 16.
31

Dahl, 17.
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peoples, identity is a powerful marker of difference. Stokes states, “Dominant groups
oppose...the construction of difference when it confronts their interest. Ethnicities are
violently suppressed and excluded from the classification systems of the dominant
group.”? Indigeneity can clearly be inserted here. By laying claim to an identity
distinguishable from majority populations, indigenous peoples are laying claim to power;
and a fundamental means of claiming this identity is through music. If, in fact,
indigenous peoples share a history of what Niezen describes ass{siasored
genocide, forced settlement, relocation, political marginalization, and various formal
attempts at cultural destruction,” whjaccording to historical recottiey do, then the
very act of claiming an identity for themselveasan act of defiance in liglof these
traumatic events®

At what point is the social status of indigenous peoples overtly challéyged
indigenous peoples? What factors lead to the designation of a digtiiatetntity? Niezen
says, “At some point in the colonization of indigenous nations, a tremendous disparity
between the technology and organizational powers of dominant and dominated peoples
makes itself felt.* This response to cultural oppression occumea global scale during
the heated soatpolitical climate of the 19&) when indigenous peoples began to
recognize their lower status as an “underclass” in their own homefalmsesponse to
this new cultural awareness, “many groups have reformudateédodified what they
could of the accumulated traditional memory. Cumulatively, many small efforts of this

kind have produced a global cultural revolution, little noticed by outside observers

32 Stokes, 8.
3 Niezen, 5.
34 Niezen, 12.
% Niezen, 11.
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because of the relative insignificance of its componefits’other words, indigenous

people reinvented themselves in a way that emphasized their status as First Peoples, as
opposed to emphasizing their status as ethnic minorities or underrepresented
communities.

Before | continue, | would like to contextualizegiesearch within current
developments in indigenous politics. This year, 2004, is a particularly important one for
indigenous peoples. It marks the end of the International Decade of Indigenous Peoples,
proclaimed by the United Nations upon the recommimlaf the Vienna Declaration
and Programme of Action of the World Conference on Human Rights in June 1993,
which followed the International Year of Indigenous Peoples in $99athin this
decade, a primary goal was the establishment by the Generallgsdrithe U.N. of a
permanent forum for indigenous peoples within the U.N.; the permanent forum was
established in at the meeting of the General Assembly in July 2000, and the first
assembly of the permanent forum was held in 2§02.

This autumn the Smisionian Institute of Washington, D.C., located a mere
fifteen miles from my front door, has just opened the National Museum of the American
Indian. Over 20,000 people who consider themselves indigenous participated in its
opening®® It seems, after centuries$ cultural marginalization, indigenous peoples are

finally on the map of consciousness for Europeans and North Americans.

% Niezen, 12.

37 Eero J. Aarnio, “The Future of Indigenous PeoplesEdsays on Indigenous Identity and Riglets Irja
SeurujarviKari and UllaMaija Kulonen (Helsinki: Yliopistopaino, Helsinki University Press, 1996}, 11
12.

3 “International Decade of the World’s Indigenous Peoples 2®9@8!,” in The United NationgAccessed
September 2004), <http://wwun.org/rights/indigenous/mediaadv.html

%9 The Washington Po€nline, 22 September 2004, <http://www.washingtonpost.com>.
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If this global indigenousnovement went unnoticed at its onset by the rest of the
world, it is certainly quite visible now. The opeg of the National Museum of the
American Indian and the tremendous amount of media coverage it receaigbedtsthe
fact that the world’s settlers are no longer able to write the world’s imdigepeoples
into the past. Indigenous peopbka® very mich a part of the present, and are building a
future for themselves based on a claim to-determination and self worth.

Theories on Popular Music

Indigeneity, as a global phenomenon, benéfis its transmission throughe
phenomenon of popularusic, a global commodit{. Popular music has a special
relationship with the politics of identity because it travels, as recorded rthusicghout
the world. Thus, consumease able to locally experience another culture’s music that
may have originatedmothe other side of the globe. This phenomenon alters our idea of
what is local, and as George Lipsitz has said, brings us into direct contact with the
significance of place, as we are exposed to people and nfiasicsther places. Lipsitz
argueghat popular music has the potential to be a “mechanism of communication and
education, as a site for experimentation with cultural and social roles not yet possible in
politics.”*! Popular music, as a commodity form, has the potential to incite tremendous
social hiange at the global level, to challenge the very power structures that make its
dissemination possible. Indigenous musicians can use the medium of popular music to
construct and reinforce connections with indigenous musicians and audiences in other
parts @ the world, thus strengthening the global community to which they belong.

Popular music also exists in the postonial world, however, meaning that the same

“0 George LipsitzDangerous Crossroads: Popular Music, Postmodernism and the Poetics of Place
(London: Verso, 1994),-3.
“ Lipsitz, 17.
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cultural politics and power structures that peateecultural exchanges are carnetb the
global music marketpopular music is dominated byestern artists, and historically
colonized peoples remain marginalized within the market.

In this thesid discuss rather broadtwo categories of music: popular music and
world music. Many scholars, mugas, and audiences | have encountered in this
research have separated the two terms. Some argue that world music is a kind of popular
music that is applied to musics emerging beyond thedear@American tradition, but as
we will see this narrow definitroof world music can be problematic, and is contested by
some of those very musicians it includes. In addition many of the artists and genres
associated with popular music are also globalized, or are part of the global music market.
Therefore both world nsic and popular music are subjective terms, used in many
different ways, but are generally applied to any commodified music tradition that exists
on a global scale.

The analysis included in this thesis will benefit from a working definition of
popular mug, despite thembiguities of the term. Boden Sandstréecturer of'World
Popular Musics and Identity,” an undergraduate course at the University of Maryland,
brings the concepts of world music and popular music together and presents five
components thahelp definewvorld popular music, and that accurately synthesize the
complex and contested discourse surrounding these catefofiesy are useful in a
theoretical application of popular music, because they create a simple, useful frame of

reference fopopular music that can be applied crogkurally.

2 Boden Sandstrom, “World Popular Musisd Identity,” university lectures (2003), University of
Maryland, College Park, Md. The following description of the components of popular music comes from
this source.
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The first component of popular music is commercialization, which refers to how
the music is presented to its audience. It is commercialized, or advertised to a wide
audience through the media, music asleconcert tours, etc. The second component,
commodification, is linked to the commercialization of the music, and implies that the
music is turned into a product. An album, for example, is ypesduced and distributed.
Based on these first two componrgrnit is clear that popular music is defined largely by
its relationship with music industries and to consumer culture. It is a product that is
marketed and consumed. The music industry does not, however, retain full control of the
direction popular musitakes. As Andy Bennett argues, “Consumers take the structures
of meaning—the musical and extiausical resources associated with particular genres of
pop—and combine them with meanings of their own to produce distinctive variations in
patterns of consumti and stylistic expressioi™

The third component of popular music refers to specific social contexts for the
performance of popular music, such as concert venues and clubs, as well as other
contexts for popular music performance, including recordirmgepl on personal stereos,
MP3 players, on the radio, and in movies and television. As an additional result of the
commercialization of popular music, musicians oftejoyan elevated social statusieo
or more of the members of a musical group @thibit starlike qualities, that is hey
may be locally, nationly, or internationally famousThis isexplained bythe star
system, the fourth component of popular music.

Finally the music is directed toward a youth audience, espetaaiiyagers and

youngadult whocomprise the youth component. The youth component of popular music

3 Andy BennettPopular Music and Youth Culture: Music, Identity and Plédew York St. Martin’s
Press, Inc., 2000), 46.
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came to the foreground when scholars first began considering the social ramifications of
popular music during the 195@ith the emergence of rock ‘n’ roll. Here was a genre

that, like none before it, was intrinsically linked to theugh segment of the population

andin opposition to the rest of the population. Thus, the power of popular music as an
expressia of a countehegemonic agendaas acknowledgelf.

A popular musical fan may exhibit one or more of each of these qualities of
popular music. One may also argue that there are particular genres of music that are
generally associated with popular music, such as rock, hipghdp;ountryput to define
popular music by genrdame would ignore the fact that there are many music genres that
are not usually assiated with popular musitefolk or classical musidor example—that
also exhibit one or all of the five components of popular milisic.

Roy Shuker suggests a similar defiom of popular music that includes both its
commercial aspect and its own aesthetics. He states, “Essentially, all popular music
consists of a hybrid of musical traditions, styles, and influences, and is also an economic
product which is invested with idgical significance by many of its consumers. At the
heart of the majority of various forms of popular music is a fundamental tension between
the essential creativity of the act of ‘making music’ and the commercial nature of the
bulk of its production ash dissemination?®

Popular music, as a commercialized, commodified music, is directly linked to the
process of globalization, which disseminates information throughout the world at an

incredible pacé’ Timothy Taylor defines globalization as “the intersifion of

“4 Bennett, 34.

“5 Sandstrom, university lectures.

“® Roy ShukerPopular Music: The Key Conceptsondon: Routledge, 1998), 228.
7 Sandstrom, university lectures.
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worldwide social relations which link distant localities in such a way that local
happenings are shaped by events occurring many miles away and vicé¥/&hsa.”
context of globalization affects popular music artists, who can participate iR cross
cultural collaborations, make their music heard on a global level, and create new music or
hybrid genre§?

In the context of globalization popular music expands the audience and influences
of a musical style, which witonsequentlgignificantly changehis style. The popular
musics of economically and culturally hegemonic nations, especially the United States
and the United Kingdom, strongly influence popular music throughout the world. In the
postcolonial world, we are beginning to recognize the podyeramics between the
former colonizers and the forntgrcolonized, but that does not mean that these power
relations have disappeared. The popaoiasicmarket can be viewed as a microcosim
power relations in the postolonial world, in that the musstgles of the wegern world
still dominate, and estern influences stijpermeate throughout the formerly colonized
world. What has arisen out of this process is a form of global, or world popular music,
based on commonlynderstood aesthetics that teedto assume came from the western
market Timothy Taylor explains, “North American and U.K. popular musics have
traveled far more widely than any other western idiom, resulting in what Simon Frith has
called a ‘universal pop aesthetic.” This very pervasegsmmeans that popular musics
help raise musical and theoretical issues better than other musics, even better, perhaps

than any other cultural fornt®

“8 Timothy D. Taylor,Global Pop: World Music, WorlMarkets(New York: Routledge, 1997), xvi.

9 Taylor, 197.

0 Taylor, xv. See Simon FritiWorld Music, Politics, and Social Changsl. Simon Frith and Peter Martin
(New York: Manchester University Press, 1989), 2.
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The “pervasiveness” of U.S. and U.K. musical idioms in world popular music
does not mean that popular smutraditions in other countries are simply caay
versions of popular music styles in the U.S. and the W#tead, the peoples of non
western cultures are active participants in this cultural exchange. Taylor explains, “Rather
than cultural imperiaéim simply wiping out indigenous musicking and indigenous
sounds, new popular musics are being made, old ones altered or maintained, sometimes
museumized and sometimes lost altogetfem’ order for a music tradition to survive, it
has to change. It musbitinually be restructured to meet the changing needs of the
community. Otherwise, it will no longer contain meaning for the community, and will
become moribund. Therefore the adoption of U.S. and U.K. musical stiingsa cut
and dried case of @sten hegemony wiping out cultural difference, but instead represents
a vital process in the creation of meaning in music: the process of change.

Two important ideas arise out of the power relations in popular music: First, there
is no denying that North Amiean and U.K. popular musics can be found throughout the
world, and that these musics hdad a tremendous impact on Aeastern popular
musics. This results in the formatiof a global music phenomeneibased on common
popular musicaesthetics. Secondgtause popular music is a global phenomenon, it is an
excellent musical form for exploring the expressioa gfobalcultural identity. It can
serve as a site where theories of cultural politics are raised, and theories of power
relations are challengedihis is especially significant for indigenous communities for
whom local expressions ofadtity in music most likely wersuppressed by a dominant

population. Popular music gives indigenous peoples access to power. It can serve as a

*1 Taylor, 197. Cultural imperialism an@pular music will be further addressed in Chapter 5.
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political vehicle forembracing musical traditiorend allowing them to resurfagath a
new construction and new political meanfAg.

Popular musitas created a global soundscapehich musicians and audiences
alike have access. The term soundscape, which was first deaccblacomposer Murray
Schafer inTuning of the Worldyas originally defined as “the sonic environment.
Technically, any portion of the sonic environment regarded as a field or Sfiityday
the term is more closely aligned with Arjun Aggjurai’s methods of forming perceptions
of the world.Appadurai’s five “scapes,” the finanscape, mediascape, ethnoscape,
technoscape, and ideoscajsdine the complex worlth which we live®* Music is
affected by each of thesgcapes, but can also be understood iovits-scape: the
soundscape. A particular soundscape has characteristics and meanings for specific
performers, listeners, and locations. It also centers on a time and space in which musical
events take place. Our soundscapes are constantly evolving fooraterthe new
musical sounds we encounter everycfay.

In the global posmmodern age, as we live and come to terms with difference, we
are coming to terms with a global soundscape. Soundscapes are changing, and yet
identity is still reflected in the musiend additionally, in the global soundscape musical
identity has the attention of a global audience. But how do we locate ourselves in the
music? How do we extract our identities from a global soundscape, in which no single

tradition is necessarily isolatdrom the rest of the world?

*2 Carolina Robertson, personal correspondence with the author, April 2003, University of Maryland,
College Park, Md.

3 R. Murray SchafefThe Tuning of the Worl(New York: Alfred A. Knopf, 1971), 274.

** Arjun Appadurai, “Disjuncture and Difference in the Global Cultural Econofyblic Culture2

(Spring 1990): 124, cited in Taylor, xv.

% Shelemay, 8.
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In effect, the very nature of musas described aboveakesmusical performance

an importantcontext for understanding the dichotoofyroots versus rootlessness.

Steven Feld explains, “Music is the most highly stylized o€ial forms, iconically linked

to the broader cultural production of local identity and indexically linked to contexts and
occasions of community participatiorf’ Musical performance not only creates an ideal
space for the creation and transmission ofdantity with a clealink to a specific social
spacejt is also an ideal site for unraveling the complexities of identities performed
without reference to a concrete social spasds very often the case in popular music
performanceSami musiciankavefound various solutions to the problem of locating
themselves in popular musis will be discussed below.

Popular music is inherently defined as a kind of music disseminated globally
through mass media. As such, can it also be a music that reptesahpmlitics and
ideologies, andsaPeter Manuel asks, “Does popular music rise from the people who
constitute its audience, or is it superimposed upon them from aB6VeRd decides
what popular music will sound like? If it is inseparable from the glohadic market,
then how can it be used to reflect “the aesthetic and ideological needs and aspirations of
the individual, ethnic group, or class*Manuel concludes that the power relations
within popular music are complex, and cannot be understood saag@lyeflection of the

values of those at the bottom, or at the top of any social hierarchy. One must consider the

%% Steven Feld, “From Schizophonia to Schismogenesis: On the Discourses and Commodification Practices
of ‘World Music’ and ‘World Beat,” inMusic Grooves: Essays and Dialogued. Steven Feld and
Charles Keil (Chicago: University of Chicago Press, 1994), 269.
; Peter ManuelPopular Music of the NoliVestern WorldOxford: Oxford University Press, 198®),
Manuel, 8.
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“musical and extranusical parameters” of any situation to determine who really has
hegemony over popular music expression.

Bennett presnts two contrasting views of the popular music industry and the
balanceof powerthat exists between the recording industry and the comisu He
argues;'...it is the stylistic or ideological appeal of performing artists and their music
that generates priofor the industry.®® Therefore, the recording industry musih some
level rely on the artists to produce the kind of product that is profitable, that appeals to
the tastes of the audiences. At the same time, “In the process of producing and marketing
pop, the music industry clearly imposes structures of meaning on particular genres and
sounds whichin turn serve to frame audience’s uses of popular méfsRethaps the
only universally understood characteristic of popular music is that it takes place on
contested territory.

Having presented the theoretical and ideological framework in mind | will now
move on to the central topics examined in this thasi€hapter 2 | provide the historical
framework necessary to examim@dern Sami popular music. Thieapter includes an
overview of Sami cultural history, and examines specific events in this history that have
directly affected the development of popular music and éSdani identity. | also
examine traditional Sami joik, and the aesthetics and socigidas ofthis music.in
Chapter 3 | move on to discuss a period of inten#eral mobilization in the1960s, 70s,
and 83, and the development of the Joik Renaissance. | examine specific popular music
artists who had a significant impact on the consimacind promotion of Sami identity.

Chapter 4 consists of several ethnographic stories, drawn from myenip@tiences

% Manuel, 12.
%0 Bennett, 41.
51 Bennett, 45.
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with Sami musi@and from the research conducted in 2004. These stories illuminate some
of the primary issues in the in the construttid Sami identity in popular music today.
Finally in Chapter 5 | examine specific problems that arise from these ethnographic
storiesand from the current literature on Sami music, in order to hypothesize about the
nature of Sami identity in the new mitleium. In particular | examine notions of
authenticity and strategic argssentialism, cultural appropriation, the problem of world

music, and generational differences in the perception of Sami popular music and identity.
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Chapter 2: SGmi Cultural and Mical History

An ancient joikor song cycle&Sadmeeatnan algoolbmuid bir(®f the Ancient
Inhabitants of Sapmifirst transcribed by Jacob Fjellman in 1830, trabesmythical
origins and early cultural development of the Sarhie song recounts threms in the
history of the Sami presented in a synopsis here:

...the first era begins when the ancestors of the Sami ‘discover’ their own

country, conquer the native population, and begin to learn important eulture

skills, beginning with the making of firén the second period, another people

arrive; these are related to the first, but represent a more advanced cultural level,

possessing such skills as the domestication of cattle; their lives are given meaning
by a system of religious beliefs and of shamanishis second people oppress the
first, but gradually become merged with them. The third era is ‘the Age of the

Kings;’ these rulers bring their own system of laws to Lapland, where previously

‘the law of man had been the law of nature,” and they demifatieg &ami that

they renounce their ‘foolish ways.’

This joik on the origins of the Sami people provides an excellent framework for
analyzing their cultural development, from their first arrival in Fennoscandia through
their colonization and forced asslation by the Norwegian, Swedish, Finnish, and
Russian nations. It also reveals that the Sami story closely mirrors the experience of
many indigenous peoethe first arrival, encounters with outsiders, colonization and
cultural assimilation (or annilaition, in many cases). Finally this joik demonstrates how,

throughout this history, music has played a major role in organizing Sami reality.

Early Sami History

The Samiformerly known as the Lapps, dtee European Union’s only
recognized indigenoyseople The ternt Lappg’ was a common word fahe Samicoined

by nonSami settlers and travelers. Today it is considered derogatory, and has ultimately

! Samuli Aikio, Ulla Aikio-Puoskari, and Johannes Helanddre Sami Culture in FinlantHelsinki: Lapin
Sivistysseura (Lapland Cultural Serie394), 13.
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been replaceby an internallyvalued descriptoderived from the Sami word for
themselvessabmela®r sapmelag The name is a cultural designation that distinguishes
the Sami from their Scandinavian neighbbrs

The employment of Sarderived vocabulary illuminates a primary discourse
surrounding indigenous politics: the right to s#dftermination. Nanmg is a vital part of
that right, so that when Sami terms for their people, their towns, and their homeland are
adopted by the hegemonic populations, the Sami are validated as a people. They are no
longer invisible, ignored, or the subjects of another [gedphey stand as their own
cultural group.

Estimates on the size of the Sami population range from 60,000 to 100,000
people, depending on the source of the dMast Sami researchers agree that
approximately 4€60,000 Sami live in the northern provinoeFinnmark in Norway, 15
20,000 in Sweden, 7,000 in Finland, and 2,000 in RAsEi@ir homeland is called
Sapmi or Samiland, arekpands across national borders throughout Redéda
Peninsula, northern Finland, Sweden, and Norvealextendssouthinto central
SwedenFigure 1 displays the Sami settlement areas and the major |angoags,

distinguished by shading

2 Pekka Aikio, Martti Linkola, HelvNuorgamPoutasuo, and Lassi Saressalo, “The Sami People in
Finland,” Cultural Minorities in Finland: An Overview Towards Cultural Polidgha Penttikdinen and

Veikko Anttonen, eds. (HelsinkiPublications of the Finnish National Commission for Unesco3go

1985), 51.

% The author will employ the spelling used in all current literature and research by Sami scholars, and which
most closely represents correct pronunciation.

* Elina Helander and Kaarina Kailo, eti&) Beginning, No End: The Sami Speak(Bgmonton: Canadian
Circumpolar Institute, University of Alberta, 1998), 17. Population statistics from Sami research tend to be
much higher than statistics from Scandinavian and other sources.

® Veli-Pekka LehtolaThe Sami PeopleTraditions in Transithn, trans. Linna Weber Millewille

(Aanaar (Inari), Finland: Kustanri®untsi, 2002), 10.
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Figure 1: Map of Sami Settlement Ar&as
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Sapmi is more commonly known as Laplahdt bday Sami and Scandinavian
scholars recogn&lLaplandasthe general area of northern Sdamiavia above the Arctic
Circle that includes both Sami and R8ami inhabitantsSapmi refes specifically to
Sami territory Finnish and Sami scholars also draw a distinction between Sami and
Laplanders: Laginders are Saror Finnish people who live in the province of Lapland.
Moreover,Sapmi is considered the homeland of the S&mdiincludeshe land, the
people, and the languagts geographidorders are based on traditional settlement areas
and languaggroups of the Sa&mand aresituated far north of the Arctic CircleThe

Sami municipalities of Finland, where | conducted most of my research, include

® “The Sami Homeland,An Introduction to the Sami Peop{leccessed November 2004), <http:/
www.itv.se/boreale/samieng.htm
" Helander and Kailo, 17.
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Enonteki6 (Eanodaf)Jnari (Anér), and Utsjoki (OhcejohkandSodankyla (Soadedgilli).
The entire Séi area of Finlands about 30,000 kfrin extent’

Figure 2: Finnish Provinces in Saghhi
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Sapmi is part of the circumpolar region, an area that includes all land above the
Arctic Circle and is characterizdyy permafrost-a condition in which the ground
continually remains below freezirgand by tundra and taigéne coniferous, boreal
forests found throughout the siloctic region. The tundra begins at the edge of the tree
line, or the northern limit of tree growth, and constitutes the environment irr¢hie, A
while the environment above the Arctic Circle but below the tree line representsthe sub
Arctic.™ These two ecological zones are quite different: according to anthropologists

Nelson Graburn and Stephen Strong, the tree line “represents an impodiagical and

8 Correspoding Sami terms for these regions follow in parentheses. Finnish names are indicated here first
because these are the Finnish municipalities recognized by the government. Unless otherwise indicated,
Sami place names will be used with corresponding natjaaé names in parenthesize.

° Aikio, Linkola, NuorgarmPoutasuo, and Saressalo, 46.

19 Ministry for Foreign Affairs of Finland, “The Sami Domicile Area in Finlandiftual Finland: Your

Window on Finlandnline (Accessed September 2004)ttg:/virtual.finland.fi>.

M Nelson H. H. Graburn and B. Stephen Stra@igzumpolar Peoples: An Anthropological Perspective
(Pacific Palisades, CA: Goodyear Publishing Company, 1973), 1
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cultural boundary dividing the tundra from the taigaSami have traditionally settled in
both the Arctic and the suérctic, and thus their subsistence patterns and other lifeways
have been quite varied.

The circumpolar region is defindxy an overall low natural production compared
to other parts of the world, a result of the harsh northern enviroritiiginis environment
has had an effect on the kind of music cultures that develop. Most circumpolar cultures
have not traditionally develodea variety of musical instruments. The natural
environment consists of few significant sources of raw materials for instruments, such as
wood, and subsistence methods have largely been based onreos®dic lifestyle, due
to the low natural productiois a result, cultures like the Sami, who practiced semi
nomadism in their early history, were unable to carry burdensome instruments from one
camp to the next, and have developed a musical repertory based almost exclusively on
vocals. Overall, the circumfar region can be musically defined by an emphasis on vocal
repertoires, partially as a result of the circumpolar environment.

Methods of Subsistence

The Sami have practiced a variety of subsistence methahsir history
depending upon their settlentemreas. The Sea Sami, who comprised the largest group of
Sami, lived on the shores of the Arctic Ocean and focused predominantly on fishing and
sea mammal hunting. Sami living further inland hunted in the forests, practiced small
scale farming, and condiged fresh water fishing. The Forest Sami, who dwelled in the
coniferous forest extending throughout central Scandinavia and into the Kola Peninsula,

practiced diverse methods of subsistence, including hunting and gathering, fishing, and

2 Graburn and Strong, 2.
13 Graburn and Strong, 2.
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by the 1600’s, reideer herding. Those Sami known as the Reindeer Sami are perhaps the
most weltknown group; they practiced wigeale reindeer herding through the end of
the 19" century in Eanodat (Enontekit), Giehtaruohtas (Kasivarsi), and Soabbat
(Sompio)** The Sami trasitioned to a wagbased economy around World War 1, and
today livelihoods are as varied in Sapmi as they are throughout the Nordic countries.
Social organization wasaditionallybased on thsiida, a type of Sami
community first defined by the ForeS&mi. Thesiidawas a village unit comprised of
several families, who would have exclusive rights to a particular area of landsileach
wasa migratory, but permanent utitat would only move within its strictly defined
borders:> With the adoption ofhe wagebased economy the siida unit was replaced by
individual households.
Arrival in the North
As of today, no single theory predominates regarding the origins of Sami culture.
The issue of Sami origins is highly contested, in part because of ttiegtlglcharged
debate over indigenous rights, and whether or not the Sami in fact can be considered
indigenous. Two theories, however, encapsulate the majority of scholarship on the issue
within the last few decades. The first theory isdzhon the bedf that bothSami and
Finnish peoples came frommcommon population or a pre8ami culture in the Baltic
area. According to this theory, the original distinction between the two groups was based
on subsistence patterns and cultural influences, and rgwraatics. The Finns were long
ago influenced by Ind&uropean or Germanic cultures and adopted many of their culture

patterns and lifeways, while Sami culture developed relatively separate from these

14 ehtola, The Sami Peop)d2. Previous paragraph from this source.
15 Lehtola, The Sami Peopl@6.
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influences™® A second theory is based on the same assomef a proteSami culture,
but argues that this culture originated with the Komsa culture, which was located in the
Kola Area from 7000 to 2500 B.C. Odd Mathis Haetta argues for this interpretation,
stating that Sami culture can be traced back to theddaralture from the Old Stone Age
(8,000-4,000 B.C.) This was followed by the Neolithic Period (41D B.C.) and the
Sami Iron Age (800 B.61100 A.D.)!’ Others estimate the Sami settled in Sapmi at the
end of the Ice Age, as early as 11,000 or 10,000%8he ancestors of the Sami
presumably moved into the region of Sapmi by following their game, the reindeer, along
the edge of the receding glacier at the end of the IcéAgest researchers agree that
the ancestors of the Sami arrived in the areas® than 2,000 years ago, and the culture
as we know it today developed within the region of S&3mi.

Language Groups

Linguists argue that the Sami and Finns must have constituted eSaiio
culture because their languages share so many qualities &fayand Finnish come
from the same language family of Finbgric, and Finnish is the closest neighbor of the
Sami language-the next closest language is Estonian. Researchers like Tuomas Magga,
director of Giellagas, the Sami Institute at the Universit@ulu, believe this is because
the Sami and Finns once spoke the same landtitjs.colleague and my advisor in
Finland, VeliPekka Lehtola, argues that they spoke a common language up to three or

4,000 years agti. When they separated as culture grotipsy also developed distinctive

' Helander and Kailo, 19.

7 0dd Mathis Heettalhe Sami: An Indigenous People of the Ardti&15.

18 | ehtola, The Sami Peopld,9.

9 Heetta, 11.

0 Heetta, 14.

2L Tuomas Magga, “@ami Culture” 2000 (?) (photocopy), University of Oulu, Finland, 3.
22 |ehtola, The Sami Peopld,1.
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languages. Sami did not evolve as a unified language, however; instead it separated into
distinct dialects by settlement region, and eventually into distinct languages. The two
main language groups in Sapmi are East SathMdest Sami. Western Sami languages
include South, Ume, Pite, Lule (with 3,000 speakers), and North (17,000, 2,000 in
Finland). Eastern Sami languages include Anar (Inar,58@), Skolt (650), Kildin
(650), Ter (unknown), and Akkala (dead language). 8lveehtola estimates that 50,000
people speak a Sami language, and North Sami is the dominant lafiydageich,
Sami literary publications, radio broadcasts, and the lyrics in most commercial releases of
Sami music are in the North Sami language. Tloeegfeoplewho speak a Sami
language other than North Sami must also learn the North Sami language. In fact, as of
1979 Norway, Sweden, and Finland had all adopted North Sami siatttkard written
Séami languagé

Indigenous Status

The debate over theigins of the Sami is contested in part because it directly
affects the indigenous status of the Sami. If the Sami and the Finnsdasex], part of the
same proteculture, can both cultures be considered indigenous? Scholars like Heetta
argue that the Sanare considered indigenous people because they were the first to settle
in SApmi® This argument is diféiult to dispute because Haetliatinguishes between
Sami homeland and Scandinaviaother words, hdemonstrates that the Sami have
indigenous statusot because they were the first to arrive in Scandinavia, but because

they were the first to arrive and settle in the area of presgnsapmi.

% _ehtola,The Sami Peopld,1. Previous information on languages comes from this source.

2 When authors included in this thesis refer to Sami languate isingular, they are referring to the
North Sami language, unless otherwise noted.

*® Heetta, 15.

33



Heetta also argues that Sami cultdexelopedn northern Fennoscandia: “The
Sami were definitely not immignas...Cultural evidence from the Stone and Iron Ages,
linguistic history, historical records of Roman historians and others, and evidence from
Icelandic sagas underline the fact that the Sami are indigenous p&ophe.’Sami did
not arrive in Sapmi as Santiut instead grew into their current state as a culture group
after they arrived. This does not, howe\address the situation of the Finns, who by all
accounts also developed as a culture group in Scandinavia.

By now it is clear thaa group’sindigenous status is controversial, highly
politicized, and often contested $pite of the contradictory arguments regarding Sami
indigenous status, most people in Scandinavia accept the Sami as an indigenous people,
and at the same time have accepted that Hrerao genetic differences that separate the
Finns and the Sdmi. One explanation for this discontinuity comes from the WCIP’s third
criterion for indigenous status: “those who live in an indigenous Watie Sami do not
necessarily have to prove they wéhre first to arrive in the area of Sapmi if they can
prove that their lifeways are accepted, internally and externally, as representative of
indigenous lifeways.

Sa&mi Music: The Joik

In its early history Sdmi musical expression was based solely on ktramtiion
called thguoi‘gan or joik?® The Sami verljuoigat translates a%o produce a musical

sound.® It applies to the genre, ttaet, and the sound produced. Jois originally

%% Heetta, 15.

%" Baiki online.

28 Joik is the Finnish word for this vocal tradition, but is more commonly used than the Sami term, and
more accurately reflés the pronunciation according to the standard notation of the International Phonetics
Alphabet. Joik may also appear as yoik or jojk.

? Richard Jone8amman, “Saami Music,” iGarland Encyclopedia of World Musiol. 8: Europe,ed.

Timothy Rice, James Pter, and Chris Goertzen (New York: Garland, 2000), 299.
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performed without instrumental accompaniment other than in shamanic rituals, and most
often by ®lo voice. When shamanism was still a dominant spiritual practice in Sdpmi the
joik, in combination with the shaman’s drum, also allowedstieman to obtain a trance
stateand communicate with the spirit world.

The most important social function of jagkthat it is a way of remembering. It
encapsulates its subject matter so that even if one cannot see what the joik is about, one
can experiencestsubjecthrough the music. Matts Ansberg, Israel Ruong, and Hakan
Unsgaard state in their large joik caliien calledJojk/Y oik “Yoiking at its best is an art
of recollection. When you yoik, you recall to mind something you have experienced. It is
not a question of something that has been learnt by heart more or less mechanically. You
are associated emotidhya often strongly and intensively, with what you yoik abotit.”

Joik Aesthetic¥

Joiking is comparable to yodeling, in that the singer delivers ornaments or grace
notes by flipping quicklyetween chest and head registea cutting fashion. The singer
usually emphasizes the ug of the throat and nasophagydoften sings at full volume,
creating a somewhat forced, nasal vocal timbre. The Sami recognize the distinctive sound
of joiking, and contrast it with a “Scandinavian way of singing,” cabetlt, a term
borrowed from Finnis early in Sami history arabplied to Finnish hymn singirig.

Joiking employs i extraordinaryocal aesthetic; once one has heard it, it is easy to

identify in any setting.

%0 Seija Somby“Saami Culture,'university lectures, (2001), University of Oulu, Finland.

31 Matts Arnsberg, Israel Ruong, and Hakan Unsgakmjét/Y oik(Stockholm: Sveriges Radios férlag, 1969,
39. This concept will be addressed further below.

32 The following description of Sami joik is limited to joik practices in the Scandinavian countries. The
author does not address music traditions of Russia’s Kola Sami here.

%3 Aikio, Aikio -Puoskari, and Helaed, 107.
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Traditional joik is based heavily on vocables, @amingfulsoundsin
combination with, or instead aineaningful words. Vocables are often misrepresented as
nonsense syllables or meaningless syllablesyddbles can convey meaning in much
the same way that lexically understood words can, and irateeaf joik, they serve an
equal or superior function than words in transmitting meaning. The most coBénan
vocables are monosyllabic and end in a vowel: no, na, loa, lai, vo and yo are a few
examples? These vocables are not arbitrary syllables, katead may convey meaning
only understood in an originabatext by a local Sami audienaa may convey a
meaning that halseen lost over time, andlated to words that are no longer a part of
Sami vocabulary. In fact, a joik may become lessoental, and may include more
vocables than when it was first performed. The vocables are not considered as substitutes
for the words, however, but are considered a fundamental part of joik.

Joik also has as a key aesthetic an emphasis on improvisation. Viieibeaf
ornaments or grace notes in performance illustrates this. A person will never sing a joik
in the exact same manner more than once. A joiker is not judged by his or her ability to
repeat, but by his or her ability to invoke the subject maitetime passegshe
performer will naturally find different ways of interpreting the subject matter.

Breath control in vocal delivery does not conform to textual or musical
phrasing®® A joiker will sing until he or she has run out of breath, breathe, amd th
continue singing as if there were no interruption in the performance. Thus the singer may
breathe in the middle of the joik cycle. This particulatlzegscis not common practice in

popular music today. As joikers haveorporatednstrumental accompanentinto their

34 JonesBamman, “Saami Music,” 299.
35 JonesBamman, “Saami Music,” 30801.
% Arnsberg, Ruong, and Unsgaard, 51.
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performances, they havad to conform to more standardized phrasing. Otherwise
instrumental phrasing would have to follow the breathing of the sidg&ers mayalso
find this aesthetisomewhat jarringnd difficult to understand coraped withother
vocal traditionsspecific to western classical and popular music traditionsrder to
conform to these global pop aesthetics, more standardized vocal phrasing may be
employed.

A final element of joik is a noticeable rise in the basiclplevel in vocal
delively. To musicians trained in theastern classical tradition thisay sound as if the
singer is losing his or her sense of pigefd drifting up to a higher pitch centbeut this
upward motion occurs with a steady rise, and is labelg intentional. It is a key
aesthetic of traditional joik, and varies from a subtle shift to a deliberately wide shift, so
that the ending basic pitch may be a fourth or fifth step higher than the starting basic
pitch3” Arnsberg, Ruong, and Unsgaardjgest this technique is associated with the
emotional delivery of joik. As the joiker's emotions build with the intensity of the song,
the pitch level goes higher and higher, corresponding to rising dyn&mics.

Mostjoiks are claracterized by a cyclical fm based omne or two simple
motifs. In a typical joik performance the singer presents a basic motif and repeats it over
and over util he or she has determined the joik is compledeying eaclcycleslightly

with ornamentation and variation in the vbles>°

37 Vilddas, a popular music group, explore this aesthetic on their latest aloum. While pitch level is typically
more standardized ipopular music, they have included a traditional joik on the album in which the singer,
Annukka Hirvasvuopio, purposefully slides up into a higher pitch center over the duration of the joik. See
Vilddas, “HirvasNiila luohti,” Vilddas,Wood Productions, @R 2000, compact Disc.

3 Arnsberg, Ruong, and Unsgaard, 53.

39 Arnsberg, Ruong, and Unsgaard, 51.
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Figure 3is a transcription of a joik performed by NAslak Valkeapaa (discussed

in Chapter 3) and Ailen Aiga Eliealled “Elle”*® Other than the fact that the joik is a
duet, it is characteristic of traditional joik. The transcription is basdti@vocal lines of
both singerdranscribed in concert C. Vocal inflections are marked by grace notes,
delineating approximate note valu&dides and dips the vocal line—common features
of joik that occuwhen the performer moves from one pitch ® tiext, especially in a
larger interval—are not notated hergocables are not notated because they vary with
each repetition of the cyclalthough western standard notation is not ideal for
transcribing the vocal aesthetics of joik, this transcripticgsdeveathe overall structure

of the joik, anddemonstratethe typical length of traditional joik.

“0 Nils-Aslak Valkeapaa, “Elle, The Magic of Sami JoilEinlandia Records 398221122, 1998, compact
disc.
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Figure3: Joik Transcription of “Elle”
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To summarize, several distinctive characteristics emerge as essential elements of
Sami traditional joik pdormance. As | will further argue below, these aesthetics are used
in any combination to invoke joik in popular music performanéeylinclude a
particularvocal timbre, vocal ornamentation, empkasi vocables, a cyclickddrm, and

improvisation.
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Although all Sami language groups have practiced joik, like these language
groups the joik developed in various forms from one region to the next. The most
prominent type of joik, as one might surmise from the prominence of the language, is the
North Sami joik,called thduohti. Musically it is characterized by a wide pitch range,
complex rhythmic patterns, and an overall “triadic orientation.” In addition, vocal
delivery often includes “disjunct melodic motion,” in the form of large leaps in the
melodic line** The South Sami joik, which is only performed in a few locations today, is
called theoruvuolle,and is characterized by a narrower range than the North Sami joik,
more gliding notes, and less complex rhythmic patterns, most often based on duple and
triple meters. The greatest difference in joik styles can be found between North and East
Sami joiks. The Skolt Sami, located in Finland near the Anér (Inari) region, were
originally located on the Russian side of Sapmi and have brought with them influences
from Russians and the Kola Sami of the Kola Peninsula. Skolt S&mi call their vocal
tradition theleu'dd, and it is different from joik in that most of the songs are epic in
length and subject matter. North and South Sami also maintain epic joiks, but these are
not typical of the genres. A characteristic Skeltdd can last half an hour, while most
joiks are no longer than a few minutes in duration, and many last less than a minute.
Leu'ddsalso have a more fixed structure and lyrics, leaving little room for
improvisation® The Skolt Sami constitute a very small percentage of the Sami
population, and thus toddgu’'dd performers are extraordinarily rare. Therefore the genre
was not seen to reflect a broader4@&mi vocal expression, and has only recently

achiewed a broader audience through popular music. The North Sami joik, as the

41 JonesBamman, “Saami Music,” 301. Previous staents come from this source.
42 Aikio, Aikio -Puoskari, and Helander, 107. Previous information ofdtemomes from this source.
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dominant genre, easily became a symbol of culture during th€4@anmovement of the
1970s and 80s because it was the most widely known and practiced.

Functions of Traditional Joik

Classifying joik aesthetics will aid in understanding contemporary Sami
performance and in identifying those characteristics of joik present in popular fusic.
most important feature of joik is not how it sounds, however, but what it is able to
transmi. The function of joik, in the past and today, is to invoke a person, anima, pla
or experience. Joik is sumg an act of remembegnWhen someone joiks a perstie
or she is not just reminiscing about that person, but is, in effect, bringingetisahpnto
being through the joik. The joik becomes a “tangible and interpretable configuration” of
that persort? Joiking is an act of remembering because it allows the joiker and his or her
audience to commune with the subject matter for the duratidre gbik. Richard Jones
Bamman states, “In such a manner, family and friends (not to mention animals and
places) are perceived to remain viable as individuals, as long as they joik them into
existence whenever feeling inspired to do ¥&imilarly Hugh Beah says, “By
conceptualizing in sound the characteristics of a person, animal, or place, the joiker could
feel himself close to his object, he could ‘remember*it.”

Joiking involves a number of topics, including people, animals, nature, landscapes
ard lardmarks, and special eventgwever, the most common kind of joik is the
personal joik, which is sung in honor of a perSbRersonal joiks are a sign afgtige in

the community People with a high social status might even have multiple joiks

43 JonesBamman, “Saami Music,” 302.
4 JonesBamman, “Saami Music,” 302.
> Hugh Beach, “The Saami of Lapland;he Minority Rghts Group55, (1988): 13.
¢ JonesBamman, “Saami Music,” 302.
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performed i their honot* It is rare for one to joik oneself, however, because the purpose
of a personal joik is usually to praise or criticize the actions and character of another
personln this way joiks servéhe social function of identifying people within the
community, and propagating thgsersonatharcteristics valued in Sami society

Finally personal joiks aralsoa way of remembering people who have left or have
passed away, and are often written after the person is'bahtola states, “Yoik is said

to remove distance: the friend who is gone is brought back through &'yai&.is the

case in all joiks, the personal joik does not describe the person, but is sung in the
transitive or active form. In other words, if a singer sings a personal joik,dne os

joiking that person; not joikingboutthat person.

Text in joik, which is often minimal, is also often allusive, and mesafygeststs
subject matter, rather than describing it in detail; with a single word a joiker can paint a
complex pictureArnsberg, Ruong, and Unsgaard note, for example, “A yoik to a
mountain alludes not only to the mountain itself but also to the reindeer that graze or have
grazed upon it and the people who have or have had it for their paStiires’
characteristic higlights a primary feature of the genre: the text comes secondary to the
melody and rhythm; and words that are used may be used in an enigmatic way, so that
they only provide hints to the meaning of the joik, and are not clearly applied to the
subject matteat hand®* Therefore, it is up to other features of the performance to convey

the message; and it is also up to the audience to be knowledgeable enough to figure it out.

“ Aikio, Aikio -Puoskari, and Helander, 108.
“8 Arnsberg, Ruong, and Unsgaard, 23.
“9Lehtola,The Sami Peopld,06.

0 Arnsberg, Ruong, and Unsgaard, 25.

*! JonesBamman, “Saami Music,” 300.
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In my research this summer | interviewed Finnish ethnomusicologist and
musician Markalouste who spoke at length about the social function of joik, and how it
has changed over the years. He said the main objective for joiking was not to create
entertaining music, but was a means of communicating something; and at some level, this
is still true today. He implied that the reason there are so few words in joik is because the
joik does not just describe its subject; it provides “little hints” to the meaning, and those
people who are familiar with the subject matter will understafte said thait is
similar to when one goes to see a movie, and one can talk about some little joke in the
movie with others without giving away the entire plot. People who have seen the movie
will understand. The same is true®dmi who listen to joik. Jouste saidyhen audience
and joikers share the same experience and memory it's easy to communicate with really
little clues.®®

Thomas Maschio describes a similar characteristic, which he calls “allusive”
lyrics, in mourning songs of the Rauto in Southwestern NetaiBr* In this tradition,
calledserpouasingers employ “poetic representations” or “composite metaphors” to
allude to a specific subject matter and to the feelings associated with that mefmey.
result Maschio sayssérpouado not simply reiteratthe social scenarios during which
specific emotions are usually experienedtereby simply reproducing emotions
associated with these scenarios. It would be more accurate to say, as | do here, that the

songs reflectively create a megmotion for, and a mathought about the character of

2 Marko Jouste, interview with the author, 15 June 2004, University of Tampere, Tampere, Finland.

>3 Jouste, interview. Previous paragraph comes from this source.

** Thomas Maschio, “To Remember the Faces of the Dead: Mourning and the Full Sadness ofiMemory
Southwestern New BritainEthos4 (1992): 400.

°> Maschio, 389.
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death and loss>® At the same time that they allude to situations in which people grieve,
the singers also allude to culturally agregmbn ruleon how to deal with deaf.The
allusive lyrics of the joik, in combinationith the characteristics of vocal delivery, are
quite like theserpouajn that the combination of only a few words and vocables can
encode the true character of a person or other subject matter, as well as rules governing
social behavior.

A joiker can cavey a “metahought” in a performance tha meant only for
Sami earsGaski recognizes the importance of these allusive lyrics in creating an
exclusive experience for Sami people, however. He says, “these double layers of
communication have both the d@ad intention that a Sami should be able to understand
more than a neSami.”™® As a result, joiks have “[an] exclusive and, to some extent,
excluding ability as a communicative forn?.¥While they may serve as entertainment for
non-Sami listeners, thesesteners are excluded from the underlying meaning that is
communicated through joik.

Contexts for S&mi Musical Performance

Before the development of concert performances in Sapmi joik performance was
open to anyone, and was often performed by an individhah he or she was alone,
during daily activities. As a result joik performance was open to anyone. Joik was not
transmitted through formal education or apprenticeships, nor was it ever transmitted in
any written form. Instead, people learned to joikibiehing to others. Family joiks were

passed down from generation to generation, and the more skilled joikers would teach

*5 Maschio, 389.

>" Maschio, 413.

8 Harald GaskiSami Culture in a New Era: The Neegian Sami Experiend&arasjok Norway Davvi
Girjji OS, 1997), 211.

% Gaski, 211.
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their friends and neighbors their favorite joiks. Now that recorded joiks are available,
most of today’s artists learn to joik by ksting to old recording®.

Before active conversions by Christian missionaries began in Sapmi, Sami
practiced a form of circumpolar shamanism that centered upon animistic beliefs and a
spiritual leader within eac$iida or community. These beliefeflectal an adaptation to
the northern environment, and revolved around the seasonal yirle3ami
shamanism, thehysical and spiritual world wabridged” by thenoaidi, or shaman,
whose activities correlated with crises within the villages, such as ilbnéamine. The
noaidi usually a manywas able to commune with and travel to the spirit wanhd]
served many functions in the communitie healed the sick and injured, rid the village
of predatorsprophesied about the futureof the community, and eadwsuccessful
hunts®® When necessary thmaidi would travel to the spirit world through trance,
always induced by the sound of joiking and the shaman’s drum. As he entered the trance
he himself would joik and play the drum; but once he was in the spiritlwther
participants in the ritual would begin joiking, in order to remindribaidi of the human
world, so that he would not get I§&tThenoaidi would also joik to help heal the sick and
to prophesy

Ideally, eaclsiidahad within its community shaman. When th&idawould
break up into smaller unitccording to the seasqrteenoaiditravekedbetween the

various units. In his absence, heads of household assumed various shamanic functions

%0 JonesBamman“Saami Music,” 304.
®1 ehtola,The Sami Peopl@8.

%2 JonesBamman, “Saami Music,” 304.
83 JonesBamman, “Saami Music,” 304.
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including joiking and playing the drumeach household ually kept a drum for
divinatory purposes, although no one traveled to the spirit world other thanatu **

While the Christian church becaragresence in Sapmi as early as tHe 13
century, active and forced conversions took place mostly in tharid 18' centuries.
During this period shamanism was almost completely replaced by various denominations
of Christianity, particularly Lutheranism.

Jouste says that today thst important season forusical performance
Sapmi isduring Easter. For fave wed period there ar@as many as one hundred Sami
musicevents at several festivalbhe Sami adopted the Easter festival, and most other
Christian traditions when they converted to Christianity, and Easter observances are quite
similar to traditionalChristian festivals. Easter coincided with Market at the Arctic Coast
when Sami communities and Scandinavians would gather to trade, and was one of the
few times of the year that large numbers of Sami came together. Therefore, most young
people were marrgeat Easter, when everyone could radteAll of the couples were
married together at the church on Easter Sufiti@ig.this day many Sami couples are
still married at Easter, and most musical events continue to take place during Easter,
bringing together S&i communities around the same events they have been celebrating
for centuries.

In the past the joik constructed a sense of community, bringing together those
who performed and listened to it. A personal joik was much like a naming ceremony; it
gave the prson who was being joiked a sense of identity and place in the community,

which was validated by the audience who heard it performed.-Bamesan describes

64 JonesBamman, “Saami Music,” 304.
% Heetta, 41.
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this relationship: “It is within the interpretive collective that an individual achieves full
recaynition-develops a concrete Saami identégd the personal joik makes this
transformation possibl€® The joik, then, in its earliest manifestations was an important
part of the construction and transmission of individual identity and strengthened a sense
of solidarity within the community. It was not until S&mi artists of the 1960s, 70s and 80s
combined the joik with global popular musitoms thatthe joik took on meaning as a
symbol of parSami identity.

Sustained Cultural Contact

Unlike some circumplar peoples thatave been isolated from outside cultures
for much of their development, the Sami have had sustained cultural contact with
outsiders for more than two millennia, essentially as lortheghave been a distinct
culture group’’ NelsonGrabun andStepherStrong identify three mab of cultural
contact: uring the prehistoric period the Sami inhabited the same territories with non
Sami, even in the northnmost parts of SapnBami engaged in trade with r@ami
throughout their history, andhdured a lengthy period of tax@n by the Nordic states,
thatwould send tax collectors into Sami settlementsateaollect their debts. Finally,
for most of their history the Sami have shared in the technological developments of the
non-Sami, and thifias continued through the present tfay.

Between the first and eleventarturies the Sami participated in fur trades with
nortSami, and eventually came to rely heavily on these trades for their livelihood. Prior
to the fur trade most Sami practiced vagdorms of hunting and gatfireg according to

the seasons. Thelld reindeer was always an important game animal. As a result of

€ JonesBamman, “Saami Music,” 303.
7 Graburn and Strong, 25.
% Graburn and Bong, 25.
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trades with Scandinavians and other European merchants, and to meet the needs of large
scale taxation, it became the main @i subsistence patterns during this period.
Largescale nomadic reindeer herding became necessary from the 1500’s, as wild
game was depleted by the fur trade. The fur trade affected the social organization of
Sami, not only by leading to the dissolutioithesiidasystem, but also by emphasizing
“private ownership and private enterpri$é The popularity of reindeer herding during
this period alsodd to broad generalizationshioth social and official capacities about
Sami lifeways: from the 1600’®fward, Sami livelihood waassociated only with
reindeer herding, despite the short history of$athleseminomadic herding and the
large number of Sdmi who did not practice it.
The development of semobmadic herding had a direct impacttbe joik
tradition Herders followed the natural migratory path of the reindeerwand therefore
alone in naturéor weeks at a time. In order to keep themselves company, and to protect
their herd and ward off animals and evil spirits, the herders would praptcgéaneous
joiking.”
Religious Assimilation
In the 1700’s the churches of the Scandinavian countries established a network of
catechists who served as traveling teachers, and who were often members of the local
Sami community. Their educational goalsumally included religious educatidh.
Catechists traveled to villages and stayed for about two weeks, teaching the children and

helping out with household chores. They were paid by the states, which trained the

% Lehtola,The Sami Peopl&@6.
9 Jouste, interview.
" Lehtola, The Sami Peopl&4.
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catechists to promote literacy and to “sprétae message of Christianit{?"Through this
system the Church and State could achieve their assimilatimaikst for the Sami: The
Church sought tolzistianize the Sami, and the State believed the Sami should adopt the
agricultural practices of the slets. Both belief systems were transmitted through the
catechists. The catechists and other missionaries were so successful, that by the 1800’s
thenoaidi had disappeared from spiritual practices, and was altogether replaced by
Christian seers and healevio did not travel to the spirit worfd.

Lehtola says of this period @hristianization“The intent of Christian priests
seems to have been the complete destruction of the old-wevld not just the shamanic
practices. Besides the traditions firmiyked to shamanism, the church judged many
other unfamiliar customs to be heathen, such as the secular yoik tradition...Because
conversion was a matter of replacing the complete woed, it probably, despite force,
was nowhere near complete in a few desatf The goal of the Church and State in
promoting Christianity and wiping out shamanism had as much to do with their economic
goals for the regionto convert reindeer herders and hunters and gatherers into
agriculturalists—as it had to do with Sami spinglity. Altering a people’s entire
worldview is a difficult undertaking however, and some elements of old customs were
preserved, despite religious persecution. For example, many Sami retained shaman drums
for many yearsnd continued to play and joik gecret. h Anar (Inari) S@mbrought
offerings usually taken tsieidis naturafformer sites of worship such as prominent rocks

or fells on the landscapes, to the church insf2émladdition thevocal aesthetics of joik

2 |_ehtola,The Sami Peopl@4.
3 Lehtola,The Sami Peopl&9.
" Lehtola,The Sami Peopl&8.
> Lehtola, The Sami People28.
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were carried into hymn singing, fitat Sami hymn performance, to this day, is quite

different from Scandinavian performance of the same hyfiRsis is evidenced in the

fact that the Sami themselves distinguish between the Sami way of singing hymns and the
Scandinavian waylgvlut).

Despte the consensus between the Church and State regarding religious and
cultural assimilation, religious conversions cannot be solely credited to their endeavors;
insteadassimilation is in part due the work of one man, Lars Levi Laestadius, and to
the sulsequent Laestadian movement. Leestadius was the third generation ofri.uther
ministers in SapmHe was born in Ume Sapmi inghern Swedish Sadpmi to a Sami
mother from Bihtan (Pited). As an adult, Laestadius blended together elements of Sami
cultures, suclas the four Sdmi languages in which he was fluent, as well as supernatural
figures from S&mi spiritual practicegith Christian spiritual practices. He conducted
extensive research on Sami spirituality, and used the knowledge he gleaned to attack the
“old ways” in his teaching§. As a Christian leader and a Sami, Laestadftexctively
criticized the Sami worldview because he understood it. His activities were exceptionally
successful; to this day many Sami are still practicing Leestatfians.

Leestadianism had great impact othe performance of joiks. In fact, joiks were
the central cultural expression attacked by LaestddiMsany Sami today still view
joiking as a sif® As Lehtola argues, “The yoik has always been one of the cornerstones

of Sami identity, astrong expression of Sami distinctness...It is no wonder that, in its

8 Aage Solbakk, edfhe Sani People(Karasjok Norway Sami Instituhtta and Dawvi Girji O.S., 1990
169. For a recent recording of SGmi hymn singing see Wimmstisict: Solo JoikNorth Side 6078, 2004,
compact disclt includes six recordings of Sami hymns.

" Lehtola,The SamPeople 38.

'8 | sestadians are also an important religious minority among Finns.

9 Lehtola, The Sami Peopld,06.

8 Lehtola, interview with the author, 25 May 2004, University of Oulu, Oulu, Finland.
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attempt to break down the Samiibékystem and worldiew, the urch attacked
yoiking.”®! Joiking was like a cultural boundary separating Sami from3démi; if it

were eliminated, thetine division between the two groups was blurred, and assimilation
would become a real possibilitysestadius and his followers successfully alienated
joikers from the 18 century forwarg which subsequently led to a decline in the practice
of joik.

In the 196@ when Arnsberg, Ruong, and Unsgaard set out to make a collection of
joiks they encountered many Sami who were also Leestadians and condemned the
practice of joiking; but they also encountered Sami Laestadians who practiced joik in
secret. They met omaan in their journeys through Swedish Sapmi who refused to
perform when he heard there was a chance the joiks would be broadcast. He said he was a
strict Leestadian, and would have been willing to do it “for scientific purposes,” if his
joiks were not madpublic®? Evidenced in this encounter is the fact that, despite the
absorption of Laestadius’s teachings regarding the joik, this indigenous maisiicg
survived underground. Additionally, hymn singing in Sdmi Laestadian parshas
other denominationspaintained many of the aesthetics of the Sami joik, even as the
actual tradition was condemned by worshippérs.

Nationalist Movements and Cultural Assimilation

Nationalist movements in the "t @entury, first implemented by Norway and then
copied by Sweeh, Finland, and Russia, greatly affected Sami rightssiiti@system
was dissolved, and a Nordic municipal government was adopted in Sapmi. Large

numbers of Sami agbted an agricultural economy, andmy Samj motivated by tax

81| ehtola,The Sami Peopld,06.
82 Arnsberg, Ruong,ral Unsgaard, 97.
% Solbakk, 169.
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reductions promised to amiists, and coinciding with the depletion of wild reindeer and
fish, actually became colonists, thus legally abandoninig tiles as Samf*
Government policies applied to Sami culture were based in Darwinism and the
Nationalist movements of the " @ertury, and the belief in the cultural superiority of
Europeans. The Nordic governments believed that assimilation was the best solution for
so-called “lower” culturesvhich would benefit from national societal valuBs.

A few significant events from Norwagxemplify the actions taken under
nationalist movements: In 1851 the Crown mandated that all education in Sdmi schools
would be conducted in the Norwegian language. In 1864 the Crown decreed that only
people who could read and speak Norwegian had thetagiwn land. In 1898 the Sami
language was forbidden altogether in schools. Finally in 1902, “the use of interpreters
[was] forbidden in administrative institution®”

The Boardinghouse System

One of the most profoundly traumatic movements for many Séogle, and an
extension of the idea that assimilation was best for the Sami, was the boardinghouse
system instituted in all three Scandinavian countries, beginning with Norway in the first
half of the twentieth century. The public objective of this sysie® to overcome the
problem of absenteeism resulting from the long distances between homes and schools in
Sapmi; but the underlying objective was to assimilate the Sami into the majority

culture®” Lehtola claims, “While attending schools run by the majaiiciety and taught

8 |ehtola,The Sami Peopld2.

8 ehtola,The Sami Peopld4 45.
8 Lehtola, The Sami Peopld4.

¥ Heetta, 44.
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in a foreign language, Sami adopt the values of the Nordic countries and often become
estranged from their own backgrourfd.”

After World War 1l the catechist system was officially abandoned, and Sami
living in remote regions were fagd to send their children to cealtschools. Thus, the
boardindiouse system was establisiié@he children were separated from their families
and local communities and placed in schools where they were forced to adopt the
language and practices of the oréy population of each Nordic country. By far the
boarding schoslbecame the most successhdans ofssimilation.

While the boardinghouse system was shiged, it sewved to exacerbate the poor
selfimage of Sami people and created an entire geoeréater known as the
“boardinghouse generatidrwho were taught to dpise and deny their own cultural
identity.

The Sami after World War 1l

World War Il brought drastic cultural and economic changes to Sapmi, just as in
the rest of Europand @ughtbetween the dominant world powers, the Sdmi were forced
to serve in the war in their respective nations, which meant that often Sami were pitted
against other Sami. In addition much of Sapmi was evacuated during the war, leading to
prolonged displacemenatmong the Sadmi and Laplanders. Much of Sapmi was under
German occupation during the war, and many towns and roadways were destroyed during
their retreat at the end of the war.

Snowmobiles were a technological innovation of the postwar era, and had a

tremendous impact on every facet of Sami life. In his excellent study cdtled

8 |_ehtola,The Sami Peopl&7.
8 Lehtola, The Sami Peopl&3.
% Lehtola, The Sami Peopl&2. Previousnformation on World War Il comes from this source.
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Snowmobile RevolutioRertti Pelto examines how the introduction of the snowmobile
aided herders in keeping track of the herds by allowing the herders to travel long
distances ira shorter period of time. The first snowmobile arrived inndapa Canada
in the early 1966°* In 1963 there were sixty snowmobiles in the northern herding
districts of Finland, and by 1966 and 1967 there were 335 snowmdblleday nearly
every Sami rndeer herder uses the snowmobile. Although Pelto agrees that thi
innovation positively influencethe local economy, he argusit it also negatively
influencedsocial organizion by encouragingccial stratification and creating a schism
between commity members based on economic success, and increz&mng
dependencen outside energy resources. Reindeer were also affected by the machines.
The loud snowmobiles frighted the animals thereby inhibiting reproductiand
animals were often injured lilge snowmobiles, and the birth rate declined as the death
rate increaset’

The snowmobile greatly affected the joik tradition as well. In our interview,
Marko Jouste said that in the 135®any people still practiced joik, but the 19686,
when the snowmbile arrived fewer people were joiking” Originally herders had to
travel many weeks alone with their herds, following theitural migratory routes on
skis A primary among theeindeer Sami before the snowmobile et performing joik
would protectthe herds from wolves arather predators. It also helped the hergass

the time alone in the wilderness. It was a waytliem to keep themselves compaand

L Pelto, Pertti JThe Snowmobile Revolution: Technology and Social Change in the fvgiclo Park.
Ca.: Cummings Publishing Company, 1973), 67.

%2 pelto, 72.

% Pelto, preface.

% Jouste, interview.
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much like joiking in shamanic ritual, it was a way for the herders to remember where
they bebnged, and to where they should return.

By traveling by snowmobile, Sdmi were able to keep track of the herd without
having to stay with them at all times. They could visit the herd and quickly return home,
whereas before thegyrneyhome would have takdéno long. Therefore, herdespent
much less time alone andspent less time entertaining themselves with joik. Before the
introduction of the snowmobilderding familiesvould also come together for weeks at a
time around the reindeer herds, for examplha reindeer roundps, because many
people were needed to control the herd. Whendldyered they ofterjoiled and told
storiesto entertain each othefrhe joik was an essential element of these social functions,
and when the people no longexrededo gatheiin this way,joiking was not as
common®

The period followingNorld War Il marked a new era for the S&mi, coinciding
with a period of cultural and economic change in Norway, Sweden, Finland, and Russia.
Before the war the Sami did not recognizsense of cultural identity that encompassed
all S&mi peoples. Sami simply did not communicate with each other across far distances,
and thus understood community only on a tangible, local level, and not on a more
abstract, national level. Therefore, ta@vas no concept of Sapmi as a unified terrifory.
This changed in the ges following World War Il, theesult of a new awareness of Sami

rights as an indigenous people.

% Jouste, interview.
% Harald Eidheim“Ethno-Political Development aong the Sami after World War’lISami Culture in a
New Era:The Norwegian Sami Experien@éarasjohka (Karasjok), Norway: DevGirjji OS, 1997), 29.
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Shifting Perceptions of Identity

The Sami of the postwar era ultimately saw theettjoment of a pasami
identity. Drastic changes to their culture resulting from war datiaa and new
technologies, as well ancounters with new refugees led to themganization of
Sapmi; a regionalized understanding of identity was largely reglag a broader
collective identity.

A sense of collectivaentity resulted fronseveral components of pesar life:
As villages within Sapmi adopted a more standardized economic system and came into
contact with S&mi refugees from other parts of Satiray began to recognize the-far
reaching territory of Sapmi, and understood they shared a similar culture. They also
began to recognize that they shared a common history of cultural oppression, not only
with Sami from other regions, but also with indigesg@eoples throughout the world.
Harald Eidheim remarks thdte Sami “developed strong bonds of solidarity with
indigenous populations of other parts of the world and have, in a more general
perspective, positioned themselves as a people, as a natiohiméacultural global
space.?” The Sambegan to identify with not only a p&ami society, but with a global
indigenous community as well.

As communities began to recognize the langgjion of Sdpmi, thegdopeda
new worldview that included a broadsense of identity. Eidheim summarizes the
cultural developments of the postwar sugcinctly “It goes without saying that these
general developments in education and knowledge, and in welfare and consumption,
combined with the increasing identificatiof the Sami with the notion of being an

‘indigenous people’ marked a discernible shift in lifestyles and in notions of what it

9 Eidheim, 30.
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meant to be Sami. Analytically speaking, we may say that people came to handle a larger
and larger repertory of new and straisggn material, something whiclad the effect of

intensifyingthe discourse concerning what it meant to be a S&mi.”

%8 Eidheim, 41.
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Chapter 3: Cultural Mobilization and the Rise of Sami Popular Music

Reconstructing ldentity

The broad acceptance of a gaami identiy was due in part to the careful
strategizing of a S&mi politicalite that emerged in the 195&nd created the Sami
Movement, a#t is now known. Acording to Eidheimthese eliteSbegan to build up an
organized and unifying ethruolitical people’s mvement: Their participation in Nordic
politics, and their carefully crafted constructions of a broadlyed Sami identity were
crucial to the demarginalizatiorof the Sami people. By the 19%68ami who were raised
in the boardinghouses, and those wlhasenstill a part of that system, began to recognize
its detrimental affect on their own culture. In order to reconcile their situation the Sami
found it politically and emotionally valuable to adopt a4&mi identity; but in order for
this identity to beaccepted it had to replacestmore localized, villagbased sense of
identity. Lehtola believes that Sami adapted to this identity at varying times and to
varying dgrees throughout Sapmi, bilie debate over Sami identity climaxed during the
Alta Conflict around 1980 and 1981, addressed further b&ksithis time, Sami
political leaders became aware of their need to assert a united Sami identity to a global
audience, and to assume control of their own lives, land, and representation. What these
political actors—consisting of cultural activists from all levels of Sami society and
including many Sami musiciarswere able to accomplish, was the creation of what

Eidheim calls, “[a] paradigm for Sami selhderstanding,” which required “the

! Eidheim, 32.
2 Lehtola, The Sami Peopl&7.
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recodification ofSami history, culture, and distinctivenedsri other words, if the Sami
were to successfully reclaim their space in reality they would have to rewrite their story
in a way that would emphasize those cultural characteristics distinguishable from the
majoiity populations, and would demphasize their victimization.

Human Rights Politics

A positive outcome of the global atrocities of World War Il was an intemati
awakening to the need for humaghts policies, ané@specially regardinmndigenous,
refugee, and ethnic minorities. As a result preliminary transnational dialogues
commencedegarding the rights of ingenous peoples, andliowing the waythe U.N.
added a section to its Charter, “securing serious attention for the priority of aboriginal
peopes’ rights.”

Sami youth in the 1980 who were the first boardinghouse generatigre the
first to participate in a paBami movement, and “the worldwide awakening of minorities
defending their rights,” which served as the backdrop for their efo8&mi musicians
were at the forefront of this battle for representation, and they ignited what would
historically be known as the Joik Renaissance. During this period, musicians played an
active role in bringing Sami rights to the attention of Nordihaxities and an
international audience of people concerned with indigenous rights. They were political
activists and cultural ambassadors, and they were the first generation of Sdmi musicians
to proudly perform joik as a symbol of Sami identity, and teas the global music
market—and in turn, a global audienedy inserting the joik into popular music. Their

actions as cultural ambassadors brought attention to the Sami struggle over land rights,

® Eidheim, 32.
* Lehtola, The Sami Peopl&8.
® Lehtola, The Sami Peopl&0.
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which culminated in a battle over a damming project trsding over a decade, known as
the Alta Conflict.

The Alta Conflict

Perhaps the most globally significant event in Sami history, and certainly the first
event that brought the Sami to the center of the global debate on humanwighthe
Alta Conflict a tenyear struggle in which the Sami protested the building of a
hydroelectric dam in Norway that would flood a Sami village and vital reindeer grazing
areas. Before the Alta Conflict the Sami had just begun to thiteknims of a pagami
identity, butthrough this experience they became united, as never before. Spread over a
vast territory in four countries, they were undepresentedt the mercy ofour
distinctive national powers; but united as a single, separate people, they were able to
change th nature of national policies regarding the Sami and raise awareness about the
plight of indigenous peoples everywhere.

Dam constructioiin Sapmi dates back to the 183@nd i proponents have
always met resistance froB&mi communitie& Resistance tdamming projects can
partially be explained by the damage they cause to the Arctic environment. Dams are
harmful to the delicate ecology of lakes and rivers and often flood large areas of land.
There is a deeper significance to dam construction for thé 8amever. Damming
construction projects are controlled by the State@tatesponsored entrepreneurs; in
other wordsputsiders enter into Sami territory and make use of Sami lands because they
believe this will most greatly benefit the greater nataond the Sdmi have no say in this
matter.Damming constructions directly violate an indigenous commursgfiis

determination and land rightsassues that are at the heart of the struggle for indigenous

® Lehtola, The Sami Peoplé&l.
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status and rights to cultural independence. The Sdiavbdahey have the right to use
their land as they see fit, and damming projects irreversibly violate that right.

The largest Sami demonstration against a damming ptoj@cplacein Norway
beginning in the 19®and lasting twelve years when the Negman crown proposed a
dam in the Altd&Guovdageaidnu (Alt&autokeino) River system. The “immediate issue”
for the S&mi was the right to seléterminatiorconcerningheir lands; but the Conflict
also sparked pitical action throughout Sapmi arde strggle for Sdmi recognition in
the Norwegian Constitution, andtimatelyled to the establishment afdemocratically
elected Sami political body. In addition, t@enflict received international news
coverage because of confrontations between demonstaatbsolice, and “the violence
used by officials against the aboriginal population opened the eyes of many-people

especially young peopleand awakened the Sami identity of many.”

’ Lehtola, The Sami Peoplé&1.
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Figure 4 Map of AltdGuovdageaidnu (Alt&autokeino) River Systefn
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Plans for the Altd dam began in 1968 when the Norwegian state energy company
proposed creating an artificial lake that would flood the Sami village of KMasi).
Sami protests delayedmstruction throughout the 195,0and in 1979 demonstrators set
up a pemanent camp at the proposed construction site in the village of Stilla. When plans
moved forward in December 1980 demonstrators chained themselves together, blocking
the bulldozers. In January 1981 police, under the order of Prime Minister Oddvar Nordii
ard by a vote in Alta in favor of state intervention, cleared the camp. The event received

international attention because of the large number of police officers (six hundred) that

8 “Kautokeino, Finnmark, NO,Mapques{Accessed Septemb2004),< http://www.mapquest.com This
map displays the river system on which the dam would be constructed, as well as the village of Maze
(Masi), which was originally to be flooded.
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were called in to arrest a relatively small number of demonstrators (arlewed e
hundred)’

Ultimately S&mi demonstrations did not successfully block the dam'’s
construction, and in 1987 a new power station was set into operation. Authorities claimed
the dam would flood pastures of 21 head of reindeefobatving constructiord,000
head of reindeer were lost, and as many as 25,000 were affected by the loss of grazing
pastures? In 1990 Prime Minister Brundtland publicly admitted that “the electricity [the
dam] had produced had not had much economic significahce.”

Adoption ofNationalist Symbols

Eidheim calls the Alta Conflict a “medaappening,” in which, for the first time,
Sapmi appeared on the global map and the Sami people, their history, their struggles, and
their rights as an indigenous people received internatiowesitiam* Although the Sami
lost the battle against the datineydid incur official status as an indigenous minority in
Norway, which led to the establishment of official institutions dedicated to Sami cultural
heritage and rights

A panSami identity ale developed and wasflected in the creation of national
symbols for Sapmi. The Sami flag was created, and its official design was adopted in
1986. The flag’s circle represents the Midnight Sun, and its colors of red, blue, yellow,

and greerarea culminaion of the various colors dhe gaktis or theSami national

° Inker-AnniSara, “The Social Raifications d the Damming of the Rir Alta” in Essays on Indigenous
Identity and Rightdrja SeurujarvdKari and UllaMaija Kulonen, eds.Helsinki: Yliopistopaino (Helsinki
University Presg9) 1996. 102.

'%Sara, 104.

M Lehtola, The Sami Peopl&g.

2 Eidheim, 45.
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costumes throughout the Nordic countfigShat same year a S&mi National Anthem
was adopted?

Figure 5 The Sami Flag®

With these clearly nationalist symbols, in combination with trac#icymbols of
Sami culture, such as tigakti, handicraftslanguage, and musiecentered almost solely
on the joik—the Sami asserted their independence from the Nordic countries, and

demandedecognitionas an indigenous people.

13 ehtola, The SamPeople,73.

14 “sami People,” iy LE Sami Radi¢Accessed September 2004),
<http://www.yle.fi/samiradio/saamelen.htm

15 Zeljko Heimer, “Flag of the Sami Peopl&ami Peopl¢Accessed September 2004),
<http://flagspot.net/flags/saa.html
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Figure6: TheGakti'®

The Alta Conflicthad farreaching affects on Sami artgiven inspired the release
of the first Sami pop hitcalled “Samiid A£dnan” (Sami Homeland). The song, written by
Mattis Heetta, an artist born in the village of Ma#he village originally slated for
flooding during the Confliet-was a collaboration with Norwegian pop star Sverre
Kjedlsberg}’ It was based on a traditional joik from the Maze region, combined with
popular music idioms such aemmon rock instrumentatidncluding guitars and a drum
set apop ballad song structyrand pop vocal aesthetida the song Heetta addresses a
specific evenof the Alta Conflict, when several Sami demonstrators eredd/a or
traditional temporary dwelling shaped like a teejpefeont of the Norwegian Paament
building in Oslo on October 8, 1979 The event was one of the most highly publicized

during the Conflict, and the song was so successful, that it was a contender in the

18 Matti Tirri, “National Minorities of Finland, The SamiYirtual Finland—Your Window on Finland
(Accessed November 2004), <httpifiual.finland.f>.

" Richard Jone8amman“ As long as we continue to jgiwe’ll remember who we are’:
Negotiating Identity and the HFermance of Culture: the Saandild” (Ph.D. diss., University of
Washington, 1993), 304.

18 JonesBamman, “As long as we continue to joik, we’ll remember who we are,” 305.
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Eurovision Grand Prix song contest that y€dt.also set the stage for futu&mi artists
to explore indigenous politics in popular music.

The Sami and Global Indigenous Politics

ParrSami political activities date back to the first Sami Conference held in
Johkamohkki (Jokkmokk), Norwag 1953, butactivity increaed in the 197and
80's?° At the beginning of the Alta Conflict and thrdwayt its unfolding the Sami
organizel as aunified culture group spanning the Nordic countries. At the Jiellevarri
(Gallivare) Sami conference, which took place in Sweden in 1971, participalasedec
“We are one people. We have a common language, common history and culture, and we
have a strong feeling of belonging together...We need to put in place in society our
values to be developed...We are Sami and wish to be Sami, we are not more nonless tha
other peoples? Statesponsored Sami parliaments were established, which were proof
that the governmesitwerewilling to addresssami seltdetermination. A Sami
Parliament called Sdmediggivas established in Finland in 1975, in Norway in 1989,
and inSweden in 199%

Sami representatives participated in the first meeting of the World Council of
Indigenous Peoples (WCIP) in 1975. In fact, the second meeting of the WCIP took place
in Sapmi in Giron (Kiruna), Sweden in 1977The Sami are now also reprated by the
Samiraldi, a member organization of the WCIP and a-Mandic, international NGO

open to all S&mi thairganizes Sami conferenc@sThroughthe WCIP the S&mi continue

19 JonesBamman, “As long as we continue to joik, we’ll remember who we are,” 304.
2| ehtola,The Sami Peopl&0.

2L ehtola,The Sami Peopl&8.

*2 Eidheim, 57.
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to seek “rights to land, water and traditional livelihoods which the Nowoliotdes do
not acknowledge® Finally in 1990 Norway ratified the International Convention on
Indigenous Populations (N@69) of the International Lab®rganization (ILO), which
gives the Sami status in Norway as an “aboriginal people,” and not amamn et
minority.2°

The Joik Renaissance

During the Alta Conflict key Sami political figures recognized the advantage of
bringing together all Sami under a common identity, and they constructed a united front
against the hegemony of the Norwegian governnermrder to create this pedami
identity these leaders looked to the successful nationalistic ideologies of the Nordic
countries, and using this same ideology, turned to the key cultural symbols of Sami that
had long been persecuted by their Scandinaweghbors. Eidheim explains this process:

We have seen that the invention of this paradigm, and what can be understood as
its operationalization, was accomplished by means of an exhaustive mediative
procedure in which central aspects of Sami history, laggufolklore and life

style were transformed into signifiers of ethnic distinction and communality. In
this mediation, nationalist rhetoric has occupied a central position, both explicitly
and implicitly. This rhetoric has a structure which testifiehtofact that

mediation is organized as an operation of double comparison. Firstly, it involves
an obijectification and glorification of a Sami estatgewedin relation to other
peoples estates. Secondly, it concerns an objectification of a new and degphifi

life in which the Samihemselves can nurture and develop this estate. This new
modality is constituteth contrast to the past, particularly that aspect of the past
which betokens powerlessness and oppression and feelings of inferiority and
ignorance’’

Sami political leaders recognized the power of nationalistic ideology, and used it
to construct a unified Sapmi. What they did not want, however, was to create a separate

State. Their goal was to wotkrough statgolitics toachievethe right to seH

% ehtola,The Sami Peopl&4.
% |ehtola, The Sami Peopl&4-85.
" Eidheim, 5651.
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determination. This could only be accomplished by creating a history for the Sami that
emphasized their value as a people, and not their victimization as a minority; and they
created this history by turning to tleoslements of Sami history that most diganarked
difference between the Sami and their Nordic neighbors, and could affectively bring
together the Sami people. Vigdis Stordahl, borrowing from Anthony Cohen, calls this
process a kind of “symbolic warfare”: “Symbolic because the weapons usedigrese
symbols and categorizations loaded with ethnic mearffigtiesesymbols were used to
recodifySami culture in order to mobilize people toward political action against the
majority populations. Stordahl explains that these symbols have to be namavge,
and thus can lead to dispsiteithin a specific cultureegarding their applicatiofiin
order to mobilize as many as possible to political action...the idioms employed have to
be symbolically simple. The risk is then that individuals find the igditmo narrow to
organize their personal experiences aroufid.”

Sami leaders sought out those symbols that would most likely be embraced by all
Sami and recognized and understood by outsiders. Reindeer herding became an important
symbol of Sami culture, bubhose Sami who did not practice reindeer husbandry were,
and are in the majority, and for them reindeer herding overshadowed theiioforms
livelihood. There were also conflicts over the fact that in Sweden and Norway Sami
reindeer herders maintained lagiad resource rights not made available to Sami who did
not practice reindeer herdifi§This element of Sami culture was notaticompassing.

Therefore other cultural symbols were necessary to bring Sapmi togdtbgakti was

2 Vigdis Stordahl, “Smi Generation,in Sami Culture in a New Era: The Norwegian Sami Experience.
(Karasjok Norway: Dawvi Girjji OS: 199); 146.

9 Stordahl, 146.

% Beach, 12.
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important as a visual markr of difference. Language certainly served a central role in
defining Sami identity; but through its broad application it was necessarily limited to the
North Sami language and ignoring other distinctive language grohpgdiitical figures

of the 1968 were inspired by the folk movements taking plexcether parts othe

world, through which artists and musicians were at the center of culture rights
movements. They recognized that one of their most valuable assets in bringing together
their people, anih offering something uniquely Sami to the world was the joik.

In the late 1966 the joik, which had been persecuted for hundreds of years, began
reemerging. In the heated sogolitical climate of that decade joik performance defied
cultural dominatiorand forced assimilation, and@iled the Sami to reclaim powand
reclaim identity. The joik emerged as symbol of everything the Sami were forced to give
up under assimilationist policies. As a form of musiaking historically associated with
those bekfs and practices the Nordic societies, missionaries, and even many Sami
condemned, it miraculously resurfaced to become an international marker of Sami
identity.

The nature of its performance, which had always involved engadessages
through whatGask calls “a subtle system of double meanings and metaphorical
imagery,” allowed the joik to serve multiple functions: it could serve as a rather neutral
symbol of Sami culture, while simultaneously conveying messagaditi€al resistance,
andexisting asform of popular entertainment for insiders and outsitters.

This period of musical and cultural revitalization became known as the Joik
Renaissance. Through numerous recording releases, increased media exposure through

Sami radio, and new opportunities five performance, the joik rapidly moved to the

31 Gaski, 910.
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center of SGmi musical expression. The joik that emerged, however, and the function it
served, were quite diffent in the context of the 1960t was now a part of S&mi popular
musiecmaking.

Sami musicns came to popular music as the new context for joik by drawing
upon the very music they heard everyday. Traditional joik was not a central part of the
Sami soundscape at this point in tHastory; the youth of the 196Q@vere part of the
boardinghouseaneration, and grew up separated from their families, listening to the
radio, and specifically t&uropearAmerican popular music.hbse who did not develop
a direct aversion to traditions like the joik often grew up thinking that the joik was too
“monotorous and oldashioned” compared with the popular music they h&akiany
young Sami were disinterested in traditional joik. In order for the joik to have meaning
for this generation it had to be-montextualized to meet their aesthetical needs. Over a
peiiod of more than twenty years beginning around 1970, artists likeANli&k
Valkeapaa, Mari Boine and Wimme Saatri rekindled interest in the traditiokddyjoi
bringing together the two greatastluences on Sadmi music: westgropular music and
the joik>?

The Artists: Cultural Ambassadors

The Alta Conflict sparked a folk revival movement in Sapmi that involved visual
artists, musicians, and writers. Many of the most popular Sdistsahat emerged in the
1970s and 89were activists during the Contli@and were inspired by the events to help

promote their culturd! By the 1968 Sami artists had learned to embed messages of

32| ehtola,The Sami Peopld,06.
33 Lehtola, The Sami Peopld,06. Previous paragsh comes from this source.
3 Lehtola, The Sami Peopl@5.
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political resistance in joik performance, while at the same time using the joik as an overt
symbol of Sami resistance, and app&alio audiences as entertainment.

The first SGmi music group to gain widgnging popularity was Deadnugatte
nuorat (The Teno Valley Youthsphey first emerged in the 1950and from the
beginning of their careers included both traditional joik andl.easola calls it,
“Europeanstyle songs” intteir performance. Lehtola discussesne of te main themes
the band explorethat resonated with the Sami audience at the time, including “love for
the land of one’s childhood, criticism of the exploitatiomafture, and ballatike, lyrical
singing.”®> Sami Radio music programmer Pentti Kusmin said of the group that they are
“like the Beatles of Sami music.” Their most popular album to ddeda@emusafThe
Best Of)3®

In the same period of the success of dematte nuorat other artists, especially
Nils-Aslak Valkeap&aawere exploring the musical possibilities of inserting the joik into
popular music. In his interview with Elina HelandeiNo Beginning, No End: The Sami
Speak UpValkeapaa, known as Ailloh&a$ Sami circles, responds to a question
regarding how he began his artistic career: “I have been doing all this kind of work for as
long as | can remember. And the opposite could also be said: | remember doing this work
before | can remember doing anythielse. | have no beginning, no end, and there is also
no beginning, no end in the work | d¥.”

Valkeapaa was at the forefront of the Joik Renaissance. He was the first singer to

revitalize the joik on a paBami level and to affectively combine it witbgular music,

% Lehtola, “The New Winds of Music,” trans. Kaija AnttonenSiidastallan: From Lapp Communities to
Modern Sami Lif¢Oulu: Pohjoinen, 2000), 186.

3 pentti Kusmin, interview with the author, 84ay 2004, YLE Sami Radio, Anér (Inari), Finland.

" Helander and Kailo, 87.
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and he is still considered one of the most important figures in Sami histdeywas a
cultural activist, teacher, writer, painter, and actor, and combined all of his many skills in
his performances. He was the one of first Sdmi attiseke advantage ohé medium of
staged performangeffectively moving the joik out of the realm of everyday experience
andbringing it onto the concert stage. Beginnind. 866 his public performances
featured joik and popular music amdntributed to a hghtened awareness of the
symbolic nature of the genf@ln 1968 he released the albdoikujain which he drew
heavily on the influences of the 196@lk music revival, and combined the vocals of
joik with acoustic guitar, string bass, and ambient sosndgesting Sami lifeways, such
as the sounds of reindeer herdfighe album was a feistone in S&mi musical history
because it was the fireommercial release of joikinand the first time the joik was
combined with popular/folk idioms. Although he diteet some initial resistance within
Sami communities to his combination of joik with instruments, his activities revitalized
the joik and opened the doors for other musicians to experiment with the joik and popular
musict

Valkeapaa’'s music was incredilgpppular among the Sami. By removing the joik
from traditional contexts and placing it on the concert stage he was able to separate it
from its associations with shamanism and Sami past. This, combined with the fact that his
style of joiking was influencelly his experiences with music in the Christian chueh,

to wide acceptance of his interpretation of j@ken among more evangelical listeriérs.

¥ Timo Leisid, “Joiku: Songs in Saamiland”finnish Music Quarterly (1986), 52.

39 ehtola,The Sami Peopld,06.

“O Nils-Aslak Valkeap&a)oikuja,OT 155, 1969, LP.

1 JonesBamman, “As long as we continue to joik, we’ll remember who we are,” 280.
2 JonesBamman, “As long as we continue to joik, we’ll remember who we are,” 282.
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Valkeapaa continued to experiment with the joik and popular music throughout
his career. As he adaptdtetjoik to popular music, some of the aesthetics of joik were
adjusted to fit into the standard rhythmic and melodic structures of folk and popular
music. Valkeapaa was concerned, however, that folk music was compromising joik
aesthetics, so he experimahteith building instrumentation around the joik, as opposed
to adjusting the joik to pop and folk instrumentatfdm 1988, he combined his many
artistic talents in the publication of the acclaimed b&sdivi Ahcazan, (The Sun, My
Father),a compilationof his drawings and poetry in the North Sami language and
ancestral photos of the Sami people, accompanied by a soundtrack of the sarffe name.
The project, which was meant only for Sami audiences, was incredibly successful,
winning Valkeapaa the Nordic Codil's annual prize for literatur€.In 1994 Valkeapaa
achieved international status as a musician and cultural ambassador when he opened the
Winter Olympics at Lillehammer, Norway with a joik performance, and instarlygit
worldwide attention to Sanmusic”®

Music continued to be an important part of Valkeapa#isticexpression until
1996, when he was nearly killed in a car accident. After his recovery he never sang
again?’ On November 26, 2001, on his way back from Japan, Valkeapaa died of a brai

lesion at the age of 58. It was a tremendous loss to the Sami people.

3 JonesBamman, “As long as we continue to joik, we’ll remember who we are,” 323.

* valkeapaa wittEsa KotilainenBeaivi AhcazanDAT CD-4, 1988, compact disc.

4 JonesBamman, “As long as we continue to joik, we’ll remember who we are ;3328 Originally
Valkeapéaa refused to allow the book to be translated into any other language because hesalijuecs t
intended to be a gift to the Sami people. Eventually he conceded, and allowed the book to be translated in
multiple languages, but demanded that it be published without any of the photographs from the original
publication. In this way, the origal book remains the exclusive property of the Sami people.

“% ehtola,The Sami Peopld,09.

*" Nathan Muus, “NilsAslak Valkeap#a” irBaiki: The North American Sami Jourr@hline (Accessed

April 2003), <http://lwww.baiki.org/valkeapaa.htm>. Previous infation onValkeapaa comes from this
source.
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Throughout his life Valkeapaa sought to reclaim a sense of identity for the Sami.
He always believed that the joik was a living cultural tradition, and was therefore
constantly evolvig. As Jone88amman describes, “This ‘modern’ approach to joik was
not meant to challenge Saami culture, to shock the population into action/reaction. It was
instead an affirmation of that aspect of Saami culture which Valkeapaa felt was the
source of itgreatest strength: its adaptabilifyy. Valkeapaa saw no contradiction
between adopting popular music idioms and using the joik as symbol of Sami
distinctiveness. Gaski quotes Valkeap&&ami Culture in a New Era: The Norwegian
Sami ExperiencéThe joik does not belong in a museum, it ought to live on as an
important medium and symbol for the Sarfith only a few years since the release of
Joikuja, Valkeapaa was orgaring megaevents featuringpik, and every Sami radio
station featured joik performarse their broadcastd.The joik moved from a peripheral
symbol of shame for the Sami people to an overt symbol of Sami identity, nearly within a
single decade.

Like Valkeap&éa, other artists have used popular music to revitalize the joik and
reconstructdentity. Mari Boine is a Norwegian Sami artist, and perhaps the most
internationally known joiker. She did not grow up singing the joik; her parents were strict
Leestadians and, according to JeBasnman, “felt that any expression which did not
glorify Godwas sinful.®* When she was in her thirtisee became interested in the joik
tradition, however, and taught herself to joik by listening to archived recorfisge

has since spent much of her life cultivating this art form. She has created a syneretic fo

“8 JonesBamman, “As long as we continue to joik, we’ll remember who we are,” 281.
* Gaski, 215.

0 |ehtola,The Sami Peopld,06.

*1 JonesBamman, “As long as we continue to joik, we’ll remember who we aré,” 37
*2 JonesBamman, “As long as we continue to joik, we’ll remember who we are,” 372.
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of joiking in which she combines her singing with musics from around the world, such as
Peruvian and classical Indian music, as well as \WWé&#tan drumming.

In her music Boine embraces indigenous peoples all over the world, and
addresses their shareglperiences as oppressed peoples. In her first allagkatvuoda
manriEtter stillhgtan (After the Silence), released in 1985, Boine addressed her own
cultural shame as a member of the boardinghouse genetaBbe.moved on to write
more confrontationahusic like the song, “Vilges suola” (White Thiéf)She often
incorporates signifiers of indigeneity, such as the didjeridoo of the Australian aborigines,
or symbols of American Indian culture, exemplified in a song entitled, “Goaskinviellja”
(Eagle Brotler). Boine has also brought back Sami shamanic elements in her music
through her use of the djembe, a popular West African drum. Instead of plaging
djembe according to brodtlestAfrican aesthetics such as emphasis on polyrhythm
and improvisation, Bine employs a steady pulse, reminiscent of the rhythmic pattern that
would have been used bypaidito go into trance. Jouste argues that Valkeapaa was the
first artist to introducéhe drum to Sami music, bBbine was the first to bring attention
back b shamanism because of her drumming style in perforntance.

Boine’s 1992 albumGula Gula(Listen, Listen)jncludes a wide variety of
instruments and music traditions: it is based on acoustic and electric stringed instruments,
as well as wind and percussimstruments, performed by both Scandinavian and Sami
artists. The album even included a collaboration with Peruvian expatriate Carlos Quispe.

JonesBamman says of the album, “[it] emphasized anrallusive, culturally non

%3 JonesBamman, “As long as we continue to joik, we’ll remember who we are,” 370. See Mari Boine,
Etter stillhdtan, Hot Club Records 1001, 1985, compact disc.

>4 JonesBamman, “As long as we continue to joik, we'll remember who we are,” 373. See Mari Boine,
Gula Gula,Real World 62312, 1993, compact disc.

*° Jouste, interview.
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specific approach to music mag which provided ample room for her to demonstrate

the links that she perceived between Saami culture and other Fourth World pgbples.”
Like Valkeapad, Boine is interested in the preservation and development of Sami music,
and in promotingsami identity but she recognizes the similarities between the Sami

story and the story of most indigenous peoples.

Gula Gulaalso successfully launched Boine onto the global music market, thanks
in part to its release outside of Scandinavia, repackaged by Peter @éhrienglish
translations. In 1991 Boine’s band also participated in the WOMAD festivals in Britain
and Canada’

One cannot emphasize enough Boine’s popularity among the Sami, as well as her
perceived contribution to the revitalization of the joik ttaai. Jouste commented in our
interview that Valkeap&a's instrumentation of the joik and Mari Boine’s world music
ideas are the root of all SGmi popular music today; everything going on today can be
attributed to the influence of these two great artfstoday Boine is rivaled in
popularity only by onether artist: Wimme Saari, popularly known by his first name

Wimme is a Sami artigstom Finnish Sdpmivith a profound interest in cultural
identity. He hd a similar upbringing to Boine; his mothelLizesedian and stopped
joiking as a young child, and Wimme learned at an early age that it was considered
shameful to joik in public. He did, however, begin joiking in secret, and iskwelivn
for his superb voice and delivery in performance. Wimme begararesrcsinging with

the Finnish electr@acoustigazz group, RinneRadio, and the band helped him launch his

% JonesBamman, “As long as we continue to joik, we’ll remember who we are,” 374.

" JonesBamman “As long as we continue to joik, we'll remember who we are,” 374. See Mari Boine,
Radiant WarmthPolygram Records 533520, 1995, compact disc.

%8 Jouste, interview.
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solo career as a joik sing&rHis band members perform a wide variety of instruments,
including woodwinds, keyboards, percussion, guitar, banjodoiemukulele and
synthesizers. Wimme is interested in combining the traditional joik with the latest trends
in popular electronic music, to create “ambient freeform soundsc&pes.”

In many ways Wimme bridges the gap between the parent or boardinghouse
generation and the youth of today. After Mari Boine, he is the mostuwelin and
widely appreciated singer among Sami audieaceshas managed to achieve an
audience of all ages and lifestyles. In addition, while traditional joik forms the basis of
his nusical performance, Wimme experiments with many kinds of music making; he is
interested in new technology and new combinations of musical sounds. This interest has
kept him on the cutting edge of popular music in Saamd more broadly in
ScandinaviaHis collaborations with RinneRadio are also significant, in that his music
has always included multiultural influences. He is just as at home composing an album
of electreacoustic jazz with a Finnish group as he is composing an album of traditional,
unacconpanied joiks.

Jauste commented that he found it interesting ith&Yimme’s music, “the oldest
music style in Europe [the joik] is connected to the newest, and there is no
contradiction.®* He said that Wimme was thiest artist to popularizéechno/eletronic
music among the Sami, and yet he practices the most traditional style of joiking. Perhaps
more so than any other Sami artist from the boardinghouse generation, Wimme is

interested in thgocal aesthetics of sojoik. Lately he has also become irgsted in

%9 ehtola,The Sami Peopld,10.

80 Jussi Niemi, “Yoiking the Nomadic Past in the Etenic Present: Wimme Saari is the Modern Master of
the Archaic Sami Way of SingingFFinnish Music Quarterl\3 (2000): 815. Previous information on
Wimme comes from this source.

%1 Jouste, interview.
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traditional contexts for joiking. His latest albumstinct: Solo Joikis entirely compried

of unaccompanied, solo voiemd includes twenty original joiks by Wimme that are built
on his daily experienceSeveral joiks from this alburmiMorning Coffee,” “lie Meat

Pot,” and “The Ice Holeillustrate Wimme'’s interest in spontaneously joiking around
daily activities.The album also includes seven traditional SGmi hymns, all of which are
also found in variations in the Nordic countr?&Vhile mary other Sami artists have
released sacred albums, this album is the only one, to my knowthdggixtaposes two
strands of Sami traditional music: the joik and the hymn.

When these artisfirst began experimenting witopular music, some Sami and
non-Sami listeners criticized them for contaminating the joik, for abandoning tradition,
and for creating something they perceived to be inauthentic; but as Lehtola Hrgses,
artistswere just as famila—if not more familiar—with western musical values ¢ghey
were with the Sami joibecause they were raised in the Scandinavian school systems
says, “Western art is a part of every Sami’s education, and there is no point in trying to
eliminate its influence®®

The Modern Joik

Several elements of jojxerformance were affected by the joik’s insertion into
popular music. Msical performance was no longer participatory and open to anyone, but
instead was transformed into a stage art. Jouste believes that the idea of a Sami “artist” is
fairly new; the idedhat a person can make his or her living as a professional artist only
arosefor the first time in the 1970s ands8Qvith internationally popular artists like

Valkeapaa. Before that, there was no division between audience and professional

52 Wimme Saarilnstinct: Solo Joik
%3 Lehtola, The SamPeople,96.
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performer. Whig skilled joikers were certainly valued, everyone joiked, and often joiking
was a private affair; rarely a structured performance, and radiplayof a singer’s
artistry. The division between the artist and audience was strengthened during the Joik
Renaissancén conjunction with a new emphasis on individual performance and
expertise

In addition, the vocal aesthetics were affected by the vocal style of popular music,
and were in some ways conventionalized; the song structure was, in many cases, alter
in order to fit the joik within theverse/chorus structure and standardized leofyth
popular music. The structure and sound became more standardizéeddheaditional
contextbecause the voice is accompanied by instrumentshasdrust conform tahe
harmonis of that instrumerft:

Valkeapé&d, Boine, Wimme, and many other important musicians played key roles
in the creation of a paBami identity, and joik was at the center of this creggonal
expressionJoik still maintains itstatus ag unguely Sdmi genre and therefore continues
to bean important symbol of S&mi identity. Aikio, Aikiduoskari, and Helander
expressed the beliefs of most scholars, listeners, and audiences when they called the joik
“a symbol of Sami culturg®

At the same the these artists, the first cultural ambassadors for the Sami, also
illuminate a primary element of S&mi popular music from its very inception: it has always
involved multiple cultural and musical influences. Even these artists, who have played
such a crui@al role in revitalizing the joik, were not unaware of the historical influence of

other cultures. For example, Valkeapada, Boine, and Wimme have all, at some level,

54 Jouste, interview.
5 Aikio, Aikio -Puoskari, and Helander, 104.
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incorporated the aesthetics of hymn singing into their performances. This year Wimme
has goe a step further and included actual hymns on his latest aloum. Therefore, it is
difficult to draw an absolutdistinction between the activities of artists in the

boardinghouse generation, often characterized by their emphasis on joik, and the artists of
the new millennium. Even as the joik was viewed by the artists and the audiences as the
central element of Sami popular mudigring the Joik Renaissanagher styles of music,

from hymn singing to rock, jazz, and folk music, were just as visible in Sami

performance.

Valkeapéaa said to Helander in their interview, “I myself believe that if a culture is
to live, then it must change constantly, bring with it new material and customs and utilize
them in a manner suitable for everyday use. In my opiniott@eus not a museum
artifact, but must be something that lives from day to day. And it must change according
to its needs and possibilitie¥ These artists recognized the importance of the joi as
cultural symbol, but they also recognized tift jok is a living, dynamic tradition.

Finally, they recognized that the joik was but one element of theie&hing personal
soundscapes.

Reemergence of the Traditional Joik

An interesting outcome of the creation of Sami popular musitées the
reemergnce of traditionajoiking, that is, joiking performed solo and without
instrumental accompanimeras well as a reemergence of spontaneous joiKing style
of music that was forbidden for so many years, and became so disconnected from its
original conéext of everyday activitieshas now reappeared. As Carolina Robertson

argues, this time gap is essential for many suppressed traditions, because it “allows the

% Helander and Kailo, 89.
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fields to fallow.”” With the passage of a signifidzsamount of time the joikmerge
separaterbm the negative associations of Ctiaiss, settlers, and many Sami and
becamean even strongemarker of identity than it had beenthe pastThe joikeven has

a place at the highest level of education in Sapmi: the Sami Coll&evdageaidnu
(Kautdkeino), Norway offera program in folklore, and theqgram’s curriculum

includes workshops ooik. In addition, the city of Anéflnari), with sponsorship from
Samiorganizations, is preparing for the construction of thé 8&ni Music Centre

which will have joik as a central focus. The joik may have been forced underground, but
it was never eliminated from Sami consciousness.

In any cultural context there is a contract of movement between the dominant
music and minority music. The dominant music ofen assumes the central location; but
the Sami music tradition, which has traditionally been marginalized, has moved from the
periphery to the center. Sami identity is so prevalent in the Scandinavian popular
imagination today that it has even been appabed by the dominant cultures. Sami
music, handicrafts, and clothing can be found in the southernmost towns of Scandinavia;
sold to tourists as markers of Scandinavian identity. The joik, however, remains a
distinctively S&mi genre, and while it is cerlgia focus of Arctic tourism in Europe, it
has not been embraced crasdturally as an indigenous Scandinavian commodity.

The Next Generation

While the “symbolic warfare” waged by Sami political elites and musicians
successfully mobilized the populatifor political change, it employed a narrow range of
symbols that could not continue to broadly define Sanullexperience. Many of

today’s youth find it difficult to organize thepersonal experiensg¢hrough the symbols

7 Robinson, personal correspondence with the author.
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offered up by the previousgeration. As a result of the gains made by Sami cultural
activists and througthe commaodification of the neaccepted Sami symbols in
Scandinavia, young Sami are in a different cultural space than their parents, and are
therefore finding different wayd expressing their identities. Stordahl argues, “Thus,
processes of ethnic incorporation, or identity politics as it is also termed, is potentially
full of dispute and conflicts with consequences not only for the relation between the two

ethnic groups invwed, but also for the relation between individuals within the gré8ip.”

% Stordahl, 146.
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Chapter 4: Shifting Perceptions of Music and Identity

Valkeapaa, Boine, and Wimme have no doubt had a tremendous effect on Sami
popular music,buttheir work by no means represeatsof SGmi music; and their
perceptios of Sami identity and the Sami joik doest necessarily extend to include the
sentiment®f all new artists who have begun performing in the last ten to fifteen years.
Sami people today are living in a much differevorld from that of the boardinghouse
generation; they are not as underrepresented enaaity as they were in the 196Mor
is their right to seldetermination as overtly or violently chetliged as it was before the
196Gs. Therefore, identy performance in music iguite different in the new millennium.

First Encounterwith Joik

| first became interested in joik while attending anthropology courses on Sami
culture as an undergraduate exchange student at the University of Oulu in Finland. | had
deciced earlier that same year to pursue studies in ethnomusicology after working with an
ethnomusicologist at the University of North Carolina at Greensboro. As a singer, | was
excited to come across this genre, and hoped even as early as 2001 to makss ibfa foc
my future ethnomusicological research. My coursework at the University of Oulu
included two excursions to northern Sapmi. | attended the first excursion in April 2001
just before Easter, when Sapmi was still under thick snow cover.

During that firsttrip | visited Anar (Inari), and participated in activities at a
working reindeer farm that alservesas a tourist destination. At the farm | heard the
house matriarch, Maarit Anna Paadar, perform traditi(smd, unaccompaniegbik,

accompanyindnesself on a simple frame drustruck witha piece of reindeer antler
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much as | assumermaidi would have done centuries ago. The scene was quite dramatic.
My colleagues and | snuggled together on reindeer skins after a meal of reindeer stew,
around a roarig fire in alavvq orlarge, traditional tentMaarit Paadar stood on one side

of the fire, drumming and singing with grefatce. It was all a carefully strategized
spectacle, and it was spectacular.

Figure 7 Photograph of Maarit Anna Paaliar

On mysecond excursion to Sapmi, conducted in November-2@0t again in
frigid winter conditions—I visited many of the same locations, including Paadar’s
reindeer farm. This time | had a brief conversation with Maarit Paadar. With a Finnish
friend as an interpter, | asked her whether or not she thought the joik had a future. She
said, without hesitation, that it certainly dieverydaymore children are learning the
joiks from their parents or grandparents. Her grandchildren were even learning to joik in

gradeschool? Naturally, | was thrilled by the news, and relieved because | was not sure

! Photograph by the author, April 2001, Anér (Inari), Finland.
2 Maarit AnnaPaadar, personal correspondence with the author, interpreter, Mari Etelépera, November
2001, Anér (Inari), Finland.
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how popular the joik was. Little did | know then, at age twenty, that the joik was one
of the most important symbols of Sami identity, and that an unimaginable nafnber
singers were performing it throughout S4pmi and Scandireatil many scholars were
following them around, some concernedtfoe joiks preservation, others quite sure it
was a living tradition.

My first two experiences with performed joik were botlaistaged setting, and
part of the tourism industry. The performances were marketed and sold exclusively to
tourists, the majority coming from outside of Scandinavia. The tourism industry is
thriving in Sapmi, in part because those same traditions thecB@nish as symbols of
culture are also valued by tourists as markers of difference; of the exotic, of a real
cultural experience. Thifesisis not the place for an in depth investigation of
communitybased tourism, such as | experienced at Paadar’ segifem, but | want to
stress that these staged performances also play an important role in negitedidition
and in constructinglentity. For example, Maarit Paadar’s children learned to joik from
her, in part because the famigvelopeda markefor joik performance. Validation by
others who come to hear the joik also leads to assumptions about cultural value and self
worth. Critics of communitybased tourisnoften overlook the real cultural significance
of staged performance in tourism becauseveedistracted by the power relations of this
capitalist industry.

Return to S&pmi

| returned to Finland for the third time in the summer of 2004, funded by two
grants from Finlandia Foundation’s National atational CapitalChapters. My research

was onducted under a much different theoretical framework and understanding of joik,
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having spent two years of graduate school examining joik, popular music, and identity,
and having been exposed to numerous recordings of Sami popular music.

My core objective for this research were to attend performances of Sami popular
music, conduct extensive library research at centers of Sami cultural studies in Finland,
discuss Sami music and identity with other scholars, and develop a theory on Sami
identity and populamusic, and the current role of joik in the expression of identity. |
visited under the assumption that the joik was still a certmall essential-part of Sami
popular music, and as such, still served a central role in the construction and transmission
of a distinctive Sami identity.

What | discovered was that Sdmi musical expression cannot be summed up by
cultural signifiers like the joik, and as a result, does not transmit an essentialized Sami
identity. Insteadmany Sami popular musiciat@day defineheir music much differently
from the artists of the $ thirty years. Wile no less aware of their indigenous identity,
and no less respectful of the jotkeyare consciously performing musics that reflect not
just their Sami experiences, but their exgreces as biand multicultural individuals.

Their music expresses their interest in the global soundscape of popularThasic.
community of listeners is also aware of its multicultural reality, and accepts both the
traditional and the modern, often dretsame concert stage.

While researching in Finland | was affiliated with the University of Oulu,
studying under Sami lecturer and researcher-Nekka Lehtola. tonducted three
excursiondo Sapmi to conduct library researahterviews andto attendmusical
perfomances. | alstraveled south to the Music Anthropology Department at the

University of Tampere to interview other scholars who are examining the joik.
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ljahis Idja: The Indigenous People’'s Music Festival

Early in my research | returned to &n(Inari). Anér is home to one of the earliest
permanent Sami settlements, and is a ceft8émi culture today. It is the location of
Siida, the S&dmi Culture Museum, and is the future home of the Sdmi Music Centre that
will, pending funding approval, c@mence construction in 2006.

The Anér Sami

The Anar Sami constitute a minority within Sami culture; they number only
around nine hundred, and fewer than 350 speak the Anar Sami lafigidgéanguage
is quite different from North Sami and shares marguistic characteristics with Eastern
SamilanguagesTherefore, Anar Sami value their language as a marker of difference
between themselves and other Samespite educational activities such as the
establishment of an elementary school conducted iAniae language, and the
promotion of the language logusicartists like hip hop musician Amoc, who are
performing in the Anar language (discussed beldwjr is considerech moribund
language. The Anar Sami are a unigue Sami community because they teesety
language group that falls completely within the borders of a single coliftusir

settlement rests on the banks of the giant Lake Anar in northern Finland.

% Lehtola,The Sami Peopl&4.
* Lehtola, The Sami Peopl&4.
® Lehtola, The Sami Peopl&4.
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Figures 8 and:9Maps of Anér (Inari), Finlarfd
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The Anar Séni have been a minority in their settlement area since the turn of the
last century. Finns have traditionally settled the area since theet8ury, and by the
20" century, outnumbered the Sami. The Skolt Sami, who were relocated from Russia to

Finlandduring World War Il, ao settled in the Anar region. Due tgrsficant and long

term contact with settlers and missionafi@slike other Sami communitigghe Anar

® “Inari, Lappi, FI” Mapques(AccessedSeptember 2004), <http://www.mapquest.com>.
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Sami joiking traition was completely wiped ouwintil its recreationn the196Gs. Many
Anar also assimilated into the majority population, effectively assuming identities as
colonists’

| traveled to Anar because Lehtola told me there would be a festival of indigenous
music that would certainly feature Sami joik. The festival, cdjiduds Idja (Indigenous
People’s Music Festival) took place on a single day at the end of May, and revolved
around a visiting Russian scholar and an East Siberian shaman, both of whom
participated in lectures in the morning at the Siida museum, and in pert@srater in
the day. | spoke with the museum curator, who explained that the reason the festival was
calledljahis Idjawas in order to include the guest artfsthe musical performances
would be presented by only two indigenous groups, however: thea®ém single
shaman from East Sibefla.

Lectures at Siida Museum

On the day ofjahis Idja,or the Indigenous Music Festival, | attended several
lectures at Siida, which included a lecture by Annukka Hirvasvuopio, a joiker Lehtola
had advised me to otact, and leader of the band Vilddas. The organization of the
lectures clearly reflected the fact that the entire event was organized by Sami culture and
heritage organizatiorfser a Sami audience. Each lecture was translated into Sami through
microphonesand headsets, so that all Sami listereuld understand the speeches

Afternoon Performances

In the afternoon | attended the performance component of the festival, which took

place outdoors in front of the Sami betdre in the center of town. About ohendred

’ Lehtola,The Sami Peopl&4.
8 Arja Hattikainen, interview with the author, 31 May 2004, Siida Museum, Anar (Inari), Finland.
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people attended the early part of thstival; there were many children present, and there
seemed to be a large number of Sami in attendatiteemcee for the evening spoke
only S&dmi. Most Sami adults and children were dressed inghkiis | noticed a few
tourists and several Finnish families, but overall the performance was characterized by a
Sami audience.

The performances started early in the afternoon, and began with a dance
performed by several children and led by Petra Biret Maggareoording of a recent
pop hit that had been dominating the airwaVeEhe hook of the song, which is repeated
throughout in English, states “I'm a Sami Boy.” The use of English language here is not
unusual. Many pop songs produced in other countriegree&nglish. By using English
the performers are able to access a larger market of listeners, in this case including Sami,
Scandinavians, and people living outside of Scandinavia. On the other hand, the use of
the English language may also be a reflectibAmerican and U.Khegemony ovethe
music market. If anyone wants access to this market they must cater to the aesthetics
and language choicesof its consumers$®

The festival performance proceeded from young local musicians to professional
joikers, andinally to the headlining performer, Wimme Saari. The first two solo
performers were both local Sami youths, and quite literally juxtaposed the musical
influences they shared. The first singer, Satu Aikio, is a twysdyold woman from
Anér, who performe original songs she wrote ing\nar Sdmi language. Aikio
performed her songs cappella, but exhibited mocal characteristics of the joik, and

were reminiscent of pop ballads, in vocal timbre, song structure, and melodic scale. She

10 Kusmin, interview.
M These power dynamics are addressed above in Chapter 1.
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sang with a straightone and a noticeable vibrato at the end of long phrases, much like
female pop singers. The second singer, Heaika Paltto from Lemmenjoki, was a boy of ten
or twelve who sang traditional joik. He had a powerful voice, and had already developed
a personatied joik style that the audience appeared to greatly appreciate.

Aikio and Paltto were followed by a performer that completely took me by
surprise. He calls himself Amoc. Unlike the first two performers Amoc did not wear a
gakti. He wore an oversized,ghtly wrinkled collared shirt, unbuttoned at the top and
un-4ucked, coupled with baggy khaki pants. From his outward appearance | was not even
sure he was Sami. Amocas up and coming hip hop artisho has become incredibly
popular throughout Sapmi. Hkelivered his rhymes in the Anar Sami language over pre
recorded ambient keyboard music in an aggressivepéastd manner, dancing all over
the stage and employing mannerisms common in hip hop performance. | was not sure
how the audience would reactdoch a performance. With so many older joikers in the
audience | expected some to take offense to his performance. If they did, they certainly
did not outwardly express it. The entire audience reacted, if not enthusiastically, then
pleasantlyto his perfomance. Not only was Amoc a surprising addition to this
indigenous music festival, but the contrast between his performance and the rest of the

performances simply highlights the bre@hging nature of Sdmi music today.
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Figure 10 Photograph of Amdé
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A;rr;oc-:'pictured second from left

Amoc was followed by a trio ofiell-knowntraditional joikers, all at least sixty
years old and dressed in the fingaktis | was later informed that these were members
of theJuoigiid searvi(Joik society)an organizatio dedicated to maintaining the joik
tradition

The final performance of the evening, given a full two hours after the beginning
of the concert, featured Wimme Saari. He was not accompanied by the Finnish band,
RinneRadio, or by any instrumentation, bppeaared alone, and sang traditional joiks,
including many from his latest albummstinct: Solo JoikDuring the performance it
became clear to me why Wimme is so famous in Scandinavia. He has a phenomenal

voice and stage presence, and absolutely mesmé¢heeawudience.

12 Jarkko Kumpulainen, untitled photograph in “Hip Hop Inari RapKatti: Pohjoisuomalainen
Aikakausleht{Northern Finnish Daily News) (Accessed October 2004),
<http:/Mww.kaltio.fi/index.php?405.

'3 Hattikainen, interview.
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By the time Wimme performed so many people had come to the festival area that
no one could see Wimme on the short stage surrounded byla/WwalfSo Wimme
climbed on top of the orgtory bookstore behind the stage and sang from theopooft
From where he stood one could only see his dark form against the bright sky. His
performance of traditional joiks lasted nearly an hour, during which he continued to sing
from the top of the bookstore.

As much as | enjoyed Wimme’s performance, | caudtistop thinking about
Amoc. When | spoke to Pentti Kusmin at the Sami radio station in Anar the next day he
told me a little bit about the performer. | had asked him what was new and interesting
about S&mi music today, and he said that Amoc (or Artak full name is MikaLanti
Morottaja) is the modbcal popular singer today, and is often featured in radio
broadcasts. He is especially popular in Anar because his raps are performed in the Anar
Sami languag&! Amoc composes the background music himsetistfrequently on the
keyboard, and unlike many hip hop artists Amoc’s music does not feature sammpling.
Kusmin currently includes three of Amoc’s songs on the Sami Radio playlist. Amoc has
only released these songs as singles, but plans to releaserarsativu

Interview at Sdmi Radio, Andr

On my last day in Anér, | visited Sami Radio, a station affiliated wighRinnish
broadcasting comparileisradio(YLE), to interview the station’s music program
coordinator, Pentti Kusmin. The Sami radio statiareseach divisions of the national

radio stations in the Nordic countries, and broadcast in locations with the largest

14 Kusmin, interview.

15| havenot had a conversation with Amoc, but it would be interesting to discuss with him why he chooses
not to sample, especially considering sampling serves as the backbone of much North Amehiopn hip

and can serve as a way of situating the artist and tisranfluences.

18 Kusmin, interview. All information in this section comes from this source.
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concentration of Sami listeners. The three stations are located in KaraSjohka (Karasjok),
Norway, Giron (Kiruna), Sweden, and Anar (Iafinland!’ | was interested in the role

of the radio station in mediating the kinds of popular music heard in Sapmi and in
preserving and promoting Sami language and culture. Lehtola believes that the
communications media is vital to the promotion of S@®ntity and aid in the creation

and maintenance of a Sami society, because it reaches a large aadiesstational
borders:®

Broadcasting Statistics

Sami Radio broadcasts around nine hours each day, and Kusmin’s position
involves choosing all ohie music for both morning and evening broadcistémost
every program features both music and talk radio, including news, interviews and
weather. All broadcasts are in the North S&dmi language excepivfeekly broadcast in
Anér, which caters to the latpopulation. The Anér broadcast also features a mix of
music and talk radio.

My conversation with Kusmin revolved around the nature of morning and
evening programming and the types of music chosen for these broadcasts. Three general
factors affect the kid of music featured by Sdmi Radio: copyright issues and licensing
fees, audience demands, and of course, Kusmin’s personal aesthetics. While we did not
have the opportunity to discuss Sdmi Radio’s legal access to music, we did discuss the
tastes of both Ksmin and the station’s target audience.

The radio station has conducted studies on audience demographics, and has

learned that an older audience tends to tune in to the morning programming, called

7 Solbakk, 177.
18 _ehtola, The Sami Peopl@1-92.
19 Kusmin, interview.
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Buorre it SGpmi(Good Morning Sapmiyvhile a younger audience, including teenagers
and young adults, listens more frequently to the evening programming, Ralted
Kusmin’s system for choosing music is typical of any radio station: music is chosen fr
a computer database by category. Depending upon the target audience, the music of one
time slot may be quite different from another.
Kusmin showed me the plists for recentlyaired morning and evening
broadasts. Table 1 includes two pleys each fomorning and evening, with the length
of the broadcast, the number of minutes of talk, and the number of minutes of music.

Table 1:S&mi Radio Morning and Evening Broadcast Examples

Morning Broadcasts—Buorreidit | Evening Broadcasts—Ruitu
Sapmi (Good M orning Sapmi)
Example 1 | Length| 65 min. Length| 90 min.
Music | 44 min. 29 sec. Music | 49 min. 20 sec.
Talk 20 min. 31 sec. Talk 40 min. 40 sec.
Example 2 | Length | 65 min. Length| 50 min.
Music | 31 min 21 sec. Music | 24 min. 30 sec.
Talk | 33 min. 39 sec. Talk | 25 min. 30 sec.

Kusmin commented that the afternoon and evening programming typically
consists of about 50% music and 50% talk. The morning program shows a little more
variety in formattingwith anywhere from 80% of the program devoted to music, to a
more even 50/50 division between music and talk.

Programming Choices

Of the music that is played on a typical morning program, Kusmin estimates that
80% of the recordings are by Sami artistd anly about 20% fall into the categories of
“World Music” or “Iskelma musiikki” (Finnish schlager musf®)The evaing

programming features more Europeamericanpopular and world music, which may

2 Finnish schlager is a genre of Gerniafluenced romantic ballads popular throughBirtand, generally
among an older audience.
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relate directly tolte fact that a younger audierto@es in to this programming. Kusmin

said the airwaves are always dominated by Sami artists, however. He estimates three of
every four songs broadcast by Sami artists. During our meeting Kusmin showed me
the lineup for several programs. If one considérs kinds of music broadcasts as falling
into the two broad categories of Sami music (or music performed by Sami artists) and
non-Sami music, one notices that Sdmi music is subdivided into various genres, while
nonSami music falls under the general catggufr“World Music,” with the exception of
“Iskelma musiikki.” Table 2 is a sample of the categories falling under Sdmi music and
nonSami music.

Table2: Sami Radio Categories of Music

Sami Music Non-Sami Music
New Sami Music World Music
Sami Hittit (Sdmi Hits) Iskelm& musiikki (Finnish Schlager Music)

Same Vanhat (Old Sami Music)
Same 2000 (Sami music released between
2000 and 2003)
Joiku (Joiks)
Kusmin commented that Sami Radio takes “a wide approach to what [they] play.”
The S&mi categoriesn include anything from pop and rock to traditional joik and
accompanied joik, all by Sami musicians. In other words, as long as a Sami artist is
performing the music, then it is considered Sami music. He said that S&mi Radio plays
“all kinds of Sami mus,” because the station does not want to exclude any Sami artist.
Kusmin stressed in our discussion that SAmi are making all kinds of+ausic

everything from traditional joik to heavy metal; and all of the musicians perform in Sami

languages-although soméave included some English language lyriee played a
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performance from a recent broadcast by a Sami artist, who played classical piano and
sang in the North Sami language, to illustrate the variety of Sdmi musical explorations.
Kusmin said his favorite nsic to play, other than Sami music, is world music. He
said he prefers playing this instead of playing the same pop songs every other radio
station is playing. Kusmin took me through the world music category, and | noticed a
wide variety of artists includg Varttina, a popular Finnish folk group (discussed below),
Salif Keita, Africando All Stars, Manu Chao, Yothu Yindi, and Susana Baca. The Dixie
Chicks are even included in this list, although Kusmin is not sure if they belong there.
Figures 1114 incluck four playlists Kusmin forwaetito me by enail, that he
thinks are representative of typical broadcasts. | have included two morning broadcasts
and two evening broadcasts. The datthebroadcast is shown in the top right corner.
The far left column dggnates the time each song was played, followed by the length of
each song. The third column is a code number used to locate the song in the database.

The fifth column includes the name of the artist, and the sixth column, the song title.
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Figurell: Morning Broadcast 1

Ohjelman zoittoraportti

Ohjelma: !Bunrre idit- 5 aprni 0. 06,2004
tkusika | Kesto | MUSA-avain | Esittsia | Ten: | savelss
20 0359345-001 [Irnari b attus Jovna kanda
FOF 0BOBZT0-40Z2  ‘Wenche M. Heatta Sahtts gona?
223 0002537-410 Salamakannel b aalarin franzsin sotiisi
210 0200487-403  Ann Kristin Simma Sami nieiddas
249 Meg22mb09  Anders Parzanager Biiga
225 0258528-416  Trensoset Geasse ohat
332 0464486-408  LokuaKanza Salle
M2 0BZEZAN-A1Z Johan Kith Engelat lawllodit
1 0599936-010 Miko Y alkzapaa Beaivvaz ligge lithazit
140 0BO73BE-417  Anfizza Agueva/Domja Ko Duottar
186 0417027414 Johan Anders Baer Laila Stien
q (oo
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Figure 12 Morning Broadcast 2

Ohjelman zoittoraportti !

Ohjelma: !EI_,ID[[E idit-Sapmi 02.06.2004
Alkuaika | Kesto | MUSA-avain | Esitaja | Teas | S5veltss
=0711:00 0 402 0567258-407  Ulla Pirtizr Inger-td ari
2700 07e716-b01 Maze Migiddat Jogasgaddis
334 0483023413 Johan A, Andersen Milllaz Elle
292 027270412 Bendis Shadoogie
4'm 0316212-408  Lena Hansson Ligkkas leage munnje
1 0523914-404  Biret Margit Heatta Ruonas vuowdi
189 0180424-A01 Erik Prost & Co Samba hei
J40 D40670E-ADZ2  Usia & Lararsa
336 0548302407 Sancuan G-Luchti
490 05E8211-A04  Jiela Gollejohlka
200 0537EE7-A14  Anifiza Agueeva Meles
=022740 2'A 04309283-403  Ann Knstine Gaup Miehkurmailbrmi
1] | i
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Figure 13 Evening Broadcast 1

Ohjelman zoittoraportt

Dhjelma: ]Fluitu 03,06 2004
| Kesto | MUSA-avain | Esittsia | Teos | savelsis o]
35 OB17057-A11 Arnrnun Johnskareng ailmmalas soalddat
237 0533708-A01 Deatnogatte Muarat Deanu Majja
132 0183643-A11 Weljo Lanzman Diuottariavire unna gadja
4242 0216V38-406 Sagitariuz A akikiz mu
432 0018947-410 Sting Faortress around pour heart
406 0244196-A04  Swvere Porzanger Wainamoinen lavila
115 OB07F35E-A11 h arit Gaup Eira Johan Martin
434 D4BB3IEZ-AT0 Angelit Eathama Heagga
F32 06R9112-AD0E  PieraJdovnna Somby Weahket ija cada mu
353 054R947-A02  Robbie Wiliams The road to kMandalay
M2 OB25231-414  Siv Hermanszen Alrnrni nastit
FA7 0 0208137-A06  Kati Somby ja Kai Somby Afte Dazazan
442 0479524-408  Cheikh Lo M'dokh
M9 0599284-A01  Vilddas Haliidan —
204 0283315010 Creedenice Clearwater Revival  Molina
417 M43 FN27-ANR Jnhan Anders Basr Rarane j :J:J

Kpl ke [16
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Figure 14 Evening Broadcast 2

Ohjelman zoittoraportti

Dhjelma: ]Huitu 23.06.2004
Alkuaika | Kesto | MUS8-avain | Esittgia | Teos | savelsa -
=1511:50 352  0309206-A01 Wwhite circle The Journey
:15; 412 OB17E91-A0Z2  Michael Buble b oondanice
407 0567844-A09  Orhina Ale spiehkas
JE 02E2586-403  Crazh test durimies Fed FarTy FrvIrn mrnrn menen
F53 0618793407 Ann-Mari Andersen M ailbri rnavszaha
140 0BOY3RE-A1F Anfizza dguevasDomia Klo...  Duattar
300 01456423405  Buffy Sainte-Marie Stanwalker
498 DB2EYE4-A06  Johan Kitk Engelat lavllodit
146 0628578-A0E6  Mart Gaup Eira Juzzen Ante
4'00 0040353410 Fleetwood Mac Dreams
F42 0575930402 Marnt Susanne Utsi Oabba
343 038B032-A07  Marta Sebestyen |stenem, lstenam
ME 0430823407 John Arvid Johnzskareng I halit (I
411 0389110-408  Deatnogatte lrene ja Tore tu rahkkazan
E : 246 0200487-405  Ann Knstin Simma Guldal darkil manazan
‘—1 1R-R3N3 1R M1E2>201 -h08 Airte Mikk Al G aun teahcrezibk kelat 1 :J:J
Kpllkm: [17 Kestot gt fohisima: 158'20 /9000 Tatkista.. | WieMusaan.., | Paluu | Ok |
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These figures, if they are indeed representatitgmtal morning and evening
broadcasts, keal that Sami artists diiominate the brakasts. Of the artists visible in
these four figures, a total of 39 performers out of the 55 songs broadcast are Sami artists.
A remaining eight performers are n&ami, and eight performers are unidentifiable by
name or song title. The morning broadcasesclearly dominated by Sami artists,
including all S&mi arsts with the exception of four unidentifiable artisidie evening
broadcasts include several more songs than the morning broadcasts, and a larger number
of nonSani performers—a total of eightand an additioal three unidentifiable artists
Westernpopularmusic featured on S&dmi Radio indes the classics from the
196G and 70’s, such as Elvis Presley, Simon and Garfunkel, Fleetwood Mac, the Rolling
Stones and the Beatles, as well as a wateety of current and recently popular artists,
like Norah Jones, the Robbie Williams, and Sting.
Kusmin commented that he plays world music often because it “goes together
with S&dmi music.” This opinion could stem from several significant factors. Bastj
popular musicians have often been classified as world music artists, and have thus been a
part of the world music market. Many artists have consequently also been conscious of
the world music genre, and have incorporated sounds from various piaesaadrld into
their music. Mari Boine is an excellent example of,thecause she has collaborated with
other artists in the world music categoBecond, Kusmin may recognize that 1&ami
artists who are performing world music employ similar aesth&ti&mi popular artists.
On the other hand, this assessment may stem directly from Kusmin’s own aesthetics, and

his affinity for both Sdmi music and world music.
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In any case, the world music categ@yproad,and Kusmiris probably nousing
the term inthe same way |, or anyone else without his specific background, may use it.
Kusmin said he cannot play much more world music than he does now because the radio
station has to appeal to the older listeners, who do not seem to enjoy world music as
much as b does.

The fact that all nofsami artists fall under the category of world music
illuminates its ambiguities. It also illuminates an interesting set of pdywemics in
Sami Radio. In the astern music market, any artists outside of the Eurcpearican
tradition are most often ptad in the world music categomnd to my knowledge, all
Sami music sold in the United States is categorized as world music. This categorization is
a simple marketingobl, but it is also a means afherizing. In the case &ami Radio,
music from the western industrgs well as all of those artists outside of the Sami
tradition, fall into the wod music category, and thus atéerized, while Sami artists
dominate broadcasts and are divided more specifically.

Sami Radiand a NorSami Audience

Through several recent surveys the radio station has discovered that people who
are living in Lapland and do not speak S&raind by this they mean both Sdmi and-nhon
Sami, but more specifically Finns, Swedes, and Norwegtavill listen to this radio
station, even though they cannot understandbitnguage of théroadcasts. Kusmin said
he does not want to play “too much Fleetwood Mac,” or other mainstream pop artists. He
argues, “I think we should give people an alternative, that’theoenething different.”
Kusmin thinks people who do not spdsérth or AnarSami will tune in because Sami

Radio is playing something different from the othealikable stations. Scandinavian

% The world music category will be addressed further in Chapter 5.
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stations, much like radio and other media throughout the wertthminated by artists
who are easily marketable in the popular music industry, and European and North
American musicians generally dominate the airwaves. Kusmin believes that by offering
something different, like Sami artists and various world musistgytisteners can
circumvent the recording industry and access performers alternative to those musics the
industry considers “digestibleZwhether or not this is the case will have to be the subject
of further investigation. It is Kusmin’s personal opmitnowever, that world music and
Sami music are more interesting than their alternatives, and this assumption certainly
affects his views on why Scandinavians tune in. He believes the wide variety of music
artists featured on Sami Radio is the reasomfediverse audience of both Sami native
speakers and Sami and Scandinavians alike who cannot understand the languages.

Interview Conclusions

Through our interview and the subsequent examination of S&mi Radio playlists it
is clear that the station investsavily in the promotion of S&ami artists. These include
both the most recent Sami artists, as well as suiitiee Sami*“classics” from the 1960s,
70s,and 8. Consequently, the station plays a major role in the continued popularity of
Sami music. They ar@so actively promoting the survival of the Sami language by
refusing to broadcast in any of the Scandinal@guages. Their language choice does
not exclude notsami listeners, however; both Sami and-&@mi tune into the station
throughout its broadséing region.

JutajaisetFestival

Several weeks after my visit to Anétraveled back to Saprno Rovaniemi, a

town that rests on the Arctic Circle. | had already visited Rovaniemi once this summer to
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conduct library research, and | returned to attenarenual outdoor festival called
Jutajaiset Each yeadutajaisets organized around a different theraed features various
kinds of creative performance art including folk dances, polkas, popular music, folk
music, and often Sdmi music. This year's thdéaoeised on the world’s reindeer herding
cultures. While one would expect the festival to concentrate on the country'srodgy
reindeer herdersnost performers were Finnish or guest artists from other countries.
Although Sami performers participated mmusic events througlib the terday festival
the evets advertised as ‘@ni’ took placeduring a single dance ceremony, and during a
night of SGmmusic called “Voices of Sami.”

The Artists

| attenaed the night of S&mi muswith a friend from Oulu, andre arrived at the
festival grounds in terrible, rainy, cold weather around 4:00, when the performers were
scheduled to begin. The first performer was Ulla Pirttifidmsman, a female Sami
joiker who used to sing with the popular-imale group Anel Nieidat Angelit, The
Girls of Angeli), and has since had a successful solo career. Pirttijarvi performed entirely
traditional joiks, sung solo and a cappella. Like Wimme, she was an impressive
performer, with an incredible voice, stage presencebaddy gestures that appeared to
allude to the subject of the joiks. She explained the meaning of each song in Finnish
before she sang, and most of the songs were personal joiks for her children. Each joik
was quite short, and altogether her performantglasted about twenty minutes.

| was sure the audience would be as thrilled as | was with Pirttijarvi’s
performance, but they responded rather solemnly. The audience was small to begin with,

but the combination of the rain and the early concert timehaag inhibited the
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audience’s enjoymentsaw very few people igaktis and every audience member |
overheard spoke Finnish. In addition, Rovaniemi is a predominantly Finnish town, with
an even more marginal minority of Sami than Af&om this informabn | concluded

that the majority of the audience was Finniskwvas the first time | had experienced Sami
joik among a Finnish audiencEheir somber reaction may have been due to a lack of
understanding of the aesthetics of solo joik.

Pirttijarvi was bllowed by Jiella, a trio consisting of a father and his two
daughters. The group opened with a song in Finnish, but the remaining songs were all
performed in North Sami. The women only sang one traditimik, and their
harmonizingand vocaltimbres fittcompletely within vestern pop aesthetics. Their music
was dominated by synthesized sounds produced on the keyboard, and liasetuin
and dance beat aesthgbapular in Europe.

To be honest, | was surprised by how positively the audience reackesl to
performance. Coming with my own set of biases, | thought Pirttijarvi gave a much
stronger performance, and had a much more developed style of singirige Butlience
loved Jiella, even cheeririgr an encore. Aftethe concert | tried to “unpack” yn
personal feelings about Jiella’s performance. | did not like it, and it was not because the
singers were not talented. | did not like it because the sound of the keyboard, with all of
the imitated instruments it features, to my ears, gives the musitamdeauthentic
quality. It is a value judgment | simply cannot shake. | am not accustomed to hearing
synthesized keyboards and qp&ckaged drum beagdayed in a professional ensemble. |
am also aware, however, that this type of performance, basedylwaso-called

“canned music,’has also become an aesthetic in some parts of the world. When |

104



interviewad Kusmin he mentionediella, and said they are quite popular right now.
Whatever the reason for the popularity of the group, they certainly dieélgain joik in
their performance.

Vilddas were the headliners of the Sami perfers.Each song they performed
employed a different set of instruments played by members of the band. The
instrumentation was so diver®t | did not even recognize somelod percussion
instrumentsThey opened with a song from their first aloum called “Beaivvazis, Saddet
beaivvit” (The Days Growing from the Sun), which features a rain stick at the beginning
and end of the sorf§.The lead singer, AnnukKdirvasvuopig also played a bell chain
similarto those | have seen in West Africa musical performance, which she held in her
hands. Instrumentation ranged from ftinieerestingcombination to any combination of
soprano and altcasophone; clarinefid, a shornecked plucked lute found in most
Arabic-speaking countries; the ney flute, a4fmown flute also found in the Arab world;
upright bass; djembe; snare drurgmbals and voice?® All players were incredibly
skilled on each instrument, and their combinations of so many instruments from so many
patts of the world, in combination with Hirvasvuopigisk-based vocalsreated an
incredible wash of sound with no context for each individual tradition. A djembe solo
would flow right into an upright bass solo. A traditional joik would be followed by a
raucous jazanfluenced jam session.

Hirvasvuopio wore @aktj but unlike the design of traditionghktis her dress

was a black velvet fabric. Marko Jouste, a Finnish musician whom | had earlier

*2vilddas, Vilddas

2 Instrument information comes from Christian Pocli&j™and Scheherazade Qassim Hassan and Jean
During, “Ney” in The New Grove Dictionary of Music Onlifeccessed November, 2004),
<http://www.grovemusic.com>,
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interviewed, sang many of the songs, even those thathaeesl on joik. His vocal
timbreand performance style weggite similar to Wimme Saarisa deep, growling
quality typical of male joikers.

The first few songs the band performed did not feature joik at all. In fact, the
performance was dominated by extedahstrumentalsolos. The first song that clearly
featured joik was called “Danses Lille Sar4” (Dance, Little Sara) from their second
album,Haliidan.?* The song begins with a traditional a cappella joik sung at lightning
speed, anthenwith no transitionthe instruments enter at full volume. It was an exciting
and surprising way to bring the instrumentals and the joik together, but it is certainly not
characteristic of Vilddas’'s music, which tends to focus more on a subtle blending of joik
aesthetics wit instrumentation. The song also featurgoludikko,a Finnish bowed
stringed instrument.

Jutajaiseaind Audience Reception

Jutajaisets a yearly event that lasts for several days, and usually features more
Finnish folk musicians than Sami musiciariavas a much different event thiahis
Idja, a firsttime festival organized by and for a Sdmi audience. It was no wonder that the
Sami musicians on the day | attendediajaisetvere the opening for the featured act of
the eveningthe Finnish groupvartting, an internationally popular music group featuring
three female singers wke performanceare inspired by old Finnish rune singing and
Kalevalatexts® In fact, the Sami artists played almost two hours before Varttina

performed. Their place in the ff@mance lineup certainly inhibited their chances of

4 Vilddas,Haliidan, Wood Productions 033, 2008ompact disc.

% TheKalevalais the National Finnish Folk epic. See Elias Lonnfoe Kalevalatrans. Keith Bosley
with an introductiorand notedy Keith Bosley and a forward by Albert B. Lord, Oxford: Oxford
University Press, 1989, reprint 1999.
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having a large audience. In addition, most of the Sami performers performed a second
time in the evening at a nely bar, after Varttin&’s concert. Although | was unable to
attend these performancésuspect the performers had a much larger audience because
the timing was more suitable for a popular music performance and Varttind had brought
in a huge crowd to the festival grourdan audience that would very likely stay to hear
more music before gognhome.

Questions of power relations in world music or popular music usuahlgusu
the relationship between western and n@stern arsts where, in most cases, the
western artist acts ascultivator, bringing the newestern artist into the limelg and
validating his or her musicianship so thator she may be accepted by a western
audience; but do these typical power relations play out at an evedtiléd§aise? Here
Varttina assume the hegemonic position. They are the only internationalgsstud
performers. They are the headliners. They are Finnish, meaning they belong to the
dominant culture group in Finland. The Sami perforna¢dutajaiset are not signtad
any major record labels, and they are the cultural minority; but their pasgiathin
society does not necessarily extend to the performance stage, at least not in this case. The
organizers of the event consciously separated the Sadmi and Finnish performances with an
unexpected two hour gap. The musicians did not perform sidddy®r did they really
even perform at the same event. Th#yist happened to perform on the same evening
on the same stage and at the same festival. Everything else about the performance was
different—different staging, different speciaffects, diferent audiencd]ifferent time of
day, and even a different performance titl€ke old power relations are visible,

nonetheless. The Finnish band is the moneymaker, not the Sdmi bands, which relates to
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the size of Varttind’s market in Finland and the eymvested in their success. Vartting,

who are just as likely to be catalogued alongside Sami performers as ethnomusic, world

music, or folk musicare performing stylized Finnish folk music. They are imgk

Finnish history interestingnd validating th&innish experience-something quite

popular among a largely Finnish audience. They are also performing texts from the

nationalist epicKalevalawhich, as a national epic is a strangrkerof Finnishidentity.
Overall,Jutajaisetvas clearly an event intded for a largely Finnish audience,

and was also attended by a large number of tourists. The Sami constituted a relative

minority in the audience. The concert confirmed my theory regarding Sami musical

performance and identity, however. During the sanemgtraditional joik, joikinfused

popular music, and various popular music genres were featured in a single event. Ulla

Pirttijarvi, Jiella, and Vilddas are all popular among Sami audgihcg perform

inherently different musics.

Characteristics of Fatival Performances

During my research | attended two events featuring S&mi music, and witnessed a
total of ten separate performanceéable 3 lists each of these performances.
Table 3: Performers iljahis IdjaandJutajaiset

ljahisldja Jutajaiset
(Indigenous People’s M usic Festival)

Petra Biret Magga (Vuotso) and children Ulla Pirttijarvi-LA&nsméan
Satu Aikio (Anar Sami) Jiella

Heaika (Heikki) Paltto (Lemmenjoki) Vilddas

Trio from Juoigiid searvi(Joik society)

“Amoc” (Mika-Lanti Morottaja)

Wimme Saari
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Of these performances, the children’s dance lead by PegtNBagga set to the
recorded pop songl'm a Sami Boy,” was the only performance that did not feature live
musical performance. Only two other performers, Satu Aikio and Amoc, bothArar
(Inari), did notemployany components of joik. Aikio performed original compositions in
the pop ballad tradition and Amoc performed hip hop. A total of four performances,
given by Heaika Palttothe joik triofrom Juoigiid searvi(Joik society) Wimme Saatri,
and Ulla PirttijarviLansméan featured only solo, unaccompanied joik. In addition the
performance by Vilddas included one solo, unaccompanied joik. Table 3 displays the
names of each performer or group in the two festivals.

Vilddas and Interviewvith Marko Joust®

Upon Lehtola’s recommendation, | traveled south to Tampere to interview
ethnomusicologist Marko Jouste at the Music Anthropology Department at Tampere
University. Jouste specializes in music analysis, music of northern peeggpscifly
the Sami—popular music of Turkey and Greece, antf &8ntury guitar music. He is also
a founding member of the band, Vilddas.

Jouste and | had an informal interview that lasted most of the afternoon. We
covered many topics, including resources formegearch areas, various music
recordings, and his experiences with Vilddas.

Modern Understanding of Joik

We spoke at length about how interpretations of joik are quite different in a
modern context. Before largeale assimilation Sami grew up with jsjkand could
understand the allusive lyrics in joik performance because they heard the music on a daily

basis. In addition most people composed joiks, so that there no division between

2 jouste, interview. All information in this section comes from this source, unless otherwise indicated.
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performer and audience. Today m&#@mi have little or no knowledge jofik, because
few have grown up with the joik and would not necessarily take away any more meaning
from its performance than someone outside of the community. In addition, today’s
generation of Sami may find it difficult to understand encoded messagégirsami
joiks, as in many cases, their original meaning has been lost over time. Therefore in a
modern context the performer must specify the meaning in a way that he or she would not
have had to in a traditional context. Joik performances tend todeatune words and
specific references to the subject in a modern staged performance.

As demonstrated in the examination of joik and populasinin the 190s and
80s, the joik itseltameto serve as a symbol of Sami culture, even if the underlying
symbolsmin the joik is ot understood. This is still true today. Jouste S&dmi have
always this idea of symbol.” Even if most Sami have not grown up with the joik and do
not understand to what a joik refers, they know that the joik is an important sgmbol
Sami culture. The division between performers and audience members has grown, as has
the division between experts and r@xperts in the tradition; yet a fundamental belief in
the inherent Sdminess of the tradition remains.

| asked him then, if this ihe case, what he makes of Sami musicians who are not
joiking at all. He paused for a moment and then responded with a story about a Sami
student of his who wrote a paper about S&mi identity. In the paper the student argued that
a thing does not have tave anything about it that is “Sami,” and still it is Sami. In other
words, something can have cultural vatee musical performance, for exampleven if
it does not exhibit any latent characteristics of that culture. In fact, at the surface it may

have nohing at all to do with that culture; but if other people within the culture agree that
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it is a cultural expression, or even if only the person who created this thing believes it is a
cultural expression, then it is.

The Shaman Drum as a SymbbCulture

Throughout this paper | have focused on the shifting perception of the joik in
popular music; but | would be remiss to ignore another element of the Sami soundscape
thathas emerged, if n@b muchaurally the visually, as an icon of Sami culture.

Jousteactually drew me to the question of the drum’s significance in modern
culture. He said that it is interesting how the shaman drum had been accepted again as a
symbol of S&mi culture, both within and outside of the culture. It is perhaps the strongest
visual representation of Sami culture. One sees the image of the drum everywhere. Jouste
said that it is coming back in music as wethore performers, including his own group,
Vilddas, include frame drums reminiscent of circumpolar shamanism in their
performares.| also witnessed use of the frame drum in a tourist setting when | saw
Maarit Paadar perform.

The shaman drum has become a distinctive marker of S&dmi identity for several
reasong! First, like the joik, it was associated with Sami traditional woedsi, and
Nordic settlers sought to eliminate it. Therefore its reemergence is a sign of the power of
the culture to overcome years of oppression. Today the remaining original shaman drums
number only about seventy, and are all housed in museums in Se@enditiother
drums were collected by missionaries and burned during thari®17' centuriesThe
Sami drum is also the only instrument attributed to indigenous Sami music. As such,
some Sami may believe it is just as important an icon of Sami igestihe joik.

Perhaps it is even more significant as an icon, because unlike joik, the drumming

2" Following theories on the shaman drum developed by the author.
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tradition was destroyed by settlers and missionaries, and therefore its recreation today is
an overt display of countéregemony.

Second, the Sami drumdsstinguishable from othdrame drums in the
circumpolar regiorbecause of thpictures that were painted on the surface in alder bark
juice. These pictures represent elements of Sami traditional Fl&isy have been
reproduced in Sami visual art, an@ &und in many Sami commodities. When | first
met Hirvasvuopipshe was wearing a shawl covered in prints of suns and shaman drums.
Traditional drum and sun images, and other figures borrowed from the drum paintings,
such as reindeand the noaidi himsklare popular visual symbols in Sami art today.

Finally, the drum is an important symbol because of its association with the sun, a
revered symbol in Sami cultuf@lt is shaped like a sun, and was often painted with
images of the suf.he sun, which dirgly affectsevery element of Arctic life, disappears
for many months of the year. When it reappears it signifies that suisiomning. The
sun is a powerful image for Sdmi people, and their drum, like their flag, is a visual
representation of it.

Languae and Performance

| asked Jouste why language seems to be so important in performance, and if he
agrees that almost all Sami artists perform in Sami languages. He said language has
always been an important part of Sami identity; but then he impliechibas &also not
necessary for the performancehove meaning for the Sdmi communitie told me
about the bandransjoik,which employs few words iperformances, but instead

explores the aesthetics of the vocables in joik. When text is usedyaist dten derived

2 Heetta, 8.
2 Heetta, 19.
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from sampled recordirgy The band has used samples of Sami joiks, but just as often they
sample recordings in other languagesl from other music traditions. In faon their
newest albumiJja nami,the band collaborated with a Finnish sing#ao sang textfrom
theKalevala,the Finnish national epft.Jouste said, “And still it's considered Sami.”
This is an important point. Identity is clearly internally defined here. Here we have a
group using the national epic of the hegemonic culttaneepic which features enemies
from the far north that many scholars agree may refer to the-Sarttieir
performances.

| commented that asstudentin ethnomusicology | find myself constantly trying
to codify identity, to narrow it down to basic cultusgimbols, like the joik. Identity is
not so easily explained, and there are so many moreafdsng Sami. Jouste replied
in regards to the way researchers define Sami by their cultural signifiers, “I think Sami
are quite annoyed by this.”

Vilddas

Jouge is a founding member of the group Vigdg and was busy throughout the
summertouring with the group, throughout Finland and Sapmi. Vilddas presents an
interesting set of challenges to field research, because the three founding members,
Annukka Hirvasvopio, Marko Jouste, and Mikko Vanhasalo are all students in
ethnomusicology. They met while attending courses in the Department of Music
Anthropology at Tampere University. Thus, they all are familiar with ethnomusicological
fieldwork and have conductedtexsive research on Sami mustour members of

Vilddas are pictured in Figure 15

* Transjoik,Uja nami,Vuelie 802, 2004.
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Figure 15 Vilddas™

_»'---‘ # ,‘h
0 Sampela

Vilddas—the name means “untamed,” or “frisky” North Sami—was founded in
1997when Jouste, Vanhasalo, and Hirvasvuopio began experimenting with the
combination of their relativeesearch interests in TurkigH, the ney fluteand the Sami
joik into musical performance. Eventually three percussionists joinegtdi; drummer
Karo Sampela joined in 199fllowed by percussionists Risto Blomster in 2000 and Ari
Isotalo in 2002 Vilddas had built a solid fan base in Tampere through live
performancesand with funding support fronmé Sami ParliamerfSamediggi) The

Finnish Music Promotion Centre, and the Foundation for the Promotion of Finnish Music

31 “Music” in VilddasOnline (Accessed October 2004), <http://www.vilddas fegeng/historia.htm.
32 “History,” in VilddasOnline.
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they released their settled first album in 2008 Following the album release Vilddas
focused on promoting the album through tours all over Finland, Norway;e@madany.
Then in 2001 they began recording their second alblétidan, which was released in
2003

Jouste said that Vilddas is invited to perform at many kinds of events, including
Sami festivals, Finnish and Norwegian cludsd various concerts; atodaythey are
often the headliners at these events. | asked Jouste what kinds of people are interested in
Vilddas’s music, or what the audience demographic seems to be. He responded frankly
that anyone interested in world music would be interested inrthesic.

| asked Jouste early in our interview why the group decided to include joik. He
said that maybe a better line of inquiry is why they decided to include “Oriental” music;
the group formed because they thought that the joilgdhand the ney flie would make
an excellent combination of sounds. From the beginning of the group’s formation all
three musicians brought their individual interests to the group; the music did not center
on joik, but instead joik was considered one of many musical irdaseim their
performance. They did, however, consciously choose to perform in the North Sami
language. According to their website this was due to Hirvasvuopio’s backgto8arhi
is Hirvasvuopio’s second language, howevder first is Finnish—and Jouste ah
Vanhasalo are both Finnish. In fact, judging from comments made by Jouste the group
seems to often compose songs in Finnish and then Hirvasvuopio translates them into

Sami.

#VilddasOnline.
34VilddasOnline.
% “History,” in VilddasOnline.
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Jouste said if | listen tBlliidan | will notice that the albunmcludes acousti
instrumental tracks, pop, and traditional joik. Often songs include no joik at all. Therefore
the group’s performances are not built solely around the joik. When | first met Jouste |
found it difficult to understand the group in these terms. At the ltimssumed the group
focused on Sami joik, simply because Hirvasvuopio, a scholar in Sadmi music, was the
lead singer; but Jouste was quick to point out that joik is just one of the group’s many
musical interests.

This does not mean, however, that the gieperformances do not include a
significant number of joiks. In fact, the majority of the vocals are derived from joik, and
both ofVilddas’salbums includeolo, unaccompanigdik. Below | have examined each
song on botlvilddasandHaliidan, based omwhether or not characteristics of joik are
included. My criteria are based on the aesthetics of joik described in Chapter Zithe ba
repeated motif, which imbeled theycle,the distinct vocal timbre and ornamentation
found in joik, labeled simplystyle,” and theuse of the Norttsami language. All of the
songs are sung in Sami, so this category applies to bottgroed and joilderived
lyrics. What | have concluded is that several traditiowall-known joiks arecovered by
the group—called “OldJoik” in the chart—, occasional new joiks written by Jouste or
Hirvasvuopio, joiks with instrumental accompaniment, and several songs wkh joik
derived lyrics A few songsare not based on joik, and often these songs derive their
overall sound from the rearch interestof other members of the graufhese charts
reveal that, although Jouste insists the band is a culmination of each member’s respective

research interest, the joik dominates on both albums.
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Table 4: The Joik in Vilddasdaliidan

L = North SamiLanguage

C =Cycle
Haliidan (2003) S = Voice
Haliidan Joik-derived vocals. L,C,S
Vuolgge farrui No joik. L
Boaian du lusa No joik. L
Go moai leimme manat No joik. L

Vilges suola

Joik-derived vocals. L,S

Moarseluohti

New joik, a capella. L,C, S

Lasseadjaluohti

Old joik + pop vocals. L, C, S

Ohcejohka Pop vocals. L

Déanses Lille Sara Old joik + instruments. L, C, S

Dolla No vocalsjid solo.

Dola mun cahkkehan No joik. L

Irggastallan Joik-derived vocals + pop vocals. L, S

Table 5: Theloik in Vilddas’sVilddas

Vilddas (2000)

Savkalanlavlla

No joik. L

Jiekpaahpi

Joik-derived vocalsimprovisation L, S

Oarreluohti- Nanne luohti

Old joik, a capella. L, C, S

Beaivvazis Saddet beaivvit

Joik-derived vocalsnale, pop vocaldemale. L, C, S

Dan ija Joik-derived vocals + pop vocals. L, S

Biegga Joik-derived voals. L, C, S

Hirvas-Niila luohti Old joik, a capella ascending pitch level. L, C, S
Rafi Pop vocals. L

Pauanne Joik-derived vocals, all vocables. L, S
GuhturAnddeReijo New joik. L, S C

Eadni laviu Old joik lullaby, a capella. L, C, S

Baze dearvan

Joik-derived vocalsnale, pop vocaldemale. L, C, S

Jouste is adamant in higsh thatVilddas's music be understood as a

combination of the various musical talents amskarch interests of each member of the

group.The group has tried to make this clear in their website by briefly describing the

inspiration for each song. For example, they explain that the di@lidan was greatly
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influenced by a recent trip to Athedaring which the band heard Greek “gypsy”’ music
in the bars. They attribute their use of the clarinet and much of the vocal style on the
album to this music®

But joik still dominate their performances.lilsongsare written in the Sami
languageHirvaswopig, the only Sami performeis marketed as the leader of the group.
The power structure within the group is designed to highlight the indigenous member of
the group. Her musical traditions dominate. Her cultural traditions are visible in
clothing—as sen in Vilddas’s performance atitajaiset—and instrumental
accompaniment throughe frame drum. Her presence on the stage is the focus in
performance.
Conclusions

In his chapter titled “Music Between Tradition and the State” Lehtola states,
“Yoik, hymn, melody, rock, country, jazbpychestra, symphony, ethnomusicln the
past few decades Sami music has gone through the whole spectrum of western musical
forms from one end to the other. This experimentation created an explicitly S&mi music
thanks to Samlianguage, Sami themes, and the yoik traditfhis statement
illuminates the characteristics of Sdmi popular music that distinguished it from the global
popular music market; but what | have learned after my last visit to Finland is that often
only oneof these characteristics may be represented. Perhaps joik is not included, nor
“Sami themes,” which | assume refers to Sami markers of difference, but the Sami

language is used. Or perhaps a performance includes all of these elements, but the

% Vilddas Online.
37 Lehtola, The Sami Peopld,06.
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performers dny they are doing anything overtly Sami, and would prefer to be defined by

other criteria.
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Chapter 5ConclusionsSami Music and Identity in the New Millennium

Issues of Identity: S&dmi Youth

In her article “Sami Generation¥igdis Stordahl exg@ins hat the youth of the
199G and today are the first generation of S&mi who have not had to contest an
assimilationist vision for S&mi culture. They have grown up iadarcation system that
emphasizeSami language and culture, and have developed a sessi thiat is not
overtly contested by a majority population. While their conflicts with Nordic cultures are
certainly not completely resolved, Sami young people do live in a world much more
respectful of their culture than their parents did. Stordaldsstathere is reason to
believe that this training, together with the intensified debate on Sami issues, has
influenced the development of a mucbnmaobvious selimage in this generation who, in
contrast to their parents, have no lost Sami past to awengeurn.*

The Sami of today do not necessarily feel the need to assert a Sami identity
distinctive fran the cultures surrounding theand based on key cultural signifiers like
the joik, reindeer herding, and the Sami costume. For the boardinghousstigantrese
signifiers were important. They created an uniarnelentity for all Sami people.lese
cultural symbols were powerful markers of difference, and demanded the attérihien
rest of the world. Todagnany people, especially young people,crallenging these
essentialized notions of what it is to be Sami, and instead are uncovering a more
internalized sense of Sami identity based on a more personal notion of cultural
significance. Jouste’s student who wrote a paper on Sami identity undetsgotbung

people may not engage in overt displays of culture. They may even choose to disassociate

! Stordahl, 147.
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with some elements of their culture; and yet they may stilltfeghselves to be Sami.

They also recognizthat being Sdmi means being multiltural. Fo thousands of years

Sami have been surrounded by and interacted with other cultures. Though this interaction
has most often been to the detriment of Sami rights, it al¢o ladtual cultural

influences.

The Sami and Multiculturalism

Many people recogmethat Sami culture was never isolated from the rest of the
world. Thus, why should the Sami isolate themselves now? Instead why not embrace the
many cultureshat constitute S&mi experiencéfe artists examined here are interested
in defining themselveby the many cultures that make up their identities; and popular
music directly reflects this desire. On the stage, Ambotka hip hop artist and a Sami.
Hirvasvuopio is a scholar, a Sami, a singer, and a citizen of Finland.

HaraldEidheim argues thdahe way young people express their identities today is
not so much a shift in perceptias it is a result of the development of seaitiural
politics since the 19680He states: “Thaew(my emphasis) Sami salihderstanding
which spread slowly amongefpopulation from the 1960s onward shows that Sami
identity is experienced by more and more peegiet as a contrasting identity to the
minority’s majority counterpart, thedza(a Sami word, meaning any n@ami) but, at
the same time, as a complementary identity which creates the possibility of experiencing

equality visa-vis the same counterpartth the new millennium, Sami musicians are

finding ways to adapt to this nemmderstandingfeself and of the otheEidheim calls it a

2 Eidheim, 3334.
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“double signature,” in which signifiers of Sami culture are combined with signs from the
outside world® Nowhere else is this more visible than on the stage.

Eidheim concludes that Sami identibday is no longer defined in contrast to
nortSami identity, and that the cultural paradigm devised by Sami political elites has now
dissolved into the overall worldview of SGmi people. He states,

“Following the Alta affair, an increasing number of Sammvé become familiar

with and have assimilated the paradigm, based on Sami history, majority/minority

dynamics, such notions as ‘we were here first,” ‘we are a people,’ and ‘Sapmi is

our cultural heritage,’ that was originally formulated by a tiny elites Th

knowledge has not only been accepted as accurate and authentic, and has not only

been collectivized, but it functions now more and more as conventionalized

knowledge, as neproblematized and takeor-granted categories of thought and
action in the Saiworld.”*

The Sami youth are also defining themselves differently because they are living in
aworld where biculturalism is nojust a byproduct of their location, but is actually a
requirement in the educational and economic system. In the fornatedusystemfor
exampletraditional Sami knowledge tends to get marginalized as the Sami work to find
jobs. Most young people attend college in the Nordic system, which means they must
leave Sapmi to get this educatidfihey must learn to adapt to hddami and noSami
worldviews in order to function in everyday life.

Lehtola asks the question, “What actually Saan?” He says,

Nowadays a ‘real’ Sami may be a city dweller, may be a professional computer

programmer, or an astronomer...the modern \oévwdentity is an orgoing

process, continually being produced. There is no such thing as a complete and

unchanging identity; it is in certain ways created all the time... Traditionally being

Sami was considered to be connected to reindeer herding, langndge,

traditional livelihoods in Sapmi. For the younger generations of Sami, those
criteria are no use as identifying features. A person should not ‘have’ to speak

3 Eidheim, 54.
4 Eidheim, 52.
® Stordahl, 151152.

122



Sami in order to be a Sdmi. Someone who is on the voter list of the Sdmediggi
(Sami Parliamet) does not necessarily have to live in Sapmi.

Some children are actually rejecting those basic markers of Sami identity as a
kind of cultural representation they do not wish to share with their parents. The
generation gap can be explained by the faat finom the child’s perspective, the parent
is now the “establishment,” against which the child rebels. But Stordahl warns that what
is happening among the youth today is not at all a rejection of culture: “They are, on the
contrary, claiming their righto determine their own terms and symbols of Saess
which they feel appropriate to the demands of their own time.”

Identity and Popular Music

In his dissertation on the importance of joik to Sami identity, Richard Jones
Bamman concludes on musical merhance, “...the piece in question must either feature
joik prominently or be demonstrably derived from joik in some manner. As a distinctive
Saami musical event, joik, elaborated in myriad forms during performance, continues to
evoke a profound responserftdGaami audiences, by focusing attention on the culture
form from which it arises to an extent that no other musical expression can aéhieve.”
While the joik certainly continues to arouse emotional responses and a sense of solidarity
among Sami audiencea)d continues to serve as a cultural marker, | am not so
convinced that, in the new millennium, the joik is a necessary component in Sami
performance, or is necessary for the performance to serve an important function in

demonstrating Sami identity. In fa@ven as artists like Vilddas continue to perform joik

® Lehtola,The Sami Peopl&6.
' Stordahl, 148.
8 JonesBamman, “As long as we continue to joik, we’ll remember who we are ;3387
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in popular music, they argue for a more complex portrayal of S&mi music that includes
their many musical influences. Other artists, like Apdinot perform joik at all.

Identity and Language

Theonly symbolic characteristic that seems to bring together all of the musicians
examined here is the use of Sami langsag@erformance. Language clearly is
important to these artists, so much so that bands like Vilddas will translate lyrics into
North Sani rather than sing into their first language of Finnkshsmin said that for
Amoc writing hip hop rhymes in the Anar S&dmi language is a laborious process, because
he too grew up with Finnish as his first langudgehyareSami languageused? If
young $mi today are intent on defining themselves on their own terms, and if they are
interested in exploring their own multiculturalism, why not sing in Finnish or
Norwegian?

Some scholars suggest that the languagé by this they mean the dominant
North Sanlanguageijs the only way to express the Sami experience in performance.
Sami teacher Hanaslak Guttorm put it this way: “the Sami language is the only
possible instrument for a satisfactory communication of the life and the thinking of the
Sami.”™ Gutiorm believes that many Sami concepts are simply not translatable. Another
explanation may be that language is a means of encoding Sami worldviews that keep
them completely private and off limits to r@ami speakers. Or perhaps learrar®@ami
language isike learning a musical instrument: those performers most proficient in the

language are considered more talente@t éeasimore dedicated musicians.

® Kusmin, interview.
10 Aikio, Aikio -Puoskair and Helander, 117.
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According to Harris Berger iGlobal Pop, Local Languagé&gnguage has a
specialstatus within all saeties because it is not only the wag @xpress our identities,
butis also the way weonstructour identities. We achieve our identity through linguistic
behavior. Language not only conveys these identities semantically, but can also serve as a
symbol d these identities. So for native peoples, the use of a native language relates to
the ability of the language to reflect the culture’s worldview; simultaneously the language
can be a symbol of that cultute.

Mikael Svonni argues that language continwelset an important marker of Sami
identity for several reasons: First, the current definition of who is considered Sami in all
three Nordic countries is based in part on langdageitsiders are defining who is Sami
based on who can speak a Sami languagenr®l, even though most Sami cannot speak
a Sami language, they value the languagya cultural symboBvonni cites a study that
revealed that a majority of Sdmi paremthoarenot proficient in &Sami language hope
that their childremwill become profiient® Therefore the language is serving as a
cultural symbol, much as Berger argued, and this function may be more important than its
use in communicatiny’

Identity and theGakti

In addition to language, Sami traditional dress, ogtidj continuesto serve as
an important marker of Sami identity. Of the two music festivals | attended this summer,

only one Sami performer, Amoc, was not dressedgakai All other Sami performers

™ Harris M. Berger, “Introduction: The Politics and Aesthetics of Language Choice and Dialect in Popular
Music,” in Global Pop: Local Languag@lackson, Mi: University Press of Mississippi, 2003);xiv

2 Mikael Svonni,“Saami Lamuage as a Marker &thnic Identity among the Saami,” indigenous

Identity and RightsJrja Seurujan4Kari and UllaMaija Kulonen, edsHelsinki: Yliopistomino (Helsinki
University Press1996, 113.

'3 Svonni, 120.

1 Svonni, 121.
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appeared in national costumes from their home regions, or appeargdrsion of the
national costume they had altered, perhaps to update their look or to give it a personal
touch. Annukka, for example, appeared at Jutajaisegakt but in black fabric. Much
of the audience also wore the traditional costume.

Clearlythe national costumes serve a symbolic rOlee explanation for this may
be thatthey are an efficient, very public way of marking difference between the Sami and
other Nordic peoples. As an indigenous people Sadmi must isatiles of racthatdiffer
from the experiences of masther indigenous group¥he Sami are white. They are
physically indistinguishable from their Nordic neighbors. S&dmi scholars who have
participated in global indigenous conferences and interacted with other indigenous
peoples reagnize that their physical appearance is problematic for botiinglagenous
and indigenous peoples. Gaski comments, “You know we Sami people are in an odd
position in the world—an indigenous people traditionally, culturally, and politically, but
still we are ‘white’ in regard to color. All the rest of the indigenous world differ visually
from White Man, except the ‘White Indians of Scandinavia,’ i.e. the Sami peGplag
gakti, therefore, serves as a visual marker of difference. When one sees thisaastum
knows the wearer is Sami, and therefore indigerewBile conducting research |
certainly used thgaki as a way to situate germers and audiences. Gaski noted that
when he attended conferences, he witnessed that Sami were only accepted asusdigeno
representatives when they were in tlgaktis In plain clothes, they were treated as

outsiderst®

15 Gaski, 202.
18 Gaski, 202203.
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There appears to be no conflict here, however, between their desire to distinguish
themselves and their desire to be considered modern. A Sami cantveshti@nal
costume, play an electric guitar, sing an ancient joik, speak irNmsth Sami and
Finnish, and even performpop songn English all in the same performance. This
juxtaposition of traditional and netnaditional, of S&mi and negami, is gpurposeful
technique; it calls into question the tendenciofopearAmericansocieties to judge
indigenous societies as isolated andmalern by bringing both old and new Sami
traditions onto the performance stdge.

Generational Differences

Among tke Sami, opinions differ regarding what should become of the joik. There
are many Sami who still view joiking as a sin, and do not wish for the tradition to
continue. There are others, even musicians, who believe that joiking should not include
outsidemuscal influences, especiallyastern popular musical influences. Inga Juuso, a
journalist for SGmi Radio in Guovdageaidnu (Kautokeino), Norway, and a very popular
singer maintains a strong opinion about the fate of joik.

In her interview in Helander and HaisNo Beginning, No End: The Sami Speak
Up, Juuso says, “If you mix Western music with yoiking, it will spoil that yoik. In any
case it is going to be influenced. And | think that Sami music is moving in a direction
which means that you won’t even headitional music after a while anywhere. Where
can the young people learn to yoik in a traditional way if yoiking changes and adopts a
Western form?*® In the same interview she remarks on the negative comments people

made to her when she began teachingéigjoik as a child: “When I first started

" Non-Sami members of these groups, however, did not appgakiis This cultural symbol was
exclusively off limits to norSami performers.
'® Helander and Kailo, 13435.
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yoiking, many people, especially the older ones, told me off although generally speaking
| have never been much criticized. Of course many Samis claimed that yoiking is a sin,
that one should not take it up’”

As a child Juuso was criticized for joiking, and now as an adult she criticizes
young people for joiking ia different way. On one level, her interests in preserving the
traditional joik cause her to overlook the contcsidn between the fact that she was
criticized for performing traditional joik and now sisecritical of contemporary joik; but
Juuso grew up in the boardinghouse generation. She grew up in an environment where
the general attitude toward everything Sdmi was negative. Despite criticimrsa\e it
as her destiny to joik, arzbcause ofier work, and the work of others, joik is still a
prominent art form. Why would she not fear for the survival of a genre she knew to be so
persecuted as a child?

As Stordahl points out, it is difficult fdoday’s parent generation to understand
the youth’s attitudes toward cultural symbols like the joik, when they fought so hard to
obtain cultural rights in the 1960s ands78 She says,

Today’s parent generation were young adults in the 1970’s, a decatieeinthe

debate on Sami ethyulitical consciousness and cultural revitalization peaked...

For the youth of the 1970’s today’s parent generation, the life project was to

create a Sami identity solely based on Sami traditions such as Sami languages,

Sam food, Sami costumes, Sami architecture, Sami music, and Sami folktales...

At the same time it was in opposition to their own parents’ generation whose life

project had been either to keep qujiahd] hide their own identity.?*

The parent generation, inding Juuso, has come to cherish those cultural

symbols that gave them the power to assert their own igémtihe 1970s and 1980

One can recognize the passion singers like Juuso have for the traditional joik. She says, ‘I

19 Helander, 133.
20 stordahl, 148.
21 Stordahl, 144145.
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yoik wherever | am so yoik@gacts more as medicine for me. | have had many difficult
moments in my life and | have often ‘*had to walk uphill,” I have had to struggle hard and
yoiking has been my therapy so that | don’t have to visit a psychologist. | don’t know
why but yoiking remoes bad feelings and relieves you if you feel troubled. This is one
of the reasons why | don’t want the young people to forget yoiking. This is also one
reason for my yoiking, that it should be preserved for the future because it is part of our
culture.”

But today’s youth dmot face the same challges that Juuso’s generation.did
Stordahl implores the parent generation to see that what chdddymung adults are
doing is only possible because of the parents’ accomplishments. They are able to define
themselves on their own terms because the parent generation has created a cultural space
for the S&mi within the Nordic countries. Stordahl says, “Many Sami parents...feel that
their youngsters risk losing contact with Sami culture because, in their viewcGliiume
is not represented in the social space the youth create for them$&2shs.tontinues,
“When they (the youth) insist on their own social space and categories of meaning, it is
not necessarily Sami culture or their Sami identity they rejechieutparents’
generation’s way of expressing this identit§ Today’s Sami are no less invested in their
own culture, but have a different way of expressing who they are. Amoc is an excellent
example of this. Here is an artist who has a tremendous invgstntas own culture, as
clearly displayed in his performance in the Anér languagestbubhe does not

incorporate Sami traditions in the same way as the parent genération.

22 Helander and Kailo, 144.

23 Stordahl, 143.

24 Stordahl, 143.

% Amoc also teaches Anar to children pimte.
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The musicians examined above have been shown to be deeply invested in the joik
or other Sami traditions, even while they demand respect as multicultural citizens. The
very makeup of Vilddas is a testament to the fact that the Sami are not living in a
cultural vacuum, but are in constant contact with their neighbors. They colzbattat
them in music and create hybrid musics, based on their interests in each other and other
cultures. Audience reception, as evidenced in the Sami Radio playlists and discussions
included in Chapter 4, also seems tmpto the positive wajoik continues to be
received; but it also demonstrates the Sami are interested-fBaminmusics as well, and
that these play a prominent part in their soundscape.

Cultural signifiers are not the only things that haltbmmunity together. The
Sami youth are fiding different ways of expressing their solidarity with their Sami
friends and family, with their Scandinavian neighbors, with indigenous and non
indigenous peoples across the globe. Just as joik was like a medicine for Juuso, hip hop is
a medicine for Amo. He finds ways of expressing his personal identity as a Sami, an
artist, a youth, and a multicultural person through a new kind of music. But he has not
abandoned his heritage. He is merely expressing identity in a different way.

Issues of Authenticity

The issue of authenticity naturally arises in a discussion of fgdr@cause there
are those both within and outside of Sami culture who believe that artists who move away
from Sami traditions like the joik are being inauthentic. Juuso clearly expressed s
strong opinions about notions of authenticity in popular nfisaithenticity is as hotly
contested and as consistentlydefined as the concept of identity, but unlike identity it is

a concept with which many people would prefer to disassociatey tadgmn confront. We

% My reaction to Jiella’s performance is evidence of my own perceptions of authenticity in popular music.
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all have our own ideas of what is authentic. Our notions of authenticity dictate who we
think we are, what we choose to do with our lives, and what we valuevajhere
construct authenticity means thmt its very naturd is aflexible, even fluid concept, and
often we contradict ourselves in its construction.

Western Notions of Authenticity

Issues of authenticity are at the surfaceryf @scussion of popular music
because the musical stylings in popular music tend to belshexit Stokes describes
authenticity as “a way of talking about music, a way of saying to outsiders and insiders
alike: ‘this is what is really significant about music,’ ‘this is the music that makes us
different from other people.” Authrgicity is a culturaconstructand is a way for people
to situate musical authorshgmd define difference. It is not a coptéhat can be easily
dismissedecause our personalized sense of authenticity affects how we view the world.
Audience reception is often understobdugh the way the audience judges the
authenticity of a performer. In fact, authenticity is so pervasive that we are able to
overlook the contradictiorsin their style or ideologies-of our popular music artists if
we can believe them to be autheffic.

Thequestion of authenticity alseises when notwestern musicians adopt
popular musical idioms froBurgpearAmerican traditions, or vice versa, in the case of
Vilddas. Culturally constructed ideas of authenticity are often applied-cuttssally,
and arnists are criticized for not living up to the standards of authenticity of hegemonic
groups.

| always brace myself for criticisms from family members and friends when |

describe the research | am conducting. Their notions of authenticity naturally shade how

27 Bennett, 43.
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they judge the way various cultures preserve or abandon musical traditions. | recall this
summer | explained to a family friend how | was examining these groups of musicians
who did not want to be pigeonholed into playing traditional music anymore, and sh
somehow managed to interpret what | said as meaning that their indigenous musical
traditions are dying out. She exclaimé@h, what a shame.” | am not surprised by her
response, nor do | know how to react to this kind of sentiment. Truly she is cahcerne
and compassionate about these people and their music. For her, hearing traditional
indigenous musie-or in this case, imagining-tserves a significant purpose; it creates a
sense of nostalgia, or continuity with times gone by. It reassures her thatrihéswot
completely homogenized and that there are still people in the world who are living a
simpler life. It is a reflection of her personal sense of authenticity. For her, indigenous
peoples who decide not to perform their traditional music aresé@mse, inauthentic.
Taylor recognizes three different levels of authenticity: “authenticity as historical
accuracy (in ‘art’ music) or “cultural/ ethnographic accuracy in world musics,”
“authenticity that refers to a person’s positionality as raciale#uhicized, subaltern, and
premodern,” and “a sincerity or fidelity to a true séffAll three of these levels affect
the western construct of authenticity which, when applied ecodsirally, places an
unfair expectation upon nemestern artists to renra“traditional,” in an essentialized
and narrow sense. Artists who attempt to make popular music are accused of being
inauthentic, of being too commercialized, or selling out. The same accusations are made
of artists in hegmonic nations as well, but namestern artists are certainly expected to
live up to a different standard tharestern artists. Taylor says, “If world musicians

depart from their assumed origins they run the risk of being labeled as a sellout and/or

% Taylor, 21.
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perhaps losing their world music audde. If this is true then it is ethnocentric. North
American and U.K. artists can make whatever kind of music they want without being
accused of inauthenticity?™

Bruno Nettl argues that the idea tha¢stern musicians can employ any styles o
music theychoose, while nomvestern musicians must perform culturally specific music
arises out of the colonialist attitudes that created the dichotomy between these two groups
in the first place. He states, “The adoption of specific concepts and artifacts froeriwest
music by colonized peoples may be interpreted variously: as the adoption of the West's
superior technology, as an attempt to enter into the international musical system, as a
syncretic device, or as denigration of the traditional syst8m.”

Cultural Inperialism and Notions of Authenticity

This sense of authenticity is a reaction to the cultural impematihesis
developed in the 1980According to Tony Mitchell, this thesis argues that, “the power
of market capitalism-dominated by the USA, Japan, angstern Europe-not only
‘dumps’ its own cultural products on an unsuspecting world but appropriates,
technologizes, contaminates and commodifies the cultural products of Third World and
economically weaker nations and channels them into a global econloicty @enies
recognition or reward to the product’s originatotsCultural imperialism is based on the
belief that the world is becoming homogenized and people are losing their traditions,
because of our global domination. Despite the fact that this thasiseplaced by a more

balanced understanding of cultural influences through the discoursesslimgpu

» Taylor, 23

39 Bruno Nettl, “Colonialism,” ifThe New Grove Dictionary of Music Onlif&ccessed October 2004),
<http://www.grovemusic.com>.

31 Tony Mitchell,Popular Music and Local Identity: Rock, Pop and Rap in Europe and Oc@aomidon:
Leicester University Pres 1996, 49.
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globalization in the 1988t is all more of a random process, and cultural influence
does not just flow in one directieamany people still holdn tothe belief that the nen
western world must be protected from outside influences so that it may continue to
thrive 32

The truth of the matterappropriate semantics, considering our authenticity
debate—is that relationships between the West and the Restaiigly complex. We are
not just “contaminating” their music with our music. They are also willingly soaking up
cultural influences from all over the world, and their music, in turn, is influencing our
music3* Music is moving in multiple directions thrghout the world, and musicians are
actively choosing which traits they wish to adopt from the outside, what they choose to
preserve from the inside, and what they choose to abandon altogether. To deny this fact is
patronizing and aternalist, and is to dgmonwestern peoples, and in the case of this
thesis indigenous peoples, the right to cultural sfermination, and the right to
modernization.

For many Sami, the idea that they must continue to perform only traditional music
is akin to the policiesof Norway and Sweden followingtionalist policiessummed up
by the slogan, “A Lapp Mustd®nain A Lapp.” In their opinigrif the Sami concede to
westerr—and some Samidemands for authenticity in the form of cultural preservation,
then they are in effédenyingthemselveaccess to modernity. They are frozen in time,
unable to develop as the rest of the world around them has. Valkeapaa expressed his
outrage over this demand for authenticity in his bdatyeisia Lappistapublished in

English asGreetngs from Lappland: The SamkEurope’s Forgotten PeopléMy word,

32 Mitchell, 49.
33 Mitchell, 51.
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watch out if you don’t feel dutpound toyoik when adacca [foreigner, outsider]
requests you to, and even worse if it should occur to you to tune up with an aria from the
operaFaustby Gounod...%*

An individual is only able to judge a music’s authenticity by his or her
understanding of what is important abtiue music; but by recognizing authenticity as a
cultural construct, we may be less likely to reject a music, and more likely to attempt to
analyze its worth in its own context.

What one must keep in mind, to borrow Appadurai’s terms, is that the Saithi dw
within the same mediascapes, teduapes, and finanscapes as testern world. In
both a cultural and economic sense they are a globalized arch@dstn people. st
readers would agreahat it is a blatant misrepresentation to describe the Sayo
other indigenous culture for that matter, asmadern; but denying the Sami access to
the popular musical idioms circulating throughout the world is to deny that they are
indeed modern. Those researchers, musicians, and audience members alilwho c
that Sami music must be built on the joik, that Australian indigenous music must include
the didjeridoo, that American Indian music must include the drum, are denying
indigenous peoples access to modernization, and are often unaware that thisheyvhat
are doing.

Lipsitz describes this trend in the following manner: “Music from aggrieved
communities still serves traditional purposes of novelty, diversion, and exoticism for
many consumers, but a pdbteral dialogue among aggrieved populationsandsis of

confidence in declining industrialized nations gives new valence to the cultural creations

3 Nils-Aslak ValkeapaaGreetings from Lappland: The Sanfturope’s Forgotten Peopl@rans. Beverly
Wabhl (London: Zed Press, 1971, Reprint, 1&8glish Translation1983, 22.
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emanating from aggrieved communities, making the relationship between ‘margins’ and
‘center’ dramatically different® As indigenous peoples slowly mowat of the
periphery toward the center, locally and globally, a new precedent is set, in which music
created by indigenous peoples can no longer be understood in the same terms as it has in
the past.

Strategic Antiessentialism

In his research on Youss®liDour and Angélique Kidjotwo musiciansvho are
often accused of being inauthentic because they choose to operate in the realm of popular
music instead of soalled traditional West African musi€aylor concludes that what the
two artistsare practicigis a kind of strategic inauthenticity. They are, in effect, “beating
them[or their Western criticsqt their own game.” They “engage with the West on the
very terrain that it affords the most prestigart and the aestheti¢®These artists
employ westar popular music as an influence in their performance in order to deny the
West its notion of authenticity. Something concerns me about this idea, however. By
calling the music “strategic inauthenticity,” the music is still viewed as inauthentic, or not
red, whetherthe artistconsciouslytreat the musithis way or not. In additigrthe term
continues to otherizthese two artists by placing the powe judge in the hands of the
western audiences. It is not inauthentic to them; it is inauthentic t@yler Brgues that
N’Dour and Kidjo are not concerned with authenticltgisagreeThey may not be
concerned with our demands for authenticity, but one certainly would not deny them the

right to make their own demands for authenticity.

% Lipsitz, 7.
% Taylor, 125
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A colleague at th University of Maryland suggested that what N'Dour and Kidjo
are really employing is a kind of mesdaithenticity. We in the West might not get it, but
they and their fans d8.l appreciate this term for not being as valagen, but there is
alsosomethimy straegic about their employment ofestern popular music idioms.

For this reason | opt for Lipsitz's idea of strategic-@ssentialism, a concept that
seems to apply to many Sami artists today, especially artists like Vilddas. Strategic anti
essentilism is built upon Gayatri Spivak’s concept of strategic essentialism, in which a
group “overlooks the heterogeneity of the group in order to build unity around common
needs and desire®In other words, it is strategic process, in which essentializéohsot
of a particular group are used to unify the group, for the good of the group. What
happened with Séinsultural politics in the 1970s and 88an be seen as a kind of
strategic essentialism. Here, a select elite, including musicians and political actor
emphasized group solidarity byghlightingessentialized notions of Sami identity, like
the joik, thegakti, Samilanguags, and livelihood. These acta@eabled the Sami to
make great leaps toward sditermination antheydemanded the attentioof the
Nordic government. They also overlooked the vast diversity in the Sdmi communities,
however, leaving some people, and certainly the next generation, alienated.

Some members ohé nextgeneratiorare employing a kind of strategic anti
essentialism, wikh Lipsitz defines as the encoding of one’s identity while adopting a
guise of something else, in order to “highlight, underscore, and augment an aspect of

one’s identity that one can not express directiyLipsitz uses the example of Maoris

37 Joe Williams, “World Popular Musics and Identity,” university lectures (2003), University of Maryland,
College Park Md.

3 Lipsitz, 62.

% Lipsitz, 62.

137



adopting Afican American styles becaus®y believe African American alienation

closelymirrorstheir own alienation in New Zealandpsitz says, “the key to

understanding each of these groups is to see how they can become ‘more themselves’ by

appearing to be sonteng other than themselve®’Some Saminusicians adopt

identities as wstern popular musicians, not because their identity as indigenous peoples

is challenged, but because the multiplicities of their identity are challenged. They receive

unfair criticismfrom older Sdmi and from outsiders for defiling Sami traditions, so the

identity that is challenged and that must be encoded isetherinternally defined idea

of being Sami. These challenges make it difficult to express the complexities that make

up onés personal identity, so popular music creates a space for the performance of

alternative and multiple identities, that may not be accepted in other parts of daily life.
Vilddas represents another level of strategic-assientialism. Lipsitz state$:or

some people, an@ssentialism is a kind of essentialism. They participate in so many

communities and cultures all the time that expressing their ‘essence’ means exposing the

plurality of their cultural and personal identit}. By emphasizing cultai esgntials in

their music Vilddasises these musical elements as symbols of their multicultural selves.

They adopt personas in which they are comfortable moving within vastly different

musical cultures in a single performance. By adopting essentializedsofiarultiple

cultures they can strategically embed their own multicultural identities in the

performance, and at the same time challenge an essentialized notion of Sami identity.

“0 Lipsitz, 63.
4 Lipsitz, 64.
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Amoc

Where would Amoc fit in this argument of strategic @&#sentialismAmoc is a
young artist who is operating in a sphere of musical expression completely different from
the parent generation, and from most Sami artists today. Of all of the peréesridrave
witnessed in Sapmi higas one of only two that did not inclupbék. He operatef the
genre of hip hophis vocal performances are based on spoken word. His music does
not—at least at this point in his careefeature joik, not even in the instrumental
accompaniment or ambient sounds he employs.

Amoc’s use of hip hp brings us back to the idea that there is a universal pop
aesthetic, and a global youth audience that supports this system. Hip hop is one of the
most popular genres among today’s youth, not just in Europe and the United States, but
throughout the worldand artists throughout the world are appropriating the aesthetics of
hip hop into local musienaking, and affectively claiming the genre as their 8%ip
hop today funagdbns much like rock in the 1950s ands6d isthe counterhegemonic
genre of the yath, and as Adam Krims argues, represents a “model resisfdrae.”
addition, marginalized peoples like the S&mi may be acting out an affinity with the
marginalized urban African American populations, from which hip hop emerged, and are
participating in &ind of “cultural relocation** They may be modeling themselafter
African American much as they Maori in Taylor's example h&vans states, “The
identification based on social trauma easily translates, thdyppculture, into a position

of mutualityand common critique of an oppressive dominant sociétyere the

2 Bennett, 62.
3 Adam Krims,Rap Music and the Poetics of Idenii§ambridge: Cambridge University Press, 2000), 8.
44
Bennett, 62.
5 Krims, 187.
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dominant society can apply to many things: Amoc may feel a real sense of cultural crisis,
as an Anar Sami, an undsociety even within S&mi culture. Perhaps for Amoc the
dominant societys also represented by older Sami, and as a young person, Amoc feels
marginalized.

Krims investigates Cree hip hop in Alberta, Canada, and concludes that “Cree
youth, like youth of many marginalized communities, find themselves largely trapped
between, orthe one hand, traditional identities that may have been persuasive in past
generations, and on the other hand, the often more pervasive and persuasive ‘youth
culture,” whose increasing penetration of the object world affects the Cree no less than
any othe population.*® The inference can be applied crasdturally to artists like
Amoc. While | can only hypothesize on his personal motivations for employing hip hop
in performance, | cannot ignore the pervasiveness of hip hop as a globally invoked icon
of counterhegemony for marginalized youth.

The division between the generations is not so clearly drawn, however. First, from
all of the empirical evidence | gathered while in Sapmi, it does not appear that Amoc is
receiving significant cticism for the music he makes, and othetists like Transjoik,
who often do not include joik in performance, are highly respected musidiatience
reception in these instances does not allude tvarallconcern over a lack of
authenticity in Sdmi musical performandénose artists and audiences who are concerned
with S&mi popular music that alters the joik or abandons it altogether appear to be in the
minority.

In addition, many of the characteristics of SAmi popular music today can be found

in the early developmesibf Sami popular musid@.here were artists in the 197and

8 Krims, 183.
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80’s who didnotinclude the joik in performance; and there are many Sami artists today
who engage in theultural symbolism of the 1970s ands80he general perception of

Sami identity today, dwever as it plays out in popular music, can be understood through
the absorpon of the paradigm ahe 1978 and the social changes that occurred since
then. Today’s musicians are living in a different world, and the way they define
themselves is differd.

The Sami truly are, to borrow Lipsitz's discourse, at a “dangerous crossroads,” at
an “intersection between the undeniable saturation of commercial culture in every area of
human endeavor and the emergence of a new public sphere that uses thetircuits
commodity production and circulation to envision and activate new social relations.”
Sami musicians are quite aware of this dynamic. Some bemoan the commercialization of
Sami music while others celebrate its increasing diversity. Some write songsygfes
and resistance only to have their music travel to other countries and get tucked away on
the World Music shelf in the record store, to be consumed with no regard to their original
purpose, while others write popular dance songs that become amth8arsi culture.

We can no longer gloss over Sami popular music as a broad musical expression, as joik
with instrumental accompaniment; and we cannot assume that all Sami popular music is
meant to resist Scandinavian hegemony or that it serves to un@artieinder a pan

Sami identity. Instead, we must try to understand that the perception of Sami identity and
Sami popular music today has shiftethat musicians and audiences alike are in the
process of defining themselves on their terms. In Chapter @édj&Eidheim, who

bdieves that major sociahanges in Sami culture, especially from World War 1l through

the Alta Conflict, have led to a discernible shift in Sami identity. At the same time, Sami

47 Lipsitz, 12.
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are able to handle “a larger and larger repertory ofarahstrange sign materidf”
which has translated into an adept employment of a larger repertory of sign material in
music.

Issues of Cultural Appropriation

Groups like Vilddas are composed of skilled musicians, schooled in the traditions
of other cultues from vey different parts of the world, and they bring these traditions to
the concert stag&Vhen diverse musical traditions areamtextualized and brought
together seamlessly into performance, questions of appropriation naturally arise.
Specifically, how do artists like Vilddas justify their use of other culture’s musics, with
little or no connection to a solid, recognizable tradition? Is their music pastiche? Are they
culturally sensitive? Or are th@grmittedto cross certain boundaries thagstern artists
could not, because thaye culturally marginalized and marginalized in the music
industry? How do they account for their ethical obligations as ethnomusicologists?

Vilddas and Cultural Appropriation

When | listen to Vilddas | am unable teertify the many musical influences that
are brought into a single song. | recognize that what | am hearing has no cultural
boundaries: one musical style bleeds into another, bringing together multiple musics from
multiple countries so that they exist edyain the same playing field, within a single
recoding. The old and the new, the Sami and the $miare brought together, and the
audience is given no explanation about where one tradition ends and the other begins.
Are artists like Vilddas aware thttey have blurred the boundaries of cultures? Are they

conscious of the schizophonia they have created?

8 See Chapter 3.
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The idea of schizophonia was first developed by Canadian composer Murray
Schafer, in reaction to what he perceived as recent trends in eleotrstial
transmission. He states, “Schizophonia refers to the split between an original sound and
its electreacoustical transmission and reproductiGhwith technological developments
in music transmission, especially the invention of the tape recorder, & caube
separated from its source. As Feld argues, “digital samplingRODI, and the ability to
record, edit, reorganize, and own any sound from any source [is] the final stage of
schizophonia® In the popular music market, where music is a commodtieyyery
sound is separated from its source and sold. The final predletalboum, the MR3-
may have no connection to the original performance. We find, “mediated music,
commodified grooves, sounds split form sources, consumer products with few if any
contexual linkages to the processes, practices, and forms of participation that could give
them meaning within local communities.”

Musical appropriation is a dangerous business. Feld states the problem of musical
appropriation most eloquently: “Musical appr@tion sings a double line with one voice.
It is a melody of admiration, even homage and respect, a fundamental source of
connectedness, creativity, and innovation...Yet this voice is harmonized by a
countermelody of power, even control and dominationnaddmental source of
asymmetry in ownership and commodification of musical works.”

Can we consider Vilddas’s music cultural appropriation, and if so, why is it that

Vilddas is validated in the Sami community, when it is made up of largehsaon

*9R. Murray SchafefThe New Soundscaoronto: Clark and Cruickshank, 1969), 90, cited in Feld,
“From Schizophonia to Schinogenesis,” 258.

* Feld, “From Schizophonia to Schismogenesis,” 259.

*1 Feld, “From Schizophonia to Schismogenesis,” 259.

2 Feld, “Notes on World Beat,” iNusic Grooves: Essays afialogues 238
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membes, and it employs the musical aesthetics of other cultures ktandextualized
manner?

Vilddas isalsoa band of music researchers and ethnomusicologists. These
scholars are quite familiar with issues of authenticity and ownership, and issues of
exotiasm. Hirvasvuopio has surely witnessed the exoticism of her own culture on a first
hand basis. Yet they do not seem to find a contradiction between their desire to promote
Sami identity, the identity of a marginalized and often exoticized people, arelsartte
time their presentation of emntextualized traditions from other cultures. The audience
also seems unbothered by this dynamiow do the scholars in the group ethnically
situate themselves?

| cannot begin to provide adequate responses to thlesé lines of inquiry. At
some ével these questions | purposefully leave these questions unanswered because these
are issues at the heart of any examination of popular music and cultural idexatrty.
begin to theorize around the positive receptioNitifdas, and why their music is not
overtly criticized, at least not by predominantly Sami audiences.

| propose that, first and foremost, the power relations with which Vilddas operates
are much different from those of a European or North American pop/ista
appropriates signifiers from other cultures in their music. After all, they market
themselves as an indigenous music group, and thus as a marginalized group. Adtey d
have hegemony over a narestern musical style in this situation, because thasic is
marginalized as well.

In addition, Vilddas’s members are not major contract artists; they release their

music on a small, private label and do not even have access to the global musie-market
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their music is not yetlistributed in the United Stats. As Feld argues, there is a direct
relationship between economics and musical ownership: “It is clear...that the flow of
products and the nature of ownership is differentiated by market valuation fa2tohe”
more that is at stake, the more conflict @sisFor example, when Paul Simorswa
accused of exploiting various navesternartistswith whom he “collaborated,”
especiallywith South African artists on hiSracelandalbum, there was a great deal at
stake. He is an internationally known pop star wlas signedo an international record
label. His album was controversial, not just because of the issues of ownership it
illuminated, but also because of Simon’s positioning in the popular music market. The
gap between Simon and the musicians with whonoHalorated is much larger than,
for instance, the gap between Vilddas and the cultures from whom they borrow musical
traditions.

The Problem of World Music

| also propose that Vilddas’s understanding of world music or ethnomusic as
scholars in Finlandften call it, the genre that they invoke to explain their musical
identity, staads apart from the discourse world music that decriethe genre as another
result of vestern dominance oveonwestern people¥. Their understanding of world
music is morelosely aligned to what Feld believes most people subscribe: that world
music means “musical diversity>World music opens up the possibility of creating a
syncretic music, full of all of the musical influences to which one has access. For them,
their seting within the category of world music allows them access to other people’s

musics. Their appropriation of the musics of other cultures may be akin to the

3 Feld, “Notes on World Beat246.
¥ Feld, “From Sclzophonia to Schismogenesis,” 266.
% Feld, “From Schizophonia to Schismogenesis,” 266.
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appropriations practiced by other world music artists. Taylor argueBrikiah-Indian
singerSheila Chandra employs the music of another culture “as an aestheticized object,”
rather than because of any “particular attachment to any mode of representaiion.”
professional musicians the members of Vilddas appear to be as interested in the sounds of
themusics of other cultures, as they are the particular cultural contexts for the music.

| spoke with many people about music this summer, and a majority of the
musicians and scholars used the terms “world music” and “ethnomusic” interchangeably,
without ary of the negative connotations | personatlight havehadabout these
categories. VelPekka Lehtola, my advisor at the University of Oulu, Pentti Kusmin, the
music program coordinator at Sami Radio, and Marko Jouste of Vilddas all applied the
terms in vaious ways to Sami popular musand seemed quite content with the labels
Perhaps their understanding of world music is akin to Veit Erlmann’s world music, “a
new aesthetic form of the global imagination, an emergent way of capturing the present
historical moment and the total reconfiguration of space and cultural identity
characterizing societies around the glo¥e.”

Erlmann’s argument differs from other constructions of the world music
phenomenon. In one senserld musicis a marketing strategy born aftthe music
industry in 1987. As a category of music it refers to @mgic that originated in a nen
western country, dirom minority cultures in the astern world® Through thisstrategy
the boundaries between cultures are blyrasdllmusic outsideof the Eurpean

American tradition is crammed onto the same sh@lbrld music” is also invokedby

* Taylor, 154.

*"Veit Erlmann,“The Aesthetics of the Global Imagination: Refleas on World Music in the 1900s,
Public Culture: Society for Transnational Cultur@tudiesl9 (1996), 468.

*8 Mitchell, 53.
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ethnomusicologists and other scholassan organizational feature,an effat to

overcome the hegemony okstern art music. Some researchers prefeséahe phrase
“world music” as an allnclusive term, instead of using the word “music,” which is often
associated withhe western classical traditidh.

The basic discourse surrounding world music has been based on the assumption
that world music creasean importanspace for “an assertion of political difference.”
Erlmann argues to the contrary, that by its very nature, world music blurs boundaries.
Erlmann argues that “synthesis is the central category of this global aesthetic in the
making.”° Therefae, world music is not based on a politics of difference, but instead is
based on a converse relationship between homogenization and differentiation, both of
which play an equal part in defining world music aesthetics. At one level, the music is
homogenizd by the particular socioultural predicament imposed by globalization. As
various parts of the world are brought together in closer proximity to one another, the
differences between the cultures are minimized. At another level, the global aesthetics
creded by these transcultural influsgs are based on a desire for otherrfess,
difference. As a commodity form world music may encompass, as an incidental benefit,
cultural politics and the politics of difference; but this is not inherent ifotineof world
music. One may say world music is an efficient “factory” for difference. Difference may
be a product of it, but differerds not the underlying basis fio®*

Erlmann calls for a rexamination of world music based on the aesthetics it

creates, rathreghan on the “postcolonial economics and power dynamics” it is said to

% Mitchell, 54.

€0 Erlmann, 468.

®1 Jonathan Dueck, personal correspondence with the author, 26 October 2004, University of Maryland,
College Park, Md.
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reflect®® World music is based on a goal of synthesis, of cohesion, and at the same time
its aesthetics are also based on perceived difference. According to this line of thinking,
Vilddas’s music is not firstly based on a politics of difference; they are not asserting the
musical styles of various parts of the world to express their solidarity with these
oppressed people, or to educate their audiences about other cultures. If ttrey iare,
just a byproduct of the category, not the basis of it. Perhaps their music is a clear
reflection of the new global pop aesthetic. As Erlmann says of this aesthetic, these
“transcultural sounds” that emerge in world music arglaldal phenomendnemphasis
in original) ®® He continues, “We are in fact dealing with the most ramified, all
encompassing environment ever in the history of artistic production, independent of the
continued creativity of individual artists. In this environment, the relghignbetween
different musical subsystems may simply be conceptualized as ‘circuits’ through which
styles and the relationships between them are reproduced within a variety of local
circumstances.®

The outcome of the world rsic aesthetic is not a newmwestern music but
rather “a historical moment in which value is no longer dependent on the natural use of
the world, or on a logic of commodity exchange or a structural web of signs. Value, in the
viral stage, develops from pure contiguity, from theceaous proliferation of values
without any reference point at af”But the system islso based operceived
authenticity, and the proliferation of values leads the performers and audience to believe

that these values have roots somewhere. But valle itviral stage” of endless self

%2 Erlmann, 470.
% Erlmann, 470.
% Erlmann, 473.
% Erlmann, Z5.
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reproduction is essentially rootless: “The local, then, is not the historical antecedent of
modernity, but essentially a myth produced by the growing differentiation of sotiety.”
If we consider Erlmann’s thesis, then theiglon between the local and the global, and
indeed between the peripheral and the central, is only an imagined construction.

A final element to Erlmann’s new analysif world musiconcerns the role of the
performer as part of this concrete, historidizgstem. The performer is an active part of
this system, not a product of it. Erlmann argues, “Thus, musical ethnographies will
increasingly have to examine the choices performers worldwide make in moving about
the spaces between the system and its niagipvironments. Rather than casting these
moves in binary terms such as choices between the West and the Rest, between
participation and refusal, the politics obghl musical production createsmerous,
highly changeable ‘border zone relations’ th&awalperformers to constantly evaluate
B

their position with the systenf

Conclding Remarks

Eidheim argues that “the appropriation of an ethnic collective identity, selfhood or
personhood, implies a collectivization of conceptions and images which makssible
continually to reinvent this selfhood in a more and more complextiféd.”®® Thus,
these conceptions and images, like the identity itself must be malleable. They must
constantly be used in different ways to account for a changing world.

In S&ami popular music there seems to be no internal conflict regarding the vastly

different musical stylings each artist brings to the table. Likewisgy youngsami

% Erlmann, 479.

®7 Guilbault, Jocelyne, “On Redefining the ‘Local’ through World Musihe World of Musi@ (1993):
37, cited in Erlmann, 474.

% Eidheim, 42.
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today seem to find littlecontradiction betweenpanSami identity and acombinediove

away from someSami traditionsand toward other popular music traditioRsith Glasser
observed a similar situation with Puerto Rican immigrants in the United States, who
would employ the musical stylings of Cuban musicians while still claiming that the music
is inherently Puerto Rican. She argues, “musical subcultures can exist side by side or
within a dominant culture with varying degrees of exchange and musical
influence...indeed, all sorts of combinations are possible, depending upon the conditions
in which cultural forms and social, political, and economic relationships have
developed.®

For the Sami, identity is more internally defirteédn it has been in the past.

Identity is defined with the perceptions of other insiders in mind, or perhaps with cultural
and aesthetic concerns of the performers in mind, rather than symbols of Sami identity
more broadly understood in, and perhaps in part defined by, the dominant society. This is
certainly a direct reflection of the crucial steps made in the directionfof sel

determination.

What | have concluded, having considered indigenism, indigeneity, and popular
music as these concepts apply not only to the Sami but to the global indigenous
community, is that it all boils down to the indigenous right to-determinaton. We as
ethnomusicologists have as a cornerstone of our scholarship the issue of representation.
We seek to represent the people with whom we work fairly and justly. Indigenous people
are quite aware of this discourse in the social sciences, and hageisgadf it in their

communities, governments, and in their popular music. Since the U.N. first declared such

% RuthGlasserMy Music is My Flag: Puerto Rican Musicians and Their New York Comrasnit917
194Q (Berkeley: University of California Press, 1993.
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a thing as an indigenous person, indigenous people have sougldtsethination, and

now they seek it in the music they perform. The Sami maged sing joik, but they may
also play the didjeridoo, the drum, or the guitar; they may rap or perform classic Finnish
schlager. They may perform jazz, classical piano, or experiment with trance techno. The
world of music to which they are exposed ishaiiit disposal. The Sami can, and are

taking advantage of their global soundscape, and are doing so on their own terms.
Therefore, through popular music they are assuming control of their own representation
by employing a broad variety of symbols not usuaisociated with the Sami.

Finally, perhaps the Sami have finally reached a stage in their cultural and
musical history in which they are no longer required to overtly assert their Sdminess.
History cannobe undoner ignored But perhaps the significastltural changes
achieved by Sami political activists, arsisindmusicians of the paBami movement
have achieved fanday’'sSamisome remnant of the cultural assuredness their ancestors
shared before cultural and religious assimilatitaylor says;Conceptions of identity do
flow, but they ebb as well, and sometimes they even {&bte’ says that oftentimes
scholars focus only on the flowf identity because dffers the clearest model for the
expression of identity in musiBut for the Sami, pedpsthe ultimate reward for
centuries of cultural struggle is to be able to rest. What | have tried to illuminate in this
thesis is that perhaps it is time to rewrite the soundscaihe &ami, and perhaps for all
indigenous peopleso reach a new undéasding of the ways in whicthe world’s First
Peoples negotiathe multiplicities of identitythrough musical performanicethe new

millennium.

" Taylor, 164.

151



The Future of This Work

In this paper | have tried to include as many sourcesahy Scholars as posb
to underscore their significant contribart to this research, but alsm overcome the
considerable hegemomy the dominant populations of Scandinavia in writing the history
of these indigenous peopléshtola argues that Sami have assumed respbtysibr
telling their own history in part because of global trends on the treatment of indigenous
peoples. “The premise is that the ideology of development of the majority populations
has influenced the whole picture of aboriginal peoples and their Past.”

In many ways the Samiausing the arena o€ademia to take back their own
representation. Today Sami anthropologists, musicologists, linguists, sociologists,
psychologists, and ethnomusicologists abound, and as can be expected, they have a much
different tale to tell. Their version of Sami history, in many ways, challenges the writings
of current noASami scholars. For example, Sami researchers are critical of the tendency
of much research to continue to freeze the Sami in time: while other cutuntasue to
“evolve” and take part in the postmodern world, the Sami are stithahernized.
Researchers like Heetta deplore the act of scientific literature including the same
information on Sami people from previous editions, when contributions by $holass
may be more accurate and currérithey cite this trend as evidence that the Sami are
still denied modernity.

Thus the question becomes, what contribution can an American researcher make
to Sami scholarship, and how can one proceed from hee givof the postcolonial

baggage such a position entails?

" Lehtola, The Sami Peopld,05.
2 Heetta, 73.
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Jouste asked me in our conversations if | had “had much luck with Sami,” or if
Sami had been responsive to my questions and research. | told him it had been hit or
miss, but that in general | gtite impression that people are suspicious of my Work.

Some Sami pointed out that Sami joik has been amply studied, and others pointed me in
the direction of existing scholarship. Some musicians agreed to meet with me but never
followed through, while otérs failed to respond to my requestsinterviewsat all.

Jouste was not surprised. He said that it relates back to this idea that researchers have
been “defining” Sami people for centuries, and many Sami are weary from incessant
guestions and poor endsults. He said that they would rather deéade¢hemselves what

it means to be Sami, and what their music means to their culture.

Jouste suggested that the only solution for outside researchers is to form a
partnership with the Samt.In order for an otside researcher to make a contribution to
Sami scholarship he or she must consider the possibility of becomingasarcher and
co-author, of cooperating with Sdmi communities at every level of resedrom the
first encounter with Sami traditions #fle way through to a publication. This is certainly
a sensible solution, and one many Scandinavian scholars are beginning to embrace.
Jouste, for example, has tried to include S&dmi musicians and experts, not only in the
research, but in the writing proseas well”

Sami scholars are aware of academic research throughout the world, and while
they are interested in promoting Sami research by Sami scholars, and in ensuring that
Sami participate in their own representation, they also recognize the valineof

interpretatons offeredoy various disciplines and by researchers from other countries.

2 Jouste, interview.
™ Jouste, interview.
S Jouste, interview.
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Gaski says, “At this point in history...we have an interesting counterpart ative
experiences represented by frative scholars who want to understand iedigus

culture and literature, and who from their theoretical point of view talk about Otherness
as a challenge tiheir scientific approach and ability to understand and explain the native
text [or art]...this is an interesting contrast, and as far as béent@judge, a productive
approach in the contemporary relationship between ‘us’ and ‘them,’ between the native
and the nomative worldviews.*®

At the core of indigenism is a belief that native and-native cultures cannot be
separated from one anothbut must learn from each other in order to coexist. Jouste,
Gaski, and many others believe that the only direction Sami cultural studies can take is
toward cooperation and @uthorship between Sami and A8ami scholars. This is a
belief | intend to cosider fully inthe future oimy own work.

The Sami of the new millennium have emerged out of a history of cultural
questioning. When they first arrived in Sapmi they developed their own culture, lifeways,
language, and music, unencumbered by the presdmiseir neighbors in the south. They
endured centuries of contact with RBami, in which their ways of life were overtly
challenged, but from which surfaced a nationalistic interpretation eSpam identity.
Through iconic notions of those elementsolure deemed exclusively Sami, they
challenged the hegemony of colonists, missionaries, and nations. Music, and in particular,
the Sami joik served as a marker of distinction between Sami and Scandinavians. By
embracing a pasami identity, theypecamenvolvedin the dialogue over global
indigenous rights, and secured for themselves unique status as the Europeanddhjon’s

indigenous peoples.

® Gaski, 212213.
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Today the Sami still struggle with defining themselves in a postmodern world.
Living among multiple cultureand multiple possible identities, they are not in
agreement over how Sami identity should be defined and performed. Sami musical
performances reflect both a quest for modernity, and a desire to maintain tradition. Some
artists believe the joik must remarfundamental symbol of Sami identity, while others
exhibit a desire to recognize all of the cultural influences in their music.

One must also bear in mind that this concept of competing agendas in
performance, and a discontinuity with Sami past, isgasnuch a projection of external
values as it is an internal struggle. As Taylor suggested of the ebb and flow of identity, it
is often easier to understand overt displays of culture, than to accept a more complex
picture of that culture. Clifford Geertrgues that the only way ethnography can make a
significant contribution in understanding cultures is if those of us who participate in it can
learn to move past those cultural tags, or methods of codifying culture. He says, “We
must, in short, descendtindetail, past the misleading tags, past the metaphysical types,
past the empty similarities to grasp firmly the essential character of not only the various
cultures but the various sorts of individuals within each culture, if we wish to encounter
humaniy face to face.”

In the Words of Sami Scholars

In the spirit of indigenous setfetermination | would like to conclude with the
words of three Sami scholars regarding how they perceive Sami identity today. | ask the

reader to consider how these belieflate to Sami popular music today:

" Clifford Geertz, “The Impact of the @oept of Culture on the Concept of Maiifie Interpretation of
Cultures: Selected Essafidew York: Basic Books, 1973), 53.
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“The Sapmi of today is...a complex world, exhibiting social, cultural and political
trends which, in some aspects, appear to be contradictory; a world in the process
of transformation which, to many Sami individualgpaars bewildering and

difficult to master. There are internal as well as external voices to be heard which
claim that the Sami are rapidly losing their identity, while, on the other hand,
others maintain that the Sami are an indigenous population wipelausto be
succeeding in establishing themselves as a distinct people in dialogue and
interaction with the external, modern worleiarald Eidheim®

“Time has changed, old beliefs disappear, but the knowledge imparted by the
traditions that the Sami pdaeed to is, among other things, the awareness that we
are descendants of the Sun with all the obligations attached to that in terms of
how we live today: as an indigenous people in more than a political sense.”
Harald GasK?®

“Sami identity is not a quésn only of language, only of livelihood, only of

living in S4pmi, or only of a way of life. The question is about a much deeper
cultural unity, of belonging to a particular heritage of kin, language, and a whole
cultural complex extending throughout Sa@md going back in time=Veli-

Pekka Lehtol®

8 Eidheim, 54.
" Gaski, 26.
8 Lehtola, The Sami Peopl&7.
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