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DUODJI 2012 - RIIKKAIDGASKASAS SAMIID JA EARA EAMIALBMOGIID DUODJE-, DAIDDA- JA HABMENKONFERANSA

Ovdasatni

Sami allaskuvla lagidii riikkaidgaskasa$ samiid ja eara eamialbmo-
giid duodje-, ddidda- ja habmenkonferanssa 24.—25. golggotmanus 2012.
Konferansii ledje boahtan sullii 100 oassevaldi miehtd Sdmi ja muhtun
oassevaldit maiddai Kanadas.

Duodji 2012 -konferanssa oassevaldit ledje duojarat, dadiddarat ja eami-
albmotduodje- ja daidda-dutkit. Sami allaskuvla haliidii dainna konferanssain
¢almmustahttit eamialbmogiid kultuvrralas ovdanbuktimiid ja dutkama.
Konferansa ¢ohkkii dutkiid, guhte guorahallet duoji, ddiddaduoji, hAbmema
ja daidaga eamialbmotgeahc¢Canguovllus. Konferansa lei seammas deaiv-
vadanbaikin duojariidda, guhte besse buktit ovdan iezaset dujiid ja duddjoma
¢ajahusain ja bargobajiin.

Konferanssa fattat ledje Cuovvovaccat: duodji, sami duodje- ja daidda-
metodologiijat ja eamidlbmot dadiddateoriijat. Konferanssa valdomihttun
lei digastallat eamialbmogiid kultuvrralas ovdanbuktimiid ja lahkonad-
danvugiid fagaid rasttildeaddji geah¢Canguovllus eamialbmotoktavuodain,
muhto dattetge guovddazis lei sémi geahccanguovlu. Duodje-, ddidda- ja
habmenkonferanssa ulbmilin lei maiddai nanusmahttit eamialbmogiid
duodje- ja daiddakultuvrra dutkiid dutkanfierpmédagaid ja fagasurggiid.

Konferansacallosat leat dal cohkkejuvvon ¢oakkaldahkan, mas leat guhtta
ovdasaga almmuhuvvomin. Coakkaldagas leat guokte oanit ¢allosa ja njeallje
guhkebus ¢allosa. Artihkkalat guorahallet eamialbmogiid duodje- ja daidda
geavadiid ja metodajearaldagaid eamialbmotgeah¢Canguovllus. Moai giite
buohkaid, geat leat sadden artihkkaliid dan ¢oakkaldahkii.

Oddajagimanus 2014

Gunvor Guttorm ja Seija Risten Somby






Duobj1 2012 - INTERNATIONAL CONFERENCE ON DUODJI AND INDIGENOUS ARTS, CRAFTS, AND DESIGN

Introduction

The Sami University College arranged an international conference on
duodji (Sami crafts), and indigenous arts, crafts and design on October 24th
and 25th, 2012. The conference was attended by some 100 participants
from Sapmi and also a few participants from Canada. The participants
were Sami craftspeople, artists, and indigenous researchers of crafts and
art. Through the conference, the Sdmi University College wanted to draw
attention to indigenous cultural expressions and research. The conference
brought together researchers who study duod;ji arts and crafts, design and
art from an indigenous point of view. At the same time, the conference was
a meeting place for Sami craftspeople, who got the opportunity to present
their craftwork and methods in exhibitions and workshops.

The topics of the conference were: Sami duodji, Sami arts and crafts
methodologies, and indigenous art theories. The main goal of the conference
was to discuss indigenous cultural expressions and approaches from a
multidisciplinary perspective and in indigenous contexts, but with a focus
on the Sami point of view.

The conference also aimed at strengthening research networks among

indigenous researchers of the culture of crafts and arts, and the academic
field of crafts.

After receiving the conference papers, we now publish six of the lectures
presented at the conference in this collection of articles. The collection
contains two shorter and four longer articles. The articles examine indigenous
practices and methodological issues in the fields of crafts and arts from an
indigenous perspective. We want to thank all the authors who sent their
papers to this publication.

January 2014

Gunvor Guttorm and Seija Risten Somby
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ABORIGINOGRAPHY - A NEW DECOLONIZED ABORIGINAL METHODOLOGY

Aboriginography
A New Decolonized Aboriginal
Methodology

Abstract: Researching and writing about Indigenous peoples from within
a Western epistemological framework can conflict with Indigenous know-
ledge, methodology and quality of research. The history of colonial cultural
imperialism over Indigenous knowledge has constructed disturbing patterns
of recycling research on Indigenous topics from within Western frames of
reference, which is then reiterated by the next generation of scholars, who
reference these authors from within prescribed Western methodological
frameworks of educational institutions. Ultimately, this recycling has resulted
in generalized or inaccurate research that has hindered rigorous Indigenous
scholarship.

Rather than waiting for the Western educational system to fully acknowledge
and validate Indigenous knowledge, context, and research methods, this
article takes a proactive stance and introduces a new interdisciplinary
methodology for Indigenous scholars, entitled Aboriginography, which is
a decolonized, Aboriginal-centred research methodology that integrates
Post-Colonial Critical Theory, Kaupapa Maori Methodology, and Narrative

Inquiry.

Epistemology

Epistemology, in general, refers to the theory of knowledge and is related
to concepts of acquisition and transfer of knowledge. Epistemology is a
key concept amongst philosophers and educators, who debate and analyse
knowledge in relation to the context of cultural ideology, such as foundational
truths and beliefs that condition assumptions, justifications and notions of
intelligence. Educators analyze how this conditioning affects teaching and
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learning, and they consider whether it is possible to teach from an objective
position and how learners can see beyond the conditioned ‘norm’.

Central to the epistemological debate is the critique of the Western canon
in education and its resulting ramifications of excluding other forms of
cultural knowledge that matter to many people in our multicultural society.
Many Indigenous scholars in the educational field have tackled this topic
by publishing texts on Indigenous epistemology and pedagogy, initially
arising from the political activism in the 1960s that sought to reclaim
control over Indigenous education for cultural survival. The topic has since
expanded to include Indigenous curriculum, decolonization of education
and protection of Indigenous knowledge and heritage. Authors such as
Battiste (1995, 2000), Castellano, Davis and Lahache (2000) and Barman,
Hebert and McCaskill (1986, 1987) have been key contributors to the rise
of Indigenous epistemology research.

Defining Indigenous epistemology and pedagogy is often ambiguous to many,
although philosophically it centres on traditional teachings that are holistic
in nature which state that true learning occurs within the entire context of
that which is being studied. I refer to this concept as holistic contextualism,
which considers all connected facets of the study to arrive at a conclusion,
including an examination of ourselves within the context.

Traditionally, the transfer and acquisition of knowledge occurs through
elders and community mentors who prioritize teaching the next generation.
Elders, also referred to today as ‘traditional knowledge keepers’ (as age is
not prescriptive to knowledge), usually teach in the areas of spirituality,
ceremony, songs, history, language, plants and medicine. Other areas of
specific expertise are passed on by community mentors, who train ap-
prentices in areas such as art, music, dance, hunting, fishing, plant gathering,
food preservation and so on. Today, Indigenous epistemology remains in
philosophy and traditional customs, although mentorship has expanded to
include a variety of community experts, such as in the legal, educational,
archaeological, anthropological and ecological fields, to name a few, and the
methods of transmission have expanded immensely, such as in publishing
and the world-wide web, a reality of our bicultural context, educational
institutions and the present technological age.
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The model of Indigenous epistemology serves as a valuable template for
researchers and teachers, in which the acquisition of new knowledge is
achieved directly within the Indigenous context, through engaged cultural
immersion in Indigenous communities, on and off reserve, through primary
research data attained directly from Indigenous people, and though interviews
or apprenticeships with Indigenous experts. This framework is necessary in
order to decolonize Eurocentric patterns of educational dominance and to
widen definitions of knowledge. Today, cultural imperialism and domination
over Indigenous knowledge is no longer appropriate. Gone are the days
when scholars can parachute into an Indigenous community for a couple of
days, go back and write their dissertations or journal articles and self-assign
themselves as Indigenous experts from there on in. Generally, informed
Indigenous scholarship must begin with a foundational knowledge of the
history and culture of Indigenous peoples and be directly engaged with the
Indigenous community.

Fortunately, with the recent paradigmatic shift in educational institutions,
Indigenous curriculum and faculty have had a greater presence in our schools
and universities. Canadians are now asking what we can learn from the
Indigenous peoples, how we can bridge this cultural gap, and how we can
get culturally engaged and contribute to Indigenous cultures. I hope that
this article will provide a compass for responsible research methods that
will contribute to an educational transformation in Indigenous research.

Western Methodology Concerns and Alternatives

For many Indigenous graduate students, finding a validated methodology
for Indigenous research, as defined by educational institutions, can be
problematic for a few reasons. The prescriptive requirements for research
methods, such as historical references for literature reviews and formats
for data collection and analysis, are not conducive to Indigenous research.
Historical references were often inadequate given that they were primarily
written from the colonial perspective, reflecting racist ideologies of the
time period and/or laden with outdated terms, generalizations and imposed
theories.
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These texts reflected minimal contact with Indigenous groups, given the
long-term cultural segregation of Indigenous groups who lived on the
periphery of urban centres on reservations. Even today, many Canadians
do not have a close relationship with Indigenous people nor do they have
a basic knowledge of Indigenous culture or history. The good news is that
education is in transition towards prioritizing Indigenous curriculum for the
current young generation. Indigenous scholarship is also moving in a steady
transition towards autonomy, with more students graduating with master
degrees and PhDs, and current scholars now being recognized as experts in
Indigenous arts, culture and history. Consequently, there has been a rise in
published texts amongst Indigenous scholars, although book publications
are at a bare minimum.

Quantitative formats for data collection, such as survey calculations, lab
analyses or isolated institutional studies, can also be problematic. Alone,
these methods are disconnected from the Indigenous context and often
reveal only singular, general conclusions. A qualitative research format
that might include interviews, narration, storytelling, cultural observation
and photos, to name a few, ultimately produce a more in-depth, humanistic
and participatory approach within the cultural context, which is congruent
with Indigenous epistemology. Other innovative types of qualitative data
can be gathered using an interdisciplinary or a multimedia approach, which
are becoming increasingly popular in Canadian universities. An interdis-
ciplinary approach between subjects, such as art and archaeology, gives
students the freedom to connect their areas of interest and at the same time
bridges curriculum content between departments. The use of multimedia
such as videos, photographs, poetry or art alongside text provides details
and nuances that are often missed through interpretation of the text alone.
Furthermore, multimedia recorded data can be valuable archives for future
scholarship. Last, qualitative research can provide Indigenous scholars with
the opportunity to validate their own voice and experience within a larger
context, whether their narrative is based on personal lived experience or
stems from professional practice or is a critique of colonization from the
position of the colonized.

18
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Aboriginography

‘Aboriginography’ translates to writing from the original and Indigenous
source. It represents a dominant inclusion of Indigenous references and
a primary research methodology that is derived directly from Indigenous
people. The approach is to essentially prioritize Indigenous knowledge and
voice over and above subjective interpretation and theories.

Aboriginography is ultimately concerned with attaining autonomy for
Indigenous peoples, that is, creating independence and self-sufficiency in
scholarship, where Indigenous cultures have the full power to represent
themselves within their own cultural terms and as experts of their own
culture. By producing rigorous, validated research derived from past and
present Indigenous knowledge, scholars can contribute to propelling their
communities forward. The specific principles of this methodology are the
following:

It is Indigenous research produced by Indigenous people.

Indigenous people are the dominant voices in research.

Philosophical foundations are connected to Indigenous epistemology.

It is a holistic philosophy that encompasses a relational enquiry of the

whole context: cultural, social and historical realities. Data is obtained

within the societal or natural context.

Indigenous knowledge, voice and cultural experience are validated.

6 Itstrives for Indigenous empowerment through the resistance of colonial
control and racism by acts of reclamation of history, identity and culture.

7 It seeks to develop Indigenous critical theory and research methods.

8 Its research contributes to the Indigenous community as well as to

national scholarship.

A~ Wro =

W

Aboriginography takes a holistic, contextual approach to speaking about
and from the Indigenous perspective and thereby utilizes an Indigenous
epistemological view. Studying Indigenous peoples in isolation from their
communities creates misrepresentations, and therefore a rounded contextual
learning of historical, societal and cultural contexts is necessary to assist
readers in understanding the full meaning of issues related to an Indigenous
topic. Researchers must situate themselves in the centre, so that they can
observe dynamics and patterns in context, inclusive of their position within

19



DiEpUT 3/2014 - MARY LONGMAN

the context. In conventional academic terms this approach is similar to an
extensive observation in the field, although from a relational and interpretive
enquiry position, which is not passive observance, but instead participatory.
Aboriginography is interdisciplinary because it must draw from several areas
in order to provide a valid platform for the Indigenous scholar to speak from.
This method is not intended to move in isolation from Western research,
but rather it borrows from the best of Indigenous and Western epistemolo-
gies that will contribute to rigorous Indigenous research, documentation
and publication. The three primary influential theoretical and methodolo-
gical frameworks used in Aboriginography are post-colonial critical theory,
Kaupapa Maori methodology, and narrative enquiry, which, when combined,
satisfy the ideology of Indigenous philosophy and epistemology and at the same
time make up a process of decolonization directed towards Indigenous autonomy.

Decolonizing Indigenous Research: Influential Theory and
Methodology

Much of what we know about Indigenous peoples of North America has
been largely informed by the research of non-native academics from the
past and present. The text Natives and Academics: Researching and Writing
about American Indians (1998), edited by Devon Mihesuah and written by
prominent Indigenous scholars from the United States, provides diverse
critical reviews on methodology, ethics and pedagogy as they relate to the
research of Indigenous cultures in North America. Scholars challenge the
monopoly of non-Native scholars and teachers who write and teach about
Indigenous cultures without accessing primary and secondary sources, and
without direct experience in the culture. Mihesuah states that the purpose
of this text is to raise awareness in the educational community of ethical
and responsible research methods of Indigenous cultures.

many Indians are not satisfied with the manner in which they have
been researched or how they and their ancestors have been depicted in
scholarly writings... [this text]offers suggestions scholars might use
to produce more critical, creative and well-rounded interpretations of
Indian histories and cultures. (Mihesuah 1998, ix)
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The text challenges those academics who “have regarded themselves as
definitive authorities on Indians” (in Deloria 1998, 82) and those who
say they write from an Indian viewpoint because “... they may possess a
modicum of Indian blood. But many of these ‘Indians’ do not even know
which tribe they belong to and were not raised with a tribal connection” (p.
12). The problems that occur with such ‘experts’ is that they are not aware
of the ‘inside’ realities of tribal communities; their research often does
not include primary sources, and this ultimately perpetuates inaccurate
information, myth-making, and treading on sacred information. Furthermore,
ethnocentric academics will devalue Indigenous knowledge, such as oral
histories, and not acknowledge or compensate community members who
gave them all their valuable research (Mihesuah 1998, 9). Instead, they
cash in their lucrative grants and run, not even giving the communities a
review before they run to the publishers. Authors in this text have voiced
their resentment of those who maintain their exclusive positions as experts
only to take advantage of such motivators as a “degree, grant, fellowship,
or tenure and promotion” (Mihesuah 1998, 8).

This critique of research methodology has been interpreted by some non-
native writers as censoring their right to speak to public visual culture, or
some have perceived it as a contest of knowledge rather than clearly hearing
that it is the issues of cultural misrepresentation that Indigenous people object
to. No one objects to non-native writers writing about Indigenous people,
as there are many fine writers that have produced great research; rather,
the critique is contesting those who do not conduct proper research, which
must include direct primary research with Indigenous peoples. A scholar
has the responsibility to present accurate, current research to the public.
For non-native scholars, research also involves self-enquiry, such as being
aware of the history of colonial acquisitions of knowledge of the colonized
and being committed to an honest self-enquiry of one’s own position within
the context, to avoid automatic projections onto the other culture, such as
framing Indigenous culture within the Western theory.
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Post-colonial critical theory

Post-colonial theory signifies a position against imperialism and Eurocen-
trism and employs a method of “a critical analysis of the history, culture,
literature and modes of discourse that are specific to the former colonies of
England, France and other European imperial powers” (Abrams 2005, 245).
This critique seeks to deconstruct the power of Eurocentric ideology, in the
‘European Empire’ that is “said to have held sway over more than 85% of
the rest of the globe by the time of the First World War, having consolidated
its control over centuries” (Bahri 1996, para. 1). Post-colonial research also
examines the interactions between European colonizers and the societies
they have colonized (Bahri 1996; Ashcroft, Griffiths & Tiffin 2000).

In addition to critiquing colonization, post-colonial discourse provides a
valid platform from which the colonized can speak, either from the position
of critiquing colonization or speaking from the experience of the colonized,
or both. Post-colonial theorists have had to deconstruct the definition of the
‘Other’ in order to avoid perpetuating the very difficulties they seek to resist
of dominating the representation of the ‘other’. ‘Other’ and ‘other’ are terms
used in post-colonial theory primarily to define the colonized subject. In
Jacque Lacan’s Freudian analysis of the formation of subjectivity, he defines
the distinction between the ‘Other’ and ‘other’ as the ‘former as “the imperial
centre, imperial discourse, or the empire itself” while the ‘other’ refers to
“the colonized other who are marginalized by imperial discourse, identified
by their difference from the center” (Ashcroft, Griffiths & Tiffin 2000, 170).

The rapidly growing discourse of post-colonial critical theory does not have
a distinctive methodology; however, Abrams (2005) and Ashcroft, Griffiths,
and Tiffin (2000) identify five recurrent areas of critical analysis:

1. “The rejection of the ‘master-narrative’ of western imperialism — in
which the colonial ‘Other’ is not only subordinated and marginalized,
but in effect deleted as a cultural agency -- and its replacement by a
counter-narrative in which the colonial cultures fight their way back
into a world history written by Europeans.” (Abrams 2005, 245).

2. “An abiding concern with the construction, within western discursive
practices, of the colonial and post-colonial ‘subject’ as well as the
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categories by means of which this subject conceives itself and perceives
the world within which it lives and acts.” (Abrams 2005, 245-246).

3. Disestablishment of “Eurocentric norms of literary and artistic values and
[expansion of] the literary canon to include colonial and post-colonial
writers” (Abrams 2005, 246).

4. “The study and analysis of European territorial conquests, the various
institutions of European colonialisms, the discursive operations of
empire, the subtleties of subject construction in colonial discourse and
the resistance of those subjects, and, most importantly perhaps, the
differing responses to such incursions, and their contemporary colonial
legacies in both pre- and post-independence nations and communities.”
(Ashcroft, Griffiths, & Tiffin 2000, 187).

5. An examination of “how people are perceived [which] controls how
they are treated, and the physical differences [that] are crucial in such
constructions.... Such prejudices were generated for economic reasons
(see slavery) or to control Indigenous populations in colonial possessions
by emphasizing their difference and constructing them as inferior.”
(Ashcroft, Griffiths, & Tiffin 2000, 183—184).

These topics have been the focus of scholars such as Fanon (1952, 1961),
Said (1978), Chakravorty Spivak (1988), Minh-ha (1989), and Ashcroft,
Griffiths, and Tiffin (1989, 2000). Some of the most significant works
in post-colonial studies include Fanon’s The wretched of the earth (1961,
Said’s Orientalism (1978), Chakravorty Spivak’s Can the subaltern speak?
(1988), Minh-ha’s Woman, Native, other: Writing post-coloniality and
feminism (1989), Ashcroft, Griffiths and Tiffin’s The empire writes back:
Theory and practice in post-colonial literatures (1989), and the more recent
McClintock, Mufti and Shohat’s Dangerous liaisons: Gender, nation and
post-colonial perspectives (1997).

Representation is a key issue in post-colonial literature that critiques
dominant colonial representations of cultural, racial or minority groups
and also provides strategies of resistance. Edward Wadie Said, a Palesti-
nian—American, was a highly influential scholar of cultural representation
and was the founding figure of critical theory in post-colonialism. His
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highly proclaimed book, Orientalism (1978), critiqued the Western study of
Eastern cultures, particularly of the Middle East, stating that these inaccurate
representations were political in nature and tied to the colonial agenda,
coining the term ‘cultural imperialism’ (Said 1978). Early literature reveals
that the basis of cultural imperialism is grounded in “the assumption that
a truly effective colonial conquest required knowledge of the conquered
peoples” (Sered 1996, para. 7). Colonial constructions of the ‘other’ were
supported “with the unquestioning certainty of absolute truth backed by
absolute force” (Said 1978, as cited in Sered 1996, para. 9). Said (1978)
stated that representations can never be realistic and rejects “biological
generalizations, cultural construction and racial and religious prejudices”
(Sered 1996, para. 10). As an alternative, Said suggests using a ‘narrative’
approach rather than imposing a ‘vision’ for interpretation, suggesting that
research methods and representation of cultural groups should occur with
the process of the subject speaking directly from their own experience rather
than researchers interpreting the subject through their own ideological lens.

Gayatri Chakravorty Spivak is an Indian literary theorist and professor
born in Calcutta, India, and is known for her critiques of difference and
representation of the ‘other’ under the hegemonic powers of the colony.
Spivak coined the term ‘subaltern’ in her article ‘Can the subaltern speak?’
(1988), which in Latin is defined as ‘under other’, which refers to the
self-representation of marginalized peoples under the hegemonic rule of the
colony and dominant discourse. Chakravorty Spivak examines problems
associated with the dominant group representing the other and with the other
using dominant discourse in an attempt to produce a counter-narrative. She
distinguishes these two forms of representation as ‘proxy’ and ‘portrait’. The
former refers to ‘speaking for’ and the latter to ‘portraying of” (Baldonado
1996, para. 6). In representing the other, Chakravorty Spivak demonstrates
how the Western academy has ignored or obscured subaltern experiences by
assuming the transparency of its scholarship by writing for the other. She
questions the contradictory dilemma of the other speaking for themselves
within the Western academy, essentially utilizing the same discourse that
has subordinated their identity (Abram, 2005).

Trinh T. Minh-ha was born in Hanoi, Vietnam, and is a musician, film-maker,
feminist and post-colonial theorist. Minh-ha’s post-colonial approach is
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unique in that it purposefully rejects the dialectical act of reversal or debating
difference, so as not to create another dogma or blanket representation:

To prevent this counter-stance from freezing into a dogma (in which
the dominance-submission patterns remain unchanged), the strategy of
mere reversal needs to be displaced further, that is to say, neither simply
renounced nor accepted as an end in itself. Minh-ha (1989, 40).

Minh-ha (1989) explains this multi-angled approach in her work: “A writing
for the people, by the people and from the people is, literally, a multipolar
reflecting reflection that remains free from the conditions of subjectivity
and objectivity and yet reveals them both” (p. 22).

Said, Spivak and Minh-ha have all produced ground-breaking work towards
raising awareness of representation that subjugates the other and inspires de-
colonization strategies towards future research. Said revealed the connection
between cultural representation and the colonial agenda, and ultimately stated
that representation must come directly from the original voice, over another’s
interpretation. Minh-ha and Spivak have sought decolonizing strategies for
researchers to move beyond the critique of colonial representation and the
debate of difference towards the important priority of creating research for
the people. With their research, they have changed perspectives in academia
immensely and have paved the way for new scholars to bring their own
voices and experiences to academia.

Today, scholars on the periphery of Western academia no longer need to focus
their research on topics such as exposing stereotypes or critiquing the ‘master
text, as the ground has been opened wide by previous scholars. The questions
now at hand are, ‘What is the contributing objective of the research and who
will benefit from this research? Will this research directly contribute to the
people and will it contribute to new knowledge nationally and internationally?’

b

Changing old semantics to describe the other is also key in the decolonization
process. It is no longer necessary to copy or utilize negative terms that
subjugate the other, such as ‘subaltern’, ‘subordinate’, ‘minority’, and even
the term ‘other’, which refers to a secondary option. New terms are needed
to define groups in a positive, strong manner, as they should have been in
the first place. Indigenous people have never adopted colonial labels that are

25



DiEpUT 3/2014 - MARY LONGMAN

demeaning because they have been acutely aware of the power of derogatory
semantics in racial politics, thanks to the research of Afro-American scholars.
Indigenous people have made a point of describing their overall nations
as First Nations, Indigenous or Aboriginal, as a constant reminder of their
unique position as original Canadians, who have existed in Canada for several
thousands of years prior to the relatively recent European arrival. However,
it is unfortunate that some Indigenous groups in Canada, and more so in
the United States, still refer to themselves as ‘Indians’, although I expect
this will change with the next generation, who are more informed with the
historical context of the term.

Kaupapa Maori Methodology

Maori professor Linda Tuhiwai Smith challenges traditional Western research
methodology in her book Decolonizing Methodologies: Research and
Indigenous peoples (1999) and calls for the decolonization of methodologies
and the autonomy of Indigenous-centred research. The Kaupapa Maori
research position rejects the scientific paradigm of positivism that has its
origin in empirical methods. Tuhiwai Smith (1999) states that the Maori
have methodological and epistemological concerns in regard to positivism
in both “the techniques of research and presuppositions about knowledge
which underlie the research” (p. 169). The scientific methods of measurement,
classification, representation and evaluation are said to be inappropriate for
understanding human society and realities (Tuhiwai Smith 1999). Western
ideologies that underlie positivist methods conflict with cultural ideologies
and epistemologies of the Indigenous worldview:

Western research is more than just research that is located in positivist
tradition. It is research which brings to bear, on any study of Indigenous
peoples, a cultural orientation, a set of values, a different conceptua-
lization of such things as time, space and subjectivity, different and
competing theories of knowledge, highly specialized forms of language
and structures of power. (Tuhiwai Smith 1999, 42).

The ramification of positivist research methods is that it has distorted
Indigenous realities and has left “Maori people within a cultural definition
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which does not connect with either our oral traditions or our lived reality
(Tuhiwai Smith 1999, 170). Essentially, with Indigenous autonomy in
research, Indigenous people can truly represent themselves in a culturally
accurate manner.

The Kaupapa Maori approach is multidisciplinary and holistic, drawing from
frameworks such as epidemiological survey work, ethnography, qualitative
studies, and critical theory, although it is not limited to these areas. Guiding
principles of Kaupapa Maori research include: being related to ‘being Maori’,
being connected to Maori philosophy and principles; taking for granted the
validity and legitimacy of the Maori and the importance of Maori language
culture, and a concern with the ‘the struggle for autonomy over our own
cultural well-being’ (G. Smith, 1990, as cited in Tuhiwai Smith 1999, 185).
While the Kaupapa Maori methodology appears to be Maori centred, the
principles can be utilized for any Indigenous group.

Narrative Enquiry

Tribal knowledge was not fragmented data arranged according to rational
speculation. It was simply the distilled memory of the people describing
the events they had experienced and the lands they had lived in (Deloria,
1997, p. 36).

Vine Deloria Jr. echoes the anti-positivist approach of the Kaupapa Maori and
the long struggle of Indigenous people to have their experiences validated
in academia and further, legally, as legitimate oral accounts of history.
Deloria is a highly acclaimed Sioux scholar and was a professor of history,
law, political science, and religious studies at the University of Colorado in
Boulder. He has left an incredibly bold legacy of confronting Western myth-
making with publications such as Red earth, white lies: Native Americans
and the myth of scientific fact (1997) and Custer died for your sins: An
Indian manifesto (1988). Deloria’s unique writing style alternated researched
facts with his narrative of his Indigenous experience to explain historical
and contemporary Indigenous realities. Deloria is viewed as a warrior of
academia who inspired many Indigenous scholars to speak their truth in their
research despite its contradictions with Western theories. Deloria explains
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that the strong resistance to holding on to inaccurate theories is the attempt
to resist the crumbling of the foundations of Western academia on which
contemporary theory is built.

Narrative enquiry can be used in research in two ways: as a platform to
validate one’s own autobiographical account of life experiences as an
Indigenous person and to validate the voices of other Indigenous people
through interviews utilizing direct quotes. Jerome Bruner (1990) states that
narrative strives to locate the experience in time and place, and Clandinin
and Connelly (2000) suggest that all experience happens narratively. In
autobiographical reflections by an Indigenous author, the original voice
cannot be misrepresented, and their life story ultimately contributes within
the broader social context and to the collective meaning of Indigenous people
in Canada today. As indicated by Bruner (1990), Clandinin and Connelly
(2000), and Said (1978), using the narrative format for representing the
human experience can result in research that is meaningful and accessible
to other people, and at the same time avoids misrepresentation.

In the past, Indigenous peoples and culture have been interpreted separa-
tely from individual identity, and therefore this methodology presents the
Indigenous voice and locates it within the context of their historical, social,
and cultural realities. The emphasis of this research is to give Indigenous
accounts predominance to balance the scales of representation. This process
is a collective effort in which Indigenous people voice their concerns
together to deconstruct the ideologies of representation that have perpetuated
myth-making, stereotypes, and racial discrimination. By sharing individual
realities, scholars can contribute to the discourse of racial politics within
the collective experience and move toward reclaiming their history, identity,
and cultural perspectives.

In conclusion, Aboriginography aims to demystify methodology by providing
a practical validated framework that has been constructed in an open, non-
restrictive manner so that scholars, regardless of their fields, can utilize the
Indigenous-centred approach. This framework can assist graduate students
in writing theses or dissertations by providing a valid platform to write from,
and it can also assist scholars to write from an Indigenous-centred position
that validates Indigenous epistemology.
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Sami duodjemetodologiijat

Alggahus

Lean guhkit diggi bargan duodjedutkamiin ja nu lean maiddai farus habme-
min alit duodjeoahpu ja duodjedutkama. Erenoamazit lean leamas mielde
huksemin, jodiheamen ja ovdanahttimin alit duodjeoahpu Sédmi allaskuvllas
dan rajes go dat vuodduduvvui, searvalagaid eardiguin geat leat bargan
asahusas.

Dan artihkkalis guorahalan duodje- ja daiddateoriija gazaldagaid ja mo ¢atnat
dan guokte suorggi oktii eamialbmotperspektiivvas. Ulbmil artihkkaliin lea
suokkardallat ahte leago sdhka sierra ja Cielga lahkonanvugiin go hallat
eamialbmotgeahcastagain, ja buktit muhtun evttohusaid mo daid séhtta lahkonit.

Artihkkala huksehus lea nu, ahte alggos valdit ovdan maid mearkkasa
dutkansuorgai go duodji lea Saddan allaskuvlla ja universitehta fagan, man
sapmelaccat ieza dutket ja go leat sapmelaccat geat duddjojit. Dasto guora-
halan, mo eamidlbmotmetodologiijat leat merostallojuvvon ja man lahkai
sapmelas dutkan dies lea oasalas, ja mo duoji daidda merostallamiidda
heiveha. Duodjedoaba lea dddan merostallamis dehalas oassi. Loahpas de
divastalan muhtun osiid das mo duodjedutkan, man vuoddun lea duddjon,
sahtta cadahuvvot dain vuolggasajiin.

Eamialbmotmetodologiijat

Eamialbmotdoahpaga ja eamidlbmotperspektiivva geavaheapmi lea kritiserejuv-
von, go dat sirre “min” ja “din”. Muhto mun in doarjjo dien kritihka. Go lea sahka
eamialbmotkultuvrra ieSmearrideamis, de deattuhuvvo ahte eamialbmogat leat
ieza 1960-logu rajes searvan ieSdefineremii, ieSmearrideami digastallamiidda,
jaleat nu positioneren iezaset politihkalaccat ja fagalaccat (g¢. Minde 2007,
9-37). Eamialbmotgeahcastat ovddasta eanet “min darbbuid” go “sin
darbbuid”. Nancy Marie Mithlo ¢all4, ahte algoalbmotdaidagis ii darbbas
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vuohki ja sisdoallu leat dehdleamos go vallje algoalbmotgeahcastaga, muhto
dat makkér ulbmiliin dahka ddidaga (Mithlo 2012, 92). Seamma lahkai
sahtta de maiddai dadjat simi daiddalas doaimmaid ja dutkama birra. Maid
de oaivvilda ulbmiliin? Son ¢ilge, mo eamialbmotlahkonanvuohki galga
ovttastahttojuvvot eard servodagaiguin, ovdamearkka dihtii oppala$ daid-
daservodagain, muhto algoalbmogiid iezaset eavttuiguin.

Eamidlbmogat barget ovdanahttin dihte iezaset lbmogin ja fidnet iezaset
sosialala§ ovdanahttima ja ieSmearrideami (g€. Omd. Balto & Hirvonen
2008; Kuokkanen 2007; Hirvonen 2004). IeSmearrideapmi lea eanet go
dusse juksat politihkala$ meari, ¢alla Linda Tuhiwai Smith (Tuhiwai Smith
2005; Tuhiwai Smith 1999). Son lea fuomasuhttan eamialbmotdutkama
dan seamma suorggi geahcastagastis ja lea geavahan eamialbmotmetodo-
logiijaid deattuheami dihtii, ahte ii leat sahka ovtta didna vuogis. Son oaidna
ahte ollu metodologiijat leat scammalaganat go oarjemailmmis, muhto
erenoamas eamialbmotdilis leat dakkar bealit go dekoloniseren, buorideapmi
ja mobiliseren, mat sahttet leat oktasaccat eamidlbmotmetodologiijain
(Tuhiwai Smith 1999, 116). Smith lahkoneapmi eamialbmotmetodologii-
jaide lea addet oarjemailmmi diedu, ja fuomasuhttit oarjemailbmai mii lea
eamialbmotgeahcastat. Dan sahttd dahkat mobiliseremiin, buoridemiin, ja
sirdimiin. Dan Tuhiwai Smith oaidna dekoloniseremin (Tuhiwai Smith
1999, 176.) Graham Smith geavaha ovdamearkka das, mii lea dahpahuvvan
Aotearoas. Son ¢ujuha, ahte go olbmot heite vuordimis ahte juoga sidjiide
galga dahpahuvvat, ja ieza alge bargat dan ovdii ahte juoga geavva, de
rievdddai maid perspektiiva. Dan oainnu son lohké lihkkaseapmin eret
dekoloniseremis dihtomielalaSvuoda huksemii (‘conscientization’), mii
dasto bijai maoriid ja sin darbbuid guovddazii (Smith 2003).

Vasahusat leat eamialbmogiin okta oktasas bealli eamialbmotmetodologiijain.
Dat vasahusat sahttet leat persovnnalacCat dahje maiddai eamialbmotjoav-
kku siskkobealde. Sihke Margaret Kovach ja Shawn Wilson deattuheaba
persovnnala$ vasdhusaid, dahje persovnnala$ sajaidahttima (Wilson 2008;
Kovach 2009). Kovach ¢4lla ahte dutki ieSsajaidahttin (eang: selflocation)
lea okta oassi eamialbmogiid diehtohuksemis (Kovach 2009, 109-115). Son
oaivvilda, ahte dat ieSsajaidahttin lea go dutki juogada iezas gullevaSvuoda
muhtun joavkkuin (ieSdovdu), dat makkar kultuvrrala§ vasdhusat sus leat,
dahje mo lea huksen iezas addejumi eamialbmotdiehtohuksemis (Ko-
vach 2009, 110). Kovach deattuha dattege, ahte eamialbmotdutkamis lea
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ieSsajaiduvvan dehalas justa dan sivas, go dutki lea mearridan geahc¢cat
beliid eamidlbmogiid vuolggasajis.

Neumann ja Neumann (2012) calliba ahte dutkamis lea ollu leamas sahka
das, go iezas kultuvrra dutka, de calmmehuvva olmmos. Soai baicce
fuomasuhttiba dkkaid mat leat ovdamunnin, go dovda birrasa maid dutka.
Soai oaidniba ahte ieSsajaidahttin eanet nanosmahttd go calmmehuhtta
dutki, dasgo ferte dihtomielalaccat guorahallat ieZas biografalas vasahusaid
mat vaikkuhit bohtosa analysaide. (Neumann & Neumann 2012, 90-96.)
IeSsajaidahttin duoji oktavuodas sahttd mearkkasit ovdamearkka dihte dan
ahte duodjedutki valda vuhtii, ahte su dutkanberostumi vaikkuha dat, leago
omd. ie$ bajasSaddan Karasjoga boazodoallodilis.

Sihke Wilson ja Kovach deattuheaba eamidlbmotmetodologiijain daid beliid,
ja Wilson goh¢oda daid oktavuohtan (relations). Son juohka oktavuodaid
mangga dassai; olmmoslas oktavuoda dassai, daguid ja idéaid dassai, olbmo,
birrasa ja luonddu gaskavuoda déssai, ja loahpas univearssa dassai (Wilson,
2008, 80-97). Dat oktavuodat dagahit ahte dutki ii leat goassege okto.
Go dal omd. ¢alan dan artihkkala, de lea mu véasahus daguhan dan. Mu
berostupmi duodjedutkamii eamidlbmotdiehtun vulggii barggadettiinan
duodjevaldofagain ja doavtterdutkosiin. BeroStupmi duod;jai alggii juo arat,
dalle go ie$ oahpahallagohten duoji 19-jahkésazzan. Mearradus algit dujiin
bargat lei iezan. Go de dutkagohten duoji ja go eanet ahte eanet sajaiduvai
fagan alitohppui, de oidnen ahte ferte leat vejolas geahcécat ja lahkonit
suorggi duoji vuolggasajiin, ja ahte dasa lea darbu. Allaskuvlla 4saheapmi
lea maid hésttuhan mu geahccat duoji sami vuolggasajis, dasa lassin leat
ovttasbarggut eara eamialbmogiid fagaolbmuiguin dahkan dan seamma.
Wilson oaivvilda ahte dutkanmetodat eai darbbas leat dat, mat mearridit mo
juksat odda vuolggasajiid. Wilsona cealkima sahttd 4ddet seamma lahkai
go dan maid Mithlo oaivvilda. dat mii lea mihttomearri dahje man ulbmilin
¢adaha dihto dutkosa dahje juo daiddalas barggu (Mithlo 2012, 188-205).
Dat mearkkasa ahte eamialbmogiid darbbut leat vuoddun.

IeSsajaidahttin lea maiddai oahpis ee. feministtalaS dutkamis. Donna
Haraway lea ¢éllan, ahte dutki ie$ ferte ¢atnat iezas dutkanbohtosiidda ja ahte
diehtu lea fagalaccat sajaiduvvan, go dutki diehta ahte diehtu lea Catnasan
dan oktavuhtii mas lea vuolgan (Haraway 1988). Su sajaidahttindiehtu
(situated knowledge) lea lihkasteapmi eret eurosentrala geahCasteamis.
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Duoji praksis vuolggasadjin dutkamis ja daiddalas barggus

Duodji lea sapmelas dutkanfaddan oalle nuorra, ja nu ii leat vuos suorgi
nagodan hukset dutkanarbevieru, mii adda dutkamii iezas “ieSdovddu”.
Berostupmi duodjai ieSgudet dutkansurggiinlea leamas ja lea ain, ja mii geat
dal leat valljen geahccat duoji sami perspektiivvas, dovdat bures ovdalas
daiddahistorihkkariid, antropologaid, etnologaid ja matkkalac¢caid, giel-
ladutkiid ja eara dutkiid ¢allosiid. Lean ieSge vaikko man davja lohkan ja
guorahallan omd. Ernst Mankera, Knud Leema, Konrad Nielsena ja earaid
¢allosiid sdmi duoji birra. Eamidlbmotgeahcastagas lea maiddai darbu
geahccat daid callosiid, erenoamazit go merostalla makkar ideologalas
duogés dain lea.

Rauna Kuokkanen valdé atnui eamialbmotperspektiivva ja evttoha ahte dan
sahtta dahkat, go guldala ja gudnejahttd ja dohkkeha albmoga oainnu iezaset
kultuvrra harrai (Kuokkanen 2009, 46). Jus dan jurdaga sirda duodjedutkamii,
de lea duodjepraksis vuoddun. Sii geat leat ¢allan duoji valdofaga- ja
doavtterdutkosiid manimus jagiid, leat maiddai duojarat (g¢. omd. Johansen
1990; Dunfjeld Aagard 1989; Duntjeld 2006; Guttorm 2001; Somby 2003;
Eira 2004; Fors 2004; Triumf 2004). Dat adda maiddai teoriija huksemii
dihto “siskkobeale” (duojara) vuolggasaji.

Doahpagiid valljen

Lean dan radjai geavahan sihke duodje- ja daiddadoahpaga dainna oaiviliin,
ahte leat guokte goabbatlagan doahpaga. Dat leat guokte doahpaga mat
geavahuvvojit sihke balddalagaid ja sierralagaid sdmegielas. Mii leat omd.
Duodji 2012 konferanssas maiddai geavahan duoji ja daidaga doahpagiid,
ja das ovdalas maid c¢allen, ahte mis leat oahput mas deattuhat jogo duoji
dahje daidaga. Sami servodagas leat ollu duojarat, geat eai dovdda iezaset
gullat daiddapraksisii, ja nu eai gohcot iezaset doaimma daiddalas bargun, ja
daiddarat fas eai ane iezaset duojarin, vaikko mangii ii darbbas leat jearaldat
das, maid barget muhto man oktavuodas.

Duodjedoaba lea cilgejuvvon leat buot lagan rahkadeaddji doaibma.
Manimus logenar jagiid dat lea ozzon dakkar sisdoalu, ahte duodji lea
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gichtabargodoaibma mas lea vuolggasadji sami servodagas (Guttorm 2010,
13—41). Daidda doaba lea odda doaba ja bodii atnui go oahppan daiddérat
1970-logu loahpas haliidedje alggahit oktasas sami searvvi ja geavahedje
suomagielat sani taide vuoddun rahkadit samegiel doahpaga ja maid séhtta
alkit jorgalit kunst/art satnin (Guttorm 2010, 13—41) Sahtta lohkat ahte
maiddai ddiddadoaba lea badjanan sierra darbbus. Cuolbma mii mu mielas
badjana lea, go ii leat nu alki geassit ¢ielga rajaid duddjon- ja daiddalas
doaimmaid gaskka, danne go goappasiin leat rasttideaddji doaimmat.

Mangga eara eamialbmotgielas mailmmis iige leat leamas doaba, maid sahtta

jorgalit njuolga “art” satnin. Dat dattege i1 mearkkas, ahte dain servosiin

eal leat leamas daiddala§ doaimmat. Ovdamearkka dihte Howard Morphy

fuomasuhtta, ahte australialas aborigiinnaid duddjon lea easkka gieskat juksan

daiddaarvvu, ja oaidnd sivvan dan go oarjemailbmi ddiddahistorjjalaccat ii

leat ovdal ¢ahkkehan sin ddiddala§ doaimmaid oarjemailmmi daiddakate-
goriijaide (Morphy 2000, 129—-140). Dan maid gohcodit eangalasgillii “art”
gok¢a samegiela saniid duodji ja ddidda. McChesney oaivvilda fas, ahte go

eamialbmotdujiid leat algan arvvostallat individualalas davvirin, de easkka

leat geah¢Cagoahtan daid dédiddan (McChesney 2012, 2-32).

Bruce Bernstein ja Gerald McMaster ¢alliba, ahte eanas indidnagielain vailu
37). Soai oaivvildeaba ahte ii leat leamas indidnaid joavkkuin historjjalaccat
ideologiija sirret dakkar olmmoslas daguid, maid sahtta defineret arf doahpa-
giin dan addejumi mielde mii badjanii cuvgehusaiggis, ahte daidda luovvana
eallimis ja argabeaivvis. Soai rahpaba vejolasvuoda geahc¢cat indidnaid
duoji muhtunlagan daiddan, muhto ahte dain leat iezaset arvvut. Cabbodat,
duohtavuohta ja riektavuohta leat addejumit mat gavdnojit oarjemailmmis,
ja dat? de leat dalé daidda-doahpaga vuoddun, muhto dat eai leat indidnaid
kultuvrrain leamas oassin (ibid.). Gerald R. McMaster lea ovdal maid
callan, ahte ieS doaba ddidda (kunst, art) lea seamma ldhkai go estetihkka
dutkanfaddan, ¢atnasan nannosit oarjemailmmi ovdénanhistorjai (McMaster
1999, 81).

Steven Leuthold fas lea buorre mealgadii seamma oainnus go earat, geat
oidnet ahte algoalbmogiid dujiin ja duddjondoaimmain (dalle mun geavahan
duoji dan oainnus ahte lea buot lagan duodji, maiddai dat mii lahkona
oarjemailmmi dddejumi mielde daidaga) lea eard sisdoallu go oarjemailmmi

39



DiEPUT 3/2014 - GUNVOR GUTTORM

daidagis (Leuthold 1998, 46). Son oaidna dan hastaleadd;jin, go teoriijat leat
huksejuvvon oarjemailmmi d4idaga vuolggasajiin. Erenoamazit modernisma-
aiggis, go daiddaservosat guorahalle ja fatmmastedje eamidlbmotdujiid ja
dulkojedje daid, valddekeahttd vuhtii eamialbmogiid oainnuid ja jurda-
giid das, mo sii definerejit ieZaset buktagiid (Leuthold 1998, 46). Son
oaidna stuorra erohusa oppalacéat das, mii lea leamas eamialbmotdaidda
ja oarjemailmmi daidda: eamialbmotdaidaga kontemplatiivavuohta lea
¢adnon davja ritudlaide, avkkalaSvuhtii, oktavuodaide, njuolggadusaide,
ja oarjemailmmi daidda fas friija, individuala dulkomiidda ja ritualaide
(Leuthold 1998, 47). Son oaidna ¢oavddusin dan, ahte oarjemailmmi daid-
dadefineren viiddiduvvo nu ahte fitmmasta maid eamialbmogiid muitalusa
mii sin mielas lea ddidda ja masa maiddai de ¢ahket eamialbmogiid oainnut
ja jurdagat (Leuthold 1998, 50). Son ja olu earat evttohit viiddidit daid-
dadoahpaga nu, ahte dat maid guoska daid ovdanbuktimiidda (dujiide) mat
leat cadnon sierra kultuvrrala$ oktavuodaide ja main lea Cielga ¢anastat
sierra doaimmaide ja njuolggadusaide, ja mat deattuhit &vkkalasvuoda ja
ritudlaid ja mat gaibidit kontekstudla addejumi. Dat lea vejola$ coavddus
go deattuha, ahte maiddai daidagis leat manga parallealla historjja, aistton
Hanna H. Hansena (Hansen 2007). Leutholda akkastallamis leat sierra
vuolggasadji ja aktiivvala§ mearrideapmi das, mo juohke kultuvra galgé
addet iezas kultuvrrala§ doaimmaid.

Duoji vuolggasadji sami “juohkebeaivvala$ oktavuodas”

Arbevirolas duojis leat njuolggadusat, ja estehtalas addejumit leat habmejuv-
von juohkebeaivvalas doaimmain. Go mii dan aiggi hallat duoji birra, de leat
mis manggaldgan duodjevasahusat. Leat sihke duddjon- ja geavahanvuogit
mat leat joatkasuvvan ja dasto leat praksisat mat leat riegaddan individuéla
jurddaseamis ja duddjomis. R4jaid arbevirolas dujiid ja odda fuomasumiid
gaskka ii soaitte oppa fuomasitge go geah¢ca dujiid. Go Catnat arbediedu
duddjomii ja duodjai, de Catnat daid dasto maiddai dieduide mat ledje
dehalaccat arbevirolas servodagas, ja maid leat gaskkustan, rievdadan ja
heivehan dal4 digai .

Dadistaga go eallinvuogit ja servodat lea rievdan, de lea duodjepraksis
sirdaSuvvan, ja duoji digaStallan lihkkasan. Nu guhkd go duodji lea
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¢ilgejuvvon olggobeal diciid geahcastagas, de leat sii maiddai bainnahallan
diggi ideologalas oidnui. Go duodji lea ¢ilgejuvvon ruota-, daro- dahje
suomagiela doahpagiiguin, de guddet doahpagat nugo ”sl6jd”, "husflid”,
hemsldjd”, "folkekunst” , késity0 jna. historjja ja govvejit diggi ideologalas
oainnu. Go eardgielagat go sdmegielagat leat ¢ilgegoahtdn duoji eara gielaide,
de lea daid gielaid kategoriserenvuohki vaikkuhan maiddai sami duoji
kategorisema, nugo omd. kunsthandverk, ’s16jd”, “konsthantverk™, ”husflid”
(g€. Guttorm 2001, 22—44; Guttorm 2004, 201-211). Dat mielddisbukté ahte
i1 buot haviid leat valdon vuoddun dat makkar lea buvtta, muhto makkar
arvu das lea dihto suorggis. Danne sdhttd muhtun muddui lohkat, ahte mii
dal leat baidnaSuvvan muhtun muddui daid doahpagiid sisdoaluide, ja
geahccat duoji daid kategoriijaid vuodul.

Cuolbma maid oainnan go jorgala nuppi gielas samegillii, lea daid doahpagiid
duogés digastallan dan giela kultuvrrala$ harjaneami ja arvvuid vuodul ja
guottuid vuodul mat leat daidda ¢adnon. Lean vasihan go lean logaldallan
eard eamidlbmotguovlluin ja geavahan duodjedoahpaga, de lean davja
ozzon kommentaraid ahte samegiela duodjedoaba roahkka sahtta maid

Govus 1. Joar Nango installasuvdna Baggylavvu Jeans av lavvuduk.
Govven: Sami Daiddaguovddas, Karasjogas.
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gokcat daid doaimmaid mat leat eard eamialbmotguovlluin, go eai doppe
ge buohkat dibbas dovdda ahte lea riekta geavahit “art” sani, go das leat
dihtolagan konnotaSuvnnat. Go mii geavahat duodji doahpaga dan sadjai
go “slojd”, “husflid”, “kunsthandverk™ jna., de leat maiddai valdan sami
geahcCastaga, mii gaibida viidat geahcastaga, danne go duodjepréksisa de
maiddai guorahalla seammas. Mii dalle maiddai hastalat digastallat dan mii
duodji lea dala diggis. Mu valdocuoccuhus lea ahte jus duodji galga leat faga
jasuorgi alit oahpus ja dutkamis, de fertet vuolggasaji valdit dan doahpagis
ja dan praksisis. N4 sahtta lihkastahttit sihke sajaiduvvan addejumiid das,
mii duodji lea sami servodagas ja das, mo dat fas addejuvvo olggobeale
sajaiduvvan juhkui daidaga ja ii daidaga gaskka.

Muhtun duojara guksi sahttd gartan ddiddan muhtun sierra daiddalas
dildla§vuodas, omd. leat sihke Geir Tore Holm, Iver Jéks ja Folke Fjellstrom
geavahan guvssi sierra daiddalas oktavuodas. Manne guvssit jukset daiddalas
arvvu, ii leat danne go leat guvssit, muhto danne go leat oassin muhtun
idéas/jurdagis mii daid daiddariin/duojériin lea leamas.

I'm in lavvu nammasas daiddaproSeakta maid Sami Daiddaguovddas ¢adahii
d4 muhtun jagiid dassd, lea maid buorre ovdamearka das, mas duodji ja
duddjon lea oasalas. Dan prosektii searvvai daiddar ja arkiteakta Joar Nango
Baggylavvu Jeans av lavvuduk (sic) nammasas installaSsuvnnain, ja bovdii
iezas prosektii guokte duojara, Ovlla Gaup ja Anne Kére Kemi.

Das lea dan guovtti duojaris Cielga doaibma, soai galgaba duddjot buvssaid ja
coarveboaluid, nubbi lea nappo buksagoarru ja nubbi boallodahkki, ja dat buvs-
sat ja boalut leat oassin Joar Nango installaSuvnnas. Dattege jahkan ahte soai
juoganu lahkai leaba iezaska oasi ja jurdagiid bidjan bargui. Muhto seamma
duojit sahttet de sirdasuvvat ja luovvanit dan daiddala$ installaSuvnnas ja
Saddat bivttasin. Nie de lihkasta olles installasuvdna ja oasit sirdasuvvet
odda oktavuodaide, ja dat sahttd leat daiddara ulbmil ja mihttomearri ge.
Muhto seammas badjanit odda geah¢Canvuogit. Mii de lea erohus duojis ja
duddjomis? Dajasin I 'm in lavvu daiddaproSeakta ja Joar Nango.

Oaivvildan ahte doaba duodji sisttisdoalld kreatiivvala§ doaimma, mas lea
vuolggasadji sdmi eallimis, ja go dan lokte alitoahppofagan (disciplin), de
ferte maiddai dan doahpaga geahccat odda dilis ja bidjat odda sisdoalu. Alit
oahpus vurdojuvvo odda diehtu dahje odda fuomaSupmi. Danne ferte maid
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daidda-doaba ja ja daiddalas praksis leat oassin duodjeoahpus, 4dden dihtii
goappasiid beliid, vaikko deaddu lea duojis.

Duodji ja dutkan - dutkan duddjoma bokte

Das loahpas guorahalan mo duoji sadhtta duddjoma bokte eamialbmot-
geahcastagas dutkat. Dat mearkkaSa ahte duojar ja dutki lea seamma,
duddjon lea vuolggasadjin ja dat lea guovddazis. Iesalddis daiddalas ov-
danahttin ja dutkanbargu ii leat dusSe duddjomis, muhto dat gavdno eara
kreatiivvalas fAgasurggiinge sihke eamidlbmot- ja oarjemdilmmi servodagain.
Norggas leat valdofagat ja dal masterfagat daiddalas fagain ja nu lea duodji
oassin diekkar fagalas birrasis. Nu sahtasii lohkat ahte duodjedutkamis
lea vejola§vuohta atnit avkin daid lahkonanvugiid mat déin fagain lea.
Mubhto nugo déan artihkkala alggus ¢allen, de darbbasa duodji gavdnat iezas
saji dutkan- ja ovdanahttinfaddan. Wilson oaivvilda ahte go galga dutkat
eamialbmotgeahcastagas, de lea dehélas jearrat maid servodat darbbasa. Son
maid deattuha oktavuodaid, relaSuvnnaid (Wilson 2008). Lean rahkadan
govvosa mas geahCan, man ldhkai oainnan mo oktavuodaid Catnasan oktii.
Vulobeale govvosis oktavuodat.

Oktavuodat

. . Odda dieht

Dutkancuolbma

ja duddjon

Govus 2. Govvosis oaidna mo sahtasii geah¢cat duddjondutkam go vuhtii vélda oktavuodaid.

Duojar ja dutki lea oassin servodagas. Servodat leat olbmot, asahusat ja sin
ovttastallamat. Su mearradusat dutkamii vaikkuha das, makkar birrasis lea,
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mo biras doarju su, makkar vuorddmusat servodagas leat su ektui. Jus lean
adden Wilsona ja maiddai Kovach oktavuodaskovi riekta ja go geahc¢calan
dan heivehit duodjedutkamii, de duojara/dutki iezas sajaidahttin vaikkuha
dasa makkar fattain vallje bargat. Maiddai su duddjonvasahusain lea iezas
leat vaikkuheaddjit. Jus lea lea eallan arbedieduin, de ii soaitte haliidit luoitit
das eret ja duhtat dasa. Omd. son guhte lea samegielat, soaita samegielain
lahkonit duoji iesgudet teorehtalas beliide eanet go dat geas ii leat simegielat
duogés. Duddjomis oppalaccat oaidna, ahte oktavuodat Catnasit sihke
baikai, olbmuide ja elliide. Son guhte duddjo galssohiid, lea darkilit valljen
gapmasiid, ja nu oaidna daid duddjonproseassa dehalas oassin. Son soaita
ie$ njuovvan gépmasiid, ja nu lea njuovvan maid oassi duddjonproseassas.
Dalle beassa oaidnit maid, leago boazu joliin vai vaibbat, ja dalle ¢atna
oktavuoda bohccuin iezas duddjonproseassas, ja dalle maid guvlui, ealahii.
Jus lea goarrumin eardi go alccesis, de ¢atna maid oktavuoda dasa geasa
lea goarrumin, nu de ¢uovvu son jurdagiin, son jurddasa mo sutnje heive
duodji, mo galga gélssohiid coggat, mo galgé daiguin Cohkkat, makkar eara
biktasiid galgé coggat.

Leuthold lea guorahallan, maid ¢abbodat mearkkaSa Navajo kultuvrras, ja
cujuha, ahte ¢abbodat gdvdno doaimmain (activities) iige dusSe davviriin,
muhto oktavuodain davviriid gaskkas (Leuthold 1998, 60). Dakkar oainnu
gavdna de maid duddjonproseassas. HaleSteamit, geaiguin deaivvada, mak-
kar duvdaga (doarjaga) oazzu, dat vaikkuhit. Duddjonberostumit, main
oktavuodain lea harjanan duddjot, geaid varas, maid haliida muitalit, buot dat
vaikkuhit. Dat fadd4a maid de vallje mearrida maid, makkar lahkonanvugiid
vallje. Oainndn ahte alggus dutkan-/duddjonproseassas leat dehalaccat
oktavuodat ja lean ovtta oaivilis ahte iezas sajaidahttin lea oassi dan proseas-
sas. Maiddai dalle go duddjo, de duojar doalaha lagasvuoda iezainis.

Lean iezan skovis bidjan suokkardeami dasis dutki okto, go dutkamis ja buot
eara ge reflekSuvnnas boahtd dan muddui ahte ferte gaidadit iezas bohtosiin.
Dat bealli lea hastaleaddji danne go duodjedutkan, seamma go eara visuala
dutkan mas ie§ lea sihke dutki ja dahkki/geahccaleadd;i, lea erenoamas go
bargé vuosttazettiin dutkanmaterialain maid lea dovdan dadjat jo gaccaid
gaskkas ja olles rumas lea oamastan dan. Buot dat bealit vaikkuhit de makkar
teorehtala§ rammaid siskkobealde barga.
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Loahpaheapmi

Duodjedoaba lea rahkadus, mii lea cuvvon sapmelaccaid guhkit diggiid.
Duodjedoaba lea dadistaga go duodjepraksisge rievdan, ja 0zzon maid odda
mearkkasumiid. Oaivvildan, ahte duodjepraksis bukta odda darbbuid das
mo mii addet duoji, ja seammas lea duodjedutkamis iezas vuohki mo dat
doaibma. Jus eamialbmotdutkamis lea ulbmilin buoridit dili, valdit vuolg-
gasaji das mii lea duoji vaimmus, ja dutkan galga leat avkin servodahkii, de
oainnan dan modealla oktan vuohkin. Oainnan ahte lea vejolas geavahit duoji
vuolggasadjin digastallat sdmi daiddalas doaimmaid, muhto dalle gaibiduvvo
ahte sihke duodjepraksis ja daiddapraksis sdmi oktavuodasge lihkastit.
Samegiela doaba duodji lea rievdan aiggiid ¢ada ja nu lea rievdi doaba,
muhto oaivvildan ahte duojis lea siskkaldas arvu mii adda duodjepraksisii
iezas arvvu, maid sahtta atnit vuoddun go searva duodjefagalas dutkamii.

Nugo alggus callen, go galgd geahccCat sami geahcastagas duoji, de lea
darbu geahccat duoji dan vuolggasajis mas dat praktiserejuvvo, ja nie sahtta
positioneret sihke faga iezas servodagas ja viiddit oktavuodain. Duodjesuorgi
ferte gavdnat iezas fagalas ieSdovddu, ja nu Saddat ieSheanala$ dutkamin —ja
daiddala$ suorgin, mii sahtta fallat sullasa$ surggiide odda geahcastagaid.
Dalle sahtta maid geavahit lahkonanvugiid maid gavdna eard surggiin
darbbu mielde. Nu valda eamialbmotperspektiivva atnui, ja dan sahtta
mangga lahkai dahkat. Mu oassi lea dat artihkal. Oainndn maid ahte dalle

lea proaktiivvalas nugo Graham Smith dajasii, ja aktiivvalaccat bidja suorggi
darbbuid, oainnuid ja vasdhusaid guovddazii, ja atna dan vuolggasadjin. Nie

lea alggahuvvon diskursa mas maid préksis lea oassin, ja duodji dutkan-
faddan lea guorragoahtan iesheanalas balgaid. Dattege dat ii mearkkas,
ahte duodjesuorgi lea nu erenoamas ahte i1 gavnna sullalasvuodaid ja ahte

tearpmas ii sdhte gavdnat teorehtalas vuolggasajiid eard sullasas surggiin.
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Sami Duodji Methodologies

Preface

For many years I have worked in the field of duodji science, and I have
been involved in constructing a system for higher education and scientific
studies of duodji. In particular, together with my colleagues, I have been
involved in constructing, developing and managing higher education in
duodji at the Sdmi University College, Guovdageaidnu, in Norway since
this institution was established.

In this article I investigate theoretical issues in Sami duodji and art and will
connect these to the indigenous perspective. The purpose is to examine
whether there is a clearly different approach we can take when we discuss
this from an indigenous perspective. And if there is, what does it include?

The paper is constructed as follows: First, I present the impact of making
duodji a topic for university studies. Next, I examine how indigenous
methodologies are regarded and consider the extent to which Sdmi research
is a part of this. Finally, I discuss how the duodji research that is based upon
duodji itself can be performed.

Indigenous methodologies

The criticism against the term ‘indigenous’ and the indigenous perspec-
tive is that their use creates a gap between ‘us’ and ‘them’. But I do not
agree with this criticism; rather, I think that the indigenous approach and
methodology are meant to make all people aware of this gap. It has been
stressed that indigenous people have been engaged in self-definition and
self-determination for some time strengthening their positions both politically
and professionally (e.g. Minde 2007, 9-37).
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The observation primarily displays ‘our needs’ rather than ‘their needs’.
Nancy Marie Mithlo writes that it is not necessarily the means of creation or
the content of the art that are most important when choosing the indigenous
approach; rather, it is the purpose behind the art’s creation and presentation
(Mithlo 2012, 192). So what does the word ‘purpose’ include? Mithlo
explains how the indigenous approach and its prerequisites should be
included in other societies and the broader art world. This can be done by
“appropriation into the mainstream’s faults, that is, the incorporation and
reworking of damaged images and portrayals of Natives by “non-Natives”
(Mithlo 2012, 191). I agree with her here, but the reworking process takes
time. As I see it, this is part of self-determination in an indigenous perspective.

Indigenous peoples are struggling to develop as peoples, to find means
of developing socially and to achieve self-determination (e.g. Balto &
Hirvonen 2008; Kuokkanen 2007; Hirvonen 2004). Self-determination
involves more than just reaching political goals, states Linda Tuhiwai Smith
(Tuhiwai Smith 2005; Tuhiwai Smith 1999). She has called attention to
studies that take an indigenous approach and she has used an indigenous
methodology, stressing that there are several to choose from. She states
that Western methodologies are used in in indigenous methodologies as
well, but what is special in the situation of indigenous people are sections
like decolonizing, improvement mobilizing and healing (Tuhiwai Smith
1999, 116). Tuhiwai Smith approaches the indigenous methodology by
understanding the Western world, and thus points out to the Western world
what an indigenous approach contains (Tuhiwai Smith 1999, 116). Graham
Smith has another perspective; he uses the example of what took place in
Aotearoa (New Zealand) and points out that when people stopped waiting
for things to happen and started to act for themselves, things then started
to happen. This perspective is moving away from the term ‘decolonizing’
in order to start conscientization, and this put the Maori and their needs at
the centre and in focus.

Regarding indigenous methodology, the experience among indigenous
people is common. These experiences can be personal or shared within a

group of indigenous people.

Both Margaret Kovach and Shawn Wilson emphasize personal experiences
or personal location (Wilson 2008). Kovach (2009, 109—-115) states that the
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self-location of the scientist occurs when the scientist shares her connection
to a certain group that has had certain cultural experiences or that has built
its understanding upon indigenous knowledge (Kovach 2009, 110). Kovach
emphasizes that, within indigenous studies, self-location is crucial because the
scientist has decided to conduct the study from an indigenous point of view.

Neumann and Neumann (2012) write that there has been much discussion
about how, when studying another culture, one becomes blind, but they
remind us about the advantage component of knowing the environment under
study. In their opinion, self-location does not place a blindfold on the scientist,
but rather, strengthens her. This is because it requires that the researcher
deliberately scrutinize anything in her own biographical experience that
might have an impact on the analysis (Neumann & Neumann 2012, 90-96.)

An example of self-location related to duodji would be the case of a researcher
whose interest in this field stems from her own experience growing up in
a reindeer-herding family in Karasjok. Both Wilson and Kovach stress, as
[ understand it, similar parts in indigenous methodology. Wilson describes
them as relations. He divides them into several levels: relations with people,
relations with the environment/land, relations with the cosmos, and relations
with ideas (Wilson 2008, 80-97). The result of these relations is that the
scientist is never alone. My writing this article now is a result of this. My
interest in studying duodji as part of indigenous knowledge started when
I was working on my masters degree in duodji and then continued during
my studies for my doctoral degree. But my interest in duodji started earlier
than this. I started to learn duodji when I was 19 years old. The decision to
work with duodji was my own. When I started to study duodji and when
this increasingly became a part of my higher education, I realized that it
must be possible to approach and study this topic from the duodji maker’s
point of view, and that there seemed to be a need for this. The establishment
of the Sami University College also inspired me to study duodji from its
earliest beginnings, and also to establish relations with other indigenous
people in this field.

The term ‘self-location’ is frequently used in other fields, such as feminist

studies. Donna Haraway has written that the scientist herself must connect
to the result of her studies and that the results are professionally based
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since the scientist is certain that the results are connected to their origin
(Haraway 1988).

Duodji as a customary starting point

Duodji is quite new as a theme of study, and it has therefore not yet establis-
hed its own solid scientific tradition. In an indigenous context it is necessary
to ask about the content of the specific branch and start from there.

The interest in duodji in various fields of study has been, and continues
to be, constant. We who have chosen to study it from a Sdmi perspective
are acquainted with the work of earlier art historians, anthropologists,
ethnologists and geographers, linguists and other scientific experts. Over
and over again I have been reading and studying the work of scholars such
as Ernst Manker, Knud Leem, Konrad Nielsen and other written material
describing the duodji of the Sami. It is important to study these from an
indigenous point of view also, especially when valuating the ideological
perspectives from which they were written.

Rauna Kuokkanen uses the indigenous perspective and suggests that it is
possible to do this by listening to and honouring the people, their viewpoints,
and their culture (Kuokkanen 2009, 46). Transferring this idea to the study
of duodji, the basis for this is practice in duodji. Those who have recently
completed masters and doctoral studies are also practising duod;ji themselves
(e.g. Johansen 1990; Dunfjeld Aagard 1989; Dunfjeld 2006; Guttorm 2001,
Somby 2003; Eira 2004; Fors 2004; Triumf 2004); this also provides a
theoretical basis for building an ‘internal’ starting point for the person
practising duodji.

Selecting a subject
So far I have referred to duodji and art as if those were two different subjects.

In a Sdmi context these two subjects are used side by side and also apart. For
instance, during the Duodji conference in 2012 we used the subjects duodji
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and art; to emphasize that these two fields are equal in a research context In
the Sdmi society there are many people occupied with art and duodji. Are
they working with duodji or art? Often it is not a question of what they are
working with, but rather what context they are acting in.

The term ‘duodji’ has been widely used in many sorts of preparatory work.
But during the last decades ‘duodji’ has been understood as referring to a
handicraft practised in the Sdmi society (Guttorm 2010; 13—41). Ddidda is
a new term that came into use when artists in the 1970s wanted to start a
common Sami league. They used the Finnish word faide and created a Sami
term which is easy to translate to the word ‘art’ (Guttorm 2010, 13—41).

One can also say that the word ddidda was created when a need for it arose.
The obstacle for me is that it is no good to draw a strict border between the
practices of duodji and art, because the two intersect.

Many other indigenous languages also lack a word that could be translated
into the term ‘art’, but this does not mean that these societies have never
practised artistic work. Howard Morphy reminds us that quite recently the
duodji of the Aboriginal people in Australia gained the status of art. The
reason for this, he thinks, is that previously the art historians of the Western
world did not find room for this group’s artistic work in the art categories of
the West (Morphy 2000, 129-140). Lea S. McChesney considers that only
when indigenous handicrafts started to be viewed as products of individuals
did they start to be evaluated as art (McChesney 2012, 2—-32).

Bruce Bernstein and Gerald McMaster state that “the term “art’ is non-existent
in many if not all American Indian languages” (Bernstein & McMaster 2004,
37). They are open to regarding Indian duodji as some kind of art, but would
maintain that these works are also valuable in their own right. They continue:

All cultures create objects for different reasons and purposes: religious,
spriritual, and practical. Regardless, as the object is created, it is imbued
with the full measure of its culture and context: philosophy, language,
environment, and time. (Bernstein & McMaster 2004, 37)
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Gerald R. McMaster has written that the term ‘art’ is a matter of aesthetic

studies. It is closely connected to the development history of the Western
world (1999, 81).

To a great extent Steven Leuthold shares this opinion, as do many others.
They realize that the duodji of indigenous people and duodji practices (here
I use the term ‘duodji’ to refer to all kinds of artistic works, even products
that come closer to art as understood in the Western world) have a different
content than the art of the Western world (Leuthold 1998, 46). He regards
the fact that theories are built on the basis of art of the Western world as an
obstacle, especially in modern times when art societies have scrutinized and
embraced and interpreted the duodji of indigenous people. This was done
without taking into account the indigenous people’s visions and their ideas
about how they defined their products (Leuthold 1998, 46).

Leuthold sees a large gap between what once was regarded separately
as ‘indigenous art’ and the art of the Western world: the contemplative
part in indigenous art was connected to rituals, usefulness, belonging and
regulations, whereas the art of the Western world was more open to individual
interpretation and rituals (Leuthold 1998, 47). The solution for this in the
Western world, he finds, is to expand the definition of art so that there is
also room for indigenous stories about what art is; there should then also
be room for opinions and contemplation (Leuthold 1998, 50).

Leuthold and others suggest widening the term ‘art’ so that it also includes
the presentation of duodji — products that are connected to a certain cultural
context and are strongly connected to certain activities and regulations, and
that stress the need for rituals and also the need for an understanding of the
context. This is a possible solution if, in the meantime, it is emphasized
that art does include many parallel histories, according to Hanna H. Hansen
(2007). To this I would add, so let us tell our stories.

Leuthold’s argument has a special starting point and an active decision on
how each culture should understand its cultural activities. Regarding duodji,
I do think it is possible to use duodji as a starting point for discussions about
artistic activities among the Sami. But this requires that the positions in
the practices of both duodji and art, even in the Sami context, be changed.
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The base for duodji in ‘everyday life’ of the Sami

Duodji involves regulations and aesthetic understandings that are formed
into activities of everyday life. When we discuss the topic today we all have
different experiences of duodji, as a “handicraft’, ‘idea’, “piece of artwork’,
‘cultural heritage’ etc . On top of that, there are practices that are created
from an individual way of thinking and way of carrying out. When studying
duodji, one might not even be aware of the differences. When connecting
traditional knowledge to duod;ji and the practice of duodji, then one also
connects important traditional knowledge from the society, and what has
been mediated, changed and adapted to present conditions.

As ways of life and the society have undergone changes, the practice of
duodji and discussions about duodji have also changed. As long as it has
been analysed from external observers’ point of view, duodji has been
influenced by alien ideological standards. When it was analysed from
a Swedish, Norwegian or Finnish perspective, terms like s/6jd, husflid,
hemslojd, kdsityo, folkekunst and so forth were used, presenting a picture
of the prevailing ideologies at that time. When those other than Sami
have spoken about and explained duodji in other languages, then these
languages’ ways of categorizing had an impact on, for instance, artistic work,
slojd, konsthantverk, and husflid (e.g. Guttorm 2001, 22—44; Guttorm 2004,
201-211). The result is that the form of the product has become secondary
to the status of each branch. To a certain extent, we could be said to have
‘inherited’ the tradition of categorizing, for instance, folk art, handicrafts,
artistic duodji and so forth, and the basis for this has been the tradition of
judging in English and Swedish and the environment in which this has
been done.

The problem I see when translating from one language to the Sami language
is that the cultural practices, values and arguments are also connected to
the translation. When giving speeches in other indigenous areas, I have
experienced that when I use the term ‘duodji’ I often hear comments that the
term certainly also covers activities that are carried out in other indigenous
parts of the world. This is because people there are not content with using
the word ‘art’ nor with what it connotes.
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The I'm in ldavvu project, which was produced by the Sami Center for
Contemporary Art a few years ago, is a good example of how duodji and
the production of duodji are involved in art. One participant in the project
was Joar Nango with his installation Baggylavvu Jeans av lavvuduk (sic.) He
invited two duodji creators to his project, Ovlla Gaup and Anne Kare Kemi.

Figure 1. Joar Nango’s Baggylavvu Jeans of lavvuduk. Photo: Sami Center for Contemporary Art.

Here, these two duodji makers have clear and specific functions, which is to
make trousers and buttons made of antler. The first person makes the trousers
and the other person makes the buttons. These trousers and buttons are a
part of Joar Nango’s installation. But I think that somehow these two duodji
makers are also playing their own roles and have brought their ideas to the
work. However, the same duodji that they made can also be extracted, be
taken away from the installation and become simply pieces of clothing. In
this manner the entire installation is transformed and parts of it are moved to
make other connections. Possibly this was a goal that the artists (Anne Kére
Kemi, Joar Nango and Ovlla Gaup) had in mind. But in the meantime new
perspectives are raised. What is the difference between duodji and art here?
I would say it is the art project I 'm in lavvu and Joar Nango. My argument
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is that the value of the duodji remains unchanged, and what changes is the
context. But how are they valued in the different contexts?

When we use the term ‘duodji’ instead of sl6jd, husflid, kunsthandverk and so
on, then we have chosen to use the Sami perspective, which is broader; this
is because in the meantime we are investigating the practice of duodji. This
also leads to a discussion about what the term ‘duod;ji’ includes in today’s
society. My main argument is that if duodji is to be a branch and section in
higher education and studies, the basic starting point must come from the
term itself and from the practice of duodji. In this way the establishment
of understanding of duodji in the Sami society can be counted as relevant
in a contemporary discourse and artistic practice.

Duodji and studies — study beyond making duodji

Finally, I will investigate how duodji, from an indigenous perspective, can
be studied by the practical making of duodji. This means that the scientist
and the duojar/artist are the same person and that the starting point is making
duodji. I have chosen to stress this part here because making duod;ji was part
of my own education, and it is both a valuable and interesting experience in
my opinion. Creative development and scientific studies are not found only
in duodji; there are certainly other creative branches, both in indigenous
and Western societies.

In Norway both bachelor and masters degrees in artistic studies are offered.
Thus duodji is one part in this professional environment. One could say
that studies of duodji can take the same approaches used in other branches.
But, as I stated earlier, duodji has to find its own place in the studies and
development of artistic research.

Wilson stated that when studies are carried out using the indigenous
perspective it is important to ask what demands the society has (Wilson
2008). He also stresses that relations are crucial. I have made an image
where I clarify how I see the relations.
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Relations

New
Theme Researcher/Duojar

Making of duodji
and the research
question

Figure 2. The figure shows how one may approach research through the making of duodiji.

In figure 2 I have put the society at the uppermost level because the duodji
maker/scientist is part of and influenced by the society of the environment
in which he is acting , and by how the surroundings give support and set
expectations. The society comprises people, institutions and so forth. If I
have understood the map of relations by Wilson correctly, and I have tried
to adapt this to the studies of duodji, then the experiences of the duod;ji
maker/scientist himself will have an influence when he is establishing
himself and deciding what themes he will work with. If he, for example,
is closely tied to traditional knowledge, he will be reluctant to set that part
aside; rather, he will be inclined to start from there. For a maker/researcher
living in a Sami-speaking environment, it might be relevant to put forward
research questions in duodji by using the inherited knowledge of the Sami
language. In duodji as a whole, it is apparent that connections are made to
the local area and to the people and animals living there. A person making
trousers out of reindeer hide has made a very specific choice when selecting
the material and regards this as an important step in the process of making
duodji. He might have butchered the reindeer himself and cut the hide, and
thus the butchering also becomes part of the process of duodjimaking. By
doing this he can judge whether the animal is fat or thin and thus he connects
to the reindeer in the process of making duodji, and also to the landscape
and nutrition in the plants. When sewing for another person, one makes
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connections to that person, who is following the process in her mind. She
might think of how the trousers (the duodji) fit her, how to wear them, how
to sit in them and what other clothes she can wear with the duod;ji product.

Leuthold has studied the meaning of beauty in Navajo culture and points
out that beauty is in activities, not only in material things, and in the con-
nections to these (Leuthold 1998, 60). The impression can also be found
in the process of duodji. Discussions, people one meets with and the kinds
of support received all have an influence. The interest in duodji and the
circumstances in which it was learnt, the purpose for which it was made
and what it is intended to express also have an influence. The theme then
chosen determines the approach taken to it. In the beginning I see that
studies/processes of duodji are essential connections, and I do agree that
one’s own position making is a part of this process. And while occupied
with duodji, the person working in this process stays connected to herself.

When the researcher starts to analyse her/his work, one takes a step apart
from other relations. This is because, when researching, a point is reached at
which it is necessary to alienate oneself from the result. This is a challenging
aspect because the research of duodji, like other research of visual themes
when one is both the scientist and the producer/test person, is special since
it involves engaging personally with the creation process on all levels.
Therefore, the last part of the research process, the interpretation and the
analyses of the results, requires some distance.

Conclusion

The term ‘duodji’ is an invention that has been used by the Sami people
for centuries. Over time, as the use of ‘duodji’ changed, the content of the
term also changed slightly. The duodji praxis gives rise to new needs in
order to understand duodji, as the duodji science has its own mechanisms
of functioning. If the goal of indigenous studies is to improve things, and
if the studies are to benefit the society, I think this would be a model that
could function.
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As I mentioned at the beginning, when studying Sami duodji from a Sami
perspective, it is crucial to take into account the environmental context in
which it is practised. Doing so makes it possible to pinpoint its position,
both as a subject in its own society and also in a wider perspective.

Duodji as a subject must find its own professional position and become
a liberal science — and as an artistic branch it can offer new perspecti-
ves to other, similar branches. This makes it possible to borrow different
approaches that are used in other branches if necessary. Thus the indigenous
perspective is used, and this can be done in many different ways. This
paper is my contribution to this. I also regard this as a proactive move, as
Graham Smith (2003) would have put it. Thus a discourse that includes
practice has started, and duodji as a branch of science has begun to blaze
its own trail. This does not mean that the duodji as subject is so special that
there is nothing to compare it with, and it might be possible to find similar
theoretical starting points in other branches.
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The Role of the Scholar in
Research into Indigenous Art

“all inquiry is both political and moral”
Paolo Freire, Pedagogia do Oprimido, 1968.
English edition, 1970: Pedagogy of the Oppressed.

The contemporary

This paper raises some pertinent questions about how works of art challenge

our common or preconceived conceptions of our surroundings and ourselves,
and asks us to start reconsidering them afresh. In the following I want to

draw on examples of both indigenous and non-indigenous contemporary art

in Europe. Two questions provide a good starting point. What are the require-
ments the critic and scholar on indigenous art should comply with, and how
should fundamental ethical problems be handled within the broad contexts

of contemporary art? Most of the issues raised here are, of course, relevant

to all humans. Still, some important questions are specifically and radically
linked to indigenous peoples’ interests and struggle for self-government.

Is it possible to say that the work of art is a privileged kind of enunciation in
our cultures? If so, in what ways should we understand such an enunciation?
On the one hand, this leads to the question of representation. How should
we investigate representation in contemporary art? One could, tentatively,
understand representation as a sort of mirroring activity, the work of art
as a way to show what, in some way or another, is already there. But
representation may also go into what is not yet there, be that metaphysical
ideas, memories, experiences as related to our environments, or the material
world, for example as understood by the Marxist concepts of economy and
work. In this vein the work of art is a comment on current situations, political
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or otherwise, or it is an opening up of possibilities for a future world. Still,
the problem of relating to the work as privileged remains to be solved.

Modernism in art was, with regard to its firm institutionalization towards
the middle of the 20" century, geographically located in a limited number
of grand Euro-American cultural centres. As a set of ideas and values,
modernism had tremendous impacts on the production and reception of
art, from its practices or techniques to its theoretical concepts of autonomy
and aesthetic or formal qualities. In its views and relations to the rest of the
world, modernism worked, to put it in a simplified way, as a continuation of
the Euro-American project of Enlightenment. Taken as a set of assumptions
and convictions, this historical epoch’s focus on the concept of reason was
based on the idea that European knowledge, art and culture had developed
into more advanced states than could be found anywhere else in the world.
Since then, and in our present, post-colonial world, these beliefs have
been replaced by a new ‘world order’ encompassing different and multiple
concepts signalling discursive, not fixed, ways of understanding and change.
There is today, as the Australian art historian Terry Smith (2009, 1-2)
formulates it, a “pervasive sense that the great, sustaining narratives supplied
by modernity, including roles for art as mirror, leisure, or licensed dissent,
have had their day.”

Art of today seems to lack any common denominator. Its wide-ranging
scope of uses and functions are at work in many and heterogeneous contexts
from local to global levels. It has become almost impossible to adhere to
narratives of history, nation and people in terms of a coherence or unity
grounded on thinkers like Georg Wilhelm Friedrich Hegel, Johann Gottfried
von Herder or Wilhelm von Humboldt. What, then, is contemporary art?
The answer might not be as easy as stating that the preceding alternative,
based on the Kantian idea of aesthetic pleasure, is gone. The question then
becomes one about aesthetics and how these work in our present situation.
I hold that it is possible to argue that a concept of beauty does apply to
some contemporary art, as it does, for instance, to the painting of the Sami
artist Synneve Persen. Still, as we shall see, Persen’s paintings cannot be
satisfactorily understood as autonomous art.

In general, art in our time might be better understood as questions rather
than answers, as inquiries rather than results, as hypotheses rather than
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conclusions. In order to be taken seriously by critics and the public alike,
art can no longer rest on historical answers. On the other hand, practices of
art are in some way related to historical conditions. The central task is not
so much to say what these conditions are like, but to investigate how they
work, what they do and what they mean to us today.

In its aspirations, modernist art sought to gain global control. Practically no
such possibility exists for contemporary art, due to its ways of working in
local or regional contexts, and to the changing global economy and political
order. The most common forms of art today are, in the words of Terry Smith
(2009, 2), “[p]Jrovocative testers, doubt-filled gestures, equivocal objects,
tentative projections, diffident propositions, or hopeful anticipations”.
Instead of providing final answers and historical guarantees, art may at
most hint at or provoke ad hoc solutions and provisional expectations. In
order to achieve greater understanding of today’s art, one should therefore
investigate how it inquires into, questions and challenges a wide range of
matters, some of which extend globally. The examples are abundant, such
as art that deals with problems of ecology and nature, of human sovereignty
and the law, etc. These issues urge scholars not to step aside in the process
of research. Their ideas and convictions, roles and positions are part of the
processes of interpretation and understanding.

In sum, contemporary art has moved beyond formerly approved areas of
competence, such as aesthetics, iconographic narratives, and tradition.
Today’s art could rather be likened to a nomadic practice in which the work,
the artist and the beholder/critic are equally important for its interpretation.
How is it possible for the critic or scholar deal with this shift?

The British architectural historian Jane Rendell (2010, 1) suggests a solution
by focusing on the relationship between the artwork and the critic as a “site
of engagement”. She terms the dynamics of this relationship “site-writing”,
thereby stressing the importance of the location as a constituent part in a
process of knowing and understanding. Her starting point is an examination
of the interrelations between location, identity and knowledge. Strange as it
may seem, she does not put the artwork as such at the centre of interest, but
the “material, emotional, political and conceptual” sites “of the artwork’s
construction, exhibition and documentation, as well as those remembered,
dreamed and imagined by the artist, critic and other viewers”. As we shall
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see, Rendell thus adjusts to recent indigenous methodology and the idea of
the researcher as an active part of a discourse in which the sites or locations
from which we speak are central to a proper understanding of our actions,
values, social systems, etc.

Confronting the work of art both perceptually and conceptually, the scholar
or critic must activate his/her own, specific cultural identity. The proper role
of the critic should be investigated in terms of geographical location, the use
of language and terminology, emotional responses and ideological biases. It
is no longer possible to imagine the adaptation of an ideologically neutral
and static outsider position. Instead, the focus is directed critically toward
relations, how the scholar is interfering and from where. Thus criticism may
include several voices as well as one; it may intend to be “objective and
subjective, distant and intimate” (Rendell 2010, 18), focusing on details as
well as what is taken in with the general glance. According to Rendell, then,
criticism is understood as comprising the multiple tasks of self-analysis, a
close-up focus on the artwork, and discussions of the site and of contexts
in terms of material as well as mental, ideological and political variables.

This implies that the old-fashioned thought of division between the critic and
the work of art is abandoned in favour of the idea that there is “no position
outside the work from which the critic may judge it”. The critic “must find
moments of externality within the work — those moments where the work
exceeds itself, where it abuts on experience”.! Criticism, therefore, interferes
with the work of art. Rendell even suggests that we should exchange the idea
of writing about art for the idea of writing art. She quotes the contention of
art historians Amelia Jones and Andrew Stephenson that writing or talking
becomes “a kind of performance of the object” because “as a mode of
communication[,] meaning is a process of engagement” which cannot be
fixed to any one place.? Rendell (2010, 7) points to a basic problem here:

1 Howard Caygill, Walter Benjamin: The Colour of Experience, London: Routledge,
1998, 64. Quoted from Rendell, 2010, 5.

2 Amelia Jones and Andrew Stephenson, “Introduction”, Performing the Body/
Performing the Text, eds. Amelia Jones & Andrew Stephenson, London: Routledge,
1999, 8. Quoted from Rendell, 2010, 5.

72



THE ROLE OF THE SCHOLAR IN RESEARCH INTO INDIGENOUS ART

If criticism can be defined by the purpose of providing a commentary
on a cultural work — art, literature, film and architecture — then criticism
always has an ‘other’ in mind. The central task of criticism might then be
considered as addressing the question: how does one relate to an ‘other’?

The engagement with the work of art, and the turning away from the idea
of writing about the work of art to writing as it, are important points of
reference in Rendell’s concept of site-writing. This creative approach should,
I think, be included in our discussion of research into indigenous art.

In a Sdmi context, contemporary art is taking part in relations within and
between an array of social and political entities. Therefore we must ask
if we are talking about one or several Sami cultures and artistic trends.
Further, what are the conditions under which Sami institutions, politics
and communal life find themselves today? And how do the Sami relate to
surrounding communities, such as the Norwegian society? Two episodes
may shed some light on the specific conditions of the relations between
Sami culture and its neighbour, the Norwegian society.

The first incident tells us that there are, unfortunately, several examples
of discrimination, even violence, against Sdimi people in Norway. One
occurrence took place at a bar in Trondheim in 2012 when a young woman
was badly harassed, including an attempt to set her on fire, according to
the press coverage, allegedly because she was Sami. Another episode took
place when the Norwegian Minister of Culture, Hadia Tajik, on Sunday
7 October that year appointed the Sdmi musician and artist Mari Boine as
government scholar. This act gave rise to many and horrifying anonymous
comments of protest, anger and disgust on the Internet, although Boine also
received substantial support. Hadia Tajik had, as a Muslim, herself been a
target of intolerance and racism after being appointed Cabinet Minister on
21 September (Holstad 2012).

On the positive side, Boine and Tajik stand as promoters of collaborative
efforts that involve crossing the borders between cultures. Boine’s coopera-
tion with indigenous artists and musicians from Africa is one example.
Tajik’s political activism across ethnic, religious and cultural borders, and
her raising of questions related to immigration is another.
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How is it possible to clarify the potentially active relationship between the
scholar and the object or phenomenon of investigation? As we have seen,
one trivial but important part is that the critic should explain his/her position.
Most of my own research in art history has been oriented towards European
and American art and theory since World War II, while other parts focus
on earlier, classical art and folk art. A wonderful opportunity to widen the
scope of my investigation arose in 2005 when, as lecturer of art history, I
was asked to undertake the planning of the very first Sami art history course
at the University of Tromse'. There was, however, a huge lack of textbooks
and art historical research on Sami art. The best exceptions had actually been
written by our small art history section — specifically, the doctoral theses
by Eli Haydalsnes (1999), Maja Dunfjeld (2002), and as external scholar,
Gunvor Guttorm (2001). These publications were important when, four
years later, we were able to commence an ongoing research project on Sdmi
art, SARP,? funded by the Research Council of Norway and the Faculty of
Humanities, Social Sciences and Education (University of Tromse). This
pioneering project aims to establish proper knowledge of Sami art as well
as to contribute to academic and critical discourses on art, both ‘indigenous’
and ‘Western’, its a priori premises, locations, practices, ideologies, etc.

SARP is based on a double interest. First we want to imply critical, indi-
genous methodology in our investigation of mainly contemporary art made
by Sami artists. Second, our objective is to contribute to a critical discourse
on the basic or paradigmatic concepts and attitudes in art history as an
academic ‘Euro-American’ discipline. The latter may be understood as a
highly critical, perhaps subversive potential within the project.

Indigenous or critical methodology

What is indigenous or critical methodology? According to Norman K.
Denzin and Yvonna S. Lincoln, editors of the Handbook of Critical and
Indigenous Methodologies, it is “research by and for Indigenous peoples,

1 InAugust 2013 the name of the university was changed to UiT — The Arctic University
of Norway.

2 SARP homepage, http://uit.no/hsl/samiart
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using techniques and methods drawn from the traditions and knowledges
of those peoples”. The aim is to achieve common insights that embody “the
cosmologies, values, cultural beliefs, and webs of relationship that exist
within specific indigenous communities”. The scholar in critical theory links
research with “explicit political, utopian purposes, a discourse of critique and
criticism, a politics of liberation, a reflexive discourse constantly in search
of an open-ended, subversive, multivoiced, participatory epistemology’
(Denzin & Lincoln [eds.] 2008, x, xiv [note 5]).

b

Denzin and Lincoln ([eds.] 2008, xi) believe that “non-indigenous inter-
pretive scholars should be part of this project”, but that the implementation
of the human disciplines in indigenous contexts “should be determined by
indigenous peoples”. Like myself, they are “outsiders to the indigenous
colonized experience” (Denzin & Lincoln [eds.] 2008, 6): “We write as
privileged Westerners”, they explain, “At the same time, we seek to be
‘allied others’ [...], fellow travelers of sorts, antipositivists, friendly insiders
who wish to deconstruct from within the Western academy and its positivist
epistemologies. We endorse a critical epistemology that contests notions of
objectivity and neutrality. We value autoethnographic, insider, participatory,
collaborative methodologies [...].”

Research on Sami conditions must be performed within the rights of in-
digenous peoples set out in the International Labour Organization’s (ILO)
1989 Convention C169 on Indigenous and Tribal Peoples. A report on Sami
research, Langs lange spor — om samisk forskning og hoyere utdanning
(Guhkes balgaid mielde — sami dutkama ja alit oahpahusa birra; the title
might translate as “Along extensive traces — on Sami research and higher
education”), commissioned by the Norwegian Ministry of Education and
Research, was delivered in June 2012. It states that research should be based
on the need for knowledge about the Sami society, and should inspire the
recruitment of Sami researchers. When planning such research, one should
bear in mind the situations of language and culture in the Sdmi society. The
Sami parliament, it is maintained, should promote collaborations between
Sami and other research institutions in the country and across borders
between countries. The proposal maintains that specific ethical regulations
should exist in order to avoid the historical experiences of research on the
traditional concept of the ‘other’. It contains, however, only a short reference
to art as part of traditional Sami knowledge:
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In brief, indigenous peoples’ traditional knowledge and customs regar-
ding [...] handicrafts and immaterial activities (including art, music,
chanting songs of the Sami people etc.) should be preserved, pursued,
rendered visible to the public administration, which must then recognize
these in its decision-making. (Langs lange spor. 2012, 39; my translation)

In this context, the word ‘art’ means ‘traditional art’, implying a somewhat
different function and context from the ones I am concentrating on here. Still,
the report does give interesting import to the discussion of how research
on Sami art may be performed. It does not, however, quite meet with the
specific problems raised by investigations about contemporary art that may
or may not interfere with traditions, issues of ethnicity, identity, culture,
etc. The contemporary work of art communicates on multiple levels and
is perhaps best understood when seen as interfering with ongoing cultural,
political, social, economic, ecological and other practices. Further, these
issues do not refer strictly to the local, nor to the ethnically specific, but slip
over into concerns of greater regional, even global impact.

The transgressive and the ethical

The term ‘transgressive art’ was coined in the 1990s as, in the words of the
British lawyer and critic Anthony Julius (2002, 111), art that breaks with
“socio-consensual, but importantly non-legal, taboos”.! It brings into the
open, or even violates, “certain under-articulated or unspoken sentiments
and beliefs to which their audiences may be taken to adhere.” The Irish
philosopher Kieran Cashell (2009, 2, 1) uses the concept transgressive in
the wider meaning of “a general ‘oppositional practice’”, or even an “act
of violation presented under the alibi of art”.

Cashell argues that the Kantian aesthetic view on art, based on the concept
of disinterestedness, is not suitable if one seeks to understand contemporary,
transgressive art. The reason for this is that the aesthetic view does not

1 As an alternative, the American art historian Claire Bishop suggests the term
participatory art in her book Artificial Hells: Participatory Art and the Politics of
Spectatorship, London and New York: Verso, 2012.
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include the beholder’s interest in the work of art. This means, Cashell argues,
that the broader meaning of the work of art, such as its social, political or
activist aspects, risks being lost in favour of the disinterested aesthetic view.

I will argue that the positions that have been outlined above constitute
some of the essential points for the role of the scholar. The focus here is on
contemporary art, both indigenous and non-indigenous. I want to test some
of these issues with respect to four examples: Tracey Emin’s My Bed (1998)
and Everyone I Have Ever Slept With, 1963-1995 (1995); Synngve Persen’s
Red Landscapes (1993) and Svein Flygari Johansen’s Schizotopi (2005).

lllustration 1. Tracey Emin, My Bed, 1998, mattress, linens, pillows, various memorabilia and travel
bag, 79x211x234 cm. Installation as shown at the Turner Prize exhibition, Tate Gallery, London,
20 October 1999 - 23 January 2000. Photo: Stephen White. Courtesy Jay Jopling/White Cube
London. Retrieved from website accessed 12 May 2013, http://propagandum.files.wordpress.
com/2012/06/tracey-emin-my-bed.jpg. © Tracey Emin/BONO 2013.
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Tracey Emin’s installation My Bed (1998) literally confronts the beholder
with the artist’s own bed, removed from the safety of her own bedroom into
the public sphere of the exhibition. The dimension of privacy is ruptured
and turns us as spectators into voyeurs, a position oscillating between the
titillating and the offensive. It awakens a feeling of shame. At the same
time, as an object the bed is utterly familiar. It is where most of us spend
one third of our lives. It encompasses, so to speak, the beginning and the
end, conception, birth and death. In our beds, whether set or temporary,
stationary or mobile, we seek relaxation, comfort and safety, alone or in
company. As such, the bed is secluded but also utterly vulnerable. We may
be there for caressing, making love, talking, reading, sleeping, etc., but
also for the sufferings of anxieties, illnesses and sleepless nights. The art
historian Mandy Merck stresses the latter aspects. In her view, Emin’s My
Bed qualifies as a work of anxiety: “Hers may be a double bed, the bed for
the couple and coupling”, she writes — but “that only makes it a more potent
figure of longing and abandonment.”"' Upon seeing Emin’s installation, we
are confronted with deep desires, sometimes comforting, sometimes painful.

Over the years, Emin has made changes in the ways My Bed is exhibited,
and to the debris surrounding it. Later versions include travelling suitcases
bound with chains and padlocks. This bring in, as Kieran Cashell remarks
(2009, 132), the demonstration of a “nomadic existence”. To him, the
work is about “a preoccupation with the privacy of sleep and the ultimate
solitude of the self” and about an “anxiety that originates in the fear of
abandonment”. Emin’s installation is transgressive in its insistence on
connecting to the artist’s own life and turning this into confrontations into
which the spectator is drawn.

Everyone I Have Ever Slept With, 1963—1995 (1995, destroyed in a fire in
2004) consisted of a commercial lightweight tent mounted on the gallery
floor. The tent’s entrance was opened up so that the spectator could peer
into the interior and the mattress on the floor. Here, Emin had sewn patches
forming names and sentences. On the mattress one read “With Myself
Always Myself Never Forgetting”, and on the tent canvas 102 names were

1 Mandy Merck. Bedtime. The Art of Tracey Emin, eds. M. Merck & C. Townsend.
London: Thames & Hudson, 2002, 128. Quoted from Cashell, 2009, 132.
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lllustrations 2 and 3. Tracey Emin, Everyone | Have Ever Slept With, 1963-1995, 1995, appliquéd tent,
mattress and light, 122x245x215 cm. Destroyed in a warehouse fire in east London in 2004. Photo,
above: Stephen White. Photo, below: unknown. © Tracey Emin/BONO 2013.
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given. Many spectators saw this as a reference to an active sex life. But
the tent, according to Emin, was not about sex, but “about sleep, intimacy,
and moments” (Cashell 2009, 131). This makes sense, since the names
date back to her birth year, 1963, thereby including the time she was living
inside the womb with her twin brother. Dramatic incidents are remembered
in ‘Foetus I’ and ‘Foetus II’. They refer to Emin’s miscarried child in 1990
and an abortion in 1992. Others are names of her friends and lovers. As in
My Bed, we are confronted with the personal life of the artist, with positive,
even happy as well as sad, even tragic, references.

But there is more. The sentence on the mattress also suggests, according to
Cashell (2009, 135), “that amnesia is tantamount to a loss of identity”. To
him, the tent “signifies a performative memento that bears witness to the
anxiety of loss and separation and the fragility of memories now emphasising
[...] not only the insecurity of the self but also the vulnerability of identity”.
In his view the work has a therapeutic dimension. On the background of
tragedies and loss Emin is alone, continually fighting for her own identity,
her own self, and for keeping the memories of the momentous experiences
that constitute her own life and keep her going.

The richness of the meeting with the other, of knowing yourself through the
other, is the contrasting dimension emerging from these two works. Emin’s
autobiographical project is not about her life as it actually was — that would
have been an impossibility — but about how she remembers it. In this, her
project is reminiscent of Edvard Munch'’s adaptations of his own experiences
in paintings loosely connected under the title ‘Frieze of Life’. Marcel Proust
is another example, described by Walter Benjamin as a ‘monomaniac’ who
self-consciously combined the description of “not a life as it actually was
but a life as it was remembered by one who had lived it”.! This self is
constituted, as the literary scholar Gerhard Richter insists, “only in, and as,
another, an alterity”.? If one’s life comes into its own as alterity, exposed in
vulnerability, Cashell (2009, 129) argues, “the self in Emin’s work is best

1 Benjamin, Walter. On the Image of Proust. Trans. H. Zohn. Benjamin, Walter.
Selected Writings: Volume 2. Cambridge, MA & London: Belknap Press of Harvard
University Press, 1999, 237-8. Quoted from Cashell 2009, 129.

2 Gerhard Richter. Acts of Self-Portraiture: Benjamin’s Confessional and Literary
Writings. The Cambridge Companion to Walter Benjamin. [Ed.] D.S. Ferris.
Cambridge: Cambridge University Press, 2004: 221. Quoted from Cashell 2009, 129.
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conceived as an ethical subject in the sense given to this concept by the
French philosopher Emmanuel Levinas”.

According to Levinas, the precise significance of human subjectivity is
subjection to the appeal of the other person, in the words of Cashell (2009,
135-136):

Levinas identifies such subjection to the other with the very possibility
of the ethical relation. This ethical subject represents a conception of
the self as radically opened up by an otherness that transcends any
effort to assimilate it. Subjectivity is marked in its internal make-up
by subjection to alterity, a subjection expressed in a “vulnerability and

99 |

passivity towards the other”.

This double-sidedness in subjectivity and alterity is for Cashell the central
point for understanding Tracey Emin’s tent and bed. There is an insistence
that she was not in control, based on her choices in life, of what she be-
came during her years as a teenager. Others have “a constitutive part in
shaping her sense of self”. The self is, therefore, not to be understood as
coherent identity, but as heterogeneity. What Emin’s works suggest is that
“[m]eaningful intimacy is possible”. The relations with other persons do
take part in the possible development of “independent self-fulfilment” and
at the same time break away from the thought that oneself is the only real
basis for cognition (Cashell 2009, 136). Our involvement in Emin’s work,
one might say, opens up for a historical, personal and dynamic experience,
Levinas’s ethical subject.

1 Cashell quotes Simon Critchley. The Original Traumatism: Levinas and Psycho-
analysis. Questioning Ethics. [Eds] R. Kearney & M. Dooley. London & New York:
Routledge, 1999, 235.
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Illustration 4. Synngve Persen, Rade Landskap [Red landscapes] 1, 1l, ll, 1993, oil on canvas, each
150x100 cm. Troms County Council (I); RiddoDuottarMuseat, Karasjohka (Il and lll). In the foreground
(details): Aslaug Juliussen, left Hornbaerer [Horn carrier], 2006, reindeer horn and reindeer fur; right
Hornrose [Horn rose], reindeer horn and linen. Photo: Svein Aamold, from the exhibition ‘Being
A Part;, Tromse Centre for Contemporary Art, September 2010. © Synngve Persen/BONO 2013.

Quite a few contemporary artists have interpreted the vast plains, the fiords
and varied coastal areas of Finnmark. The painter, poet, cultural and political
activist Synnegve Persen brings us parts of this landscape in abstract composi-
tions in the triptych Red Landscapes, which seems to be incomparable to
Emin’s personal confessions. But [ want to suggest that they have something
common in their references to the personal, the intimate, the self, and
Levinas’s concept of alterity. If understood as expressive of immediate
experience, Red Landscapes could be interpreted as meditations over an
inner, mental vision, or a sensory and physical adventure of being situated
in, or perhaps wandering in the landscapes of, Finnmark. This is a part of
nature that the artist knows intimately. I suggest that both interpretations
take as their point of departure the artist’s individual, even private, visions.
This view is supported by an interpretation of Persen’s poetry. An example
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is a short poem from her first published poetry book, alit lottit girdilit (Blue
Birds Fly) (1981, 51; the poem has been translated by Kaija Anttonen, in
Hirvonen 2005, 111 [the last line altered]):

snow between the trees, again light
I remember
my first love

playing

Vuokko Hirvonen, professor of literature at the Sami University College
in Kautokeino, has interpreted Persen’s poem as indicative of an intimate
relationship between the person’s inner emotions and events in nature. This
is reflected in the printed book, in which one finds Persen’s own simplified
blue landscape drawings. These landscapes and the poems of “the burning
and dying of love” constitute, as if mirroring each other, what Hirvonen
(2005, 111) sees as similar movements in time:

In terms of its structure, alit lottit girdilit is cyclic and at the same time
like a circle, as it describes the feelings of the poetic ego from spring
to spring. [...] In Persen’s production, nature is the interpreter of a
person’s inner emotions, which means that the feelings of the poetic
ego are linked with events in nature, as in [the poem above].

We notice in interpreting Red Landscapes the importance of situating the
work of art in the overall production of the artist. The points of reference
in her life in different ways come into being in contexts of landscapes and
memories. Metaphorically, therefore, these landscapes are connected to
her own personal experiences of love and loss, of birth and death, and thus,
of finding herself in the face of what and who she is confronting, and are
sometimes closely connected to for as long as memory can (re)activate it.

Landscape, we learn from the interpretation of Persen’s work, is not only
a passive environment or background to our lives. Landscape connects to
our memory and experience in ways that are central in the shaping of our
individual selves. As an active constituent in these works of art, the landscape
seems to be always changing, never the same. This is evident within the
production of Synneve Persen, and perhaps more so when we turn to another
artist, another life with different experiences, traumas and memories.
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lllustration 5. Svein Flygari Johansen, Schizotopi, 2005, installation, as shown at the artist’s exhibition
in Tromsg Centre for Contemporary Art, 31 August — 30 September 2012. Photo: Svein Aamold,
2 September 2012.

Svein Flygari Johansen is, one might say, a Creole. He grew up in Alta.
His parents were smallholders, his father also a hunter and fisherman. His
family background is mixed (Sami, Finnish, Norwegian, and Roma). In
public, however, he has often been regarded as a Sami artist. In an essay
published in 2009, Flygari Johansen states that as a point of departure
this identity has proved impossible. To him, it represents a sort of genetic
enclosure that becomes insignificant if we want to encourage collaboration
and development. On the other hand, he connects to Emin and Persen in
stressing the importance of his individual signature in his works of art, as
an “origin of the history being told” (Johansen 2009, 80, my translation).
Some of his projects are about chance; some involve the direct impact of
others. In comparison with the discussed works by Emin and Persen, some
of his artworks invigorate a more immediate and perhaps direct type of
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interference in communal life. They raise questions as to what it is that
connects us and what it is that drives us apart as social beings.

Flygari Johansen’s installation Schizotopi, originally constructed and
exhibited in 2005, was shown anew in September 2012 at the Tromse Centre
for Contemporary Art. It consists of roughly constructed letters forming
the invented word ‘schizotopi’ and two photos showing a fence with a gate
straight across a cart road at Joatka, some 25 kilometres southeast of Alta,
in Finnmark, Norway. For the people in Alta and its environs, the gate is
the old entrance to ‘the Finnmark Highland’, the open mountain plateau
with its sub-arctic climate, flora, water systems, and wildlife. It is also the
core area of the Sami reindeer herders living in Norway. Flygari Johansen
traded a part of the old, handmade, artisanal fence and gate from its owner,
a Sdmi farmer, and removed it. The installation was then made of the parts,
consisting of old, local wood; metal nails, wires, rods; and some recently
mended pieces of impregnated wood. In accordance with their deal, the artist
had a new fence and gate erected for the farmer at the same site. Significantly,
the new gate to the Finnmark Highland was not handmade but industrially
produced. As part of the installation the photos respectively show the old
fence as seen in the summer and the new fence seen in the autumn. In both
pictures the closed gate and fence run horizontally across the whole width,
thus emphatically barring access to the landscape beyond.

We may think of a landscape not only in terms of its physical qualities but
also as what we carry with us perceptually, emotionally, mentally, and
in our memories. Landscapes undergo changes, however, both naturally,
through concrete interventions, and with regard to our personal experience.
This is what Flygari Johansen (2009, 80, my translation) refers to when he
maintains that the landscape that he once knew, living in Alta, was open
and accessible to everyone, but that this has now been altered. It has been
“parcelled out bit by bit”, he laments, “privatized by the new legislation that
is meant to favour one particular ethnic group”. The basis for this change is
the Finnmark Act, approved by the Norwegian and the Sdmi parliaments in
2005, the same year that he first made the installation. The interests of the
Sami people have been particularly protected in the Act, Section 5, which
states that through their “prolonged use of land and water areas, the Sami
have collectively and individually acquired rights to land in Finnmark.”
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Illustration 6. Svein Flygari Johansen, Schizotopi, 2005, details, installed anew at the artist’s
exhibition in Tromsg Centre for Contemporary Art, 31 August — 30 September 2012. Photo: Svein
Aamold, 2 September 2012.

Thus, the Finnmark Act introduced new layers of regulation of the landscape,
although it looks very much the same as before. But it is this mental change that
affects Flygari Johansen. “The political regulations”, he writes, “have turned
[this landscape] into something partly unknown to me” (Johansen 2009, 80, my
translation). To him, it is a question of personal loss. He adds, however, that the
change also offers new possibilities and new narratives. As an artist now living
in Oslo, he believes that the change may lead to reconciliation, an experience
that points to his own works. The concepts of art, ethnicity and identity have
never been fixed — they are nomadic. On the one hand, Flygari Johansen’s story
is about memories. On the other, he raises the work of art as a counter-cultural,
counter-legislative story of different perspectives, different landscapes.

Flygari Johansen refers to Joatka as an entrance to the plateaus of eastern
Finnmark. He feels closely connected to these areas, he spent much time
there as a wanderer, gatherer, fisherman and hunter. What do we make of
his invented, but strangely evocative word ‘schizotopi’? The term ‘schizo’
may hint at a division, or perhaps an abbreviation of ‘schizophrenic’, defined
by The Oxford English Dictionary (second edition, 2006), as “the mental
disorder involving a breakdown in the relation between thought, emotion and
behaviour, leading to faulty perception, inappropriate actions and feelings,
withdrawal from reality and personal relationships into fantasy and delusion,
and a sense of mental fragmentation”. The last syllable, ‘-topi’, evokes the
meanings of ‘topic’ or ‘theme’, “subject in a conversation, a discourse, a
lecture”, etc.; or perhaps better, ‘topology’, the study or theory of place, of
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lllustration 7. Svein Flygari Johansen, Camp-
fire, unknown date, photography exhibited
at the artist’s exhibition “Am | Making Up
What Really Happened?” Beaconsfield
Gallery of Contemporary Art, London,
11 November 2011 - 12 February 2012.
Photographer unknown. Retrieved from
South London Art Map website, accessed
May 15,2013, http://www.southlondonart-
map.com/events/beaconsfield/873

locality. If we accept the latter, the invented word seems to refer to a division
of land that has some kind of anomaly, even morbidity, attached to it.

Flygari Johansen’s installation is about the politics of land in Finnmark.
“I am very against what is happening there now”, he told the interviewer
of the daily BBC Radio arts programme ‘The Strand’, broadcast on 24
November 2011 during the artist’s exhibition titled “Am I Making Up What
Really Happened?” at Beaconsfield Gallery of Contemporary Art in London
(11 November 2011 to 12 February 2012). Johansen laments how Sami
reindeer owners have been pushing to make it private land. It used to be
common land, he says, for fishing, hunting and gathering.

In the London newspaper The Guardian in December 2011, Flygari
Johansen’s project is explained with reference to his background in Alta:
“As a boy, he campaigned against the Norwegian government’s controversial
plans to build a power station and dam on the local Alta-Kautokeino river.
It proved a formative experience, focusing his attention on conservation
and the age-old culture of Norway’s indigenous Sami, whose land rights
were thrown into question by the government proposals” (Johansen 2011).
The photograph titled Campfire seems to refer indirectly to his experience
of nature as undisturbed by the divisions, perhaps anomalies, hinted at in
Schizotopi.

Taken together, Schizotopi, Campfire, the artist’s text and the interview rest
on Johansen’s personal experiences, impressions and memories. The latter
are in some way connected to the projects of both Emin and Persen, but they
also differ. In addition, Flygari Johansen (2009, 80, my translation) evokes
the wanderer, a well-known figure in the romantic landscape painting, poetry,

87



DiIEPUT 3/2014 - SVEIN AAMOLD

etc., of the early nineteenth century. He laments the political processes and
the implementation of the Finnmark Act, which in his view also signals that
the old story of the ‘wandering monk’ has long since been forgotten. In
Campfire we may imagine the artist there, like a wanderer in a peaceful state
of harmony, in communion with nature, or perhaps a hunter, a fisherman
on the plains of Finnmark. But for him this is also a source of art, of the
unspeakable, and what he terms ‘the sublime’.

It is hard to pinpoint the references to the wandering monk and the sublime
based on Flygari Johansen’s text. Perhaps one may infer that the wanderer
epitomizes the artist and a search for knowledge and enlightenment, a
profound understanding of nature as a creative and controlling force, which
affects humans and our surroundings. Memory is also invoked as a collective
force in line with these associations and their hints at historical dimensions.
Further, Flygari Johansen alludes to being a romantic in his desire that
everybody have free access to the mountain plains of Finnmark. This is, of
course, highly conflictive when seen from the reindeer herder’s point of
view. The artist’s desire for freedom is not very compatible with the farmer’s
wish to secure the land for his animals.

Art and the scholar

What do these examples tell us about the role of the scholar in research on
indigenous art? Two things, perhaps. First, the ethical problems are most
pertinently present in the choices we make for our concepts, analyses, and
interpretations of works of art as site-specific. Other responsibilities, such
as towards the artist and his/her community, will depend on these decisions.
Second, the work of art should intrinsically be understood as based on a
concept of freedom: freedom to express, in whatever medium available
to the artist, in artistic as well as aesthetic terms, a human experience, a
human condition, a human discourse, regardless of their transgressive or
non-transgressive nature.

The art critic and scholar writing interpretations of contemporary art will

inevitably be confronted with the private and personal, the political and
jurisdictional in matters that are often controversial. There are no common
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guidelines to help us deal with such situations. Rather, I argue that in order
to reach an understanding we need to confront the work of art in its proper
environment, as a site-specific enunciation grounded in layers of information
that are at best perceived in contexts of the local and regional. In the case of
Flygari Johansen, this takes us to his personal background and his thoughts
on the recent legal protection of the Finnmark plain. It also involves the
social, political, jurisdictional and other common issues in the area. The
access to the Finnmark plains is at stake. Who should be allowed to live
off that land? Reindeer herders? Fishermen, hunters, gatherers? Mining
companies? Tourists? There are no simple solutions to these questions.
Further, these issues are of global relevance.

The rights to land are central to indigenous peoples around the world. The
Sami can demonstrate that they are the first known human culture to live in
their area. Today Sapmi is, like all regions in the area, multi-ethnic. Flygari
Johansen’s Schizotopi cuts into what has become a complex situation and
becomes transgressive. By questioning what to many seemed the right
solution when establishing the jurisdiction over the land in Finnmark, he is
able to show that opinions vary according to cultural, ethnic, political and
economic factors. There is no final answer.

The artworks discussed here activate landscapes, a bed and a tent. They
are potential movers in our efforts to understand our own lives in terms
of individual emotions and experiences with the other, what Levinas calls
alterity. And again, the bed, the tent, and the landscapes encompass a
beginning and an end, conception, birth, and death. They are locations of
our stationary or temporary homes, of being connected to a site, as well as
our nomadic movements. In these locations we seek relaxation, comfort
and safety, alone or in company. As such, they are secluded but also utterly
vulnerable.
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Ritualalas rupmasat
Samenuoraid ¢inadeapmi konfirmasuvnnas'

Sami gékti Searra ivdnin konfirmaSuvdnaseremoniijas sameguovllu sear-
vegottiin. Gakti ovttasta girkoveaga ja dahka das visualalas ollislasvuoda.
Buot kultuvrrain olbmo rumas lea garvvohuvvon dahje gok¢ojuvvon man
nu lahkai. Olbmo rumas lea dego kultuvrra speajal, mii visualisere guovddas
jurdagiid, doahpagiid ja klassifikaSuvnnaid, mat leat mihtilmasat kultuvrii
(Burton 2001, 26). Bivttas ja garvodeapmi dulkojuvvojit eanet aht’ eanet
rumaslasvuoda ja identitehta geahc¢canguovllus. Evangelalas-luteralas
konfirmaSuvdna lea davvi sdmeservosiin dehélas sosiala ja kultuvrralas
dédhpahus, man alimus idiheapmi lea sdmegavttiid presentasuvdna girkus.
Artihkkalis karten samegavtti mearkkasumiid, mat huksejit kultur-identitehta
dan sirdasanriittas.

Sosiala duohtavuodas leat viehka uhcan dilala§vuodat, main olbmo rumas
lea aibba alas. Olbmot garvodit goruda gok¢ama, iktima, ¢inaheami dahje
suddjema dihte (Lonnqvist 1979, 20-21; Utriainen 2009, 35). Bivttas lea
gitta olbmo rupmasis, go dat guoskkaha olbmo liikki ja lea dan lahkai olbmo
mus gitta. Bivttas sahtté leat rupmasa joatkka dahje oalat liigeliiki, go rumas
dovda biktasa. Seammas dat ihtd olggobeale olbmuide, ja nu das lea guovtte-
bealat mearkkaSupmi. Biktasis leat dan persovnnalas, moralalas ja sosiala
dimensuvnnat, mat merostallet ja muddejit standarddaid ja rumaslas geava-
diid, mat laktasit dasa. (Entwistle 2001, 45; Renne 1995, 4; Utriainen 2009,
52-53.) Bivttas doaibma rupmasa radjan, dat raddje olbmo mu saji. Bivttas
lea maiddai materiala, mii coggojuvvo, nullojuvvo, oidnojuvvo ja dulkojuvvo
sosiala dilis. (Entwistle 2001, 47—49; Utriainen 2009, 53.) Guorahalan
dan artihkkalis sapmelas” nuoraid garvodeapmai laktaseaddji gazaldagaid
kultuvrra, historjja ja identitehta geahcCanguovllus. Mu artihkkala vuoddun
leat jearahallan- ja gazaldatmateriala, gieddebeaivegirji ja oassalastindicamat
konfirmaSuvdna- ja rihppaskuvllas®, girkus ja konfirmasuvnna ¢uovvu av-
vudemiin Suomas Ohcejoga ja Norggas Karasjoga searvegottiin. Materiala
laktdsa mu doavttirgrddadutkamussii, mas guorahalan duodjekultuvrra
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mearkkaSumiid konfirmaSuvnna oktavuodas Suoma Garegasnjarggas ja
Norgga Karasjogas 2005-2010. Dutkamussii leat oasséalastan oktiibuot 34
konfirmaSuvdna- dahje rihppanuora juogo jearahallama ja/dahje gazahallama
olis. Nuoraid vahnemiin leat 13 mielde, geaid lassin lean jearahallan guokte
duojara ja golbma searvegotti bargi.

Alggos guorahalan samiid girkola garvodeami mannekolonialisttala$
sagastallama geahccanguovllus. Dasa lassin suokkardalan rumaslasvuoda
antropologalas gieddebarggus ja dicovasahusaid olggosbuktima etnografalas
¢allimis. Mun lean berostuvvan maiddai das, mo sapmelas konfirmasuvdna-
dahje rihppanuorat konstruerejit iezaset gdrvodemiin iezaset kulturidentitehta
manggakultuvrralas servosis. Ulbmilin lea ¢ielggadit, maid gakti mearkkasa
nuoraide girkola$ konfirmasuvdnaritualas. Mo garvodeami vasahusain sadda
kultuvrrala$ diehtu? Loahpas suokkardalan, mii lea konfirmasuvdna- dahje
rihppaskuvlaahkasas nuoraid arbevirolas garvodeami mearkkasupmi viidat
sameservodagas.

KonfirmaSuvdna sirdasanriitan ja bivttas symbolan

Mu artihkal gulld antropologalas nuoraiddutkanarbevirrui. Oassalasttan
antropologala$ sagastallamiidda, mat gusket sdmenuoraid (omd. Hovland
1996; Stordahl 1994), muhto maiddai daid sagastallamiidda, mat lea mannamin
Suoma eard unnitlogujoavkkuid nuoraid etnihkalas garvodeami birra (omd.
Isotalo 2006; Markkanen 2003; Peltonen 2005). Lahkonan konfirmasuvnna
sirdasanriitan ja kollektiivvalas ritudlan. KonfirmaSuvdnaritualain oaivvildan
formalalas doaimmaid ja olggosbuktimiid duodalas presentasuvnna, man
konfirmaSuvdnanuorat ¢4jehit ovttas searvegottiin konfirmasuvdna- dahje
rihppaskuvlla loahpahanseremoniijan (g¢. Rappaport 1996, 428—429).

KonfirmaSuvdna- dahje rihppaskuvlii oassalasti nuorat devdet seamma
jagi aigge 15 jagi. Nuorravuoda doaba lea hui viiddis: manggain nuo-
raid kultuvrra ja identitehta giedahalli dutkamusSain lea dabalas, ahte
nuorravuodakategoriijas vdailu ¢ielga merostallan. Muhtin ddhpahusain dat
vuodduduvva buorebutge oktagasa sosila diliide go kronologalas ahkai dahje
kultuvrralas sajadahkii. (Bucholtz 2002, 526-528.) Saarikoski (1994) mielde
nuorravuoda meroStallama vuoddun sahtta leat ahkeradja, ahtanu$Sanmuddu
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dahje dihto eallinmuddu. Ollesolbmo oppalas stdhtusa olaheapmi leage
Catnagasas dsahuvvon ahkerajaide ja eallima dihto sirddsanmuddui dego
konfirmaSuvdna- dahje rihppaskuvlla vazzimii. (Saarikoski 1994, 160-161.)
Go geahcca historjjalaccat, de dala guhkiduvvon nuorravuohta guodda
mannéavuoda vassan 4igai ja eallin ollesolmmozin givnnjarda easka gos nu
boahttevuodas, muhto dattetge min kultuvrras orru leamen darbu sierralagan
sirdasanriittaide (Makinen 2002, 106).

Van Gennepa (1960) vuodul jurddasan, ahte servodat odasmahttd iezas
sirdasanriittaid lagan ritualaiguin ja olbmot 0zzot ritudlain odda stahtusiid
servodatrahkadusa rievddakeahttd. Sirddsanriittaid ulbmilin lea integreret
oassalastiid servodahkii (Turner 2007). Turner (omd. 1997, 2007) deattuha
ritudlaid symbolaid mearkkasupmevuoda, manggajienatvuoda ja daid kon-
tekstii Catnaseami ja ¢ujuha, mo dat seammas bajasdollet servodaga ja fallet
vastadusaid gazaldagaide, mat gusket eallima ulbmila (Eriksen 2004, 185).

Gavtti duddjon lea aigeguovdilis ieSgudege kultuvrralas dildla§vuodain ja
eallinmuttuin, dego géstta, konfirmasuvnna, heajaid ja havdadusaid ovd-
dabealde. Eana$ olmmosservosiin mearkkasSahtti eallinmuddonuppastusat
¢djehuvvojit almmolaccat organiserejuvvon ja kultuvrrala¢Cat kontrollere-
juvvon ritualalag ddhpahusain (Burton 2001, 69). Sirdasanriittat leat dain
ain dovdamis earenoamazit girkolas eallimis ¢ielga, servosa bajasdoallan
ritudlan (Mékinen 2002, 107). Rumas lea ritudlain sentrdla doaibmama
cuozahat, danin go dat lea dehalas vasahusaid sadji, ja seammas maiddai
dahkamusas birrasiin (Turner 2007, 90).

Sihke géakti ja ¢inadeapmi gullet simenuoraid sameguovllu konfirmasuvdna-
dahje rihppaskuvllaid loahpahanavvudeapmai, konfirmasuvdnii, go sii cogget
arbevirola$ gavtti liturgala$ alba dahege meassobaiddi sadjai. Dabalaccat
gehcécojuvvo, ahte biktasii dasa lassin gullet olbmorupmasii giddejuvvon
lasahusat (dego biktasat, garvvut ja Cinat) ja dakkar doaibma (dego kos-
metihkka ja vuoktagiidbidjan), man ulbmilin lea rupmasa hami rievdade-
apmi (Roach-Higgins & Eicher 1992). Cujuhan das biktasa doahpagiin
samiid arbevirola$ biktasii, gaktai, mas guovddazis lea giedain duddjon,
luonddudvdnasat ja iezaslagan estehtala§vuohta.

Eana$ nuoraide konfirmaSuvdnii duddjojuvvon gékti sahtta leat vuosttas
gakti, mii sis goassige leamas badjelis dahje lea jur sidjiide mihtuid mielde
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gorrojuvvon. Ovdalis gakti sahtii lean luoikkahuvvon dahje oappazagain
arbejuvvon. Konfirmasuvdnagélssohat ja -Ciehgahpir johtet bearrasis dahje
sogas konfirmasuvdnagarvun. Galssohiid hearvvat odasmahttojuvvojit
juohke have dihto konfirmantii, ja dalle dat leat persovnnalac¢¢at, muhto
maiddai diggi mohta mielde. Bivttas lea dehdlas go guorahalla oktagasa
ja servosa gaskavuoda, go dat lea intiima oktavuodas rupmasiin. Bivttas
sahtta almmubhit sohkabuolvvaid ja sohkabeliid gaskasas gealdagiid, muhto
dat symbolisere maiddai oktagasaid ja servodaga gaskasa$ gealdagiid.
Konfirmanttaide konfirmasuvdnagakti lea dehalas etnisitehta symbola.
Samenuorat vasihit, ahte sii iezaset Cinademiin leat maiddai kulturguoddit
ja boahttevuodas kultursirdit cuovvovas sohkabulvii.

Suruhis gakti mangnekolonialisttalas sagastallama
geah¢éanguovllus

Mannekolonialisttala$ proseassain lea guovddas sajadat eamialbmogiid
dutkamusaid sagastallamiin (omd. Smith 2002; Kuokkanen 2002; 2007).
Manpekolonialisttalas lahkonanvuohki dahka vejolazzan kolonialismma
vaikkuhusaid ¢ielggadeami ja koloniserenproseassaid gargema. Eamialb-
mogiid kultuvrraid luohkkéjuogut ja dulkomat leat bohciidan eanas earaid
kultuvrraid geahécanguovllus, nuppelaganvuoda presentaSuvdnan. Eamialb-
mogiid kultuvrrat dutkangieddin merostallojuvvojedje nubbin, eksohtalazzan
dahje gaiddusin earenoamazit arat dutkamusain (Atkinson ja earat 2001, 2;
Nygren 1997, 159).

Eamialbmogiid siste dekoloniserenteoriija njunusdutki Linda Tuhiwai
Smith (1999, 38, 66—67; g¢. maiddai Kuokkanen 2002) buktd ovdan,
ahte buot diedasurggiin juste antropologiija lea eanemusat laktojuvvon
nuppeldganvuoda dutkamii ja primitiivavuoda merostallamii. Manggat
vuosttas eurohpala$ deaivvadeamit ovdamearkan Amerihka, Afrihka ja
Jaskes abi eamialbmogiiguin ledje ekspediSuvnnaid ja kartasargumiid
oktavuodas. Danin ii leat nu hirpmastuhtti, ahte eatnamiid lassin maiddai
olbmuid rupmasat garte mihtideami ja kartema vuloZin, vai sahttet gdvdnat
sin saji eurohpalas Mappus Mund olis. (Howes 2003, 4.)
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Antropologat atne iezaset rationalan ja sin dutkancuozahagaid vildaolmmozin,
go mihtidedje “primitiivvalas” albmogiid rupmasa osiid ja bidje lohkui
aicofuomasumiid darkivuoda (Howes 2003, 5). Eurohpalas kultuvrras
oaidnu ja gullu laktojuvvojedje arbevirolaccat intellektudla doaibmamii, go
fas smahkka, dovdu ja hadja laktojuvvojedje eallildganvuhtii, nuppiiguin
saniiguin “primitiivvalas” diccuide (Classen 1993, 405). 1800-logus lei
juo dabalas, ahte dutkamusain govvidedje “vildaolbmuid” dovdoestetihka
dahje spiehkkaseadd;ji ndvccaid haksit. Dalle rupmasiid mihtideapmi bodii
maiddai Supmii, ja samiid rupmasiid dutke oassin suopmelas nalledutkamusa
(g€. Isaksson 2001). 1920-logu antropologala$ dutkanprogrammas samiid
geahccaledje merostallat vuolibun dahje primitiivvalazzan.

Samiid jorgaleapmi “primitiivvalas” luondduoskus risttalasvuhtii beavttal-
muvai 1600-logu rajes, nu ahte rihppaskuvllas lea guhkes arbevierru sdmiid
gaskkas (g¢. Kylli 2005; Schefferus 1979). Kylli (2008) mielde alggos bahpat
ledje berostuvvan sdmiid nuppelagan garvodeamis, go deaivvadedje singuin.
Samit coahkkanedje jahkdsa$ markaniidda, gos lagiduvvojedje seammas
girkola§ doaimmahusat. Risttalasvuohta ja dasto manna laestadialas lihkadus
(omd. Haetta & Baer 1993; Lohi 1995; Pentikdinen 1995) leat vaikku-
han sdmiid oskkolasvuhtii, sosidla ja kultuvrralas eallimii juo manggaid
cuohtejagiid ja sohkabuolvvaid aigge.

Evangelalas-luteralas girkus lea Saddan sameservosiidda dehélas sosiala
baiki (g¢. Sarre 2003), vaikko dat lea historjjalaccat kolonialisttalas
instituSuvdna. Eanas davviriikkaid samiin gullet evangelalas-luteralas girkui,
nuortalaccat gullet ortodoksa girkui. Davviriikkain konfirmaSuvdna- dahje
rihppaskuvla lea oassi arbevirola$ nationala kultuvrra ja dat lea maiddai
dehalas oassi evangelalas-luterala$ girku bajasgeassinvuogéadaga. Girku
bajasgeassininstituSuvdnan oassalasta iezas bealis nuoraid servodatlas ja
kollektiivvala$ sosialiseremii. Lea vattis addet dala sami servodaga, jus ii
adde vassan aiggi. Go risttalas oskui gulai geo-politihkalas vuolusteapmi, man
lassin oskkoldatlas$ ja politihkala$ kontrolla ledje ¢atnasan kolonialisttalas
njuolggadusaide ja valdiid mearridan gildosiidda, de dihtolagan garvvuid
atnimis ledje politihkalas dego teologalas cuovvumusat. (Meisch 2000, 65.)

Dihtolagan garvodeami ja olgguldas lahttema bokte olbmot sahttet ¢4jehit

oskkoldatlas navddmusaid, arvvuid ja miellaguottuid. Lars Levi Laestadiusa
(1800-1861) vuoddudan morrananlihkadus lea ain ealli mu dutkanguovllus,
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ja dan vaikkuhus garvodeami kontrollii orru seilon girkolas oktavuodas.
Lestadidnalas garvodankultuvrii orru gullamin dihto vuollegasvuohta, go-
argahisvuohta. Nuoraid konfirmaSuvdnagarvodeami ja girkolas garvodeami
kontrolla fas ¢ieknu arbevirolas gaktai, mii galgd merostallot girkus dohk-
kehuvvon bivttasin.

Laestadiusa sardneteavsttain ledje olu bivttas- ja alasvuodagovvadusat, maid
ulbmilin lei kontrolleret earenoamazit nissoniid rumaslasvuoda, garvodeami
ja dan mii lea heivvola$ (Utriainen 2006, 144—165). Résénen (2001, 44)
lea rehkenastan duodjediedalas dutkamusastis, ahte ain ovtta sartni guovdu
leat guokte ja bealle garvodan- ja bivttasc¢ujuhusa. Laestadius anii menddo
goargadit ¢inadan nissonolbmuid suruheapmin, jus sin géktehealbmi lei
menddo lotnjai dahje silkeliidni lei menddo ivdnai. Earenoamazit nissonol-
bmuid ladjogahpir Sattai lestadianalas bahpaid sértniid fuopmaSumi vuollai.
Léadjogahpira geavaheamis ii jur leat seilon njalmmalas arbediehtu. Ohcejoga
ja Anara searvegottiin lei 1819-1932 bahppan Jacob Fellman (1906), ja
son lea sartnistis jahkkan ahte ladjogahpira “Coarvvi” siste orru beargalat,
baha vuoigna. Teologalas ruossalasvuodaid ja badhpaid fasttaSemiid dihte
samenissonat garte heaitit geavaheamis suruhis ladjogahpira 1800-logu
loahpas.

Utriainen mielde Laestadius oaccui sartniinis fiidnat olbmuid dovdat iezaset
“alasin”. Dihto dilalaSvuodas olmmos sahtta dovdat iezas alasin dahje earat
ozzot su addet dakkarazzan, jus sus vailu dihto bivttas. Dakkar sosiala
alasvuhtii lei alki bidjat suruhisvuhtii laktaseaddji miellagovaid. Laestadiusa
sartniin sohkabeale juogu mielde dahjege nissoniid ja albmdid garvodeami
giellagovat leat sierraldganat. Earenoamézit nuorra nissoniid heivvolas$
dahje eahpeheivvolas$ garvodeapmi heivehuvvui dihto seksuala ja rumaslas
norpmaid ja vuorddmusaid sisa. Dasa lassin biibbalis ruossalas garvodeapmi,
dahege garvodeapmi nuppi sohkabeali garvvuide, lei “fastivuohta” Ipmilii.
(Utriainen 2009, 88, 93, 250.)

2000-logus sami konfirmasuvdnanieiddaid gaktehealmmit lodnj4jit eanet
aht’ eanet ja ¢inadeamis giddejuvvo fuopmaSupmi earenoamazit silbacinaid
ja silkeliinniid goargatvuhtii, man Laestadius lea dubmen sartniinis suru-
heapmin. Nuorra nieiddat lodnjas gavttiiguin dahket rumaslazzan oddalagan
nuorranieidavuoda, mas nissonvuoda mihtilmas ieSvuodat, dego ¢inadeapmi,
adnojuvvojit lahttemin, mii famuiduhtta ja beasta dolo$ laestadialas dogm-
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mas. Samenieiddat representerejit Cielgasit iezaset kulturidentitehta nan-
nosit arbevieruide Catnaseaddji gavttiin dald modearna mailmmis. Davja
modearnavuohta ja arbevierru biddjojuvvojit vuostalagaid, muhto daid
galga addet buorebutge proseassan. Kuokkanen (2009, 163) fuomasuhttage,
ahte modearnavuoda ja arbevieru gaskasas dikotomiija lea oarjemailmmi
modearnavuoda paradigmma ja lineara jurddaseami boadus.

Etnografiija rumaslasvuohta

Dutkkan iezan, alccen laga$ kulturfenomena oahpes ruovttubirrasis (g¢.
maiddai Suojanen 1997). Manimus vihtta jagi leamasan gieddebarggus
measta juohke palbmasotnabeaivve ja mihcamaraid, goas lean oassalastan
konfirmasuvdnameassuide girkus. Konfirmasuvnnas konfirmantanuorat
cohkkajit ovdabeankkain dahje leat altar guoras, man varas sii leat harjehallan
ovddalgihtii seremoniija jodu ja lihkademiid. Coffey mielde etnografalas
dutkanprosessii lea mihtilmas, ahte searvvus, mii lea dutkanc¢uozahahkan,
aicojuvvo persovnnala$ rumasla$ vasdhussan. Dattetge maiddai dutki
rumaslaSvuohta lea eahpitkeahttd mielde, go son lea dutkanbaikkis, dutkangi-
ettis. Etnografa vésiha iezas rumaslazzan Ssaddan doaibmin, go gieddebargui
gullet earenoamazit rumaslaccat baikki alde leahkin, diccadeapmi ja diccut.
(Coftey 1999, 59, 62.) Lean vaccasan girko-albmoga siste kamera giedas
ja garvodan iezan guovllu gavttiin.

Iezan gavttiin lean dovdan, ahte lean “oaidnemeahttun” ja mu dutki rumas
javka earaid sisa (g€. Palmu 2003, 15). Oktii lean garvodan oarjemailmmi
biktasiin Kéarasjoga konfirmasuvdnagirkui, goas muhtin boarrasut fuolkealm-
mai fuopmasahtii mu. Dulkon, ahte su cuiggodeapmi laktdsa addejupmai
oarjemailmmi nissonolbmo rumaslasvuodas, mii alkit geh¢cojuvvo nup-
pelaganvuohtan iezas kultuvrra siskkobealde. Arbevirolas biktasa vailun
sahttd govvidit vailuma, vani dahje nuppastusa identitehtas (g€. Utriainen
2009, 17). Ohcejoga konfirmasuvnnas dan sadjai oktage ii leat fuopmasuhttan
mu oarjemailmmi garvodeami sullalas dilalasvuodas.

Rumaslasvuoda dutkamusas bivttas addejuvvo identitehta giddejeaddjin,

oktagasa identitehta ja sosiala gullevasvuoda linkan (Entwistle 2001, 47).
Coffey (1999, 65) fuopmasuhtta, ahte etnografa garvodeapmi sahtta nannet
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dihtolagan rumaslazzan Saddan gova, ja biktasa garvvuiguin sahttd geava-
hit legitimeret dutki gieddebargorupmasa. Made davjjit lean oassalastan
konfirmaSuvdnaseremoniijai, dade stuorat deaddu mus leamas lihkostuvvat
buvttadit gieddai dohkkejeaddji rupmasa. Dat lea geavadis gaibidan mus
gavttiid goarruma, liinniid riessuma ja silbacigaid skdhppoma. Girkolas,
oskkoldatlas$ ja alla seremoniija oktavuohta gaibida arbevirola$ gavtti ja
goargatvuoda, vaikko 1800-logus girkus juste nissoniid biktasiid goargat-
vuohta dubmejuvvui suruheapmin.

Girkus geahcastagat ja rumaslasvuohta leat mangga dasis mielde. Olbmot
réhkkanit fuolalac¢at konfirmaSuvdnagirkui ja duojérat leat rah¢an manggaid
jagiid bearrasiid avvugarvvuiguin. Olbmot ¢inadit girkui, go doppe sii
oidnojuvvojit. Geahcastagaid vuolde leat maiddai sogaid garvodeapmi ja
stiila sihke giechtamahttu ja dujiid innovaSuvnnat.

Algen berostuvvat aiccuid ossodagas gieddebarggus ja daid govvideamis
etnografiijas, go oahpasmuvven rumalaslasvuoda bokte diccuide. Nuppéadassii
ovdamearkka dihte giedain dikSojuvvon nahkiid héjat ledje oahppasat juo
mannavuodas, go ahkku divssui beaskanahkiid. Duot hajat mahccet muhtumin
dakkérazzan millii, muhto in goittotge mahte govvidit daid verbalalaccat. Dat
hajat ja avdnasiid dovdu leat mu oahppan rumaslas jaskes diehtu. IeSgudege
kultuvrrain lea iezas vuohki habmet mailmmi ovdamearkka dihte ivnniid,
héjaid dahje juoba bahka vuodul (Classen 1993, 122). Vai adde ritudlaid
earenoamazit ii-oarjemailmmi oktavuodas rupmasa govvideapmai galga
laktit dan lihkastagaid, hajaid, smahkaid ja jienaid, go dat leat dehalas
mearkkaSumiid fievrrideaddjit (Stoller 1994, 639). Ritualaid guorahalla-
mis jienaid, smahkaid ja hajaid diccadeapmai ja govvideapmai leat uhcit
gidden fuopmasumi, vaikko dain lea stuorra mearkkasupmi mailmmi ordne-
mis ja duohtavuoda govvideamis (Stoller 1989; 1994). Das beroskeahtta
dicoaicamusa mearkkasupmi diccadeamis ja aiccadeami systemahtalagvuohta
gieddebarggus bahcet vailevazzan, jus dutki i1 lahkon analyhtalabbot diccuid.
Gieddebarggus oassélasti diccadeapmi sierranage argabeaivvi diccademiin
das, ahte dat lea systemahtalut, dat dulkojuvvo ja govviduvvo.

Konfirmanttat vazzet raidun, mii presenterejuvvo ivdnin ja silbacinaid
Sealgumin, mat seahkanit girkodlbmoga ivdnas ja goargadis gavttiid
sisa. Karasjoga girku sale lea dievva sierraguovlluid sami gavttiid,
muhto maiddai dacca bunadaid ja dabélas oarjemailmmi feastabiktasiid.
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Go nuorat vazzet girkosale guvlui, gullo oahpes, ritmmalas$ skilla, go
riskkuid ja boahkéniid lavggastagat deivet metallavuddui, go fas gabba-,
muzet- ja girjjat nuvttohat deivet 1ahtti jienaheame. Nieiddaid hirbmadit
durron holbbit lodnj4jit ovdan ruoktot goruda lihkastemiid mielde. Girku
lea aibba dievva, ja doppe lea fiinna ostohadja, mii boahta nuvttohiin ja
galssohiin. (Gieddebeavdegirji 2010.)

Ritualalas garvodeapmi ja rumaslas dicamat, nugo oaidnu, guoskanaicu,
hadja-, ja jietnadicamat dego maiddai rupmasa lihkasteamit leat mu mie-
las dehalas sapmela$ kultuvrrala§ rupmasa buvttadeamis nuorravuodas.
Rupmasa véaséhusaid bokte Sadda kultuvrralas javohis diehtu, mainna nuorat
rahkadit sapmelasvuoda(set). Mary Douglas (2001, 180) mielde ritualalas
geavadat moriidahttet ddbalacc¢at fuopmaSumi ja gudni, mii nuppadassii
Cilge dan, ahte dat leat buorit kultuvrra sirdindahpahusat. Dat sahttet dahkat
vejolazzan diedu, mii ii muduid boadase ollenge didolasvuhtii.

Muhtumin lean boahtan girkui nu mannit, ahte lean gartan bahcit feaskarii,
gos lean sahttan ¢uovvut girkosale dahpahusaid duobbelis. Mu mannavuoda
rajes gavttiin ¢inadeapmai lea laktasan hoahppu ja eardun ja de vel loahpas
mannoneapmi — juoba mu iezan konfirmasuvnnas. Dat unohis rumaslas
vasahus mahcca ain mu millii, go lean coggamin gavtti. Mu jearahallan
eatnit hallet seamma 43sis, man dihte mandid ja nuoraid ¢inadeapmai varre-
juvvo aigi. Eriksena mielde digi garggiidii algoalggus ritualaid oktavuodas.
“Ritudlat eai algge diibmu vihtta, muhto baicce dalle go buot lea garvvis — go
leat geargan rahkkaneamis ja guossit leat boahtan.” (Eriksen 2004, 315.)

Konfirmasuvnnas konfirméantanuorat leat ritudlaseremoniija doaibmama
cuozdhahkan, vaikko maiddai earat girkoguossit oassalastet aktiivvalaccat
dasa: sii lavlot, rohkadallet, Cuzzot, leat ¢ipbeliid alde ja vastidit litaniijaide.
Norgga bealde seremoniijai oassalastit fitnet altaris golbmii, go fas Suoma
bealde nuorat leat altaris vuos oskkudovddastusa, Ipmila arbmui guoski
gazaldaga dahje 4vzzuheami ja sivdnideami digge ja nuppe geardde rihpaid
aigge. Mihcamaraid Garegasnjarggas rihppanuoraid mearri lea sakka uhcit
go Palbmasotnabeaivve Karasjogas, muhto rihppastuorraoappat ja —vieljat
dievasmahttet joavkku. KaraSjogas Palbmasotnabeaivve vahkkoloahpa
lavvardaga gazaldatbeaivve ja sotnabeaivve konfirmaSuvdnii oassalasti
nuoraid gartet juohkit guovtti jovkui, vai bearrasat, fuolkkit ja risvahnemat
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¢ahket girkui — geavadis girkosalii beassa dusSe sisabeassanbileahtain.
Bearrasat ja risvahnemat maiddai presenterejit iezaset nu, ahte ¢uozzilit
go konfirmantanuora namma mainnasuvvo vuorus go son lea altaris, dalle
maiddai bearrasa dahje soga gavttit ja ¢inadeami kompetansa oidnojit. Vaikko
nuorat leat juo juhkkon guovtti jovkui, gartet sii fitnat das beroSkeahtta altaris
guovtti vuorus, nu ahte seremoniija bista manggaid diimmuid. Nuoraid
rumaslasvuohta boahta ovdan nieiddaid holbbiid lihkadeapmin ovdan ruoktut
ja génddaid galssohiid ravddaid nallaseapmin ja bajas gaikumin.

RasSes identitehtat

KonfirmaSuvdna- dahje rihppaskuvllas lea nana sirdasanriitta luondu:
formalala¢céat dat sirda oktagasa nuppi ahkemuddui ja/dahje sosiala dillai.
Sirdéasanriittaid ulbmil lea veahkehit oktagasa sirdasit stahtusis nubbai.
KonfirmaSuvdnaskuvlla leat arbevirolaccat atnan rdvasmuvvanriitan ovdal
siviilavihaheami, goas galggai vazzit konfirmaSuvdnaskuvlla vai oaccui
naitalanlobi. Nuoraide dat ahkemuddu lea stuora rievdadusaid aigi. Sii eai
leat Sat manat, muhto eai vel ollesolbmotge.

KonfirmaSuvdna- dahje rihppaskuvlanuoraid ahkemuddui leat mihtilmasat
fysala$ rievdadusat, rollaid ohcan ja identitehta kriisa, ja subjeaktavuoda
hapmasuvvan (vrd. Vuorinen 1997, 203, 220). Identitehtaid berre addet
jotkkolas proseassan, ii garvves dahje rievdameahttun oruhin. Subjeakta
valda sierra identitehtaid sierra 4iggiin, ja identifikaSuvdna kultuvrralas
mearkkaSumiide ja symbolaide ollasuvva subjeavtta iezas bokte. Identitehta
konstruerenproseassas oktagasas leatge anus ieSgudetlagan materialalas ja
symbolalas resurssat, mat habmejit identitehta konstruerema (Paékkonen
2008, 82). Nuorra olbmui bearas, skihparat, skuvla, assanbaiki ja searvvus
leat dehalaccat identitehta huksemis. Manggakultuvrralas servosiin nuorat
rahkadit identitehtaset maiddai etnihkala$ lahttemiin, dego garvodemiin ja
gielain. (Bhui et al. 2008; Kvernmo & Heyerdahl 1996.)

Sameguovllus konfirmasuvdna lea servodatlas ritudla manggakultuvrralas
birrasis. Konfirmasuvnna ritualalas lagan mearkkasumi nuoraid ravasmuvvan-
riittas simeservodagas ¢ajeha dat, go Karasjogas lagidedje vuosttas geardde
giddat 2007 oskkoldatkeahtes sdmenuoraide humanisttala$ konfirmasuvnna
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(vrd. Prometheus-leairrat, g¢. Mékinen 2002). Seremoniija ¢inademiidisguin
ja avvudoaluidisguin ¢uovvu girkola$ konfirmasuvdnaritudla arbevieruid.
Ohcejogas oskkoldatkeahtes nuorat leamas dusse moadde mu gieddebargguid
aigge, ja sii leat oassalastan Prometheus-leirii.

Etnihkala$ joavkkut sierranit nuppiineaset dahje ozzot identifikasuvnnaset
iezaset garvodemiin. Girkus gavttehasaid siste sierranit maiddai valdoalb-
moga nationalabiktasat. Simenuoraid etnisitehta leat ¢ajehan leat geabbil ja
molsasuddi juo dan sivas, ahte sii ellet manggakultuvrralas servodagas (gc.
Stordahl 1994). Dala sameservodagas lea dabalas, ahte nuoraid vanhemiin
dusSe nubbi lea sapmelas. BearraSa mearkkaSupmi lea stuoris nuoraid sosia-
liserenproseassas, ja konfirmasuvdnaavvudeapmi lea vuosttazettiin bearrasa,
risvahnemiid ja soga feasta. Vaikko etnihkala$ sosialisasuvdna lea nannosut
ovttakultuvrralas bearrasiin, de dattege measta bealli manggakultuvvaralas
samebearrasiid nuorain identifeardSuvva iezas etnihkalas unnitlogujovkui
dahje eamijovkui. (Kvernmo & Heyerdahl 1996, 458—461).

Garvodeapmi adnojuvvo eanet aht’ eanet dehdalabbon identitehta
representaSuvdnan nuorravuodas ollesolmmozin sirdasettiin. Garvodeapmai
konkretiserejuvvo identitehta problematihkka. Identitehta lea ontologala$
gazaldat, dasgo arbevirola$ filosofalas geahcCanguovllus identitehta
mearkkasa jotkkolasvuoda dahjege oktagasa bissuma seamma laganin
aiggi ja nuppastusa ¢ada, ja dan ahte olmmos$ oba lohkai eksistere ja lea
dovdaheamis alccesis. Identitehta sosiala gazaldahkan lea fas oktiigullan ja
Catnaseapmi, asaiduvvan man nu servosa oassin. (Utriainen 2009, 13.) Iden-
titehta sahttd merostallot nu ahte oktagas lea guovddaZzis, muhto dat hukseju-
vvo maiddai kollektiivvalaccat. Etnihkalas identitehta lea okta ovdamearka
kollektiivvalas ja politihkalas identitehtas, ja dalle sierra molssaeavttut ja
valljejumit daid gaskka ozzot deattu identitehta huksemis. Identitehtas leat
mearkkaSumit ja cuovvumusat, mat laktasit valdegaskavuodaide. Dainna
lea vejolas kategoriseret ja valdit sisa dahje bidjat olggos oktagasaid ja
doaibmat nu, ahte dorvvasta ieSgudege intereassaid. (Padkkonen 2008, §83.)

Dego eara persovnnalas ja etnihkala$ identitehta olggosbuktimat, maiddai
garvodeapmi sahtta vaikkuhit joavkku addejumiide bajit ja vuolit arvvus,
arvvola$vuodas ja arvvuin. Dat vaikkuha oktagasa ieSdovdui ja buresbir-
gejupmai sosiala ja kultuvrrala$ norpmain raddadaladettiin. Mannavuodas
sirdasettiin nuorravuhtii ja ollesolmmosvuhtii, nuorravuodaahki dahje
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pubertehta adnojuvvo suojehis digodahkan, goas sahttet Saddat saddet
mielladearvvasvuodacuolmmat. Garvodeapmi laktasa maiddai psykihkalas
buresbirgejupmai, danin go manggakultuvrralas servosiin etnihkalas biktasa
geavaheami leat ¢ajehan geahpedit nuoraid mielladearvvasvuodacuolmmaid.
(Bhui et al. 2008, 435436, 439.) Nuoraid garvodeami guorahallan
dearvvasvuoda ja medisiinna geahccanguovllus buktd ovdan nuoraid
raSesvuoda*. Etnihkala$ nuoraid guoski dutkamuSas, mii giedahalla
konfirmasuvdnaahkasas sdmenuoraid buresbirgejumi Davvi-Norgga riddo- ja
siseatnama manggakultuvrralas servosiin, sémenuorat jurddasit almmolaccat
positiivvalac¢at nu iezaset sapmelasvuodas dego iezaset gielas ja arbevirolas
garvodeamis (Kvernmo & Heyerdahl 1996). Arbevirolas bivttas ¢atna
nuoraid sin etnihkalas servosii ja arbevieruide. lezaset gavttiin, sin nuppiin
liikkiin, samenuorat geahc¢calit hukset, gokcat ja dievasmahttit iezaset raSes
identitehta.

Garvodemiin oktagas buktd ovdan iezas oktavuoda lagasbiirii, bearrasii,
sohkii, ustibiidda ja etnihkala$ jovkui (Eicher & Sumberg 1995, 299-300).
Mii eat vealttakeahtta darbbas dihto biktasa, vai mii bargat maid nu dahje
leat mii nu, muhto biktasis sahtta oaidnit, geat mii leat, maid mii bargat ja
maid mis sahtta vuordit (Burton 2001, 27). Doaladupmi gavtti geavaheap-
mai konfirmaSuvnnas buot nuoraid konfirmasuvdnabivttasin etnisitehtas
beroskeahtta molsasudda karasjohkalas ja ohcejohkalas servosiin. Ohcejoga
searvegottis dusSe sdmenuorat cogget sami gavtti, eaige suopmelas nuorat
cokka gavtti earet moatti nieidda. Manggakultuvrralas sapmelas-suopmelas
bearrasiid bartnit sahttet coggat oarjemailmmi dreassa, muhto dan sadjai
Karasjogas dacca bartnit sahttet coggat sami gavtti konfirmasuvdnii, man
maiddai baikkalas girkolas searvvus$ lea oaidnan positiivvalaccat. Sami
gakti konfirmasuvnnas sahtta nannet servosii gullama, iige dat mavsse
daid eret caggama, geat eai gula dasa. Dac¢a nieiddat sahttet coggat dusse
luhka’ silbac¢inaiguin ja bartnit dreassa. Bivttas lea sosiala, oaccalas ja dillai
laktaseadd;ji geavat (Entwistle 2001), muhto bivttas sahtta leat maiddai oassin
iezas dahje vieris. Bivttas laktasa sihke oktiigullamii ja sirremii, ja rumaslas
leahkima vésahussii, iige bivttas leat alo nubbi “liiki”. Vejolasvuohta dan
nuollamii Saddé4 dehalazzan, go dan dovda bakkolazzan, vierisin dahje go
dat doalla ¢avga. (Utriainen 2009, 56; vrd. Markkanen 2003.)

Mainggakultuvrralas servosiin nieiddaid ja bartniid garvodeami sierraneami
sivvan leat buktdn ovdan dan, ahte nieiddat valljejit biktasiiddiset dovdo-
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sivaid vuodul, go fas bartnit haliidit juksat dan ideala imago, mii sis lea
alddiset (Bhui et al. 2008, 436). Konfirmasuvdnanuoraid sami, arbevirolas
gakti lea guovddas ja halddaSeaddji symbola konfirmasuvdnaritualas.
Manggakultuvrralas birrasis dat ovddasta maiddai etnisitehta ja kultuvrralas
identitehta. Ritualala§ symbolat leat Turner (2007) mielde manggajienagat,
ja dalle halddaseaddji symbolas lea sadji manggaide mearkkaSumi sis-
doaluide, mat sierranit nuppiineaset. Gakti mearkkaSa sierra olbmuide
sierra asSiid, muhto dattetge dat sahtta addit oktilaSvuoda gova. Symbolat
galget leat manggajienagat, vai dat duddjojit solidaritehta olbmuid gaskii.
Karasjogas konfirmaSuvdnanuoraid vahnemat ja eallilan olbmot doaladuvvet
guovtti lahkai dasa, ahte ii-sdpmelaccat cogget gavtti konfirmaSuvdnii.
Ovtta bearrasa siste oainnut earranit sohkabeali ja sohkabuolvva mielde.
Eatni mielas “lea lunddolag, ahte cogget gavtti, go orrotge dappe”. Ah&éi
ii oainne dan heivvola$§ geavadin, muhto bardni dohkkeha iezas ahkésas
ii-sapmelas nuoraid konfirmasuvdnacinadeami, go “ galhan mii diehtit,
geat leat sapmelaccat”. Muhtin karasjohkalas nuorra bardni smiehtada sdmi
gavtti mearkkaSumi viidasut baikkala$ etnihkala$ konfirmaSuvdnanuoraid
gaskavuodas:

Haliida ¢4jehit identitehta dan beaivve, eai buohkat oainnat leat dappe
sapmelaccat (...) Doppe ledje gal diedusge daccat, geat leat dappe
bajasSaddan .. eai leat samesogain. Orru diedusge artet (ahte cogget
samegavtti), muhto dat leat sii geat ieza valljejit. Eai buohkat smiehta
ahte galget identitehta ¢4jehit dan beaivve, muhto dat galget.. fiinnis
leat. (Jearahallan.)

Etnihkala§ unnitloguid nuorat oZZot kategorisaSuvnna iezaset arbevirola§
garvodemiin maiddai kultuvrraid gaskasas ja siskkaldas ruossalasvuodaid
vuostaivaldin (vrd. Markkanen 2003, 128). Sihke Ohcejoga ja Karasjoga
searvegottiin ja simeservosis lea duollet dalle bohciidan sagastallan gavtti
geavaheami heaittiheamis konfirmaSuvdnabivttasin. Das leat héliidan luo-
hpat earret eard ekonomalas ja liturgalas sivaid dihte (omd. Sara 1993, 4).
Norgga bealde servodat falla ekonomala§ doarjaga daidda nuoraide, geat
eai suitte goasttidit divrras gavtti. Konfirmasuvdnagavtti estehtalasvuohta
boahtd ovdan juoba issoras gilvun, dego sami aviisa ¢alla bajil¢allosis:
“Stuoribut, divraseappot ja ¢ignabut” (Utsi 2006). Mu dulkojumi mielde
konfirmasuvdnaritualas sdmenuoraid garvodeamis lea jearaldat dievaslas
sapmelas rupmasa duddjomis ja identitehta fuolas. Konfirmantanuoraid
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ahkut ja adjat dihtet, mo dat ¢uohca go identitehta lea rasSiduvvan, sis
mangasat leat vasihan koloniseren- ja assimilerenpolitihka. Nuppe dafus
fas 2000-logus nuorra sdmenieida dadja iezas konfirmasuvdnacinadeamis:
“Haliidan leat perfeakta.” Nuorra nieida deattuha dievaslas gavtti, mainna
son geahccala dahkat rumaslazzan dan, makkarazzan rivttes sdépmelas galga
¢ajehit modearna mailmmis.

Golgi marginalat ja sohkabealleestetihkka

Biktasa sahtta gohcodit oinnolas giesaldahkan, mas Douglasa (1973) mielde
leat golgi marginalat (Entwistle 2001, 37). Bivttas ii leat dusSe skoadas,
man sisa rumas giessasa, muhto baicce dasa gulld maiddai ravda, mii ii
biso sajis. Utriainen fuopmasahtta, ahte identitehta ii leat dusse vaimmus
dahje guovddas, muhto baicce maiddai ravdaoassi ja marginala ja daid
lihkastagat. Rupmasa rajaid dahket konkrehtalas rumasla$ mielas vuovttat
ja eard rupmasa ravddamus lahtut sihke healmmit, suodjegeazit, ravdaoasit
ja gahpirat. Rupmasa ravddaide Catnasit nana aicamusat, mat leat davja
baggejeaddjit ja unohasat. (Utriainen 2009, 54-56.) Biktasa rupmasa radjan
merostalla Cielgasit lihkastat, daningo bivttas lihkada sihke dan guoddi
lihkastagaid mielde ja birrasis boahtti lihkastagaid vaikkuhusas ja reagere
daidda (Welters 1999, 9; Utriainen 2009, 56).

Karasjogas konfirmasuvdnagavtti ja girkolas laddegavtti ivdnin lea vuo-
gaiduvvan alit ivdni, vaikko vel juohke jagi soames nuorat presenterejit
odda ivnni. Alit gavtti soadjegeazit ja holbi leat ruoksadat. Muduid ovtta-
geardan gavtti sakka durron holbi radjan dahje ravdan guoskkaha rupmasa
ja vaikkuha lihkadeapmai, ja dalle healbmi lodnja ovdan ruoktot ja oazzu
nieiddaid maiddai jorggéahallat. Healbmai cuhcet issorasat doaivumusat,
juoba gealdagasat arbevirola$ ja modearna ravdda gaskka. Healbmi lea
rumaslas subjeavttaid gaskasas avnnas, mii guoskkaha sihke iezas ja eardid
(Utriainen 2009, 55).

Gavtti alit ivdni lei 1970-80—loguin gavtti didna ivdni, dego maiddai silkeli-
idni lei vielgat. 1980-logus etnihkalas didolasvuodas famuiduhttima geazil
alge geahccalit ovdalis “arbevirolas” ivnniid, dego luondduvilges, ruona
ja rukses ivnniid. Rukses ivnnat gékti leama$ dolin riggodaga symbola.
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Konfirmasuvdnagavtti liidnevuoddu lea 2000-logus vehaziid mielde rievdan
vuot vielgadin, go dat symbolisere liturgalas garvun maiddai buhtisvuoda.

Samiid arbevirolas garvodeapmi lea catnasan ¢avga sohkabeliide iige ruos-
salassii garvodeapmi boade ovdan. Searvvusla$ konfirmaSuvdnarituédlas
konfirmaSuvdnanuorat rahkadit arbevirolas garvodemiin maiddai iezaset soh-
kabealidentitehta. Guktuin sohkabeliin leat sin ieZzaset garvvut ja silbacinat,
muhto karasjohkalas-guovdageaidnulas$ bartnis sahtta leat silbarisku rattis.
Arbevirola&gat risku lea nissoniid liidne¢ikna. Dét konfirmasuvdnaarbevierru
lea algan rannjasuohkanis, Guovdageainnus 1980-logus, mii ¢ilgejuvvo
guovdageaidnulaccaid nissoniid ja albmaid goargatvuoda haluin — Guov-
dageainnus nieiddaid konfirmaSuvdnagaktai gullet maiddai falatbearralat.
Karasjoga gavttiin ¢inadan nuorra bardni ¢ajeha silbariskkuinis iezas
oktavuoda guovdageaidnulas servosii, muhto rahkada dainna maiddai iezas
manggakultuvrralas$ identitehta ja earuha iezas etnihkalas joavkkus siste.
Nuppi kultuvrralas guovllu symbola dulkon sahtta leat goittotge vattis.

Olbmo gullama dihto jovkui, sosidla sajadahkii dahje dillai sahttd ovdan
buktit symbolaiguin. Naitalkeahtes nuorra bartnis leamas arbevirolaccat
silbaboagan, mas leat jorba boalut, muhto go de naitala, geavahi§goahta
njealjeCiegat nasttiid. Gavtti garvvuin lea golle- ja silbaboahkéna sohka-
beliide cadnon geavaheamis dahpahuvvan nuppastus. Vel moadde logijagi
dassa dat lei albmaid ja bartniid boagan, mii symboliserii riggodaga ja
sosiala sajadaga.

Karasjoga ja Ohcejoga géaktesilbbat leat leamasan guhké gollejuvvon iige
daid hapmai ja metallii laktaseadd;ji sirdasanriittaid symbolihkka leat Sat
mearkkasahtti. Nuorat eai dovdda silbacinaide gulli jahkuid, dego silbba
magihkala$ ieSvuodaid bahéa vuoignaid vuosta. 2000-logus nuorat leat
molson golli silbii, daningo dat leat sin mielas buhttasut ja cabbasut
metalla. Gakti lea oinnolas estehtalas ¢abbodaga olggosbuktima hapmi
konfirmaSuvdnaseremoniijas, ja garvodettiin nuorat deattuhit estehtalas
¢abbodaga oassin dievaslas ¢inadeami. Manggat nuorat ¢ujuhit jearahal-
lamiin dasa, ahte sii dovdet ieZzaset samegavttis goargadin, dego muhtin
karasjohkalas$ nieida dadja: “Dalle mun lean ¢igadan” (jearahallan).

Van Dammen (1996, 27-30) mielde nu gohoduvvon ii-oarjemailmmi
kultuvrrain ritudlaid guorahaladettiin leat estehtalagvuohta ja cabbodat davja
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bahcan fuomaskeahttd, muhto daid galga (/berre) goittotge addet oassin
ritudlala$ ovdanbuktima, vaikko dat eai ovdanbuktojuvvoge oarjemailmmi
daidaga gielain. Cinadeapmi ja ¢abbodat leat oassin sohkabeliide adnon
estetihka. Karasjohkalas bardni fuopmasahttd, ahte maiddai bartnit leat
seamma lahkai beroStuvvan ¢inadeamis ja ¢abbodagas:

Juo diedusge sagastalaimet ovdal konfirmaSuvnna das, makkar ivdni
gavttis ja boahkanis lea, makkar.. galgetgo leat silbbat vai gollit. Maiddai
das, maid digu coggat beaivvi ovdal (konfirmasuvnna)... Cuovgasat laddi
orru leamen oddasut, ovdal geavahedje seavdnjadut alit. (Jearahallan.)

Rukses suruheapmin geh¢¢on 1adjogahpiris lea bahcan dusse nulpogahpir.
Gahpira symbolihkka lea uhcan dutkojuvvon, muhto dinnas nissoniid gahpira
alit ivdni lea leamasan symbola mana massimis. Nuorat vasihit earenoamazit
gahpira unohassan, vaikko almma dan haga séhtté leat oaidnit vailevas dahje
alas. Nieiddat fitnet ddbalaccat vuoktadikSu luhtte konfirmasuvdnabeaivvi
idedis ja bartnit stellejit vuovttaideaset ieza ruovttus. Ohcejogas dusse harve
nieiddas lea arbevirolas gahpir oaivvis, ja bartniin ii ollenge. Ohcejohkalas
nieida héliida dabalaccat eara nieiddaid l1ahkai dahkat rumaslazzan vuovttainis
iezas nieidavuoda almmad, ahte rukses gahpir hehtte:

In mun halit coggat gahpira, go haliidivé¢en mo nu bidjat vuovttaid,
vaikko mus lea gal gahpir (Jearahallan).

Karasjogas buot nieiddain lea gahpir oaivvis, muhto bartniin dusse muh-
timis ¢iehgahpir. Bartnit eai ane gaktai gulli ¢iehgahpira oaivvis girkus,
muhto baicce dollet dan giedas. Girkosiljus gahpir de coggo oddasit, muhto
manimustd konfirmaSuvdnagovvii haliidit ¢inadit ollislacCat gaktai. Muhtin
karasjohkalas bardni muitala jearahallamis:

Ledjen juo ovdal mearridan, ahte govas galget leat galssohat ja ¢iehgahpir.
Muhto de manna valde gahpira eret feasttas... Mu mielas nuorat eai liiko
¢iehgahpira atnit. Dat orru leamen ahte galga leat dat sveisa hui fiinnis,
vuovttat galget oidnot. (Jearahallan.)

Galssohat ja ¢iehgahpir leat nuorain dabalaccat vuosttas geardde, ja bartnit

gaikot gélssohiid bajas alo go ¢uozzilit. Dulkon galssohiid ravddaid gaikuma
nuorra bartni figgamussan divvut dahje dievasmahttit gaskandagu identitehta.
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Eai dussSe nuorat ieza divo iezaset garvodeami, muhto baicce Kérasjogas lea
ordnejuvvon nissonolmmos fuolahit das, mo gavttit leat nuoraid badjelis
earenoamazit dalle, go girkus valdet oktasa$ gova. KonfirmaSuvdnagavtti
garvvoheamis veahkeha dabalaccat eadni dahje eara nissongarvvoheadd;ji.
Ohcejogas manggakultuvrralas bearrasis bartni gdrvodeami veahkkin sahtta
leat maiddai sapmelas ahc¢ci, vaikko vel soga nissonat bearraigehcéetge.

Galssohat ja Ciehgahpir leat leamasSan arbevirolaccat dalvegarvvut sihke
argabargguin ja avvudemiin, muhto dat leat bahcan eret argageavaheamis
modernisaSuvdnaproseassain. Juohke logijahki ja sohkabuolva habmejit
gavtti iezaset aiggi ja baikki mielde. Nuppastusa stivrejit kultuvrralaccat
ollaSuvvan njuolggadusat das, mo kontrolleret rupmasa ja rumaslasvuoda.
Samenuorat sdhttet maiddai vasihit, ahte sis vurdojuvvo arbevirolut lahtten
seamma aigge go sii geahccalit rdhkadit modearna verSuvnna das, mii
livécii leat sapmelas dala servodagas (Hovland 1996). Bucholtz deattuha,
ahte nuorat (adolescents) ahkejoavkun leat mihtet alkimusat dala aigge
johtilis nuppéstusaide. Nuoraid oaidnit ddbalac¢at kultuvrrala$ nuppastusaid
doaibmabiddjin ja vasiheadd;jin. (Bucholtz 2002, 530-531.) Lea lunddolas
navdit, ahte nuorat lea nannosepmosit dala aiggis ja odda arbehamiin gitta
go boarrasut sohkabuolva.

Ritualalas garvodeami mearkkaSupmi

Konfirmasuvdna- dahje rihppaskuvlla loahppaavvudeapmi lea oassi sami
nuoraid sosialiserenproseassa, mas kultuvrrala§ kategoriijat sirdojuvvojit
sohkabuolvvas nubbai ja mainna sihkkarastit kultuvrralas jotkkolasvuohta.
Sami gaktai laktasa olu dakkar arbevirola$ diehtu, mii sirdasa sohkabuolvvas
nubbai geavatlas doaimmaid bokte. Sami garvodanarbevierru ii leat goittotge
bisanan ida. Kultuvrralas nuppastusain ja odda elemeanttaid halduivaldimiin
lea guovddas mearkkaSupmi baikkalas kultuvrraide ja arbevieruide, mat
ovdanit oba digge proseassan ja mat buvttaduvvojit oddasit kultuvrralas
geavadiin (Kupiainen 2000, 11).

Nuorat haliidit ¢igadit konfirmaSuvdnii digeguovdilis mohta mielde, man sii

ieza duddjojit arbevieru vuodul nu ahte seammas odasmahttet duodjekultuv-
rra. Boarrasut ahkebuolva garta davja raddadallat nuoraiguin garvodeami
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odda detaljjain, vai sihkkarastet ahte baikkalas dahje soga gaktearbevieru
dovdaheapmi seailu. Arbevirola¢éat nissonat leat halddasan gavttiid ja
garvvuid duddjoma ja garvodeami, mas sohkabeallai ¢atnaseapmi boahta
¢ielgasit ovdan. 2000-logu konfirmaSuvdnanuoraid ahkut ja eana$ eatnit
mahtte ieza goarrut sdmi arbevirola§ gavtti juo konfirmaSuvdnaagis ja
ohppe duodjemahtu mannavuodas ruovttus, dego ie§ maiddai lean oahppan.
Ovddit sohkabuolvvaid nissonat dahke rumaslazzan iezaset nissonvuoda ja
sapmelas identitehta iezaset duodjemahtuin.

Go rumas addejuvvo leat vuoddun ovttaskas olbmo identitehtii ja ieSdovdui,
dat lea seammas maiddéi almmolas reaidu ja opmodat (Burton 2001, 26).
Servosiid mearkkaSupmi ii leat unnanas identitehta konstruerenproseassas,
daningo dat habmejit lahtuideaset vuordamusaid ja jahkuid valljemiin,
mat leat oazzumis, ja regulerejit beassat gitta molssaeavttuide. Lea vuord-
dehahtti, ahte nuorat boaittobeale birrasis sosialisearaSuvvet eanet arbevirolas
arvvuide ja rollaide go vastideaddji nuorat gavpotbirrasis. (Kvernmo &
Heyerdahl 1996, 444.) Norgga ja Suoma beale konfirmasuvdnanuoraid gar-
vodeami veardidettiin lea vuohttimis ¢ielgasit individualalas ja searvvuslas
garvodeapmi. Suoma bealde nieiddat geahccalit iezaset garvodemiin ¢4jehit
individualala$ hutkaivuoda, earranit joavkku siste, go fas Norgga bealde
nuoraid garvodeapmi lea hui oktila$ nu ahte ¢4jeha servosa nana kontrolla ja
nuppe dafus kultuvrralas standarddaid cavga cuovvuma girkolas oktavuodas.

Mubhtin Suoma bealde badjebearrasis bajassaddan nissonolmmos sagastalai
nieiddainis jearahallamis das, maid dalvegarvvuid nieida dovda nama mielde.
Seammas son suokkardalai eallinvuogi rievdama vaikkuhusa arbevirolas
garvodeami ja duodjemahtu geahppaneapmai:

Nuppe dafus lea buorre, ahte leat dat konfirmasuvdna, dalle nuorat gartet
oahpasmuvvat gaktai. Muhto Suoma bealde eai dovdda dalvegarvvuid,
dego ovddit sohkabuolvvat. Dat leat nu ollu doppe eardid halddus beaivvi
aigge, ahte jus doppe eai oahpa daid dat bahcet oahpatkeahtta.. dat leat
earaid halddus, dat leat beaiveruoktu ja skuvla, astodiggedoaimmat...
Norgga bealde leat olu doalut, gos geavahit beaskkaid ja galssohiid,
muhto dappe eai cokka beaskkaid ja galssohiid... Girkolas dildlasvuodain
basiid aigge cogget gavtti, eai oro dat boarrasut olbmotge, in leat goassige
oaidnan beaskka dahje galssohiid. (Jearahallan.)
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Sami gakti Sadda duojara rumaslas doaimma bokte, ja eana$ avdnasat leat
luonddudvdnasiin, dego gapmasiin dahje ullus giedain dikSojuvvon. Howes
(2003) mielde aiccuid kultuvrralas mearkkasupmi Sadda daid geavaheamis,
eaige dat — almmolas navdosiin fuolakeahtta — leat jodihuvvon man nu
lunddolas psykofysihkala$ luonddusérgosiin. Ii leat leamen miige lunddolas
aiccuid dilli, muhto baicce dego eara kultuvrralas$ sargosiid 1ahkai oktagas
sosialisearaSuvva maiddai aiccuiguin kultuvrralas arvvuide ja geavadiidda.
(Howes 2003, xx, xxii.) Ovdamearkka dihte giedain ostejuvvon sistti haja
mielde boahta ovdan oktavuohta samiid arbevirolas ealahussii ja eallin-
vuohkai sihke luonddubirrasii, jahkodahkii ja javohis dihtui.

Samiid arbevirolas garvvut leat leamasan heivvolaccat jahkodaga mielde.
Dalvegarvvut, dego nuvttohat dahje beaska, duddjojuvvojit dabalaccat
giedain dikSojuvvon nahkiin. Norgga bealde konfirmaSuvdna lea giddadalvve,
goas garvodit dalvegarvvuiguin. Suoma bealde konfirmasuvdna lea mih-
camaraid, goas nuorat garvodit geassegarvvuiguin, ja nu sis bahca dovdake-
ahttd ja vasitkeahttd dehalas oassi sami duodje- ja dalvegarvodanarbevierus.
Ritudlala$ ja seammas searvvuslas garvodanarbevierru adno dehalazzan
sami duodjekultuvrra jotkkolasvuoda dorvvasteami dihte, ja garvodeami
ja duoji mahttima ballet javkat almma konfirmasuvdnacinadeami.
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MearkkaSumit

1 Artihkal lea almmustuvvan suomagillii referee-journalas
Nuorisotutkimus 1/2011 Pohjoiset kulttuurit. [Doaimm.] Mékiranta, Mari
& Ollila, Anne.

2 Séamit leat Eurohpa uniovnna aidna etnihkalas joavku, mas lea
eamialbmotstahtus (g€. ILO 1991). Samit leat a&rvvu mielde Suomas sullii
11-15 000, Norggas 40—60 000, Ruotas 20-25 000 ja Ruossas sullii 2000.
Juohke Davviriikkas samiin lea iezas alimus politihkala$ organa, samediggi.
Suomas samiin lea vuoddolaga dorvvastan halddahuslas-politihkalas sajadat
samiid ruovttuguovllus (Ohcejoga, Andra ja Eanodaga gielddat ja Soadegili
gieldda davvioassi), gos earet eara galga ordnet sdmegielat oahpahus ohp-
piide, geat mahttet samegiela. Maiddai balvalusaid ja diehtojuohkima galga
ordnet samegillii. Sdmiid ruovttuguovllu searvegottiin ipmilbalvalusat ja
girkolas doaimmahusat fallojuvvojit maiddai samegillii.

Norggas samiid vuoddolagalas sajadat adda vuodu seailluhit ja ovda-
nahttit iezas giela, kultuvrra ja servodateallima. Sdmiid halddasanguovllus
Finnméarkku ja Romssa fylkkain balvalusat galget fallojuvvot maiddai
samegillii, dego girkolas balvalusat ja oahpahus samegielas. (Aikio-Puoskari
2001, 79-87, 95-99.)

3 Suomas rihppaskuvllas lea Saddan dehalas oassi nuoraidkultuvrra,
mii fatmmasta measta buot 14—15-jahkasas nuoraid (Mékinen 2002, 106,
110). Rihppaskuvla ja stuorraoabba- ja vielljadoaibma (ovddit jagi konfir-
merejuvvon nuorat) leat bivanuhat maiddai sdmenuoraid gaskkas Suoma
davimus Ohcejoga searvegottis. Rihppaleirii geassemanus oassalasti nuorat
(6—25 rihppanuora) leat vuoddoskuvlla same- dahje suomagielat oahpahusa
oahppit, geat leat gavccat luohkés. Rihppaskuvllas sahtta valljet samegielat
oahpahusjoavkku, muhto dan ollasuvvan gaibida unnimusta vida nuora
oassalastima. Ustibat leat dehalaccat rihppaskuvlaahkésa$ nuoraide ja go
suomagiela sajadat lea nana samegielat skuvlla luohkkélanjaid olggo-
bealde (g¢. Alaraudanjoki & Kurki-Joensuu 2002), de dat lea vuohttimis
maiddai rihppaskuvllas nu, ahte nuorat ohcet suomagielat oahpahusjovkui.
Samegielat rihppaskuvlajoavkku sadjai sdmenuorat séhttet oazzut oahpa-
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husa samegillii bippaljoavkkus, man stuorraoappat dahje -vieljat jodihit.
Earenoamazit eamialbmogii ja unnitlogujovkui iezas giela geavaheapmi
adno dehalas gielalas vuoigatvuohtan maiddai girkolas oktavuodas. Norggas
konfirmasuvdnaskuvla geasuha oalle uhcén oba riikka dasis ja danin girku lea
doallan kampanjjaid konfirmasuvdnaskuvlla bealis. Karasjoga searvegottis
juohke jagi goittotge measta buot vuoddoskuvlla saime- ja darogielat 9.
luohkaid (luohkat 1-10) oahppit oassalastet konfirmasuvdnaskuvlii, mii
lagiduvvo eahkedis golggotmanu rajes. Eana$ konfirmasuvdnaskuvllalaccain
lea vuoddoskuvlla samegielat oahpahusas. Konfirmasuvdnaskuvlla joavkkut
leat juhkkojuvvon gielaid lassin sohkabeali mielde, earret jagi 2010, goas
buohkat oassélaste darogielat oahpahussii bagadalliid oahpahusgiela dihte.
Kérasjoga searvegottis leat konfirmasuvdnaskuvllas nuorat jahkasaccat
sullii 40-45.

4 Aigeguovdilis sagastallan oskkoldatlas garvodeamis, dego nissonolb-
muid liinni, mii gok¢éd vuovttaid ja dmadaju, geavaheamis, guodda olggobeal-
lai biktasa mearkkasumi kulturidentitehta konstrueremis nuorravuodaagis
(g€. Bhui et al. 2008, 435).

5 Nissoniid arbevirolas luhkka lea bahcan eret anus kultuvrralas nup-
pastusproseassain, muhto almmaiolbmuid luhkka lea ain anolas suodjegarvu
mohtorgielkkdin vuojedettiin. Earret eara luhkas dahke nuoraid gaskkas
sapmelasvuoda sohkabealrajaid rasttildeadd;ji symbola 1970-logus, go dalle
famuiduvvan etnopolitihkala$ lihkadus valddii vearjun maiddai kultuvrrala$
garvodeami (g¢. Stordahl 1994).
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Duoddara ¢oarvenjurggonas

Alggahus

Dat calus lea ¢allojuvvon mu logaldallama vuodul maid dollen konferans-
sas. Galggan alggahit sdgastanvuoru ovttain arbevirolas ludiin. Rohttestan
Covecu luodi go juo vaillahan luodi dan konferanssas. Cokcu lea okta
nibbavarri guovdu jalges duoddara. Dat baita dego nasti juohke guvlui ja
goh¢oduvvo Sarevuomihiid 4hé¢in. Arbevirolas luohti galggalii mu oainnu
mielde gullot juohke sadmi gavnnaheamis ja doaluin dego dovdomearkan.

Soma boahtit fas ruovttoluotta Sami allaskuvlii gos lean ovdal bargan duodje-
oahpaheaddjin, muhto lean maid leamas$ studeantan duodjepedagogihkas
ja Juoigan ja muitaleapmi -oahpus.

Dal barggan duodjeoahpaheaddjin Sdmi Oahpahusguovddazis Johkamobhkis.
Galggan muitalit mu duodjeovdanahttinbargguid birra, main lean hutkan
ja duddjon njurggonasaid mat leat duddjojuvvon Coarvvis. Das juogadan
dinguin mu mohkiid alggu rajes das, go ohcagohten ovttasbargoguimmiid
gitta dassa go vuosttas njurggonas riegadii.

Mu duogas

Lean bargan duojarin ollu jagiid ja dan arbbi lean oz7on mu ahéis. Ah&¢i
leai visSalis duojar ja rahkadii ollu atnudujiid, muhto maid vuovdima varas.
Dalvit ii johtan su diggi duodji, muhto go geassi bodii de gal rievddai. Mon
lavejin mannan ¢uovvut juohke geasi su vuovdinmatkkiin ruovdeluotta
mielde Gironis gitta Narviikka radjai. Dan gaskkas gavdnojit stuora hoteallat,
gosa bohte ollu turisttat juohke geasi. Moai lavostalaime Abeskovvus manu ja
muhtumin vel guhkit diggi ja das dagaime duos das ain beaivemohkiid daidda
ieza baikkiide gos gavdnoje maid hoteallat. Stuorimus dahpahus leai go guktii
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geasis bodii nu gohcoduvvon “Dollartoga”. Manga ¢uohte rikkes amerihkalas
turistta bohte ja delle gal duodaid johte gavppit jus fal lea doarvai galvu.

Aigi golai ja ledjen juo badjelas guoktelogi deavdan, go jearralin ahéis iigo
son dal dagale munnje guvssi. “Juo”, vastidii 4h¢ci, “muhto bijan eavttu
ahte galggat fal ie§ hervet dan, de gal dagan”. Hervejin guvssi ja leaimme
goppesSagat dudavaccat ja dainna lagiin son laidestii mu duodjebalgé nala.
Mon élgen de veahkehit ah¢i hervet go son boarastuvai ja iige oaidnan Sat
nu bures. Mon liikojin hervenbargui.

Jagi 1974 alggahe Johkamohkis Samiid Albmotallaskuvla guovtti jahkasas
duodjeoahpu, man de ¢adahedjen.

ollu govven iezan rahkadan dujiid, ja go galgen almmuhit diktagirjji de bodii
jearaldat, makkar namma galggai girjai ja gii galggai govaid sargut dasa.

Dego lean namuhan, de lean ollu duddjon arbevirolas atnudujiid, daidda-
dujiid ja maid saniid. Dujiiguin govvejin divttaid, ja ledjen duddjon saniid
janu gohcodin de mu girjji “Duddjojun sanit* (Slojdade ord).

Lévlosanit leat gartan lagabui ¢uohtenari maidda sami musihkkarat leat
rahkadan nuohtaid, muhto maid jorgalan lavlagiid amasgielain samegillii.

Juoigan lea maid deatalas arbi munnje ja leange almmuhan ovtta arbevirolas
juoigan-CD:ea. Soames luohti lea dvnnasohcanmatkkis riegddan. Luohti
sahtta fahkka boabhtit ja jus ii leat smavva baddenrusttet dahje telefovdna
masa seasta luodi, de healbada dan oppa vissasit. Divtta ges fas sahtté ¢alistit
go fal lea babir ja peannd mielde. Lean radhkadan “Duojarii luodi” ja maid
“Meavrresgari”’, maid sahttd gullat mu Juoigan matki -CD:as.

Miella badjanii duddjot njurggonasa
1980-logu loahpageaZis badjanii jurdda geah¢calit rahkadit Coarvenjurggonasa.
Oidnen vejolasvuoda ahte ii dasa galgga makkarge hehttehus jus fal leat

avdnasat. Algo 1990 leai Aillohas-vaidni su ¢uojahanjoavkkuin Harstad
festspillene -doaluin. Valden oktavuoda singuin ja jerren Seppo Paakkunainenis,
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gean maid gohcodedje “Béronan”, jus sus livccii miella veahkehit mu sargut,
got galga dahkat Coarvenjurggonasa. “De ainnas veahkehan”, dajai son ja
nu 0zzon sus sargojuvvon ¢ilgehusa mu bargui. Harehisvuodas ja guhkes
aigodagas das mannel in gavdnange Sat dan sarguma, maid ledjen 0zzon
Baronis. Algen ohcat ovttasbargi gii searvvalii munnje veahkkin, go dan
gal darbbasin go ies in lea oahppan ¢uojahit. Ollu jagiid mannel dan Barona
gavnnaheami bodii fas miella dlggahit njurggonasproseavtta. Dal mus ledje
buorit Coarvvit justa dakkar duodjai.

Muhto gos gavdnat veahki?

Jurdda manai vuos Ruota ja Norgga radjaguovlluide, Finnskogarna
(Finnskogen). Doppe ledjen gullan leat ollu albmotmusihkkarat ja
uojanasrahkadeaddjit. Aidna maid gavdnen diein guovlluin leai okta unna
njurggonas, man ledje dahkan addamis. Hirbmat miellagiddevas, muhto
mus leai Coarvi ollesaiggi jurdagis.

Gavdnen habmenratna

Aigivasii janu garttaime gaskamuddui 1990-logu. De valden oktavuodaTorbjorn

Safvein, gii lea girjecalli Julevus. Son leai ¢allan stuora ¢ajalmasa Ruota
Gonagasa Karl XII manemus soadis Norgga vuostd, gos son bahccui ja jamii.
Hirbmat stuora ¢4jalmas go ledje badjelas ¢uodenare neavttara, heasttat,
gaiccat, savzzat ja ollu ieza maid darbbahedje dan soadis. Torbjorn Séafve
leai gdvdnan dieduid, ahte sdpmelaccat ledje maid mielde dan soadis dego
son Cilgii ja okta sis leai noaidi. Randi Marainen, Lars Pirak ja mon leimmet
mielde ¢ajalmasa samioasis.

Musihkkarat ledje maid searvvis, ja okta sis leai duiskalas Alban Faust. Alban

Faust lea dovddus ¢uojaheadd;i ja son jodiha ja ¢uojaha mangga musihk-
kajoavkkus ja leage namahuvvon Riksspeleman Ruota albmotmusihkas. Son

lea ¢uojanasrahkadeaddji gii dagai seahkkanjurggonasaid ja muorranjurggo-
nasaid. Son muitalii iezas geavahit Corvviid su ¢uojanasaid bossunosiide

ja laddasiidda seahkkanjurggonasaid. Manga jagi saddejin sutnje Corvviid

su darbbuide. D4l dihten, ahte lean gavdnan olbmé gean oa¢¢un veahkkin

rahkadit Coarvenjurggonasaid. Mon algen measta niegusnai oaidnit munno

njurggonasaid.
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Alggus son ii lean nu mielas ovttasbargui. Muhto in vuollanan ja ohcen
bargostipeandda Sami Rédis ja dan de ozzon. Fas vuorjat Albana. Veahas
alggii miedihit muhto ain eahpidii. Son eahpidii go ii lean jurddasange, ahte
olles njurggonasaid sahtta rahkadit Coarvvis.

Mon diedihin mu olbmai, ahte dal valddan mielde veahas Corvviid maid lean
¢oaggan ja oasttan bileahta Mellerudii, vai besse ¢adahit munno proseavtta.
Son vélddii vuostta mu buriin mielain.

Vuosttas njurggonasat

Fuomaseimme ahte fertejit leat erenoamas Coarvvit: Coarvvit fertejit leahkit
aibbas njuolgadat ja de galget hui jorbasat ja dasa nala vel buoknasat. Ledjen
oastan moadde jorba buones ja njulges coarvvi maid vurkkodin go galgen
rahkadit njiSkumiid, ja daid ledjen valdan farrui. Dat ledje justa dego dahk-
kon njurggonasduddjomii. Go duddjoncorvviid ohca, de lave sullii 80-90
% juohke Coarvvis mannat hohkkai. Dabaleamos lea ahte leat il4 sieksat.

Alggiime juo nuppi beaivvi geah¢éat ¢orvviid, mat sahttet dohkket Avnnasin
njurggonasaide. Dat vuosehii ahte ii leange nu alkis homma gévdnat buriid
corvviid.

Govva 1. Njurggon. Govven: Thomas Marainen.

Alban Faust ramida ¢oarvvi avnnasin. Son lea fuomasan, ahte buoremus
avnnas dahkat njurggonasaid lea Coarvi. Jus ovdamearkka dihte buohtasta
muora ¢orvviin, de oaidna earu das ahte muorra dego bohtana (dokna) jus
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veahasge lakta, sahtta maid bonjagit, luoddulit ja nu ain. Coarvi fas gierda,
duosttan dadjat buot diekkariid ja orro nugo leat dan rahkadan.

Govva 2. Garvves njurggonasat. Govven: Thomas Marainen.

Garvves njurggonasat leavvan mailbmai

Dassazii lean duddjon golbma sierralagan Coarvenjurggonasa. Dal, manpil go
lean dahkan njurggonasaid, leat musihkkarat miehta mailmmi fuomésan mu
njurggonasaid, nugo Blue Jay. Blue Jay bodii Johkamohkkai go leai gullan,
gos fal de, ahte soames leai rahkadan njurggonasa ¢oarvvis ja dan sahtii
oaidnit Johkamohki markaniin. Son gdvnnai maid leai vuolgén geahccat
ja bosadii moadde suonja ovdal go mearridii, ahte son boahta moatti manu
geazis viezzat coarvenjurggonasa.

Golbma manu mannel ¢uojahii, go son leai jodus Gironis Vuolit Sohpparii.

Nuppi beaivvi valddiimet su vuosta, go ollii Vuolit Sohpparii busse farus ja
go vulggii fas ruovttoluotta moatti beaivve geazis, de leai Coarvenjurggonas
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sus mielde. Son bodii gitta Odda Guineas Vuolit Sohpparii viezzat
coarvenjurggonasa, go leai gullan ahte dakkarat maid gavdnoyjit.

: bi‘ :
Govva 3. Blue Jay ¢uojaheamen. Govven: Thomas Marainen.

Coarvenjurggonasat gavdnojit dal obba viidat mailmmis. Amerihkas
leat almmuhan CD ja maid ¢uojahan ovtta dokumentarafilbmii musihka
coarvenjurggonasain. Filbma govvida Amerihkds ovtta sami govvadaiddéara
eallima ja su ddidaga. Moatti ieza riikkain ¢udjet maid Coarvenjurggonasat.

D4 leai oanehaccat mu ¢ilgehus mu ¢oarvenjurggonasa habmemis. Lei

darbu gavdnat sihke cuojaheaddji guhte didii mo galgé ¢uodjat njurggonas,
ja ovttas de habmet dakkara mii doaibma.
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An Antler Recorder from the Fells

Introduction
This article is based on the speech that I gave at the conference.

I want to start my speech by singing a traditional yoik. I will chant the yoik

“Cokcu”, as I feel there’s too little yoiking done at this conference. Cokcu
is a small hill in the middle of a fell plateau. It shines like a star in every
direction and is called the father of the reindeer herders of Sarevuopmi.

I feel that the traditional yoik should sound in every Sami meeting and
celebration, almost like a hallmark. It’s nice to be back here at the Sami
University College where | have worked as a crafts teacher but also partici-
pated as a student in the programmes on duodji pedagogics and on yoiking
and narration.

I now work as a teacher of duodji at the Sami Education Centre in Johka-
mohkki. I’'m supposed to tell here about my crafts development projects,
in which I have invented and crafted flutes from reindeer antler. I’ll now
tell you about all the complications to my attempt to make such an instru-
ment — from when [ first tried to find a partner to the time when the first
flute was finished. .

My background

I’ve worked as a craftmaker for years, ever since my father passed down the
tradition to me. My father was an industrious craftmaker; he made a lot of
practical handicrafts, but also products for sale. In his days, it was hard to
sell handicrafts in winter, but the situation was certainly very different in
summer. As a child, I used to follow my father every summer on his selling
trips along the railway from Giron all the way to Narvik. Between the two
towns, there were big hotels to which a great number of tourists came every
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summer. We stayed in a lavvo in Abiskovva for a month or even longer.
From there, we made every now and then one-day trips to the traditional
places of our family where there were hotels. The biggest events were the
arrivals of “the Dollar train” twice during the summer. The train brought
hundreds of American tourists, and that was a time when you could sell as
many products as you had.

Time passed, and I was already twenty when I asked my father whether he
would make a wooden cup for me. “I will,” my father answered, “but only
if you decorate it yourself.” I carved the decoration on the cup, and we
were both happy with the result, and this is how he led me to the path of a
craftmaker. I began to help my father in decorating his craftwork when he
grew old and could no longer see well. I liked carving decorations.

In 1974, the Sami College in Johkamohkki launched a two-year course in
duodji, which I participated in.

As an author, I have published a few children’s books and books of poetry.
I’ve taken a lot of photographs of my handicrafts, and when my book of
poems was to be published, I was asked what I wanted the title to be and
who should illustrate the book.

As I’ve mentioned, I’ve crafted a lot of traditional, practical handicrafts and
artistic pieces of craft; in addition, I’ve worked with words. I illustrated
my poems with my handicrafts, and, as the poems were also a result of my
craft, I decided to call the book Duddjojun sanit (“Crafted Words™). Almost
a hundred Sami musicians have made melodies to my lyrics, but I’ve also
translated songs from other languages into Sami.

Yoiking is an important tradition for me, and, thus, I’ve released a CD with
traditional yoiks. A number of yoiks have been created when I’ve been on
an outing, searching materials for crafting. A yoik can just suddenly come
to me, and if I don’t have a small recording device or a phone on me, I just
memorise the yoik in order not to forget it. A poem, of course, can be written
down, if you just have a piece of paper and a pen on you. I’ve made the yoiks
“Duojarii luohti” and “Meavrresgarri” that appear on my CD Juoigan matki.
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The wish to make a flute

In late 1980, the idea of making a flute from reindeer antler occurred to me.
I realised that, with the right type of materials, this would be totally possible.
In the early 1990s, Nils-Aslak Valkeapi, or Aillohas, was performing with
his band at the Arts Festival of North Norway in Harstad. I took contact
with the band and asked Seppo “Baron” Paakkunainen whether he’d like
to help me draw a picture of how to make a flute from antler. “Of course
I’1l help,” he said, and, this way, I got a drawing on how to make a flute.
Time passed, and because of my carelessness, I could no longer find the
drawing I had got from Baron. I started to look for a partner who’d help
me; [ needed one, as I had never learnt to play any instrument. Many years
after I had met Baron I felt again like enhancing my flute project. By that
point, I had found good antlers that would fit for such a flute.

But where would I get help?

The first place to come to mind was Finnskogarna/Finnskogen by the border
between Sweden and Norway. I had heard that there were a lot of folk
musicians and instrument makers there. The only bone instrument I found
in the region was a small whistle that was made from marrow bone. Really
interesting, but I wanted to use antler.

Finding a design mate

Time passed, and it was mid-1990s. That’s when I came to know Torbjérn
Safve, an author from Luled. He had written a play about the war Charles
XII, King of Sweden, waged against Norway — a war in which the king was
shot and died. The play was a real spectacle, as there were, on the stage,
more than a hundred actors, horses, goats, sheep and all sorts of things that
had been needed in the war. Torbjérn Sdfve had found out that Sami, too,
participated in this war and that one of them was a shaman. Randi Marainen,
Lars Pirak and I acted in the Sdmi scene of the play.

There were also musicians, and one of them was a German called Alban Faust.

Alban Faust is a well-known instrumentalist; he’s a conductor and plays
in several bands and has been awarded the title “Riksspelman” (“National
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Folk Musician”) in Sweden. He’s an instrument maker; for example, he has
made Swedish bagpipes and wooden flutes. He told me that he used antler
for the blow parts of instruments and the reeds of bagpipes. For years, |
sent him antlers that he needed for instruments. Now I knew I had found
a mate who would help me make flutes from antler. I almost began to see
our flutes even in my dreams.

At first, Alban didn’t really want to work together with me. But I didn’t
give up; I applied for a working scholarship from the Saami Council and
got one. It was time to bother Alban again. He began to give in a bit, but
hesitated still. He wavered because it had never occurred to him that whole
flutes could be made from antler.

I let my mate know that I’d now take along some antlers that I had collected
and buy a ticket to Mellerud so that we could complete our project. He was
happy to welcome me.

The first flutes

We found out that we needed special antlers. They had to be completely
straight and very round, and even firm. I’d bought a few round, compact and
straight antlers for making leases, and I had brought them with me. They
were like made for flutes. When you use antlers for crafting, it’s usual that
8090 per cent of the material goes wasted. The most common reason for
this is that the antler is too spongy.

Already the next day, we began to look for antlers that would be fit for flutes.
It turned out that it wasn’t very easy to find antlers that were good enough.

Figure 1. One smaller flute. Photo: Thomas Marainen.
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Alban Faust praises the reindeer antler as a material. According to him, it’s
the best material that you can use for flutes. If you compare it with wood,
wood will swell if it moistens even slightly; it can also bend, split, etc. Antler,
again, is unaffected by such circumstances: it stays the way you’ve crafted it.

Figure 2. Flutes. Photo: Thomas Marainen.

Flutes spread around the world

I have so far crafted three different types of flutes from antler. When I had
made some flutes, musicians from around the world such as Blue Jay began
to discover my flutes. Blue Jay travelled to Johkamohkki after hearing — I
have no idea from where — that someone had made a flute from reindeer
antler and that you could see the instrument at Jokkmokk Winter Market.
He found what he had come for, tried the flute a few times, and decided that
he wanted one; he would return to get his antler flute in a few months’ time.

139



DIEPUT 3/2014 - THOMAS MARAINEN

Three months later he played in Giron on his way to Vuolit Sohppar where
I live. The day after the performance, he reached Vuolit Sohppar by bus.
When he left a few days later, he had got his antler flute. He had come all the
way from New Guinea to Vuolit Sohppar to get a flute made from reindeer
antler after hearing that such things existed.

el ="
Figure 3. Blue Jay from New Guinea playing with a flute made of reindeer antler. Photo: Thomas
Marainen.

Flutes made from reindeer antler have now spread to many parts of the world.
In the United Stated, a CD and a documentary with antler flute music have
been released. The film tells about the life and artwork of a Sdmi artist in
the United States. Antler flutes sound also in some of our native countries.

This was a short version of the story of how I’ve designed my antler flutes.

First, I had to find a player who knew how a flute must blow; then, I had to
design, together with him, a flute that works.
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Dokumentasuvdnabargu sami
lihkastagain dansumii

Gaikut boahkanis

Vaccasit guovtte guvlui
Njuikestallat juolgetbeal alde
Sallut birraceahpalaga
Feara movt giedaiguin faiput
Ramponlahkai gieda vuohttut
Jorggahallat

Cearcut

Ceavzut

Lihkahusaide boahtit

Jodasit

Sojadit

Jorrat.

Alggahus

Daiguin saniiguin cilgejit eallilan sipmelaccat lihkastagaid, maid olbmot
geavahit ja maid sii ieza leat oaidndn ja vasihan. Mun lean daid saniid
cohkken ja geavahan dansacajalmasas, man namma lea Jorggdhallan. Dan
callosis giedahalan dokumentasuvdnabarggu, mas dokumenteren dieduid
ja suokkardalan daid. Céllosis boaht4 oidnosii, ahte mu mielas lea dehalas
dokumenteret dan kulturarbbi.

Mun lean nuorra dansadaiddér. Danin lea munnje miellagiddevas diehtit
eallilan olbmuid vasahusaid, mat gullet lihkastagaide ja movt sii jurddasit
olbmo goruda ja lihkastagaid harrai. Mun lean jearahallan sullii logi
arbevirola$ eahpi 55 jagis 85 jahkai digodagas 2012. Sii gullet Finnmarkui,
Davvi-Romsii ja Davvi-Supmii. Sii muitaledje ja ¢ajehedje munnje, makkar
lihkastagat sis alddiineaset ja earain sin birrasis leat ja leat leamas risttalas
coakkalmasain, heajain ja eara oktavuodain, mas gorudin ¢4jehit dovdduid.
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Dat mearkkasa ahte diedut, maid eallilan olbmot muitalit, leat ddhpahusat
mat ledje dadbalaccat birrasiid 1940-jagiin gitta dalazii. Mu lean iezan barggu
olis muhtin oasi dain vieruin ¢atnan dansumii ja ddnsuma sulastahtti vierrun.

Mii diehtit ahte sépmelaccain ii leat leamas nu sajadiduvvan dansunvierru. Mu
cohkken diedut cajehit ahte liikka gavdnojit lihkastagat, mat leat erenoamazat.
Jearahallamiin bodii ovdan, ahte leat dihtolagan lihkastagat. Muhtin lihkasta-
gat gullet lihkahusaide, mat ddhpahuvvet risttalas coakkalmasain go olmmos
dovda ilu ja rohttaSuvva nu ahte ferte dan ¢4jehit gorudin. Nubbi vierru lea
heajastallamis, go bartnit ja nieiddat galget gavnnadit, ovdamearkka dihte
ahte bardni gaikku nieidda boahkanis heajain.

“Gorut ii mahte gielistit”

Dansejeaddjit dadjet, ahte “gorut ii mahte gielistit”. Dat lea miellagiddevas
jurdda maiddai dan ektui, go eallilan olbmuin ii leat dat oaidnu, ahte sin
mahtu sahttd ipmirdit maiddai dansan dalé 4iggi. Go mun aicen lihkastagaid,
de lei vuohttimis ahte ddid lihkastagaid sii vissasit leat dahkan mangii, eaige
dusse dalle go munnje ¢ajehalle. Vaikko sii ieza geah¢Cale unnasit cilgema
maid njalmmalaccat muitale, de vuhtten ahte sin gorudis ja lihkastagain lei
hui ¢ielga lihkadanmalle ja dihtolagan lihkastagat, mat mangasis ledje dat
seamma. Dien 1ahkai sin gorut maid 11 mahttan gielistit.

Eallilan olbmot daguhe ja ¢ajehe ovttaskas lihkastagaid. Lihkastagat eai lean
stivrejuvvon, dat bohte lunddolac¢cat, dat geardduhuvvojit, rievddadedje
veaha, eai lean nu duodalaccat eaige cuvvon mearriduvvon hutkosiid. Dat
diedut sulastahte dan movt juoigan ¢ilgejuvvo. Nu leage ahte lihkastagat
main das lea sahka, eai gula dakkar dansumii mas leat mearriduvvon lavkkit
ja lihkastagat, nugo davja oarjemailmmi danssain leat. Dat lihkastagat leat
friddja, geardduhuvvojit ja rivdet nu movt ain heive. Lea hupmu dénssas,
muhto veaha viidat geah¢Canbealis, go das maid mii dabalaccat jurddasit,
ahte lea dansa.
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Lihkastatdajaldagat ja -vierut

Sapmelaccain leat dajaldagat samegillii daidda lihkastagaide, mat leat leamas
arbevirolaccat, muhto eai leat dajaldagat ddnsumii. Olbmuin ledje sierra
sanit maiguin lihkastagaid cilgeje, nu movt jorrat, jorggahallat, ceavzut,
Cearcut ja ramponlahkai gieda vuohttut ja eara lihkastatsanit, maid mun
namuhan &allosa alggus. Ceavzut méksa ¢ilgehusa mielde, ahte juolggit
mannet olggoSguvlui go vazza dahje lihkada ja ¢ippiid sojahalla olu. Olmmos
cearcu dalle, go doalla julggiid harcut ja bidja giedaid ruossut dego livccii
addime buorresteami alccesis, sahttd maid lonuhit goabba gichta lea badjelis.
Vuohttut gieda, mearkkasa lihkahallat gieda ovddas manéas, giehta bissu

iezas goruda ovddabealde ja davja doalld Corpmasgieda.

Go olbmot ¢ilgeje lihkastagaid, de atne vuollegis jiena ja dego bisdnadde
muitalettiin, nu ahte gavdnet rivttes saniid, vuhttui vuollegasvuohta lihka-
stagaid Cilgemis. Mun lean vuollel 30 jagi, nuorra eallilan olbmuid ektui,
ja mun gullenge olu odda saniid, dajaldagaid ja ozZon odda dieduid. Ledje
olu sanit, mat ¢ilgejit lihkastagaid. Dain lihkastagain, maid olbmot ¢ajehe
ja c¢ilgeje munnje, ledje olu alkis lihkastagat ja dakkar lihkastagat mat arga-
beaivvis leat ddbalac¢cat. Ovdamearkan namuhan vazzit, sugadit, njuikkodit
dahje njuikestallat.

Sénit sulastahttet nubbi nuppi, muhto dain leat smavva erohusat. Njuikestallat
muitala, ahte veaha njuiku mangga geardde muhto ganske ii nu dassidis
leahtuin, sahttet leat veaha bottut njuikuimiid gaskkas. Dat lea geavadis dibbas
eard ladje go njuikut, mii sahttd muitalit ahte okte njuike dahje njuike hui
duodas, bidja famu dasa. Njuiket daida leat stuorit lihkastat go njuikestallat.
Dat sanit gullet litkka seamma satnai. Nu lea maid dajaldat vaccasit guovtte
guvlui eard go satni vazzit. Vaccasit guovtte guvlui — dajaldat darkkuha ahte
olmmos vazza ovddas manas mangii, sahttd maid moatte ladje, sihke ahte
olmmos oalle leahtuin vaccasa dahje njozet vaccasa. Samegielas lea geavadis
erohus saniid gaskka mat sulastahttet ja vulget seamma dahkusanis. Danin
leage nu, ahte go lea sdhka vdzzimis, de dat sahttd mearkkasit manggalagan
lihkastagaid ja lihkademiid, dan mielde gos, movt ja goas vazza dahje lihkada.

Olbmot muitaledje ahte Guovdageainnus, ja vejola¢¢at maid eara baikkiin, lei

gitta 1970—-80-lohkui vierru, ahte bartnit gaiko nieiddaid boahkénis. Gaikut
boahkanis lei bartniid vuohki ozadit eamitavdnasa. Bartnit gaiko nieiddaid
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boahkanis heajain ja eard doaluin. Nieiddat galge cakkadit ja eai nu alkit
cuovvolit bartni. Dalle ferteje bartnit gaikkihit nieidda garraseappot. Nieida
sahtii cakkadit iige vuolgge farrui jus son haliidii vuordit eara bartni. Muhtin
have sahtii bartni eadni vel boahtit bardnasis veahkkin nieidda gaikut, jus
eadni lei mielastis iezas bartni dan niidii.

Lestadialas coakkalmasain ja eard risttalas Coakkalmasain dahpahuvva nu,
ahte muhtin olbmot searvegottis guoskkahuvvojit vuoingalaccat. Olbmot
muitaledje ahte go olmmos lea lihkahusas, de speazzu giedaid, njuiku ja
giitala, dalle leat muhtin ladje dego rohttasuvvan vuoinnas. Lihkahusat
ledje dabalaccat eanas lestadiala$ coakkalmasain gitta 1970-80-lohkui.
Vela dalge sahttéd vasihit lihkahusaid.

Arbevirola$ lihkastagaid dokumenterema mearkka$upmi

Lihkastagaid dokumentasuvdnabarggus ii Cohkkejuvvo diehtu dusse
ieSalddis daid lihkastagaid birra. Sami jurddaseamis boahtd ovdan
maiddai duogads, makkar oaidnu lea gorudii, vuoinnalasvuohta,
jurddasanvuohki ja lihkastagat ja daid oktavuohta. Danin oaivvildan,
ahte dat bargu lea aigeguovdil maiddai viidat servodatperspektiivvas.

Arbevirola§ mahttu seailu dus§e nu guhka, go adnojuvvo geavatlas
oktavuodain. Dan digge eai leat nu olu lunddolas diladlasvuodat, main sirdasa
mahttu nuorat bulvii lihkastagaid geavaheamis. Dét oassi sami kultuvrrala$
arbbis gulla diliide, goas olbmot ¢oahkkanedje suohtastallat dahje girkui ja
eara sosiala oktavuodaide. Danin lea darbbaslas dokumenteret lihkastagaid
ja daid cilgehusaid.

Samegiella lea mavssolas oassi dokumentasuvdnabarggus, go lea sahka
kulturarbbis mii gulld gorudii. Eallilan olbmuin lea dabalac¢¢at hui rikkis
giella, ja sii dovdet saniid smavva erohusaid mihé buorebut go nuorat buolva.
Lea dovddus ahte sdmegielas leat olu muohta- ja dalkesanit, muhto ii leat nu
dovddus ahte gavdnojit maid olu sénit lihkastagaid ¢ilgemii. Mun lean gullan,
ahte gavdnojit sullii 60 sani samegielas maiguin sahtta ¢ilget ieSgudetlagan
vazzima. Lea hui méavssolas bargu dokumenteret simegiel saniid ja smavva
erohusaid saniid gaskka, mat gullet ieSgudetlagan lihkastagaide. Dat lea oassi
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kultuvrrala$ arbbis ja dakkar bealli sami kultuvrras, mii ii leat nu dovddus
jaii baljo leat dokumenterejuvvon.

Loahpahus

Goas Saddet dabalas lihkastagat dansan? Dasa ii leat nu alki vastidit. Mun
duosttan goitge jurddasit jitnosit ja oaivvildit, ahte lihkastagat Saddet
dansan dalle, jus lihkastagat maid olmmos geardduha, eai leat jurddasuvvon
geavatlas avkin dahje eai dahkkojuvvo vésedin juoga barggu ollasuhttima
dihte. Olbmos ii ollasuva dahje garvan mihkkege bargguid go son ¢eavzu,
vuohttu gieda dahje sojahalla. Olmmos lihkada lihkadeami dihtii. Dalle go
olmmos lihkada dien l1&dhkai, ahte ii leat praktihkala$ ulbmil lihkadeapmai,
dan mun goh¢odan dansumin dahje juobe dansuma sulastahtti vierrun.

Lihkastagaid dokumenteren lea leamas hui riggudahtti ja miellagiddevas, mii
lei mu ovdabargu ovdalgo rahkadisgohten daiddalas dansacajalmasa, Jorgga-
hallan- ¢4jalmasa. Mun lean beassan ¢ohkket ja vurket rikkis arbevieru, mii
Catnasa lihkastagaide ieSgudet dilala§vuodain. Dét ii lean dusSe lihkastagaid
guorahallan, muhto das maid ¢uvvot vierut mat gullet lihkastagaide ja
giella. Dat guorahallan maid dan radjai lean dahkan, calmmustahtta jaskes
lihkadankultuvrra nu ahte nuorat sohkabuolva dan beassa oaidnit ja mii lea
min arbevirolas dieduid oassin.

Dokumenteren lei munnje alccesan odda bargovuohki. Mun dovddan, ahte
in leat geargan ddinna dokumentasuvdnabargguin. Mun fuomasin barggadet-
tiinan, ahte leat miha eambbo bealit lihkastagain maid berre dokumenteret.
Lea darbbaslas jearahallat eanet olbmuin viidabut Samis ja danin héliidange
joatkit barggu.
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Documentation of Sami Movements
for Dancing

To pull by the belt

To walk back and forth

Jumping slightly on one foot

Embracing one another

Waving your arms around in all sorts of ways

Moving your arms in a bragging way

Quickly turning, showing off your traditional gakti dress
Crossing the arms, jumping slightly while keeping your legs apart
Walking back and forth with your knees bent outwards

1o attain religious ecstasy by jumping, tramping and clapping
Moving around

Swaying

Spinning

Introduction

Older Sami use these words to describe movements that people make and
that they themselves have seen and experienced. I have collected these
words and used them in my dance performance Jorggahallan (Meaning in
this context: Quickly turning, showing off your traditional gakti dress). In
this paper, I will show how I worked with documenting and analysing this
information. The paper shows that I feel it is important to document this
part of our cultural heritage.

I am a young dance artist. Therefore, it is interesting for me to know the
experiences of older people that concern moving and their thoughts about
our body and movements. I interviewed about ten Sdmi elders aged 55 to
85 in 2012. They were from Finnmark and North Troms in Norway, and
Northern Finland. They told me and showed me how they and other people
around them move and have moved in religious meetings, weddings and other
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situations where you show feelings through the body. The information the
senior citizens provided concerned events that have been common from the
1940s to the present. In my work, I have used some of these movements and
traditions as part of dance, combining them into something that resembles
dancing.

We know that the Sdmi have not had a set dance tradition. The data I collected
shows that there are still particular movements specific to the Sdmi. According
to the interviews, there are certain ways of moving. Some movements take
place when people get into an ecstatic trance; this happens in revival meetings
when people feel so elated they need to show their emotions through their body.
Other movements take place at weddings, when boys and girls are supposed
to meet each other; for example if a boy pulls a girl by her belt at a wedding.

“The body doesn’t know how to lie”

Dancers say “the body doesn’t know how to lie”. This is also an interesting

thought because older people have difficulty understanding that, these days,
their traditions can also be considered dancing. When I watched them do

movements, [ could see that they had obviously done the same movements

many times — their bodies were familiar with that. They recognized the pat-
terns. Although they tried to downplay their descriptions of the movements,
I saw that their bodies very clearly had moves in common. In that way, their
bodies did not know how to lie.

My interviewees repeatedly told me about and showed me individual move-
ments. They were free, natural movements, repeated and varied slightly, not
very solemn, nor did they follow conventional rules. This reminds me of
the way yoiking is described. That is why the movements we are dealing
with here are not part of the kind of dances that are comprised of certain
steps and movements, like Western dances often are. These movements are
not restricted, they are repeated and change to suit the situation. Therefore,
I talk about dancing, but the approach is slightly broader than when we
usually think about dancing.
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Movement words and movement traditions

The Sami have words and phrases for their traditional movements, but not
for dancing. My interviewees described their ways of moving by different
words such as jorrat, jorggdhallat, ceavzut, cearcut and ramponldahkai
gieda vuohttut and the other words or phrases [ mentioned at the beginning
of this paper. Ceavzut means walking in a way where your feet point out
and knees clearly bend so you get a bounce in your walk. Cearcut means
standing with your feet spread apart and crossing your hands as if you were
blessing yourself; you can also vary which hand is on the top and jump a
little. Vuohttut gieda means moving one’s hand back and forth in front of
the body, often with one’s fist clenched.

When the people I interviewed described movements, they spoke softly, paus-
ing every now and then as if searching for the right words; they explained
the movements in a humble way. I am not yet thirty years old — young
compared to the elders — and, indeed, I heard many new words and phrases
and learnt many new things. I learnt a great number of words that described
movements. Among the ways of moving people showed and described to me,
there were many movements that were simple or common in everyday life.
As examples I could mention vdzzit (to walk), sugadit (to sway), njuikkodit
(to jump) and njuikestallat (to hop from one place to another).

The words are quite similar, but they mean slightly different things. Njuike-
stallat means that you jump a little bit many times, but maybe not at an
even speed, sometimes you might pause between the hops. The word can
be used very differently from the word njuikut, which can mean that you
jump once or really forcefully. Njuiket might refer to a bigger movement
than njuikestallat. Still, all these words start from the same word. The same
applies to the phrase vdccasit guovtte guvlui, which is different from the
word vdazzit. The phrase means that you walk back and forth many times; you
can also walk in two manners: either fast or slowly. In the Sdmi language,
words that look similar and are derived from the same verb have different
uses. Therefore, when we talk about vazzin (walking), the word can refer to
different movements and ways of moving — depending on the place, type,
and time of walking or moving.
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The elders told me that it was a custom in Guovdageaidnu, and possibly
elsewhere too, until the 1970s and 1980s that boys would grab girls by
their belts and pull them closer. This series of movements, known as gaikut
boahkanis, was a way for the boys to look for a wife. A boy would pull a girl
by her belt at a wedding or some other celebration. The girl was supposed
to resist and not follow the boy too easily. That’s when the boy had to pull
the girl harder. If the girl wanted to wait for another boy, she could resist
and refuse to follow the boy. Sometimes even the mother of the boy would
come help her son, if she wanted him to marry the girl.

In Laestadian and other Christian and religious meetings it might happen that
some members of the parish are touched spiritually. The elders told me that
when people reach lihkahus, a religious ecstasy, they will clap their hands,
jump and thank the Almighty, in a way they are overtaken by the spirit. It
was common to attain such a state in most of the Laestadian meetings until
the 1970s and 1980s. People can experience this even today.

The significance of documenting traditional movements

In documenting movements, I have collected information on other aspects too,
such as the Sdmi way of thinking: the background, the view of the body, the spiri-
tual life, the way of thinking, the movements, and the connections between them.
Therefore, I think this work is interesting from a wider social perspective, too.

Traditional knowledge will remain only as long as it is used in practice.
These days, we do not have many situations in which knowledge of the use
of the movements I have studied can be easily passed down to the younger
generations. But this part of the Sdmi cultural heritage was manifested when
people gathered to have fun, or in religious meetings and other social con-
texts. Therefore, we need to document the movements and their descriptions.

The Sami language is an important element in documenting a part of the
cultural heritage that has to do with the body. Older people often have a
rich language, and they know the small differences between words much
better than the younger generation. We know that there are a lot of words
dealing with snow and weather in Sdmi, but people are not as aware of the
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fact that there are plenty of words describing movement. I have heard that
Sami has about 60 words for different ways of walking. It is very important
to document Sadmi words/phrases and the small differences between the
words that deal with different ways of moving. This is a part of our cultural
heritage and an element in Sdmi culture that is fairly unknown and scarcely
documented.

Conclusion

When do ordinary movements turn into dancing? There is no easy answer
to this question. But I dare to claim that they turn into dancing if they are
repeated movements that are not done for reasons of practicality or as an
intentional movement to accomplish something. One does not accomplish
any task when one walks with the knees bent, moves the hand back and
forth with the fist clenched, or keeps bending the body. That is when one
moves for the sake of moving. I would say that when people move with no
practical aim connected with the movement we can talk about dancing or
at least a custom that resembles dancing.

The documentation of movement was an interesting task that taught me a
lot; it was the preliminary part that I completed before starting to work on
my dance performance Jorggdahallan. I have had the opportunity to collect
and record parts of a rich tradition that is connected with movements in
various situations. I did not study only movement but also the language
and customs that are linked with movements. My study so far displays the
hidden tradition of movement so that the younger generation can see it and
grasp it as part of our cultural knowledge.

Documentation was a new method for me. I know that my documentation
work is not completed yet, and while doing it, I realised that there are
many other elements in movements that should be documented. We need
to interview more people in a wider area of Sdpmi, and, that is also why |
hope to continue this work.
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Callit

Mary Longman (Aski-Piyesiwiskwew) lea riegadan 1964 Kanadas Fort
Qu’Appelles, ja son lea Gordon First Nation -joavkku miellahttu. Longman
lea fagaidrasttildeadd;ji professor, ja lea oahpahan 73 luohké (post secondary)
daidaga ja eamialbmot daiddahistorjja 1989 rajis. Dal Longman lea daidaga
ja daiddahistorjja doseantan Saskatchewan universitehtas.

Mary Longman lea dovddus naSuvnnalaccat ja riikkaidgaskasaccat iezas
bargguidisguin sierra surggiin dego govvabazzesuorggis, sargumis, digitala
lea ¢4jehan iezas bargguid ¢uovvovas nasunala galleriijain: National Gallery
of Canada (QC), Museum of Civilization (ONT), Vancouver Art Gallery
(BC), McKenzie Art Gallery (SK) ja Mendel Art Gallery (SK). Sus leamas
duojit cuovvovas riikkaidgaskasas galleriijain: Museum of Modern Art (NY),
Smithsonian (NY) ja Hood Museum (NH). Su barggut leat McKenzie Art
Gallery, Mendel Art Gallery, Kamloops Art Gallery, Thunder Bay Art Gallery,
Saskatchewan Arts Board ja Canada Council for the Arts ¢oakkalmasain.
Su stuorimus bistevas almmolas bargu lea Ancestors Rising, mii lea bronsa
bazzeinstallaSuvdna Reginas (SK) McKenzie Art Gallery olggobealde.

Longmanis leat Dip. FA (4 jagi), MFA ja PhD -dutkosat. Son valbmii daidda-
historjja suorggis 2006 iezas doavttirgradadutkamusa daiddaoahpahusa birra
Victoria universitehtas (Victoria, BC). Dutkamusa namma lea Challenging
the Ideology of Representation: Contemporary First Nations Art in Canada..

Gunvor Guttorm barga duodjeprofessorin Sami allaskuvllas Guovdageain-
nus. Son lea oahpahan duoji vuoddo- ja bajitdasi oahpus allaskuvlla ja
universitehta désis sihke praktihkala$ ja teorehtala§ oahpuin. Manimus
jagiid son lea almmuhan artihkkaliid ea. publikaSuvnnain: Working
with Traditional Knowledge (2011), The International Journal of Art &
Design Education (2012), Techne (2009), Sami diedalas aigecala (2011,
2011, 2012), WINHEC Journal (2009, 2013).
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Su berostupmi lea guhkit aiggi leamas guorahallat dieduid, mat gavdnojit

Fwee

rer

duodjecdjahusaide Samis ja riikkaidgaskasaccat. Manimus jagiin son lea
searvan ¢4jahusaide Sami Daiddaguovddazis Karasjogas, Lille Gallerietis
Ubmis ja Arktala$ guovddazis Roavvenjarggas.

Svein Aamold lea daiddahistorjja professor Romssa universitehtas, gos
son maid jodiha ritkkaidgaskasas Sami ddidaga dutkanproSeavtta, man leat
ruhtadan universitehta ja Norgga Dutkanraddi. Aamold dutkansuorgi lea
modearna ja daladiggi daidda ja eamidlbmotdéidda ja -teoriija. Su ¢allosat
(1998), Stortinget og kunsten (2000), Norsk avant-garde (2011), Antoni
Tapies: Image, Body, Pathos (2011), Introduksjon til menneskevitenskapene
(2012), ja sierra daiddaensyklopediijain, dego Kunst og Kultur ja Prosa,
ja ¢ajahusgirjjaziin. Son lea maid doaimmahan Arnold Haukeland (1989,
2006) ja Nils Aas (2006) cajahusaid. Dal son lea jodiheamen Sami daidda
-dutkanproseavtta.

Seija Risten Somby barga allaskuvlalektoran duojis Sami allaskuvllas
Guovdageainnus. Sus lea mastergrada sami gielas ja kultuvrras ja duodje-
oahpaheaddjidutkkus. Son lea bargan ovdal Sami allaskuvlla Suomas
earret eara oahpaheaddjin sierra duodje- ja daiddaskuvllain (giehta)
duodjesuorggis ja Oulu universitehtas samegiela ja -kultuvrra ja antropolo-
giija surggiin. Somby diedalas berostupmi lea garvodeamis ja son lea ¢allimin
doavttirgradadutkamusa samenuoraid konfirmasuvdnagarvodeamis. Son
lea almmustahttan ee. artihkkaliid Rituaaliset ruumiit (2011), Saamelainen
kdsityo konfirmaatiorituaalissa: pukeutumisen symboliset merkitykset (2010)
ja oahppogirjji Sisti-Duodji (2008).

Elle Sofe Henriksen lea eret Guovdageainnus. Son bargd danssain,
koreografiijain ja filmmain. Henriksena digumus lea buktit oidnosii sami
vuoinnalas kulturarbbi daiddalaccat iezas bargguin. Su beroStupmi lea
dansadaidagiin ja filmmain gaskkustit lavde- ja filbmadaidaga sami lahkai
gehcciide. Elle Sofe Henriksenis lea masteroahppu koreografiijas Oslo
Daiddaallaskuvllas ja dansunoahppu Londona Laban Trinity -konservéhtoris.
Son lea ¢ajehan filmmaid ja dansuncéjalmasaid earret eara Kiinnds, Ruossas,
Ruonaeatnamis, Ungaras, Suomas, Danmarkkus ja Ruotas.
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Thomas Marainen lea duojar, juoigi ja girjecalli. Son orru Vuolle Sohpparis.
Son lea bargan duojarin manggaid jagiid, man arbbi son lea 0Zzon iezas ahcis.
D4l son bargd maiddai duodjeoahpaheaddjin Sdmij Ahpadusguovddazis
Johkamohkis. Johkamohki Samiid Albmotallaskuvllas alggahedje 1974
guovtti jagi duodjeoahpu, man de ¢adahii. Das mannil son lea duddjon.
Girjecallin Marainen lea almmustuhttan moadde manaidgirjji ja maid
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Contributors

Mary Longman (Aski-Piyesiwiskwew) was born in 1964 in Fort Qu’Appelle
and is band member of Gordon First Nation. Dr. Longman is an interdisciplinary
professor, having taught seventy three post-secondary classes in Fine Art and
Aboriginal Art History since 1989. Currently Ms. Longman is an associate
professor in Art & Art History at the University of Saskatchewan.

Mary Longman is recognized nationally and internationally for her art
work in the genres of sculpture, drawing, digital media and illustration of
children’s’ books. Throughout her professional career, she has shown her
work in national galleries such as the National Gallery of Canada, QC, the
Museum of Civilization, ONT, Vancouver Art Gallery, BC, the McKenzie
Art Gallery, SK, and the Mendel Art Gallery, SK. International venues
include the Museum of Modern Art, NY, the Smithsonian, NY, and the Hood
Museum, NH. Her works can be found in the collections of the McKenzie
Art Gallery, the Mendel Art Gallery, the Kamloops Art Gallery, the Thunder
Bay Art Gallery, Saskatchewan Arts Board and the Canada Council for the
Arts. Her most significant permanent public work, Ancestors Rising, is a
bronze sculpture installation displayed in front of the McKenzie Art Gallery,
Regina, SK.

Her education includes a Dip. FA (4-year), an MFA and a PhD. She completed
her PhD in art education at the University of Victoria, Victoria, BC, in 2006,
with an art history-based dissertation titled Challenging the Ideology of
Representation: Contemporary First Nations Art in Canada.

Gunvor Guttorm is a professor in Duodji (Sami arts and crafts, traditional art,
applied art) at the Sami University College in Guovdageaidnu/Kautokeino in
Norway. She has taught both undergraduate and graduate courses in duodji
at university college level. The focus in her research is to look at duodji in
a contemporary and an indigenous context.

She has contributed to such books as Working with Traditional Knowledge
(2011), The International Journal of Art & Design Education (2012), Techne
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A (2009), Sami diedalas aigecala (2011, 2012), WINHEC Journal (2009,
2013), etc. She published the anthology Duoddjaris duojdrat in 2010. In
recent years, she has participated in exhibitions at the Sami Artist Centre in
Karasjok, Norway, at Lilla Galleriet in Umed, Sweden, and at the Arktikum
in Rovaniemi, Finland.

Svein Aamold is a professor in Art History at the University of Tromsg,
Norway. His fields of research are modern and contemporary art, indigenous

art, and art theory. He has contributed to the books Kommunikasjon: Human-
istiske perspektiver (1998),Stortinget og kunsten (2000), Norsk avant-garde

(2011),4ntoni Tapies: Image, Body, Pathos (2011), and Introduksjon til
menneskevitenskapene (forthcoming), to various encyclopaedias of art, to

periodicals such as Kunst og Kultur and Prosa, and to exhibition catalogues.
He has also curated exhibitions on Arnold Haukeland (1989, 2006) and Nils

Aas (2006). He is currently the leader of the research project “Sami art”.

Seija Risten Somby is an assistant professor in Duodji (Sami arts and crafts,
traditional art, applied art) at the Sdmi University College in Guovdageaidnu/
Kautokeino in Norway. She has a master’s degree in Sami Language and
Culture and a teacher’s degree in Arts, Crafts and Design. She has been
working in Finland as a teacher in arts and crafts schools and at the University
of Oulu in Sami Language and Anthropology. Her research field is clothing,
especially the ritual clothing of the Sdmi young people. In the field of Duodji,
she has published the articles Rituaaliset ruumiit (2011) and Saamelainen
kdsityo konfirmaatiorituaalissa: pukeutumisen symboliset merkitykset (2010)
and the textbook Sisti-Duodji (2008).

Elle Sofe Henriksen is from Guovdageaidnu, Norway. She works with
dance, choreography and film. Henriksen’s intention is to highlight Sami
spiritual heritage in her work. She is interested in conveying and showing
stage and film art through dance and film, in a Sdmi way, for the viewers.
Elle Sofe Henriksen has a master’s degree in choreography from Oslo Art
School; she has also studied dance at London Trinity Laban Conservatoire of
Music and Dance. She has displayed movies and dance shows, for example
in China, Russia, Greenland, Hungary, Finland, Denmark and Sweden.

Thomas Marainen is a craftsman, a yoik singer and a writer, and he lives in
Vuolle Sohppar, Sweden. He has been crafting for years, and he inherited this
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skill from his father. He now also works as a teacher at the Sdmi Education
Center (Samij Ahpadusguovddasj) in Jihkdmahkke/Jokkmokk. In 1974,
Samiid Albmotallaskuvla in Jihkamahkke/Jokkmokk launched a two-year
course in duodji; Marainen participated in the course and has been engaged
in duodji ever since. As an author, he has published a few children’s books
and a book of poems. Thomas Marainen has also published a yoik CD.
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