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Abstract

The challenge of defining 6musicd and o6sound?o

concern in ethnomusicological and anthropological research from the outset of these
fields. Top-down academic applications of these concepts often remain unquestioned,
affecting the rich plurality of local classifications for diverse sounding practices and
experiences alongside their associated bodies of knowledge. This dissertation critically
examines the relevance of these overarching categories in the context of Sami
acoustemologies, proposing a novel theoretical paradigm derived from and informed by
Indigenoussoun d ont ol o ghaemu s iGan®dt ggemusihkka).

6 Mo-than-musi cd seeks t o -anthragodemtrit gharactettizations dofh n o
sonic relationships across societies and environments which emerge from academic
discourses. Its bottom-up nature underlines the necessity to acknowledge the complexity
of local onto-epistemologies and the agencies of human and othefthan-human beings in
academic research practices. To meas utham-

musicd paradigm, thi s jusigguschya Sari marettan-rausigagh as i s

expression and biocultural heritage that bri dgeshuman performativity and aesthetics
with voices of other-than-human subjectivities and animate environments. Within the

scopes of t hithan-muhseiscids ,t réamosrceends its theoret.i

literal call to explore Sapmi echosystems in their biocultural complexity 7 from a
perspective O0beyond musicé. Thi sning-with&arth s
to learn from intangible sonic relationships between Sami individuals, communiti es, and
the land. Such approach contextually examines the desirable and undesirable quality of
diverse sonic events, confronting the impacts of colonial extractivism and climate change
on the delicate echosystems of the Arctic and leading to considerationsof sound
heritagization and sustainable practices for soundscape monitoring and preservation.

The analysis is guided by the research questions: How can juoiggus be explained as
something more-than-music? What can we learn from the sonic relationships between
individuals, communities and place through juoiggus? How have these interconnections
been altered by the transformation of landscapes and traditional knowledge resulted from
settler colonialism and environmental crises?

While this dissertation builds on mixed methods situated at the convergence of
ethnography and ecology, the methodology has been tailored to align with decolonizing
research practices appropriate for a thesis developed in collaboration with Indigenous
peoples and centered on Indigenous Knowledge. These include the adoption of traditional
storytelling, juoiggus and sound art as media complementing academic writing to
provoke changes in forms of scholarly publication and modes of knowledge cocreation
that resonate with alternative knowledge systems. As aconcrete manifestation of this
methodology, the manuscript is accompanied by the audio-anthology Muitalusat
guldaleami birra T Histories of listening from Sapmi , a collaborative artistic research
project that serves as a multimedia output for the thesis and a means of returning the
collected knowledge and sound recordings. The audicanthology weaves together a
plurality of listening experiences and soundscape compositions from Sapmi, integrating

thecontentsof t he di ssertation whil e -tdaa-musngdi nt o
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Abstréakta

Cddet mii rehkenafjtioetimasd hikklasi@giyadg mieht§ kul
geavahuvvojit d8t tearpmat njuol got akademal ag
badj el geah| ] at dan rikkis girjjg8svuolLa main b§gi
Dut kkus guorahal Iskekkr igtoi Wiga !l asliliatdi gu akademal ag
akustemol ogiijaide. Dat introdusere olLlLa konsea
jiethamahttus.

i Eafmemus i hjkddadhastalaetno-ant roposentral ag govvi dusa [
di |l 8l agvuolLain mieht8 ieggulLetl 8gan servvoda
digagtall amiin. Dan sadj 8i dat deattuha dS8rb
oahppovuogadagain, ja maiddaid fatmmasta sihke olbmo ja eara elliid jienaid. Vuoi ahte

d8t suokkarduvvo, | ea dS8aphkieaaegognusikdladid8 g j uoi ggus
al bmanahttin mii ovttastahtt8 olbmo | §8j 8l masa |
fagain ja ealli birrasi i n . -foEreunse thdkuatok os i i |l eat dugge teori i
| ahkoneapmi 8ddet S8mi echovuog8daga, iegaska b
mi el ddi sbukt 8 metodol ogiija fAguldalitodo eatnamid.
gaskal Sami indiviidda, servvodaga ja birrasa. Dat oahppanvuohki veahkeha guorahallat
s8vahahtti |ja eahpes8vahahtt:i kvaliteahtta iegg
kol oni 8l a Aextractivismaod:s ja dan rages 8rktal
mielddisbukta 8§ r vvogt al l amiid guoddevag jietna8rbhbi pr ¢

j
gai
bu

Dutkos Juovvu Juovvovag dutkangagal daga: Mo s 8h
go musi hkano? Maid s8httit mii oahpat vuogis mo
b8 i kkiide juoigama bokte? Mo | eat d8§gt dil 8l agvu
helLgedgil ? Mo veahkehit muitalusat bisuhit ja |
gul dalit eatnama h8bmet mo s8pmelall at muitalidt
guldalan praksisat min oahpat jiena birra otna mailmmis mii lea rievdadusas?

Dut kos geavaha ieggulLetl 8gan vugiid ethnografi.i
eti hkal aga guorrah8ll an pr8ksisiid mat gudnej ah
guorahallama lassin, fatmmastuvvo sami muitaleapmi, juoiggus, ja jietnadaidda vuohkin

| 8jeBhttm vugiid mielde mat mannet 8rbevirrolag
l ahkoneamis, |l ea jietnaprogeakta Muitalusat gul
| oakk8l mas jietnab8ddemiin ja muitalusain guosu
javuohkinaddi t ruovttaluotta m8httu f &8t mmastuvvon sec:
dut kos oktii m8&ngga ieggulLetl 8gan gul dal anvg8s§h
addejumi.
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Introduction

Luohti lea eanet go musihkka

Luliiguin ol bmot di
Luohti lea gulahallanvuohki maiddai luonddogahppalagaiguin 1
(Skaltje 2005: 213)

This dissertation is about something more than music. Within dominant academic
frameworks, the challenge of defining music across cultures has long been a central
concern in ethnomusicological and anthropological research from the outset of
these fields. Top-down applications of this concept often remain unquestioned,
affecting the rich plurality of local classifications for diverse sonic practices and
experiences, along with their associated bodies of knowledge. Novel pathways
advocated at the intersection of ethnographic and ecological research have
promoted 6soundd as overarching paradi
sustaining a comprehensive exploration of the roles that sounding relationships
play across different societies and environments (from different onto -historical -
political directi ons: Feld 1982, 2004; Ochoa Gautier 2014, 2016; Sakakeeny 2015;
Brabec de Mori 2015; Wong 2017; Meizel, Daughtry 2019; Titon 2021).
Nonetheless, the transition towards a more inclusive concept has not been without
criticism, protracting the risk of oversim plifying the complexities of underlying
onto-epistemologies while disregarding the agencies of both human and other
than-human beings (Novak, Sakakeeny 2015: 6; cf. Brabec de Mori 2013; Ochoa
Gautier 2016; Robinson 2020). This dissertation does not aim to redefine the
macro-c at egori es of Omusicd and obésound?éd,
with more comprehensive alternatives. Instead, it critically examines the pertinence

eht al

agm

nor

and relevance of terms | i ke 6émusinoléingand

Sami acoustemologies, with the goal of fostering the bottom-up emergence of a
paradigm derived from and informed by Indigenous sound ontologies: more -than-
music.

As a Sami theoretical framework for categorizing sound events that bridge
human performativity and aesthetics with the expressions of other -than-human
subjectivities and animate environments, more -than-music attunes to Indigenous

1f_uohti is more than music / With | u o, lpeople communicate between each other / Andluohti is
a form of communication with other organi sms
my own.

t o

60s

we |l |



values and decolonizing research practices respectful and responsible towards both

lands and Indigenous knowledges2 The very bottom-up nature of this concept i

first i nt eaoed gocreusihkkas by pr omi nent S 8Lmi fil mr
Skaltje (2005) in the pass aiguaderschresthegrger ves as
to learn from and validate the sovereignty of Indigenous theories to acknowledge

both the complexity of local onto -epistemologies and the agencies of human and
other-than-human beings in academic research practices.

To measure the validity dahamtmuaspipdd cmadn ddit gt
this study centers on the vocal practice of juoiggus. While ethnographic literature
historically divested juoiggus of any other-than-human agencyi defining it as an
exclusively human/cultural heritage 7 Sami onto-epistemologies highlight how this
tradition transcends human exceptionalism, characterizing a biocultural heritage
that is shared among the Sami and other Earth beings inhabiting the northernmost
regions of continental Eur ope (see O0Juoigguso) . Adopting
this study traces connections between Sami acoustemologies and relational
ontologies where other-than-human beings and the Land cannot be separated from
the socio-cultural sphere (Descola 2005; Viveiros de Castro 2007; Kassam 2009;
Helander-Renvall 2010, 2016; Hong et al. 2014; Virtanen et al. 2021). In this
di ssertation, | | eanthan-bwand$é b hktbanihdmamédot h
and <dnmnuomand when referri nglomosapemstThigchoees t hat
stems from the contextual recognition, in Sapmi, of an ontological equity between
all Earth beings. Within this equity, however, there is no ontological continuity
between human beings [olbmot] and subjects that are not human 1 flora, fauna,
rivers, wind, rocks, snowmobiles, spirits, deities, and other incorporeal entities i
whi ch ar e nonet hel ess a edimat v bue dvitheavn a s 0 b e
autonomous existence from olbmot. With few contextualized exceptions, | chose to

avoid tmhen-huenamdyp as it categorizes ani mal s
simply in the absence of humanness, implicitly reinforcing human -centered
exceptionalisms and hierarchies | -thanek t o a

humandé, notabl y p rera/hamhaaites, empnasizstivat thie ovorlch
I's richer and more complex than just- the ht
humano, t he cothambpmand oSywtreactically subte
suggesting all human societies are somewhatless deserving that beinghood than
other entities. As such, whenthaa-ppmaed tailS$§
to capture the horizontal co-existence ofolbmot and other eallimat , which is better

2 Following Indigenous Protocols of research production that counter the conventional writing style

guides, within these pages | capitalize the term Indigenous as a way to appropriately honor the

weight of identities, cultures and histories that have long b een objectified, diminished and erased

(Younging 2018). The same applies to the related bodies of knowledge and the Land. Lowercase

i ndigenouso is reserved for cases where the word dc
(i.e., indigenous animal species, plant).



refl ected i n-tharmrkeu rmadringthis peospebtige;, other-than-human

beings refers to biotic and abiotic subjects with own autonomous existence, rights

and ways of being, that stand on equal footing with humans in a decentralized,
egalitarian beinghood. F isened, in this thdsi, @asah er m O E
inclusive concept that encompasses all the categories mentioned above within a

kinship that relates them all to the Land in an interdependence of co-living and co-

knowing. 4

In addition to reflecting the homonym Sami paradigm and announcing the
t hesi sd f ojuwiggus minoctuHhda ur al htean-mtiage o fAmorteni
di ssertationds title signals a broader scop
and disciplinary boundaries of studies on sound and music. More-than-j ust &é musi c o
this work addresses i from an exquisitely auditory perspective i ecological
knowledge and landscape practices, multispecies ethics and storytelling, colonial
histories and environmental sustaina bilities. It serves as aliteral call to engage with
what | termed S8pmi Oechosystemso6é in their

While the concepts of 6acoustieamongthgy © and
ones specifying {1 have lonh eowsolalaed m uhe tagcademie
disciplines (Feld 2015a, 2015c; Rice 2018; Mansell 202}, | define the remaining
6echosystemd (a wordplay between Aechoodo and
of sonic relationships, reciprocities and biocultural values that develop over time
within a defined area, involving all living organisms, the abiotic e lements that
characterize it, and the ways they influence each other? In this study, the concept
of echosystem emerged from the inadequacies | encountered with the concept of

6soundscaped (Schafer 1977); a concept stil
on sound and music ecologies. Thus, the counterformulation o f echosystem started
with a critical reassessment of Schaferds c

Criticisms of the soundscape approach arise from multi-angled perspectives,
primarily addressing the conceptbs original
par ad i-sgapd that has led to privileging visual -centered categories over the
sonic experience (Solomos 2018: 102; cf. Colimberti 2004; Calanchi 2015; Rice
2018).6 According to Farina, if landscapes are considered a complex space
encompassing all information perceived by an organism & including sounds as an

integral part & «there is no need to invoke the concept of a soundscape; however,

3] use t he-tharehummamdrwhen writing about entities that
olbmot, although their sociality pertains to other realms of the physical world, such as incorporeal

entities like gufihttarat , ulddat, haldit , other chthonic peoples and spirits of ancestors.

4 For a comprehensive overview of the history of these terminologies, | refer to Abram (1996),

Viveiros de Castro (2007), Santos Granero (2012), Weheliye (2014), de la Cadena (2015), Puig de la

Bellacasa (2017), Price, Chao (2023).

5 Notably, however, notions of biotic and abiotic must be evaluated in relation to different biocultural

contexts as, for example, they do not hold in Sdmi ontologies in the same way they do within

dominant scientific frameworks.

6 Symbolically, the North Sami term for soundscape i jiethagowa it r ansl at es as fsound |



if we consider landscape solely as a visually perceived component, then the
soundscape becomes something to integrate» (Farina 2015: 38).

Ethnomusicologists Novak and Sakakeeny offer a counter narrative of the

soundscape, cautioning on Schaferodés work as

toward a knowledge production rooted in a hegemonic and normative
epistemology, which denies «the constitutive differences that participate in the
6soundscaped as a multival ent field of
individual creativities and affordances, biodiversities and differing abilities» (2015:

7). Similarly, to Indigenous and ecofeminist sonic scholarship, the Schaferian
soundscape i nf or ms a Ahungryo l i steni
marginalized epistemologies, imposing listening positionalities structured to
reinforce dominant ecologies and aesthetics while ignoring or silencing non-
dominant values, affects and knowledges (Robinson 2020: 51; cf. Kanngieser
2023).

| ngol d-@shropelagical theories were instrumental in shaping the
definition of echosystem, as they align well with relational and biocultural
ontologies like the Sami perspective consulted here. In Ingold views individuals,
communities, and their kno wledge and skills as contingent upon a network of
relationships actively established through interaction within a dynamic
environment. The relational complexity between organism and environment on an
acoustic level, hence, emerges through multiple, reciprocal layers of
communication (Ingold 1996: 62). Furthermore, Ingold critiques the notion of
soundscape as it tends to objectify sound, positioning it as theobject of perception
rather than as one of the sensuousmeans through which we perceive, relate to, and
make sense of our surroundings (Ingold 2007: 10-11). In turn, the preference for
0echosystemdéb over the more established
soundscapeos i nherent s t adally cdetaghed &uditory ,
environment positioned before a passive listener. As Steven Feld has underscored,
soundscape fails to adequately represent the experience of sound as a product of
dynamic and participatory interaction between subjects and an equally dynamic,
interactional and ever -changing environment (Feld 1996: 97). Based on the findings
presented in the following chapters, Sami ways-of-listening foster reciprocities of
being, knowing and doing, making echosystem an especially compelling framework
for accommodating these Indigenous acoustemologies.

A biocultural approach to the study of echosystems necessarily entails a posture
of listening -with Earth and Indigenous acoustemologies, where each informs and
shapes the other. In the search for a methodology to foster and stimulate this
approach, a multimedia collection of echosystems and related histories of listening
was co-designed with research participants. This collaborative effort was aimed at
engaging and learning from sonic reciprocities between individuals, communities
and the land, where soundsi moving beyond mere acoustic signals, enriched with
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biocultural values 1 are presented and returned through multimodal storytelling.
Consequently, this study employs dialogic methodologies as much as it concerns
them. It is primarily informed by field recording , an emerging quanti-qualitative
method that brings sound-centered research into transdisciplinary dialogue
concerning peoples and environments (Feld 2013; Lane, Carlyle 2013; Benson,
Montgomery 2018; Bruyninckx 2018; Wright 2022; Erbe, Thomas 2022). It is
relational and crisis -oriented; hence it engages with contemporary local and global
Issues. However, standard field recording practices have often adopted a
conservationist attitude that rarely consults Indigenous acoustemologies and is
frequently driven by dominant paradigms of environmental sustainability, which
risk conflicting with or silencing Indige nous worldviews (Feld 2013; Wright 2022;
Kanngieser 2023). Therefore, as the project embraces Indigenous lands and onte
epistemologies, it was essential to critically deal with decolonizing and indigenizing
methodologies (Tuhiwai Smith 1999; Kovach 2009; Wilson 2013; Virtanen et al.
2021), and particularly Sémi protocols (Kuokkanen 2000; Porsanger 2004;
Hirvonen 2008; Guttorm 2011; Guttorm et al. 2021; Finbog 2022), which
emphasize participatory, community -based methods, empowerment agendas for
self-determination and politics of representation, while often encouraging a
listening beyond human exceptionalism and nature-culture divides. After
describing the relevancy and application of Indigenous methodolo gies within this
di ssertation (see OLi sten wit h, careo)
transformative potential in academia by presenting an audio-anthology co-
designed and dialogically edited with research collaborators, in support to the idea
that the responsible co-production of research can facilitate a symmetrical,
mutually beneficial and contextually relevant production of new knowledge (see

OMuitalusat gul dal e-anthologybserves hoth)as a niethed, aa u d i o

primary source and as an integral output of the research. Included in this
manuscript as a digital and transcri-bed
anthology not only complements the dissertation as a multimedia result but also
reflects its core content through plurilingual and art-based expressions that make

it accessible beyond academia and, notably, to the Sami communities where the
knowledge was originally shared (cf. Feld 2021; Lewy, Brabec de Mori 2023). In
doing so, it also aspires to initiate a process of restitution of the collected materials

and the bottom-up heritagization of the echosystems it brings together.

Broadly, this dissertation structures over two macro -sections. The first expands
on this o6l ntroducti ond angkogsmphiaat stage whareo m
this study was performed (see 6S8pmibd).
research dealing with juoiggus, centering on established Sami scholarship,

Il ntegrated with oral teachings shared with

familiarizing with heterogeneous definitions that associate juoiggus with an
echosystemic network, with acoustemological paradigms and with histories of

l i stening, this subsection seeks to prevent
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guestion: how can juoiggus be explained as something morethan-music?

Following this theoretical and counter -theoretical foundations, the anticipated
subsections OListen with, cared and O6Muit al
deeper into the methodologies that guided my fieldwork and writing. Abundant

pages are devoted to the description of the audicanthology and to illustrate how

this seemingly collateral project closely interacts with this text, aiming to address

another pivotal research question: How can stories facilitate the verbalization and

transmission of sonic knowledge and memories?

Presenting preliminary answers to research questions within the introductory
chapter of this dissertation may appear unproductive within a traditional linear
academic narrative that leads the reader to answers in the conclusions; however,
this choice is intentional, aimed at introducing foundational theoretical insights
that serve as groundwork for the case study analyses that follow, where these
i nsights are propaedeutic for comprehensio
contexts. After establishing this extensive theoretical foundation and detailing the
multi-mo d a | met hodol ogy, a transitional paragr
rationale behind selecting specific echosystems and subjectivities that comprise the
case studies of this dissertationi |. Biegga, Il. L u o i, IK. aMohtorgielkd i thereby
outlining the structure of the discussion,
section.

In the discussion, the three case studiesi each bringing forth its own criticalities
and idiosyncrasies, yet all interconnected by a shared echosystem that sets the
tundra in motion T test the theoretical and methodological foundations of this
dissertation, aiming to answer the final set of research questions: What can we learn
from the sonic reciprocities between individuals, communities, and the Land by
listening -with  juoiggus across human and otherthan-human voices? The
biocultural nature of juoiggus i explored within each case study i invites
transdisciplinary and ethical questions, such as: How can we deal with conservation
and heritagization practices when confronted with contrasting and disputed sound
ontologies? Who has the right to assign values b echosystems as collectible and
heritagizable objects? How to integrate voices beyond the humani including
abiotic and technological subjects 1 as equal stakeholders in this heritagization?
How have these morethan-musical and echosystemic reciprocities been altered by
the transformation of landscapes and ecological knowledge resulted from the joint
settler colonialism and environmental crises?



Sapmi

Imagine silence. Not a sound disturbs the silence of a dark autumn night.
In the dark sky there is a pattern of stars. A circle of light slowly twists
round and round. In the horizon the timid northern lights restlessly move
to and from, searching, roaming about. It is so quiet that you imagine a
sound to accompany the falling star. The northern lights seem to moan
at the edge of the mountain. (Kuoljok, Utsi 2015: 6)

Approximately 20,000 years ago, during the Weichselian glaciation, only a few
peaks and ranges emerged from the threekilometre -thick ice sheet that blanketed
the northernmost region of Fennoscandia (Isaksen 1998: 55; cf. Kuoljok, Utsi 2015).
The wind, biegga, moved solitary through rock cracks, crevices or around cliffs
animating high -pitched whistles and deep hums. Fine particles of ice and dust are
also blown against rocks, creating a subtle scraping sound. These sporadic sounds
would stir haldit, gufihttarat and other underground beings, who occasionally
surfaced to tune their voices with the howling of the wind. This time, however, they
hear a startling sound i the gentle tapping of rain, a sound that had not been heard
for a long time. Nearly imperceptibl e murmurs and crackles reveal that the ice is
beginning to thaw. A sharp rise in temperature initiated a gradual northward retreat

of the ice, which culminated around 9,000 years ago, when the northern coastline
was fully exposed and the last vestiges of lhe ice sheet concentrated in the Sarek
Mountains melted away (Andersen, Mangerud 1989). Glaciers cracked loudly,
while in the basins a sporadic trickling developed into a roar, as meltwater rivers
carved through the ice, cascading over rocks. As the ice ege retreated, a more
diverse life began to populate the region. On land, lichens and plants slowly spread,
with the dwarf birch ( Betula nana) being one of the first and most resilient tree
species to reestablish in the newly exposed terrain (Nota et al. 2022; cf. Skaltje
2005). The soil, finally absorbing liquid water, lets out shy sighs and squelches,
while the landscape comes alive with a wole new spectrum of sounds asbiegga
interacts with leaves and branches. Once the surface became icéree, the thawing
of the upper layers of permafrost created seasonal bogs and ponds, supplying water
sources that compensated for the tundrads
fostered suitable habitats for highly adaptable species, including mosquitoes,
midges, and flies (Diptera: Culicidae ; Diptera: Simuliidae ), which thrive in these
seasonal environments. Novel acoustic niches develop in the fluctuation between
warm and cold seasons. Lakes and watercourses formed, providing both stable and
transitory habitats for fis h, while the inland and coastal regions of Northern
Fennoscandia became crucial stopover and breeding ground for a large variety of
migratory birds. A complex and vibrant eco -polyphony now marks each time of the
polar year. In late autumn, asthecoldseti n, t he i ce on | akes and
by the temperatureo, and in tightening it
(Schafer 1977: 2Q. Even during the long, dark winter, when the memory of the



silent ice age seems to resurface, the land remained filled with a plurality of voices,
making the distinctive quietude of the region rich and diverse . Reindeer (Rangifer

tarandus ) and moose (Alces alceg were among the first mammals to migrate in

search of new grazing areas and migratory routes, followed closely by their
predators, including wolves (Canis lupus) and brown bears (Ursus arctos). These
renewed ecosystemic conditions also attracted groups of huntergatherers who
followed the retreating ice edge. The precise origins of these first people remain
elusive and a delicate subject of ongoing debate. However, it is widely believed that,
over thousands of years, one branch of these populations laid the ancestral roots for
what is today known as Sapmi.

The term Sapmi is indicator of a geospatial and culturally defined area that
latitudinally stretches from the coasts of the White Sea to the fjords of the Atlantic

Ocean, while longitudinally it reaches across the Barents Sea and the Baltic Sea.

Sapmi is the ancestral and unceded land of the Sami, the descendant of the first
human group arriving in the region. 8 As a result of a descent, historical existence
and identity that is distinct and precedes the subjugation to the states now

enveloping them, the Sami are the only Indigenous people officially recognized in

continental Europe (Figure 1).°

The Sami found a music in the tones of the wind, streams and birds (Skaltje
2005). They learned and inherited it from the gufihttarat (Turi 1910), soon
realizing that what they heard was something more than just music;10 it was

7 For a critical review of the pertinent historiography, | refer to Aikio (1992); Heetta (1993);
Seurujarvi-Kari (2000); Lehtola (2002); Skaltje (2005); Broadbent (2010); Hansen, Olsen (2014);
Kuoljok, Utsi (2015).

8 The first written accounts mentioning the presence of S&dmi in the area date back toGermania (98
AD), where Tacitus describes them as the sole inhabitants of those remote lands.

9 The Sami homeland stretches across the borders imposed at different times in history by Norway,
Sweden, Finland and Russia. It spans approximately 300,000 square kilometers, predominantly
north of the Arctic Circle, but extending as far south as 62°N along the Norway-Sweden border
(Svahken sijte). Despite this fragmentation across four sovereign states, the Sami emphasized unity
in 1986, declaring: « We, Saami are one people, united in our own culture, language and history,
living in areas which, since time immemorial and up to historical times, we alone inhabited and
utilized» (Sami Political Program 1986). Indigenous parliamentary bodies (Samedikkit) exist in each
Fennoscandian state, while the S8§mi Council
with the Russian side as well. This collective and unified identity coexists with a mosaic of linguistic
and cultural diversity, sharing common resources and histories of colonization and resistance. The
linguistic groups are commonly divided into Davvisam egiella (North Sami), Julevsamegiella (Lule
Sami), Bihtdnsamegiella (Pite Sami), Ubmisamegiella (Ume Sami), Lullisamegiella (South Sami),
An8raggiella (I nari S§mi ), Nuortalaggiella
Gielddasamegiella (Kildin Sami), and Darjjesamegiella (Ter Sami), which are also geographically
defined. Davvisamegiella, the most thriving and widely spoken of these languages, has been adopted
as a sort of standard across Sapmi in media, literature, art and research. In this disser@ation, unless
specified otherwise, | primarily refer to a North Sami lexicon. With a population estimated between
50,000 and 100,000 (no formal censuses based on ethnicity exist), approximately 55 percent of the
Sami live in Norway, 30 percent in Sweden, 0 percent in Finland and less than 5 percent in Russia.
A notable S&mi diaspora also exists in the USA (Jensen 2012). The official recognition of the Sami
as an Indigenous people under ILO Convention 169 came only after centuries of forced assimilation
and colonial struggles, a testament to their sustained resistance for identity and socio-bio-cultural
survival.

10 Ande Somby, oral teaching (personal communication), May 19, 2021, Sirbma, Sapmi.
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something that connected them to the vast sonic ecosystems (hereafter
06echosystemd) of the region, transcending
Earth beings. Then settlers came. They arrived with bordersi both geographical
and ontological i that overimposed, overlapped and changed again, colonizing
lands, bodies and minds, ultimately fragmenting communities and kinships beyond
human.11Settlers and borders plunged the region into silence, and centuries passed
before colorful garments and ancestral melodies could be heard aloud once again in
the villages (Bjagrklund 2000 ).12 Although these melodies resounded through the
forests, in the voice of wind and rapids, or echoed through the rocks in the voice of
the underground beings, they were forbidden and brutally punished when voiced
by people. The settlers could not hearjuoiggus in the environment because for them
it was just music i something to them inherently cultural and separate from nature.
But juoiggus «survived long, harsh winters», passed down in secrecy in the
meahcci, among many families and through environmental listening. 13

By the latter half of the last century amidst broader struggles for self-
determination and cultural reawakening ( Valkeapaa 1971 [1983];Helander 1996;
Gaski 1997; Bjarklund 2000; Lehtola 2002; Hirvonen 2008; Kuhn 2020), juoiggus
reclaimed its public life, even taking on central roles in the Indigenous resistance
(Helander-Renvall, Kailo 1998; Jones-Bamman 1993; Renzi 2019, 2022). Within
these societal transformations and as a result of an inevitable process of
globalization, a portion of juoiggus underwent a radical refunctionalization,
transitioning into staged performances and artistic works, ultimately claiming its
pl ace as a musi cal genalel & nldRenti 2819, 2@ibph der n |
Yet, juoiggus as something more than music survived, despite the concerns of
settler collectors and lappologists who continued to record and transcribe this
heritage solely as a cultural expression (Skaltje 2005). At the same time, new
kinships formed within the ancestral echosystems of Sapmi, and machines like
snowmobiles and all-terrain vehicles (ATVS) 1 more notably than other
technological companions i participate today in the performance of juoiggus.
However, other machines driven by colonial ideologies, violently disfigure Eana
[Earth], her mountains, forests, rivers, fjords, or disrupt the winds that have, since
time immemorial, animated and given voice to every feature of Sapmi. While
juoiggus today sounds loud and thriving in the voice of the Sami people, other-than-
human voices are turning more and more silent. The stories shared within this
dissertation speak to ears that may not yet realize how heritage can be shard across
both human and other Earth beings, revealing how colonial extractive industries
are once again threatening a vital expression of the biocultural heritage of juoiggus.

11 For an overview of the history of the colonization of Sapmi, the primary references are Svonni

(1974), Aikio (1992), Minde (2003), Lindmark (2013), and Kuhn (2020).

12 For an overview of the repression of juoiggus in the colonial and religious encounter, a selected

Sami literature comprises Skaltje (2005), Hirvonen (2008) and Prost (2022). Further primary

references here are Rydving (1991), JonedBamman (1993), Graff (2004, 2016).
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Juoiggus

€as echosystem

More commonly referred to in scholarly literature by the non -S § mi term
juoiggus is the more-than-musical heritage of S4pmi.14 It is a highly sophisticated
vocal tradition ( jietna arbevierru ) shared among the Sami and otherthan-human
beings inhabiting the northernmost regions of continental Europe. As such, it can
be regarded as a biocultural heritage, since it does not operate within a nature
culture divide that is alien to Sami ontology. I n this framework, juoiggus can be
understood as an echosystem, or a sonic network formed through performance,
connecting individuals, communities and places. Every node in this network i
whether a person, animal, place, event, or anything contributing to the vitality of
Eana (Earth) i can bejuoiggalmas (the source of juoiggus). Similarly, any node
can bejuoigi (pl. juoigit ; the performer of juoiggus) (Skaltje 2005: 255; cf. Buljo
1998). The link between two nodes in this network is known as luohti (pl. luoLit),s
representing the vivid sonic presence of the juoiggalmas as captured and
interpreted in the voice of the juoigi (Figure 2). For this reason, there existluoL i of

persons (per s o v d n,aahimatsl(e a | | i)} landskapes(b 8 i k e ), wiad> i t

(bieggaluolit), scootersmo h't or gi e)l akdsb encAlluohti comes to the ear
in the shape of a defined rhythmic-melodic formula, whose specific morphology
ideally conveys the identifying essence (uondu) of the juoiggalmas through an
agile combination of vocal skills (Graff 1993: 399; Skaltje 2005: 286). 16 Verses

14 In this dissertation, | prioritize and adhere to the Indigenous lexicon related to juoiggus,
anglicizing only itsverbalc onj ugati ons (e.g., O0she joiks her
wind is joikingd, 6he knows how to joikd) for
15 Luohti is the denomination pertinent to the North S&mi language and cultural region. Other
denominations expressing the same notion i although it takes on different forms and contents i
can be found throughout Sapmi: luvwt / a g 3 3 @nKildin Sami), | e u GndSHolt Sami), | i v(ik e
Inari Sami), vuolle (in Lule and Pite Sami), vuéllie (in Ume Sami), and vuelie (in South Sami).

16 |t is stimulating to advance an etymological hypothesis on the connections between luohti and
fluondudi a word t hat many dictionaries improperly
from culture. Luohti andluondu s har e t hebd,r owhto séhnigetymdlogy relates to the

action of creation, luedap bmi hgdande Exnsitemecedwlii ch

one of the essential scopes ofuohti (see below). Beyond these etymological parallels, however, it is

i mportant to note how in the S§8mi |l anguages there

alien to S&mi ontologies (Jstmo and Law 2018: 354; cf. Joks et al. 2010). The termluondu is rather
«an old Sami word, which has earlier been used in the meaning of the nature or character of some
people, animals, or plants. In everyday Sami language use, it has nevertheless established its place

as a word for Anat ur e oE&jok( Brkekartd @004 He2afderl-Renvall32010). c f .

This deeper etymological layer reveals further entanglements between the concepts ofluohti and
luondu, where luohti is the sonic essence (or character, or nature) of a certain person, animal, place,
and so on. My thesis supervisor and Sami scholar Hanna Guttorm, along with several juoigit
throughout fieldwork, have described to me the idea that listening to a luohti coincides with listening
to the luondu of the juoiggalmas (Hanna Guttorm, Oral teaching (personal communication),
September 20, 2022, Eanodat; Johan Sara Jr., Oral teaching (personal communication), April 29,
2021, Méaze; Mathis Eira, Oral teaching (personal communication), June 20, 2023, Guovdageaidnu;
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(dajahus; pl. dajahusat) and transrational words blended together with the luohti
also contribute to the one of the primary purposes of juoiggus, to make something
or someone present (Hirvonen 2008; Hilder 2015; Aubinet 2020a).

@ Person @ Animal @ Plant @ Body of water @ Weather @ Place @ Machine and tools

Figure 2 Graphic representation of a fraction of the broader juoiggus echosystem: each
point can be juoiggalmas and juoigi . The link between two or more points is the existing

sonic relationship between them, which acoustically manifests as aluohti . Arrows indicate

the direction and multidimensional flow of juoiggus, making explicit who is the juoigi and

who is the juoiggalmas within a given link. For clarity, | have color -coded the subjectivities

into distinct groups T a convention rather than a rigid classificati on, intended to loosely

mirror the broad categories of | u o ¢hared with me by fieldwork collaborators.

While juoiggus can certainly be labeled as a music tradition (Arbemusihkka ), and
such has been narrowed down for centuries of ethnographic descriptions, its

Mai Britt Utsi, Oral teaching (personal communication), July 3, 2023, Guovdageaidnu; Berit Alette

Mi enna, Or al teaching (workshop), July 15, 2023,

teaching (personal communication), August 15, 2023, Guovdageaidnu). Therefore, building on this
ontology, it is not unreasonable to hypothesize connections betweenluohti and luondu that persist
beyond lexical and structural etymology.
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definition extends beyond what is conventionally intended as music, and the act of
joiking (subs. juoigan; verb juoigat) cannot be simply equated with singing or
chanting (lavlut). Although this distinction «may be subtle and difficult to
describe» or fully digest from the point -of-listening of dominant sound ontologies
and acoustemologies (Hamalainen 2023: 18), the semiotic dimension of juoiggus
clarified by its practitioners and knowledge holders suggest that there is a deeper,
more nuanced understanding. A paradigmatic and introductory definition comes
from one of the most renowned ambassadors of juoiggus, Nils-Aslak Valkeapaa

(Cillohag), who asserts:
Yoi k wasnodotr masiher , it wasnét only music.
was the friend one was | adindeerwghthe[ é] it was

smart trot, or the summer dwelling place, in all its radiant beauty. But
you di dnodt y 0 i k oradoroething, woo nogkédo theyn.
(Valkeapaa 1979: 27; cf. Ragazzi 2012: 9)

Sami professor Harald Gaski similarly reflects on the «direct connection»
established through the luohti between juoigi and juociggalmas , where the luohti
«is closely connected to the referential object in an indissoluble relationship»
(Gaski 1999: 16), while prominent juoigi Ande Somby stretches this semiotic
boundary even further, reaching beyond the subject-object dualism to emphasize
the reciprocal nature of juoiggus:

Yoik is distinguished from the western European notion of singing in
several ways. For instance, one does not yoik about someone or
something, but one simply yoiks someone or something. In a manner of
speaking, a yoik has no object. In fact, it is altogether impossible to
envision yoik in terms of subject and object. (Somby 1995: 17)

Juoiggus is, therefore, about the indissolubility of signifier and referent in the
luohti. A luohti rendered through the skilled vocal abilities of a juoigi not only
makes thejuoiggalmas recognizable within the biocultural auditory context where

the luohti stems from (Gaski 1999: 16), but vividly make the juoiggalmas present

to the || i stenerlioyyi aadreindger-hergar Lags Hanyik Blind
(Méreha Lasse Lars Heaika) suggests this process as an act of bringing forth the
juoiggalmas throughthever sat i | i t y hewvéehallathheds voi ce (

Jus gulat go soames rievssaha juoiga, don dego oainnat dan. Go biertna
nai juoigd, elliid, don dego gulat diet lea dal diet. Gulat diet leat rahpis
eatnamat ja diet leat diekkar fiinna guolbanat. Dego oainnat makkar
guovlu lea, gos diet luohti boaht4.1” (in Skaltje 2005: 258 -259)

Al f you hear someone joik the ptarmigan, iitbds as i
ani mal, you can hear which ani mal it is. You also
an i mage of the place where the yoik originates. o
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For Sami percussionist and researcher Jakop Janssgnnjuohti stands by itself as a
self-sufficient sign, whose phenomenology therefore transcends the performative
act:

The fact that you do not yoik about something, you yoik something, tells
me about a norm of conceptualization that enters into a practice where
yoik both demands and creates a space of consciousness for both the
performer and the listener, while also standing firmly on its own as an
entity. In this way, one can imagine that yoik has always existed as
something of its own, like the earth, water, sky, and sun. (Janssgnn 2024:
4)

In his story [ muitalus ] shared within the audio -anthology Muitalusat guldaleami
birra (Appendix 11.7), juoigiand actor | {1gor Cntte Cilu Gau
the indissolubility of luohti and juoiggalmas by joiking gumpe, the wolf itself:

Mun juoiggan dan gumpe. | joik the wolf.
li mun juoike gumpe birra. | d o n about theowolk 18

-
&

Figure 3 Creative schematization of the act of presencing throughjuoiggus: in this case, a
human juoigi (on the left) gives voice to aluohti (pitch contour in the middle) that makes
the juoiggalmas (the wolf on the right) present (lllustration generously contributed by
Astrid Elizabeth Hakvaag).

Transposing this discourse tothep e r s 0 v d n[pelsonal lLohti | repertoire and
borrowing once more Harald Gaskids words,
actually is the personé (Gaski 1996: 13). Ci

18 Gaup 2024.
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offering insights that revolve around the distinctions between juoiggus and singing,
yet extend the reciprocity to the immediacy of the feelings:

] B

Nu go dadjet Al 8vIiPeople say they 0fs
go lea musihkka, ja luohti maid leat ~ And luohti is music, but it is also the
duovdduidd giela. language of feelings.

Jus mun daj8n mlIf | say to my wif
rahkistan du birlt doesnod6t really
li ne gal heive dadjat. [boagusta] said that way. [laughs]
AMun r8hkifAl | ove youo.

Go luohti lea duovdduid giella, de lea  Sinceluohti is the language of feelings,
l uonddulag njuolit is natural to s
juoiggan dubo. M4 like transparency, | like a human

mun | i i kon ol mrelationship.
Da manna njuolga. It is immediate.
(I das | e¢elt doesndt go arou

birrasa. Da mannéa vaimmus vaibmui. from heart to heart.
Mun juoigan du. 1 joik you. 20

On the intimacy and reciprocity of juoiggus, the juoigi Sara Marielle Gaup Beaska
remarks that performing a luohti is «a gesture where all the attention is on the
subject being joiked, because what people hear is not me, but who | am joiking.
When | sing a regular song, instead, | feel a lot of pressure since all the attention is
on me. It is a one-way communication from the stage».21 This framing highlights
juoiggus as an ecoecentric (or rather, de -centeric) practice, in contrast to the more
ego-centric nature of the subject-object divide that informs conventional definitions
of song and singing traditions.

Another ontological discrepancy between juoiggus and established definitions
of singing is that a luohti «has neither a beginning nor an end» (Somby 1995: 17; cf.
Valkeapaa 1971 [1983} 60; Helander-Renvall, Kailo 1998: 77; Gaup 2009; Graff
2018: 47). Such an «operended and processoriented nature» (Helander -Renvall,
Kailo 1998: 1) contrasts with a linear idea of song, which typically would have a set
opening and conclusion. Conversely, the looping nature of luohti allows to «join in
at any moment and exit at any point» without compromising its structural integrity
and expressivity.22 Musicological literature frequently described this looping nature
in terms of circularity (Jones -Bamman 1993; Graff 2018), although with nuanced
variations (Aubinet 2020b; JanssBnn 2024) .
this sense of circularity mirro rs the cycles found in nature and is passed down from

9Cillog employs exquisite metaphorical |l anguage to
relationships, using the term fiertu, which signifies nice weather or a clear view with no clouds

obstructing it.

20 Gaup 2024.

21Sara Marielle Gaup Beaska, Oral teaching (staged performance), October 20, 2022, Venezia.

22 Sara Marielle Gaup Beaska, Oral teaching (staged performance), October 20, 2022, Venezia.
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them: «Nu ahte luohti manna dego luonddu johta». 22 Ande Somby reiterates how
«[a] western European song is usually considered to have a beginning, a middle and
an end. A yoik, on the other hand, starts suddenly and stops just as abruptly», and
adds how aluohti is certainly «circular rather than linear. However, even a circle is
not an adequate graphical description of the structure of a yoik, because a yoik lacks
the Euclidean symmetry of a circle» (Somby 1995: 17).

In this sense, the etymology of the Julivsdmegiella term for luohti, vudllio ,
invites further investigation whencompar ed t o t he davwioi&@megi el
which refers to the downstreanvwoiectaanbef
traced to the Proto-Fi nni cvoabg otmei@ani ng fAstreamo or Afl o
the structure of Lule Sami vuolli and, in turn, luohti, embodies a steady, looping,
yet everchanging motion akin to the flux of a river (Sammallahti 1988: 542; cf. Aikio
2006; Koponen et al. 2008; see also Skaltje 2005: 283). This linguistic evidence
would also mirror the idea 7 as expressed by MajLis Skaltje i that «[lJuohti lea
o Qguojlaid jogaid?#jienaineée (2005: 12).

The mentioned possibility to fijoin ino and
suggests another ontological exceptionality that outlines juoiggus as something
more than music. Young juoigi and reindeer herder Mathis Eira suggests howluohti
IS not something that one creates: «they come to mei as luohti usually does to
many people».2> Comparably, Sara Marielle Gaup Beaska argues how in the
traditional apprenticeship of luohti

we donét say that we aluahtiicavenfmayler s or cr eat
it initially came from me. Instead, we say that we catch them [bivdit ] or

set them, because we believe they already exist. They are out in the wind.

And if you are joiking, you can catch them. You hear them there, and so

you perform them. In a way, you are recording them. This used to seem

a little strange to me, you know:. how does it really work? | 6\
make it logical, but | realized that | should stop rationalizing it... beca use

it just happens. | know it happens. 26

And again, from Mai <&uddenly it chntjustiagfpsar iecomee r i enc e
i nto your mirbd.r gAmudo jotligigaoesa i j ust fl ow out
And you find yourself joiking without knowing where the sound came from». 27 All
thesereflections, rooted in ancestral knowledge, are poetically echoed by one of the

2ASo luohtagoes | i ke nature flowso (Gaup 2024) .

22ALuohti got its note from the voice of the streams?o
25 Mathis Eira, Oral teaching (personal communication), June 20, 2023, Guovdageaidnu.

26 Sara Marielle Gaup Beaska, Oral teaching (staged performance), October 20, 2022, Venezia; a

similar teaching was shared with me during a juoiggus workshop led by juoigi Berit Alette Mienna,

Oral teaching (workshop), July 15, 2023, Olmmaivaggi.

27 Mai Britt Utsi, Oral teaching (personal communication), July 3, 2023, Guovdageaidnu. One

usually speaks of luovvanit , when the tones come loose, stirred by a strong emotion or deep

connection, accompanied by an intense desire to joik (cf. Skaltje 2005).
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mo s t f amous poems written by Cillohag, wh o
follows (Valkeapaa 2001: 43:
luohti
dat in leat mun

mun in bija dan
in bija dajahusaid

dat fal bohtet28

This nearly osmotic exchange of luoL i between sounding actors and their
surrounding environment opens another more-than-musical dimension of
juoiggus as something that «from nature comes and to nature returns».29 When
discussing the «more-than-human socialities» that underpin juoiggus as a
biocultural heritage ( Aubinet 2020a: 12), the origin story of juoiggus provides a
valuable account of this intersubjective deep listening and communication beyond
exclusively human realms. According to this story, humans learned to joik by
listening to the beautiful voices of chthonic people like ulddat, haldit and
gufihttarat . In his pioneering Sami endo-ethnography Muitalus samiid birra  (An
Account of the Sami), Johan Turi recounts this primordial sonic encounter,

emphasizing on several occaions the extraordinary vocal skills of these more-than-
human entities in performing | u o:L i t

Ja ulddat leat dakkar olbmot, mat orro eatnama vuolde ja bavttiid siste.

Ja dat |l eat dan sogas, mai d vuosttag Vv8hne
vuol | 8i . [ ] Muhtun wul ddat l eat hui | eahpi
davja. Ja sii leat oahppan maidda ulddain juoigama. Ja ulddat atnet sami

biktasiid, ja dat reainnidit bohccuid ja gilljot, ja beatnhagat cillet, ja biellut

skillet, muhto ii oidnoiimiige. Ja j os nubbi nubb§i dadj §: i g
gullo! o, de ii gull o ii miige. e[gé8] Ja ul dda
ol bmot ; s8mit oidnet ein d8vj88 ja gullet dS§
soames h8ve ulddanieidda, ja dat | ea nu | 8p
lagabui,.Ja go son beasai |l agabui , de son jurdda
de dat nieida j8vkkai, ja de dat bS8rdni b§z
son manai nuppi beaivve seamma baikai, ja de son gulai go ulddanieida
juoiggadii, |j a da tuidSeanmarieida. daisanuidali dego | i v | |
guhk8 dan | 8ppa juoigama, i iucigama | ean ovdal
Ja dat b8rdni oahpai dan wulddanieiddag | u«
s8miide juoigama. Ja gal dat l eat ieg8nai
juoigama. (Turi 1910: 86)30

ZALuohti / it is not | [/ who cr eVakesia2001)./ nor the wo

29 Ande Somby, oral teaching (personal communication), May 19, 2021, Sirbma, Sapmi.

AUl ddat are people who |ive underground and inside

ancestors consigned to live underground. [ é] Many u

overhear them often. And the Sami also learned joiking from the ulddat. And the ulddat wear Sami

clothing and they herd their reindeer and shout at them, and their dogs bark, and bells clang, but

one sees nothing at all. And if someone remarks to s

i s?6 then t ey hwialrl amgtlhomg at all . [ ] And the wul dod

people; S8mi still see and hear them often. [ ] Boys

beautiful that the boy wanted to get close to her. And when he got closer to he he thought to himself:

6l f only she were mine!dé And at that the girl di sapp
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It would be inaccurate to regard this origin story as purely mythological, as Sami

|l ife narratives continue to validate Turi 0:¢
Aubinet 20201). The juoigi Siri Paivid (Heandaraga Sire), for instance, describes

the experience of those who have heardhaldit joiking as a deep fascination towards

their extraordinary vocal abilities, notably presenting a previously unrecorded

dajahus from one of their luoLit:

Haldit goit juiget. Gula Ovll4, eaigo dat lean gullan go haldit juige dan
véris. In mon die Le jus lea njuolga. Dat lea gullon ahte juige héldit dalle

go d8sa jolLiimet, d8n beall 8i . Daid jagiid.
Go Sunn8 Vulle Nihko OvlII &8 bohccot nu guhto
H8l dit | eat nu | eahpit juoigat. Na hirbmat

| eahpit. Mon in | eat ieg soait8n gull at ol l

daid mat muitalit. 3! (in Skaltje 2005: 41-42)

Maj-L i s Skaltjeods wor k I S particularly dedi
juoiggus as a tradition shared and co-developed among Earth beings in Sapmi:

juoiggus lea luonddu olbuid arbi , the heritage of people andnature as one (ibid:

73). The Land joiks (juoiga ) and imparts juoiggus (juoiggaha ) through the voice of

the wind, of creeks, of reindeer, of birches, of mosquitoes, and so on: «Luondu lea

| eamag o ah { @bld:e285) i wodh considering whether the circulation

of juoiggus among other-than-h u man bei ngs, along with the
to hear and catchl u o it their voices, may have contributed to the preservation of

this more-than-musical tradition during the most intense periods of colonial

oppression. Eana herself may be understood as a living and polyvocal archive (cf.

Cariou 2020; Ancic 2024), where | u o Eontinued to be shared and passed on

through environmental listening T out of reach from settler surveillance and

benefitting of this ontological and a coustemological misjudging. As Skaltje
succinctly summari zes: ¢c[ b] ah8mus v8iduda
julggaheamet guhkkin mehciin» 33 (2005: 73). An exemplary and touching passage

in this regard is offered by S&dmi poet Rauni Magga Lukkari, who reflects on how,

despite the violent assimilation that for centuries stigmatized and silenced

disappointed. And then he returned to that place the next day and he heard an ulda girl joiking, and
she seemed like the same girl to him. And he listened to that beautiful joiking for a long time; he had
never before heard such lovely joiking. And that boy learned to joik from the ulda girl, and he then

taught joiking to the other S8mi. And so oillh)er S8 mi
s1fHaldit do joik, in any case. Did you hear, Olof, they haven't heard when the underground people
were joiking by this mountain. I donodt know i f itobs

joiked when we moved here, to this side. Those years. They joiked wth the following words: When

Sunna Vulle Nihko Ovllas reindeer graze, they graze so quietly . The underground people are so

skilled at yoiking. Really skilled. | mean properly skilled! | haven't personally had the chance to hear

them. But | always listen whenever someone tells me about ito

2fANature has been the teachero

BAln the midst of the most dhta $utvieed ipsecrgey dmomgehe o f o p p
di stant forests. o
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juoiggus, the knowledge of this practice has been preserved among the Sami
precisely through the act of listening with the Land:

They kept yoiking i the ones who knew how to. In love, they yoiked the
one they wanted. They knew it was not a sin. Earlier, they had not dared:
Leestadius and Tuderus had strictly forbidden chanting. But even a
Christian could not help yoiking once he got up on the fells. The fell
yoiked, and the lake and the creek, the wind howled its troubles and it
was impossible to live the way Tuderus and Laestadius had told them.
Humbly, he first yoiked the wind, then the fell, and, feeling sad, thought

about the powerful clergymen and their lack of judgment. How could they

know what it meant to live on the tundra and chant the same yoik as the
wind? (Lukkari 1967: 99) 34

eéas acoustemol ogy

Thus, juoiggus emerges as an acoustemological skill that, through both reception
and expression, makes sense of sonic reciprocities that may remain unintelligible
within the conventional boundaries of music. In both classroom discussions and
conference settings, | am frequently asked two key questions when addressing the
act of listening to | u o lni other-than-human voices: How can we interpret
environmental sounds from a musicological perspective? Where is the rhythmic
and melodic correspondence betweenlu o Lperformed by human and other-than-
human juoigit ? A tentative answer begins with the dismissal of a top-down and
Amonot heisticd musicology, embracing i
plural as the diversity of music ontologies. This response would then evidence how
a luohti cannot be reduced to a more or less organized combination of tones,
rhythms and timbres. As Jakop Janssgnn ratifies, dealing with juoiggus one should
«understand and approach [it] in a way that is broader than just the realms of
music» (2024: 2). For Janssgnn «the nature of yoik becomes even clearer in its
absence», meaning that even if aluohti «can be accurately transcribed in terms of
melodic line, phrasing and rhythms», these qualities alone do not measure its
validity as luohti,and vice versa, even when these features are absent or
unrecogni zabl e one might st i3lnothdr wads, ina
absence of musical structure,juoiggus persists as an intersubjective relation, while
the morphological diversity of luoL i simply accounts for the diversity of dialects in
a deeper, echosystemic communication (Valkeapdd 2001). Drawing from the
teachings shared by Jorgen Stenberg in the podcastSami ritmmat / Samiske
rytmer , Jakop Janssgnn describes this communication as: «a language with which
nature wants to be addressed» (2024: 2):

34 English translation by Kaija Anttonen in Hirvonen 2008: 130.

35 For this reason, | have not included a customary paragraph focused on the morphological aspects
of luohti, for which | refer to the extensive existing literature, particularly Jones -Bamman (1993),
Graff (2004), Fjellheim (2005), Jouste (2009), Renzi (2019), Aubinet (2020a).
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And then one might think that [ luohti ] is created by humans, but | believe
neither language nor yoik is a form of communication that is exclusively
between humans. It is also a communication with nature. For nature and
humans to understand each other, one must speak a language which
nature wants to be addressed. | have considered how different languages
and dialects develop, and different modes of expression such as yoik and

the Ilike. Itds easy to fall into the trap of
and that this communication is just a human expression between people,

but thatdés not the case. [ é] You must speak
and nature understand you. [ é] Based on th
preserve the various characteristics and dialects of yoik.38 (Stenberg

2023)

As juoiggus captures and manifests the essence of potentially any subjectivity and

aspect of life, this practice represents a wayof-knowing specifically rooted in

listening and sounding practices (cf. Somby 1995: 17). Aguoigi and reindeer herder

Ante Aikio explains it, «to joik a person, an animal or a place, as much as listening

to their luohti» is comparable to «getting to know their essential qualities, which

leads to a deeper understanding of the joiked subject. So, in a way, to joik is to

know».37 Emblematic, in this sense, is the example Ante uses to illustrate this

epistemic contact i not only because it effectively summarizes the relational

process, but also because it is grounded in the tradition while adapting to new,

unfamiliar contexts. Foll owing the recent sightings of golden jackals (Canis aureus)

in the Finnish side of Sapmi (Kojola et al. 2024, cf. Laakkonen 2020; Nuotio 2020),

Ante expressed with me his strong interest |
refugeeo, whose first verified record in Fe
result of rising temperatures. However, dealing with an ealli (animal) foreign to

Sapmi ancestral echosystems, the challenges in joiking the jackal have so far proven
insurmountable:

AA: | tried to find its voice on the internet, but | came across many

di fferent recordings that didnot really hel
could actually hear it myself while I &dm out
certainly help me understand better what kind of animal this jackal is.

But itdéds generally very luahti &nfd ijok utl t to catch

correctly i even more so if the animal is not from Sapmi. How can |

understand what goes through its head? How does it behave, and why
does it behavethat way? Usually, an outstanding experience with the
animal brings up its joik. If the jackal were to kill one of my reindeer, then

| would start to understand its behaviors, and the joik could come.

NR: You told me that this golden jackal physically resembles both a wolf
and a fox. Would those features help you approach the joik?

AA: | t 6s pob s Dtbulkresentble eachtother. If | follow the
traditional way, | could certainly find inspiration in  gumpe [wolf] and
rieban [fox]. Who knows, maybe the jackal will sound like a mix of the
t wo. .. Or it could be something entirely di
cannot joik the jackal from the wolf alone. To joik the jackal, | need to

36 Translated by Jakop Janssgnn.
37 Ante Aikio, Oral teaching (personal communication), June 2, 2021, Levi.
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know the jackal. My relationship with it could be very different from my
relationship with the wolf, for example. 38

While the performance of traditional | u o fosters the transmission of inherited

knowledge about people, animals, and places, the act of catching new u o $erves

as a fAnaming processo through which the wc
echosystemic network grow informed of biocultural changes:39

I f | go to a place |l dvelnothbatbéédrmebatoee,
caught before, different kinds of | u o.lAndtthis works also with people

i you might catch their luohti without even knowing them and this way

you will know them. Which is very special and | hope this will never

vanish.40

The account of Ante Aikio, along with this latter reflection from Sara Marielle Gaup
Beaska, framesjuoiggus as an epistemological paradigm through which the Sami
interpret changes by encoding them within a recognizable system of values. Sense
making starts from the joint act of listening and joiking, through which novel
relations are forged within the vast, pre-existing echosystem. This has profound
implications for the Indigenous sense of belonging, particularly in a time when the
expansion of extractive industries is radically transforming and disfiguring
ancestral spaces:

Joiking places helps me reconnect with the Land and get to know sites

t hat I hadnot previously known. However, n
luohti, so when people catch newluoLit from these places, it means a lot

for us and it means even more for our Land.4!

In response to my question about what he experiences while catching aluohti,

Mat his Eira adds further tones to this proc
juoigguso : ¢ Of course | do hear my own Vvoice. E
picture of whifd cah putnt that avay kFor ex@mple, if | joik a person |

see and hear the person, | can feel their energy»#2 A similar experience occurs with

animals and places. Each animal species typically has onduohti, which «may not

be the same from one community to another» (Aubinet 2020a: 20). Mathis Eira

underlines how

38 Ante Aikio, Oral teaching (personal communication), June 2, 2021, Levi.

39 When a child is born, it is common for them to be gifted a luohti, often referred to as dovdna,

which serves as a musical name that marks their entry into the human lineage. As the child grows

and matures, particularly reaching adulthood, they may receive another luohti that reflects their

evolving identity. This luohti, in fact, represents a sonic and poeti
and essence, offering a glimpse into their personality. This luohti never belonged to the one who

caught or joiked it, but to the individual juoiggalmas , who becomes the rightful owner of the luohti .

According to Ante Mikkel Gaup, | u i dre also be gifted during significant events like confirmations

and weddings, serving as a way for the community to
(Gaup 1995; Skaltje 2025; Aubinet 2020a; Gaup 2024).

40 Sara Marielle Gaup Beaska, Oral teaching (staged performance), October 20, 2022, Venezia.

41 1bidem.

42 Mathis Eira, Oral teaching (personal communication), June 20, 2023, Guovdageaidnu.
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[o]ften animals | u @ €ound like how the animal sounds. The mosquito

and the wolf are a good example, because theirl u i lare very

onomatopoeic. But then you also have reindeer and pets, which are closer

to our daily life and for this reason they might get individual luo L that

are not just imitating but more identifying, just like personal | u o doi t

For example, if there is a person that is really quiet, like not so much

energy, the luohti would typically be slow-p ac e d . l'tés |1 ike hearin
p e r s owm éosind.¢?

Aubinet similarly describes this way of relating with the juoiggalmas in terms of

Asonic pictureso, noting that ¢it aims to d
a person is therefore supposed to sound like that person. Character traits like self

confidence, timidity, joyfulness, or absentmindedness, for instance, can be

rendered into the melodic pattern» (Aubinet 2020a: 17). Although stressing on

aurality above visuality, this metaphor has been confirmed to me by Mathis Eira

while describing the reactions of his audience at the performance of a landscape

luohti: «they al most get a pictur e iluohtitthegcan mi nd.
almost see the mountain | am joiking. Luohti is a sonic version of a picture. It can

be the melodic form of that person, it can be the melodic form of that animal, it can

be the melodic form of that landscape».*4

More than simply being a musical rendition of the juoiggalmas, however, this
sonic characterization accounts for a knowledgeable understanding of the
subjectivity being joiked, which arises from an existent deep reciprocity between
the latter and the juoigi . More than being just music, luohti is a way of knowing:

You know, | 6ve read a | ot of research that
rhythm, breaking it down into its parts. But no one really asks: How does

it work? Why does it work that way? Why does the joik of a particular

mountain follow one line, while the joi k of a river follows another? And

why are they so connected and easily recognizable? | think this is where

joik becomes more than just music. This is also why | became not just a

musician, but a man of sounds#°

The synesthetic approach tojuoiggus, at
the intersection of aural and visual logics
in engaging with the juoiggalmas, was
also expressed to me byjuoigi Wimme
Saari. To him, this approach extends
into a gestural practice that enables a aa
deeper 6inspiratiorigwe 4 Wimme Saaric
, . approach to juoiggus: the luohti traces ar
of the luohti .46 The sensory stimulus, he jnaginary line, followed in the air
explains, starts from an identification t hr ough handdés mov e«

ur ce

43 Mathis Eira, Oral teaching (personal communication), June 20, 2023, Guovdageaidnu

44 Mathis Eira, Oral teaching (personal communication), June 20, 2023, Guovdageaidnu

45 Johan Sara Jr., Oral teaching (personal communication), March 6, 2023, Maze, Sapmi.

4Note here the use of the word fAinspirationd in its
gesture of theluohti coming to juoigit and being animated through their voice.
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wi t h cwhat Il 6m joi king, l i ke clouds,
identification, I perceive | ines and
joiking, and by following these lines, | understand the source of the joik, and its
melody comes»#7 In the act of explaining this cognitive process, Wimme Saari
traced in the air a continuous, undulating line with his hand, following the contours

of anything his gaze encountered (Figure 4).

It could be argued that this acoustic gesture, or visualization of the juoiggalmas ,
may be linked to the stylization of the pitch contour of a certain luohti. Such
outlines, rendered through spectrographic analysis, are widely used in the following
pagesi adding a morphological layer to expressions translated onto paper from
conversations that cannot be merely reduced to speech or musical notation. On the
other hand, as previously discussed Juohti can be understood as a flow or an entity
stemming from the Land, hence the lines described by Wimme Saari might be
echoing the sinuous curves of theduoddarat T much like the lines that artistically

run through the pages of Cillohagdés vol

I & I'I'o (1979)ai rSSusanpléd woaden scul
painted blue at the bottom, yellow in the middle an d red on top, symbolizing the
colors of the former Sami flag, which in turn evokes Eana. While being a reference
to Sapmi landscape, however, it is notablethat Aage Gaup himself described this
work as an allusion to the profile of a luohti (Figure 5). Discussing the | u d &f
landscapes, Mathis Eira seems to confirm a certain degree of correspondence
between the morphology of the landmark and of the melodic profile: «[landscape
| u o]lbften follows the contours of the landscape. If you see a rocky mountain, its
luohti would likely be sharper [sharp hand movement]. On the other hand, when
there is a smooth plain or a river flowing very nicely, the luohti will probably be
smoother or gentler».48

Wimme Saari has discussed how the epistemic reception of thguoiggalmas can
arise through a process of identification with it, and it has also been noted how
| u o dftentsuggest a sonic mimesis between the voice of thguoigi and the identity
of the juoiggalmas (see above; cf. Diamond 2019: 255256). Together, these
gualities hint at another layer of the epistemic nature of juoiggus, which unfolds
from a process of #fAimpersoni fi catjuoggus .
workshop held as partoft hat year é6s edition of the
Ri LLu, i n Ol muoofit BesitgAbptie Mieind and Laura Tapiola (Gava-
Aslaga Laura), who were the mentors and knowledge holders facilitating the

wor ks hop, emphasized the I mportancia+of

persona) the juoiggalmas prior to joiking it, in order to invite its point of listening
and experiences within our world.4° The lyrical content of the spoken word track

47 Wimme Saari, Oral teaching (personal communication), August 16, 2019, Aanaar.

48 Mathis Eira, Oral teaching (personal communication), June 20, 2023, Guovdageaidnu.

49 Laura Tapiola, Oral teaching (workshop), July 14, 2023, Olmmaivaggi; Berit Alette Mienna, Oral
teaching (workshop), July 15, 2023, Olmmaivaggi.
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AVuoi 1 1ato, by S8mi rapper Cilu Vall e, p O ¢
freedom in juoiggus:

Eallit, eallit, eallit, eallin
Valddan ealli hami
Valden ealli hami
Eallinhami

Eallin hami %°

As Wimme Saari exemplifies it, when joiking animals, «sometimes | become a fish
swimming in the river, other times |1 0m a bi
freedom of joik».51 Ande Somby explains this freedom in terms of an onto-
epistemological permeability rooted in what he describes as «the shamanistic view»

of juoiggus, known in North Sami as noaidevuohta .52 Rather than knowing an

animal by merely mimicking its voice and behavior, noaidevuohta presupposes a

mode of knowing through becoming, where juoiggus allows humans to embody the

perspective of the other-than-human subjectivity being sought for understanding

(Somby 1995; Helander-Renvall 2010: 50; Porsanger 2012: 42; Aubinet 2020a:

117):

In the noaidevuohta we have this idea of transformation that is very

important to understand our reciprocity with nature. The idea is that as

a human one can transform into an animal and then go back to the

human form. This is closely linked to joiking. Being a human means that

|l 6m sort of bound to this body, and therefc
morph into a wolf, for exampl e. But when |
closest | can get to perceive the world and also be perceived by the world

as a wolf. Inthat respect the joik is very practical to convey messages that

the human ear cannot ordinarily comprehend .53

According to this understanding, the voice of a juoigi transcends mere sonic
mi mesi s and under goes a proper Aphio-nomor ph
personate thejuoiggalmas , getting to experience the world from its perspective and
being perceived by the world as such. While Ande draws attention on the physical
limits of fully detaching from his own corporeity, his joiking style [ juoiganvuohki ]
undoubtedly encompasses a physical dimension intrinsic to the use of his
phonatory system that undergoes transformations corresponding to the transition
toward an other-than-human subjectivity. Ande Somby has implemented this

50 These lyrics have a highly symbolic value, but an approximate English translation is offered by

Cilu Valle as: ATo | ive, ani mal s, we | ive, Life [/ I
Lifeform / A form of Lif eo. fthewed ealinlife], fpomalyickallon t he et
forms of existence emerge and interchange, without particular ontological distinctions between

humans and other Earth beings (Valle 2019).

51Wimme Saari, Oral teaching (personal communication), August 16, 2019, Aanaar.

52 Ande Somby, Oral teaching (personal communication), May 19, 2021, Siroméa, Sapmi. On the

spiritual dimension of juoiggus, | refer to the existing literature by Erikkson (2002), Backman

(2004), Wersland, Rognli (2006), Mikkelsen (2017), Kaikkonen (2018), Renzi (2019), Sharma

Vassvik (2020), Prost (2022).

53 Ande Somby, Oral teaching (personal communication), May 19, 2021, Sirbma, Sapmi.
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approach with numerous eallit f r om S8 p mi , collating a repel
ani mal s inside the human and t he human 0 L
performances of this repertoire, beside joiking | u o i(rkoaquito), garja (crow),

luossa (salmon), gumpe (wolf), along with other animals, he verbally contextualizes

the ecological roles these beings play in our world and conveys messages he is

entrusted to deliver while adopting their perspectives. During a juoiggus event |

curated with the Intercultural Insti tute for Comparative Music Studies of the

Fondazione Giorgio Cini in collaboration with the Sami Pavilion at the 2022 Venice

Biennale, Ande performed a portion of this repertoire, including his renowned

interpretation of the gumpe luohti T the same luohti mentioned earlier in the
version of I 1gor Cntte Cilu Gaup and widely
HbPtt a. C n d gum duotti yditsularly stresses the spiritual qualities of

juoiggus, unfolding as an extended, bidirectional metamorphosis that evolves

across four stages (Audio 14

The piece opens with long falsetto howls standing out against the silent backdrop
of the auditorium. The first seconds i or minutes, varying from performance to
performance i serve as a meditativein-vocation of the animal, in the etymological
sense of summoni ng it i n his voice. At mi n
emerges, abruptly shattering the falsetto and plunging the juoigié6 s v oi ce i nto
deepest register with a low guttural, almost visceral, growl. The phonomorphism
took place aydt eCmpoerdasr ibloyd acts as a vessel
luohti makes the predator present to the audience ear. This stage echoes the
previous verses from Ailu Valle, as thejuoigi has taken on an animal form [valda
ealli hami]. It was mentioned how the melody follows the profile of the traditional
gumpe luohti. Yet, the juoigi alters its morphology variably stretching the single
cells of the original ABAC structure over a barely intelligible slow pulse. The
departure from the original morphology is skil Ifully achieved also through the
exploration of the lower vocal range with a rasped timbre determined by testing the
phonatory thresholds and alternatinga-bet wee
loi-lon / ei -la-loi-lon, ei-la-loi-lon, ei-io-loi-I a nNoyv,.it is the wolf who meditates
on its new state. With shifting accents and a progressively intensifying pulse, the

ani mal grows ever more confident in Cndeds
AHRR!
At 164066, with a vocal gesture as swift ani

off the howling, the wolf strikes with a decisive attack, abruptly ending its
meditation to acoustically reveal its most dreaded form. This marks the transition
to the third stage of the phonomorphic relationship between the juoigi and wolf.

54 The recording of the referenced Venice performance can be accessed at:
https://www.youtube.com/watch?v=cBzcYKVPnOS8 . This recording presents a condensed version
of longer performances, most notably the outdoor performance in Kvalnes with Chris Watson
(Somby 2016), which can be found at: https://www.youtube.com/watch?v=9wF9USUYgFqg
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The luohti is now shouted with a ventricular voice at a higher register; the pulse is

also tighter, though still not consistent. The intensified pressure causes the vocal

leaps to regularly exceed the intervals of the traditional gumpe luohti. Yet , t he wol
sonic identity remains unmistakable at all times and, in fact, becomes increasingly

more tangible. In this phase, the vocal anatomy of thejuoigi is subjected to extreme

stress in both directions i plunging into deep growls and soaring into high, strid ent

howls. The wolf acts and reaches out througl
moments when the wolfds vocalizations surp
juoigi . By tersely shifting the intensity and progressively raising the pitch, gumpe

forces maximum air pressure through Cndebs
muscle under extreme tension. This results in increasingly frequent register breaks
(360466) , as the stiffening vocal cords r €
frequencies nearly an octave higher. The increasing number of voice cracks allows

the audience to overhear the simultaneous existence of two voices coming from a

single body: the mix of chest and guttural voice characteristic of juoiggus, and the

falsetto of the howls i human within wolf and wolf within human. Through this

unique technique, the phonomorphism is pushed to its most extreme consequences

in a temporary anatomical transformation of the phonatory system. In the Long

Plain featuring this luohti (Somby 2016),at1 3607066, the voice asceni
of hundred hertz, further straining the laryngeal muscles and forcing an

increasingly tighter and stressed passage between the two voice$ and so, between

the two beings in becoming. This moment of profound sonic liminality reaches its

climax at 17606066 (306260606 in the Venetian
transitions definitively into falsetto, returning the voice to the initial howling and

closing the performance by completing the phonomorphic cycle.

To summarize, juoiggus has been described as a network of sonic kinships
connecting diverse subjectivities and the Land, as well as a way of knowing the
world in the performance and in the act of listening. Both qualities are evident in
the experience of Mai Britt Utsi, which d irects the attention towards another
fundamental aspect of juoiggus particularly useful for its definition as more -than-
music:

When a lake, a mountain or a fjord have their own | u i, Lwe are

connected with them. I n a way, ités as if yc
no matter how far you are from these pl aces
can joik them, and they will be with you. Have you read what Johan Turi

has written about juoiggus?®

55 Mai Britt Utsi, Oral teaching (personal communication), July 3, 2023, Guovdageaidnu.
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7

eéas hi sitlistaning o f

In asking for my thoughts on Muitalus Samiid Birra , Mai Britt purposely referred
to the section of the book where the Sami author describesjuoiggus as «okta

mui tingoansta nuppiid ol bmui d. Muht umat mu i
ja muht umat muitet mo r a3x§ $he thenifurtieer rénianked i 1910:
that ¢to joik is to remember, perhaps peopl e

luohti you can bring them back, and those who loved them will be grateful to hear
them again. It can be a way to keep someone alive and show care®%. Luohti is
something that people leave behind as a tangiblei although sonic T memory of
their life, as juoigi Maria Blind (Mareha Lasse Marja) puts it: «Go leat muitan
soames olbmo, mii lea japman ja das lea luohti bahcan, de leat juoigan. Dat leat de
muitan dainna malliin dan olbmo. Olbmot maid diehtaledje dainna malliin ja muite
nuppi olbomo dainna juoigamiin» 58 (in Skaltje 2005: 262). Mathis Eira shares a
matching view, adding that juoiggus roots deeper than intellectual memory, which
IS more common in music. It enables an emotional and nearly physical
Apresencingo, opening channel s of communi
remembered:

Nowadays people know joiking as a form of music. But in the old days,
joiking was a communication, not just with people but also with the land
and her animals. And it was a way to remember. PersonalluoL i can be a
way of remembering people that, for example, have passed. Yet, even if
they are gone, their luohti lives on, and when you joik it, it will feel as if
that person is still with you. 59

This practice of keeping those who have passed alive through theirl u o is widely
documented in the literature (Jones-Bamman 1993; Gaup 1995; Rydving 2013;
Aubinet 2020a; Skaltje 2005). As Mathis Eira suggested, this tradition also extends
to places and animals. For example, Lars Henrik Blind mentions the joyful memory
of particularly cherished reindeer:

Ja bohccuin | eat maid iedggulLetl 8g8&n d8gbit.
Muhtin boazu | ea 8rgi ja muhtin |l ea guovdd
di ekk8r golgol ag. Ja virggit han muhtin boh

leat buorit vuojanat ja dolin go guottehedje, riid eje manat, ledje

gi ehtahearggit, buorit gielLasbohccot. Dai d
mai d. Dat dat gal | edje dan 8rvvus ahte | uol
juoi gat daid dolog herggiid ain, dat do!l og

filt is a practice for recalling other people. Some
some are recalled with sorrow. o (Turi 2011: 117)

57 Mai Britt Utsi, Oral teaching (personal communication), July 3, 2023, Guovdageaidnu.

8AWhen you remember someone who huntgi rgmairsssyeugoikedway and
t hat person. Thatds someonebds memory. People have b
with juoiggus. 0

59 Mathis Eira, Oral teaching (personal communication), June 20, 2023, Guovdageaidnu.
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muittagit daid, luliiguin ja juoigamiin. Cr-
daid isidiid. ¢ (Blind in Skaltje 2005: 256)
While for juoigi Lars Tomma (Homma Lasse), it was the sorrowful loss of a

substantial part of his herd that inspired a luohti recalling the most flourishing
times of his reindeer:

Go lei nu goavvi ja nu ollu manai boazu, dat dat lei juste mielas, go mon

juigen goavvedalvvi. Jahki lei 1973 dahje 1972, juobb& goabbé. In lean

mu L ui juoigat, muht o manai beall e eall u. B
b&8hc8&8n go vihttaluolin. dRaf® @famndinon di kt e]j
Skaltje 2005: 271)

Some may joik people who have passed, while others may joik specific moments
from the past. However, juoiggus as t he fdart of rememberingo
recalling those who have died. It can also serve as a comforting practice when one
is alone, far from home, or missing loved ones. Thejuoigi Nils Tomas Parfa (Barffa
Nils Duommad) considers his godmother as «diekkar sykologa» [a kind of
psychologist] because «[d]as lei luohti juohke di{ ggas. Bohccuin, variin muhtimin
ja go vulge juosat»$2 and from her teaching he came to realize the comfort offered
by joiking when alone, as| u o kbohtet mutuit» [brings forth memories] (Skaltje
2005: 93-94), for example, of the sister:

Marja Ristiinna juo fertejin muitit

Go mon juo ledjen juoiggadeame

Muhto dat vulggii orjjes balvvaid vuollai
Ja mon amastuvven 63

Aubinet explains this practice as a way to «summon a set of memories upon which
they can dwell as long as the vocalisation lasts» and references a fieldwork
conversation in which juoigi Mari Helander describes juoiggus as a «way of

owandering back in timebée (Aubinet 2020a: 1
juoiggus as a comfort-seeking practice, useful for bridging both temporal and
spati al gaps: ¢cWhen | havendt seen someone

pl ace for a | ong t ngeefrombame,Wwrhighnjoiklafriemd orr av e | i

fOAEach reindeer has its own habit, or nature. Some ¢
herd, and some prefer wandering. Some reindeer have their specific tasks. Some are good sled

reindeer, and in the past, when reindeer were used for carrying, children rode on certain males.

There were those males that didnét shy away and coul
herd. They remembered such reindeer and joiked them because they were so valuable that they had

their own luoL i. Itoften listen when those who used to move to the peninsulas still joik the reindeer

from that time. They still remember them through luol i. t | assume they served thei
6lIAWhen the season was so harsh and many reindeer gon
winter. The year was either 1973 or 1972. I woul dné

was lost. There were over a thousand reindeer inourherdband only five hundred wer
why | remember it with that luohti. o

22 3She had a joik for every situation, the reindee
somewhere. 0

8 ARemember clearly M8rj8&8 Ristiinna, [/ as | joik now
and | became a stranger to hero (ibid: 94)
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familiar pl aces. I n a %wa Mai Britt Utéi snsightfullf or m o f
observes,juoiggus is transcendent: «It is transcendent when it comes to time, when

It comes to place, and when it comes to gen
art of remembering». 65

Although T for understandable reasons within both practice and literature i1
luohti as memory is more frequently associated with the remembrance of people
through human performances, it would be limiting and improper to consider this
aspect ofjuoiggus as unidirectional within the broader Sapmi echosystem. Just like
juoiggus, wi t hin S8mi ontologies Arememberi ngo i
agency. | once heard an anecdote about a woman from Unjarga who would regularly
visit a particular spot in the bay, where the wind seemed especially melodic due to
t he s i t kentopholegy.dnctheavoice of the wind and the resonances of the
bay, she could hear theluohti of her late mother. It was as if the landscape itself was
joiking to remember those who had lived with and within it. Similar narratives also
appear in the work of Maj-Lis Skaltje (2005).

When a certain person, animal, landscape, or event is joiked, theluohti brings
forth a piece of their life story (Renzi 2021b). In the unity of Land and storytelling
(Carious 2020), the reception and expression of luoL i outlines the history of the
deep, longstanding connection between Earth beings and the Land. This echoes the
idea, described by Steven Feld in relation to the rainforest, that sound is central to
a relational ontology within which

what you learn is that you are part of a listening community, that
listening is what makes community. And the community of the living and

the non-living, the community of the past and present, is always an
acoustic community of memory, together as part of a continuum of
listening, a history of listening. And you are part of this. But you are not
the dominant part of it, you are just the perspectival center of it because
your sounds and the sounds of all others are ceeval, living a relational
equivalence. (Feld 2024: 142)

In this sense, juoiggus can be interpreted itself as a history of listening. As the Sami
perceive their history as «woven into the landscape» (Aubinet 2020a: 254; cf. Ligi
2016), juoiggus has functioned both as an historical sourcei in the act of listening
i and as an oral form of historiography 1 which through the performance has
mapped places, times, kinships, generations, and affects, as well as traced their co
evolution and transforma tion, particularly in times when written records did not
exist.¢ Even today, the most skilled juoigit carry hundreds, if not thousands, of
| u o ik ihgir memory, continuing to catch new ones as part of the ever-expanding
echosystemic network and biocultural heritage of Sapmi (cf. Skaltje 2005: 289).

64 Mathis Eira, Oral teaching (personal communication), June 20, 2023, Guovdageaidnu. A similar
account can be found in Jernsletten (1978: 110).

65 Mai Britt Utsi, Oral teaching (personal communication), July 3, 2023, Guovdageaidnu.

66 | refer to the use of co-evolution as defined by Steven Feld, who describes it as «mutually
supportive adaptive strategies linking nature and culture» (1984: 389).
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Remembering through | u o lias lieen essential to pass on knowledge and wisdom
across Earth beings and from generation to generationi and as long as someone or
something is joiked, even if they have passed away, their memory and knowledge
lives on (Jones-Bamman 1993; Skaltje 2005). The historiographical potential and
responsibility of juoiggus are today embraced by both older and younger
generations of Samijuoigit , as 23year-old Mathis Eira eloquently acknowledges:

Luohti has been acentral part of our oral storytelling. Stories are told

through sounds, sometimes with few words, sometimes with many,

which jointly carry important messages and teachings. And when you

hear enoughluolLi t, you begin to understand how ¢t}
compose the history of our land and our people. Sol hope that this

memory will not fade away.8”

This extensive and multifaceted collation of descriptions represents only a fragment
of the totality of juoiggus. While all the mentioned qualities contribute to

understanding the intricate ways juoiggus operates in practice, they resist any
singular, monolithic theory. The definition and rationalization of juoiggus are
rarely articulated by its practitioners unless inquired by outsiders, and even then,

the rules are hardly canonical T neither uniformly across Sapmi, nor sometimes
even when belonging to the same community. This reflects the complexity and
flexibility of a practice that is contextually informed and has continuously adapted
to different times and spaces since time immemorial:

NR: How do you feel when a joik comes? Do you feel specific emotions,
connections, or...

MB: Often yes. But this is luadhti.Jekl ways the ¢
can be very mischievous. There are no rul e:
one thing I reali zed, and | think very ofte
fun and... and so... [laughs]. Ahh, the sound of the joik.58

However, three overarching fil rouges emerge from the various positions presented.

(1) Juoiggus, as a holistic phenomenon, is an echosystem (a wordplay between
Afechoo and fiecosystemo), defined in these
reciprocities that develop over time within a defined area, involving all living
organisms, the abiotic elements that characterize it, and the ways they influence
each other8 This echosystem connects every entity, place and event through
privileged sonic relationships 7 | u o I ithat establish and reinforce inter -
subjective kinships. [way-of-being in the world]

(2) Juoiggus represents an acoustemological paradigm; a wayof-knowing
through listening and sounding practices that encompass the Land and every

67 Mathis Eira, Oral teaching (personal communication), June 20, 2023, Guovdageaidnu.

68 Mai Britt Utsi, Oral teaching (personal communication), July 3, 2023, Guovdageaidnu.

69 Notably, however, it has already been mentioned that the distinction between biotic and abiotic
does not hold in S&mi ontologies in the same way as it does within dominant scientific ontologies.
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subjectivity. Environmental sounds T asluol i bieyond the human voice i carry
valuable knowledge and messages for those familiar with them and able to interpret
them. On the other hand, listening with juoiggus becomes a way through which the
Sami continuously interpret the world, encoding every nuance, including change,

within a recognizable system of values. [wayof-knowing the world]

(3) Juoiggus unfolds as a history of listening in its combined essence of
storytelling and sonic memory. Engaging with the past by tracing and encoding
ecosystemic genealogies within specific sonic formulas has ensured the
preservation of not only the memory of indivi duals, communities and places, but
also of practices and long standing connections people have had with the land. Each
region, along with its human and other -than-human inhabitants, has potentially
left historical tracks in the form of | u o.Ihistmemory, acoustically woven into the
landscape, represents a biocultural heritage that older and younger generations of
Sami continue to reassemble and pass on in the performance. Land andjuoigit
embody living archives for the safeguard and transmission of ancestral knowledge,
while also providing key insights into how this knowledge and the natural landscape
of S4pmi have transformed over time. [way-of-doing the world (through stories)]

With this thesis, | focus on these three qualities of juoiggus T as an echosystem,
an acoustemology and a history of listening i with the awareness and
acknowledgment that juoiggus is this and much more. Given its flexible, contextual,
and wide-ranging horizon, perhaps the most fitting definition of this heritage is the
one offered by Maj-Lis Skaltje:

Luohti |l ea ea Luohti more than mu
Luliiguin ol IWitlhuo,Lipeom@rhmuni ca
gaskan bet ween each ot her

Luohti |l ea gul ahalAntuoihsia form of

luonddog8hppawith other organis

Skaltje

Luoht i |l ea bcLuohti the reindeer

Luohtia oggon guolalLuoltit its notes f

ja biekka birds, streams and

Luohtii | ea oanideéLuolntais shortened |
d8l veiwinter nights.

Lea | eamag guoibmlt has been a comp

Lea add8&8n f8mu go for.est has given st
ja bargumind was down and
[e [ €]
Luohti | eLuohti joy [ é]
Luohti bisuha olbomonuorran [ ... Luolkteieps a per son
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Luoht i |l ea muiti Luohitsi the art of
som8 ja vuohki r8&rjoint fun and a wa
Luohti olle guhkibuigo sédnit, Luomtiaches where v
lagada ja lakta sogaid, br i nging together
ol bm&8¢gi i d -pualvad Dado peopl e and gener at
naimatleat even those who are
juo i eg8 other worl d.

|l bi d

Al uoihs ia mel ody. But then, again, it is al s

éas moharemusic

~

The description of juoiggusas s omet hi ng 0§ meanetgotmhsihkka)mu si c 0
first appears in the foundational work of Maj -Lis Skaltje, Luondu juoiggaha

[Nature makes you joik] (2005). It serves as a concise expression that captures the

depth and flexibility of this tradition, based on the irreducibility of an extensive and

assorted collection of oral accounts gathered over 20 years throughout Sapmi by

the Sami author. Although it did not originate as a theoretical paradigm, in this

t hesi s ;thanAnmsirced i s scholastically embraced
grounded in Sami onto-epistemologies and practices. It unfolds as contextual to

Sami juoiggus and Sapmi echosystems, yet its very essencé altogether with the

teachings it carries T create opportunities to theorize listening and sounding

traditions differently, addressing issues that the literature has yet to fully
acknowledge by turning the ear to marginal and historically silenced wisdoms. In

this sense, it may be more appropriate to speak of it as acounter-theory. Eanet go

musihkka describes a bottom-up concept that, from Sapmi, challenges a scholarly

exhaustion determined by early and contemporary ethnographic accounts that have
essentialized juoiggus as solely a musical phenomenon. To the enculturated ways

of listening that shaped the academic fields researching this tradition, juoiggus

sounds like music and it exhibits all the qualities of a singing tradition.

The Western scientific traditionds thirst
that all cultures must have a certain group of phenomena that 1 at least to a Euro-
American ear1 sound like music and are to be «merely so labelled because, rightly
orwrong | vy, they seem [ é] to resemble the phen
calling music in my home ground» (Wachsmann 1971: 384; cf. Nettl 2001).
However, as illustrated in the previous section, music is only one dimension of
juoiggus, whose wholeness cannotbe reduced to musicality alone. In fact, it could
be argued thatjuoiggus became fAmusi co only a couple of
first transcriptions in Western staff notation carried out by non -Sami musicologists
(Acerbi 1802b; Launis 1908; Tirén 1942) translated the ontology of luohti from
echosystemic reciprocity to musical object. Necessarily, research dealing with
more-than-music phenomenon compels a theoretical premise that steps down from
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ethno-anthropocentric assumptions and takes on a transdisciplinary, biocultural
horizon centered in Indigenous knowledge.

In ethnomusicological theory, Merriam reminded us how «[e]ach culture
decides what it will and will not call music; and sound patterns, as well as behavior,
which fall outside these norms are either unacceptable or are simply defined as
something other than music» (Merriam 1964: 27). Bruno Nettl adds that not all
peoples ¢chave a term that translates as 0 ml
about music as a universal phenomenon, we cannot do it on the basis of a
commonality of cultural conceptions» (Nett | 2001: 466) . To addr
ant hropol ogi cal chall engeo, t wo historical
Stoichita and Brabec de Mori identify the dilemma as a choice between «not
let[ting] the informant decide on what they consider music» i thereby seeking a
definition that overarches linguistic plurality 7 or following local terminologies of
sound expressions (Stoichita, Brabec de Mori 2017: 15.

This dilemma is faced, for example, by Laura Cervantes Gamboa in relation to
the study of ritual speech events among the Bribri of south-eastern Costa Ricai a
tradition that

is always chanted. Al though Bribri ritual |
it is not music from the Bribri point of view; instead, it is said to be the

way of speaking used in the universe before Sib6 created the Bribri world

and which is still spoken by the spirit beings who inhabit the other

worl ds. [ é] I owi || still need to use the wo
aspects of Bribri ritual language because it is necessary as part of the

vocabulary of an outsider analysis for a foreign audience, however, itwill

be stressed throughout the dissertation that Bribri ritual language is not

music according to Bribri orthodoxy. (Gamboa 2003: 7)

Top-down categorizations imposing filaymands t
bridge distant ontologies within the realm of a disciplinary scholarly inquiry.
However, Nattiez cautions against etic labeling

chiefly because it is related, in the Occidental realm of knowledge, to the

existence of a field of research called O0mus
phenomena as musical, independently of the place and conceptualisation

which the autochthonous people give them in their own culture. (Nattiez

1977: 95)
Thus, thetop-d own | abeling of MAmusicodO encompasses
predisposition but also raises ethical concerns. Ascribing a certain practice to the
Omusicd wuniversal ri sks objectification and

practice, this leads to a forced detachment from its environment and an alienation
from the original logics behind its expression and understanding. As Gamboa hints
in her work, if such lexical choice remains unquestioned, it affects the plurality of
local classifications for diverse sonic practices and experiences, their associated
bodies of knowledge and, more broadly, the whole echosystem within which the
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tradition is embedded. During my first fieldwork with Sami juoigit in 2019, it
happened more than once than | was fAscol ded:«¢
Omusi cd i B8ribelva triodtaditiordal ulwolti{. in fact, it is seldom that

t he S8mi t hemsel ves use the ter mjudiggussi co as
The ontological gap between these two concepts is widely recognized, to the extent

that at Sami festivals and markets, there are separate programs for the performance

of arbevir o | &ugLit and modern joiks or popular songs, and the same distinction

is reflected in Sami radio programming.

This holds even more true in frameworks where the heritage co-evolves and is
shared across species,

where not only do we not know what other species may call their own
music, but we do not even know if they call it anything at all. On the other
hand, however, one should not be so sure that such a problem must be
solved at all costs in order to determine the existence of an idea of music
in other animals. In other words, we are not sure that a conception of
music, if it ever exists, is separable from the actual, material act of doing
music. It may be useful to know how the aesthetic use of sounds is definel
among the diverse species, but possibly that is not even necessary.
(Martinelli 2010: 85)

Novel pathways advocated at the intersection of ethnographic and ecological
research have promoted Asoundd as overarch
exploration of the roles that sounding relationships play across different societies

and environments. For the Kaluli of the tropical rainforest of the Great Papuan

Pl ateau ¢there is no Amusico, only sounds,

or lesser degrees by natural, animal, and human agents. Knowledge of these

categories is widespread, tacit backgound for everyday life in the forest» (Feld

1984: 389). Feld is the first to fully acknowledge the inapplicability of the music

universal, and although he pioneers an anthropology of sound above an
anthropology of music, he carefully stresses the necessies to take on from

following local terminologies, that while can be framed in broader domains, «do not

oversimplify the culturally specific dimensions of every sociomusical reality» (ibid:

386). Therefore, an even br taedtierrtowardsqui ry on
Amor e inclusiveo, uni ver sal has only prot
complexities while disregarding the agencies of both human and other-than-human

beings.

This dissertation does not aim to redefine the macro-c at egor i es of fAmus

Asound, 0 nor does it seek to replace them
alternatives. Instead, it critically examines the pertinence and relevance of terms
| i ke A muissiocutndabndcont extually to research wit

the objective of fostering the bottom-up emergence of a paradigm and counter
theory i more-than-musici that derives from and is informed by Indigenous sound
ontologies and acoustemologies. A Ulturgasheva and Bodenhorn aptly note, linear
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causeand-effect epistemological connections that guide theories and methods
within dominant modes of scientific production in a plural and ever -changing world

«do not suffice anymore, new ways of conceptualizing the connection are required»
(2022: 33). This is critical when research engages with Indigenous epistemes and
diverse expressions of environmental sustainability i which, in the case of Sami
more-than-music, manifest in a heritage equally shared between people and the
Land. Such an approach calls ot only for new conceptual models for

acknowledging and describing biocultural heritages but also methodological

frameworks capable of stepping down from deaf preconceptions and truly listening

with Indigenous and other -than-human voices.

Listen with, care

Part of finding is getting lost,
and when you are lost

you start to open up and listen.
(Tafoya 1995: 12)

We listen,

we hear so as to know what is being said.
This is good practice.

(Finbog 2022a: 28)

While this dissertation draws upon mixed methods situated at the convergence of

ethnography and ecology (Feld, Basso 1996; Ingold1998, 2016; Kassam 2009;

Bastian et al. 2017; Puig de la Bellacasa 2017; Brigati, Gamberi 2019), the
methodological choices have been tailored to align with decolonizing research

practices that are both appropriate and essential for a thesis developed in
collaboration with Indigenous peoples and centered on Indigenous onto -
epistemologies’™©*Si nce t he seminal wor k of MaTr. pr o
(1999), numerous scholars have critically underscored the multifaceted ways

academic institutions have been reproducing research approaches and systems of

70 The visiting period at the University of Helsinki, which eventually developed into a joint degree

under a formal cotutelle agreement, offered invaluable training in Indigenous methodologies and

ethics within Indigenous f r atmdahorichlasd.innodagiMemareak i 6 s pr og
relevant to my research i i.e., biocultural heritages, Indigenous onto -epistemologies, as well as

participatory research methods. In Helsinki, my methodological framework was significantly

enriched and attuned to ind igenizing approaches fostered across Nordic universities (Virtanen et al.

2021). In my training, this specifically emerged from engaging with reading circles, seminars and

courses within Helsinkiés I ndigenous Sundaidnéns resear
Séami studies. Within these lively exchanges, invaluable has been the close supervision of my current

advisors from the University of Helsinki, Pirjo Kristiina Virtanen and Hanna Ellen Guttorm.
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thought that reinforce colonial narratives of objectification and knowledge
appropriation, incongruously alongside the systematic dismissal of local epistemes
and plural perceptions of reality in the name of objectivity (Bagele 2012: 78; cf,
Kuokkanen 2007; Kovach 2009; Simpson 2014; Coulthard 2014). The call for the
decolonization of dominant 71 research paradigms emerged as a means of resisting
universalized ways-of-knowing i or monopolization of the epistemic truth i and
grew as an imperative to hear and integrate knowledge systems historically
unprivileged, silenced or misrepresented within th e leading academic exercise
(Bagele 2012: 38; cf. Kovach 2009; Held 2019; Robinson 2020). Contingently, the
original and ever-growing presence of Indigenous scholars in the discourse on the
decolonization of academic research has catalyzed the developmenbf creative and
transformative sets of methodological theories, informed by contextual values and
practices for the sharing of knowledge, leading to a process often referred to as the
Aindi geni zationo of academia (Battigte 200
Kuokkanen 2007; United Nations 2007; Wilson 2013; Virtanen et al. 2021). These
approaches, however, have frequently been «dismissed as unscientific, self
serving» or aestheticizing as they often take a radical stance in challenging «the
beliefs that guide our actions as researchers» embedded in dominant frameworks
(Wilson 2008: 13; cf. Kuokkanen 2000).

It is not my aim to elaborate on the dominant paradigms that dictate modes of
knowing equally within the natural sciences and the humanities 1 for which | refer
to the extensive critical literature already existing on this subject (Bagele 2012;
Wilson 2013). What | do wish to emphasize is the leading role that Sami researchers
and institutions have played in confronting the historical and ongoing asymmetries
in research involving Sami subjects, asserting the importance of emancipation and
co-production of k nowledge, as well as the indigenization of the sharing process
within academia (Porsanger, Seurujarvi-Kari 2021: 34-35; cf. Kuokkanen 2000,
2007; Porsanger 2004; Hirvonen 2008; Guttorm 2011; Virtanen et al. 2021). This
is especially strident and relevant to this dissertation given that my fieldwork begun
in Guovdageaidnu, a central locus of this debate, where proximty to and dialogue
with a self-determined Indigenous research environment compelled reflections on
privilege, intentions, epistemic humility an d representation in my research
approach. In sharp contrast to the protocols of positivistic and post -positivistic
research traditions, the often-radical nature of Indigenous epistemes calls for a
receptive attitude that humbly honors the plurality and con textuality of truths.

“"The adjective fidominanto (sometimes in this thesis
European descended and Eurocentric, Christian, heterosexist, maledominated» tradition of

thought that historically set norms excluding and marginalizing «those who f al | Afout si deoé
power f ul soci et al position (Wi lson 2008: 35) . The
preferred as versatile substiWeséetmwmo,t hehocsoent @msa idr
shifted over time and often lumps together diverse cultures, societies and historical experiences

under broad categories that oversimplify a variety of economic models, political structures or

cultural trends. For a critical overview of the use of the term Western in Indigenous studies, see

Virtanen et al. (2021: 11)
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Paying attention to instances of intellectual and epistemic discomfort T when
established scientific assumptions and underlying worldviews are challenged i is
essential for a sustainable approach to knowledge production that seeks to «avoid
inflicting epis temic harm through epistemic ignorance» (Guttorm et al. 2021: 121).

Listening has emerged as a «good practice» in the methodological individuation
of receptive postures for research with Indigenous knowledge (Finbog 2022). In
gualitative research, the increasing interest for methodologies centered on listening
Is often described as a response to the vacillating supremacy of observation and
visuality in the cognition and representation of reality (Ingold 2002, 2011; Haraway
2013). This «retinic paradigm», as Barbanti describes it (2015), is historically
entrenched in a dominant episteme critically addressed already by Augustine, who
meditates on the concupiscentia oculorum as a generalized desire of knowing and
appropriating the reality primarily through this unidirectional cognitive process
(Aug, conf, X: 35. 54). In addition to its practical centrality in the study of oral
cultures that rely on this cognition as a way of learning and transmitting knowledge
(Feld 1984; Brearley, Hamm 2013; Ferlaino 2024), listening as a methodological
action in Indigenous research takes on acritical posture of

emancipation from hearing only the voices of Western Europe,
emancipation from generations of silence, and emancipation from seeing
the world in one color (Guba, Lincoln 2005: 212).

Listening has been framed as a relational act not merely because of its ordinary
immersivity of hearing, which expands cognition to an omnidirectional scope, but
rather as a disposition of both intellectual and emotional mutuality between sensing
subjects (Barbanti 2015; Chana 2019). Within the Feldian definition of
acoustemology, «sound itself is the center of a relational ontology» that links
human and non-human socialities (Feld in Biancorosso, Sala 2023: 129). Because
this condition aligns more closely with Indigenous onto -epistemologies that
similarly tend to «live within a relational web» (Kovach 2009: 57), listening has
emerged in Indigenous scholarship as a recurrent protocol whose methodological
observance can ensure a more sustainable production of knowledge while
accounting for a shared responsibility in research engaging with historically
marginalized or silenced epistemes (Kanngieser et al. 2024; cf. Wilson 2008; Gaski
2019; Robinson 2020). Listening to historically silenced voices can for example lead
to a greater understanding of their demands and therefore increased inclusion into
academic and political ecologies, or spaces where Indigenous Voices can make the
difference.

However, |l i stening alone does not sufficc
meditation when she provocatively questions whether the methodological
convergence on listening can genuinely enact a reparative process as long as
cognition remains anchored to «Eur ocentric ways of listening [that] perpetuates the
same violences that we are trying to move beyond» (Kanngieser 2023: 690). The
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act of listening -to Indigenous perspectives, for example, allows the researcher to

draw from the immediate voices of stakeholders. Yet, this relationality is limited to

a one-way direction in the knowledge transmission that reinforces colonial

dynamics of extraction, apprehension and documentation (Robinson 2020; Wright

2022; Kanngieser 2023). A concupiscentia auricularum , t o pl ay with Aug
Latinism. Furthermore, listening -to a particular source does not necessarily entail

stepping down from a dominant point -of-listening; it remains -centric in the way it

implies a hierarchy where the researcherlistener is positioned as the one who

validates the knowledge of the other.

A methodology of listening -with and listening -for, on the other hand, emerged
as protocol in this research project from the consultation of its principal
coll aborators (see section OMuitalusat gul c
itself denotes a collaborative approach, listening -with is about fostering critical
alliance and cultivating an ethic of care within the very reciprocity of the cognitive
process (Wright 2022: 5, 155). This approach emphasizes the relationships that we,
as researchers, ineviably weavei whether consciously or not 1 with all aspects of
the world around us, including environments, communities and knowledge
systems. Contextually to framework where this dissertation situates, this attention
reflects «[t]he traditional Sami approa ch [to] listen for messages from Nature, from
our fellow creatures, the animals, birds, wind, sky and the Earth» (Gaski 2019: 262).
In this sense, a posture of listening-with mi r r or s an exercise o f
accountabilityad, where research i s not me r
knowledge but about doing so in a way that honors and respects all subjectivities
involved 7 human and beyond (cf. Wilson 2001; Gaski 2019):

Rooted in mutuality and consent, this approach is attentive to avoiding the
extraction of knowledge, which is instead voluntarily shared and welcomed within
a reciprocal attentiveness. In a way, in this framework, knowledge is situated within
the relationship itself, as a posture of listening -with honors gatekeepers and the
philosophy of taking only what is given, in its own time. Finally, listening -with
speaks of a dialogical encounter of epistemes: cognition is informed by and
proceeds with counter-hegemonic paradigms, to which a non-Indigenous
researcher bears the responsibility of bein

Within the decolonizing agenda of research methodologies, the unmediated
citation of Indigenous perspectives in research outcomes risks reinforcing
objectifying stances. Instead, inviting Indigenous ontologies at the center i and
even stepping down from the privileged hierarchy of knowledge maintained by
academia i encourages a space for collaborative storying, where knowledge is
validated with respect and relevancy to the episteme that produces it (Wilson 2001;
Guttorm et al. 2021). Thus, in this thesis, the co-design and cultivation of a
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transformative met hodol ogy gr ou#tbeeathe a n

responsibility, a consciousness and moral imperative that | embrace as a settler ally

to make space for I ndigenous epistemes

in which this thesis is situated (Kirkness, Barnhardt 1991; Barlo et al. 2020; Snow
2018).

The very genesis of this dissertation revolves around reciprocal stimuli T
specifically, two interactions with S&mi juoigit from Méze and Sirbma during my
second extended stay in Sapmi in 2021. This fieldwork was part of my MA thesis in
Ethnomusicology, which explored the use of field recordings and spatialization in
Sami music production as tools for transmitting ecological k nowledge and engaging
in environmental activism through sound art. Johan Sara Jr., Indigenous mentor
for this dissertation, invited m e to reflect on how many voices come into play when
researching juoiggus. While Sami voices are increasingly consulted, though not
always fully valued, the voices of animals, winds, mountains and other Earth beings
are «never taken seriously and interviewed. Next time you come, you should try
asking the river, for example. There is still so much to learn».”3

On another occasion, Ande Somby pointed juoiggus to me as a practice of
gratitude T a gift received from the Earth, which is returned to the Earth through
performance. This perspective suggested the possibility of opening research to a
practice of restitution of voices and sounds [jienat] to the Land.”® Both
conversations played a key role in shaping the objectives of this research project,
which seeks to coproduce novel knowledge based on interests elicited through
mutualistic engagement. Despite acknowledging this co-authoriality, academic
doctoralschol ar shi p often simplifies the i
or author. While this aspect remains largely unchallenged, my responsibility as
curator of this dissertation led me to develop and apply a research practice efficient
in bridging academic writing with the ways of storying of key collaborators,
honoring their knowledge sovereignty and validating my analysis through mutually
beneficial exchanges of perspectives and experiences.

In the following paragraph, | delve further into the methodological foundations
of this dissertation, introducing a multimedia project that complements the written
work and T beyond that i honors the relationships developed during fieldwork and
ensures the respectful restitution of stories, voices and relevant knowledge to the
biocultural community that produced and shared it.

72 These are Respect, Relevance, Reciprocity and Responsibility. For the analysis and definition of
these steps, | refer to Wilson (2008: 77) and Barlo et al. (2020: 93-94).

73 Johan Sara Jr., Oral teaching (personal communication), April 29, 2021, Maze.

74 Ande Somby, Oral teaching (personal communication), May 19, 2021, Sirbma, Sapmi.
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Muitalusat guldaleami birra

Muitalusat guldaleami birra T Histories of listening from Sapmi lea

d8iddal ag dut kanprogeakt a mi i ovttast al
guldalanvasahusaid Samis. Das lea audioantologiija mii muitaluvvo Sami

juigiid, daiddariid ja dutkiid jiena bokte, ovttas eara

luonddogahppalaiguin Eurohpé davimus baikkiin hupmet. Dan sisdoallu

ja hgmgdat | ei oktavuolas ovttasrs8Liid oas
muitaleapmi muitaleapmi, juoigan ja jietnagovat leat valljejuvvon
favori httamedi an. Audi oantol ogiij a guor a

eatnamiid,
k§8§datrievdam
S (Renzi 2

oktawauwudlLgaskkal s8 a
kol oni 8l a ekstrakg
e

bio-k ul tuvrralag ji

pmel al |l ai d |
uvdna ja d§lI k
tnagovain S§8mi

BN s
!

MUITALUSAT GULDALEAMI BIRRA

histories of listening from Sapmi

Figure 6 Front cover of the audio-anthology.

Muitalusat guldaleami birra is an artistic research project that weaves together a
plurality of listening experiences from Sapmi. It consists in an audio -anthology
narrated through voices of Sami juoigit , artists and researchers,along with other
Earth beings co-inhabiting the northernmost fringes of continental Europe. As a
multimedia output for this dissertation, this work equally places attention on the

“iSt ori es about I isteningo
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act of listening -with Indigenous epistemes andlistening -with Earth, opening to the
echosystemic reciprocities between individuals, communities, and the land. As a
result, it also confronts the profound impacts of colonial extractivism and climate
change on the delicate biocultural soundscapes of the Arctic.

The format of a digital audio -anthology here comprises a curated collection of
oral narratives and field recordings edited into a single compilation, where the
active interplay of Indigenous storytelling and soundscape compositions provides a
mutual commentary. Format, structure and contents of the audio -anthology were
co-designed in dialogue with its key collaborators and participants. The choice of
placing muitalusat [stories] and muittut [memories] as a starting point for the
sharing of sonic knowledge, for example, emerged from fieldwork consultations,
where traditional forms of storytelling were found to be more successful than
interviews and conversations in verbally articulating sonic knowledge. While these
stories may not conform to formal historiography or composeiasof fi ci a
rather hinted at in the English title of the project i they illustrate and bridge the
past, present and future by bringing contemporary events in conversation with
intimate memories and community oral histories (cf. Whiteduck 2013;
Ulturgasheva, Bodenhorn 2022). Comparably, the creation and use of soundscape
compositions was also a collective solution. Soundscape compositions were jointly
identified as a potent medium to (1) return the environmental sounds collected in
the field, (2) include other-than-human voices and stories into the conversation,
and (3) embrace a creative approach to sounds and echosystems with which Sami
cultures are profoundly connected (see below). The dialogic efforts at the core of
this work were intended not only as practical steps in the decolonizing agenda for
collaboration, self-representation, self-determination and empowering of
Indigenous knowledge 71 in order, then, to de-center my non-Indigenous
authoriality as curator and field recordi st (Muotka 2020; cfr. Brattland, Kramvig,
Verran 2018; Olsen 2018; Wright 2022) i but also, as ways to avoid the
reproduction of dominant knowledge systems and narrative or aesthetic paradigms
that are alien to Sami understanding of the world, most notably nature-culture
divides (Helander-Renvall 2016; Joks et al. 2020; cf. Kanngieser 2023).

Concomitantly with t hMdgtaludat gusladeandi birrai isn 6 s def
published on Bandcamp, a free streaming platform that not only allows uploads to
preserve lossless audio formats and displays transcriptions and translations on
screen, but also enables listeners to make potential donations. Despite being a non
profit mul ti medi a project, it has received app
Council) for any possible income generated to be entirely devolved to their
institution. These solutions altogether contributed to make space for community -
based developments and sharingownership and relevancy of the research.
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Muitaleaddji
[storyteller]

Muitalus [story]

Jietn a [sound]

Giella
[language]

Johan Sara Jr.

Mai Britt Utsi

Roman lakovlev

Kristine Eira

Mathis Eira

Ellen-Johanne
Kvalsvik

Ingor Antte
Ailo Gaup

Ida Emilie
Lindseth
Marakatt

Ailu Valle

Inger-Mari
Aikio

Dollagattis [by the fire]
dat gaddai nt
j i é/tHova lobkecameosgch a

Man di ht e
di ekkar
man of sounds

Biegga [wind]
Jus eai boale mi hcam§r
guovtti soabbai [/ / | f t hey d
mi dsummer, they©ol.] C 0me

L u o i[rkoaquito]
D" rvjedpnpc ay dc s QR g Ubch/ Each
Sami language has its own sound
L a h[evater]
Da ii gavdno duodji masiiilea jie tna// You w
find duodjiwher e therebs no ¢
Boazu [reindeer]
Ol mmog haliid8 g8vdnot
dinga mas gulla // People want to find safety in
what they hear
Mearrasapmi [coast]
Soundscapes are very personal. They are part of
caring and connecting to everything
Ahkku sieidi [Around the Ahkku sacred site]
Go buot ii sahte satniguin dadjat de heive
juoiggadit //  When not everything can be
explained through words it suits better to joik
Mohtorgielkd [snowmobile]
ATV:s ja risku | ea guo
gullo sapmai // ATVs andrisku are two different
sounds that for me belong to Sapmi
Lottit [birds]
Dat |l ea hui deh§8l ag a
guldalit // It is very important that you take the
time to listen
Ekstrak guvdna [extraction]
Rafi jienat ja jaskatvuohta bahcet millii dakkar
bottut // Peaceful sounds and silence give the
mind some rest
Jaskatvuohta ja silence

Davvisamegiella

Davvisamegiella,

English

Gieldda-

samegiella

Davvisamegiella

Davvisamegiella

English

Davvisamegiella

Davvisamegiella

Davvisamegiella

Davvisamegiella

Table 1 Setlist of stories and soundscape compositions in the audicanthology Muitalusat
guldaleami birra (Appendix II).
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Gielat’s

Central premise for this anthology is the recognition 7 rooted in Sami ontologies
I that the Land is a living entity, home to a multitude of subjectivities, each
endowed with its own voice (Valkeap&a 2001; Helander-Renvall 2016; @stmo, Law
2018; Guttorm et al. 2021). In this light, embracing and turning to Sami ontologies,
epistemologies and axiologies in Muitalusat guldaleami birra  serves not only as
imperative to foster ways of understanding, knowing and relating to the world that
have been historically slenced by hegemonic systems of knowledge, but also to
acknowledge other-than-human subjectivities and value their voices, particularly at
a time when existing scientific frameworks have fallen short in confronting
environmental crises (cf. Puig de la Bellacasa 2017; Krenak 2019; Taddeiet al.
2022). As a result, not just humans, but winds, mosquitoes, snowmobiles carry
stories that we can learn if we carefully listen with epistemes of biocultural
significance. Sami ontologies attribute an animacy to the Land that dissolves
conventional distinctions between what is biotic and what is abiotic (biological
animacy).”” Every Earth being is a sentient being with own subjectivity and,
consequently, an own voice (Skaltje 2005; Helander-Renvall 2010, 2016).
Davvisamegiella [the North Sdmi language] mirrors this ontology providing an
effective «grammar of animacy», to borrow and adapt the concept coined by
Potawatomi scholar Robin Wall Kimmerer (Kimmerer 201 3; cf. Bayanati, Toivonen
2019).

In his own contribution to the audio -anthology, Kildin Sami artist Roman
lakovlev elegantly captures such idiosyncratic property of the Indigenous language
(Appendix 11.3):

Aoy odf 392 a99Fg o ae r And it is very interesting for me
pgbbo” P o & ayib thatinthe Samilanguages
Ebj aviBeffv oiydedu theEnglishwordsfivoi ced an
agd dyp p ¢ are the same.
OE 3 3dfmee a ay ddsgpy In North S&mi language they
ebdoyagdfij i ebg@sy both are transl ate
Gaagkopaaydaeop b WhileinKidin Sami language
syge E@HbM YOU say fAjinno.
by bbj ayyey ob be ogya FOrthisreason, when you hear the
s @ bybdpcey da [soundofthewindorthe sound of birds,

A anguageso
77 For this reason, the renowned taxonomic distinction of sound sources in a soundscape |

6geophoniesd as sounds of abiotic natural origin,
acti vi

6ant hropophoni es6 as sounds pr o387 cfeFdrinab2p13)li Woea n
not hold without fracturing the mentioned ontology, which does not distinguish between nature and
culture, as well as it blurs the boundaries between biotic and abiotic.
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“byb dgdyyagethey are not just |
fisounrnbdsEd ,dgdywidiac but they are fAvoic
naeydas'sh baZ o ¢ Everything in Sapmi
a® o ¢ b q d has avoice.
noj dhoo B d b Everything can speak.”®

While this example is not exclusive to Sami languages, the lack of lexical distinction

bet ween concepts I|ike &ésoundd and Obévoicebd
components of an echosystem, exemplifying such animacy of the Land. The
interaction between biological and grammatical animacy i around which Sami

worlds are construed i can also be attributed to the verb- or action-oriented nature

of Sami languages (Sammallahti 1998: 107; cf. Joks et al. 2020; Bayanat Toivonen

2019) , where c¢patterns of words [ é] enact
relational versions of space, time, interaction, subjectivities, objectivities, and the

beings that live in the world» (Joks et al. 2020: 306). This linguistic
characterization particularly emerges in subject-verb agreements with abiotic

subjects (Bayanati, Toivonen 2019), as Joks et al. note:

the wind doing in English if it i:¢
] . T kevderg &nd sobindssstrange, insSarhi ft is

al |y brggabkidgddd ¢ wWhi slaymibght be rende
[ noun] is winding [the gerund of a

z

6What i s
tree?6 |
grammat i
as O6wind

This deverbal emphasis on actions over nouns facilitates the contemplation of
agency and morality across Earth beings, in that, just like humans, «lake and stones
embed values, intentions, desires, and notions about what is proper and what is not,
and they act accordingly» (@stmo, Law 2018: 354).

Language is a crucial indicator of how peoples conceptualize and interface with
the world and «a necessary tool for relaying our knowledge, arbediehtu»
(Sametinget 2021: 4). With this in mind, participants in the audio -anthology were
encouraged to use the language in which they felt most comfortable to tell their
stories and verbalize sonic experiences’® Language carries specific skills and
encodes knowledge systems within a shared vocabulary, allowing storytelling to
hold foremost significance primarily within its native biocultural context (Feld
1981: 22-23; Seurujarvi-Kari 2012; Guttorm et al. 2021: 120; cf. Sametinget 2021).
Every lexical choice has the potential to reflect meaningful encounters between
beings, generations, and places encounters that cannot be fully translated without
risking alienation from their original knowledge systems. The pres ervation of these

8 |lakovlev 2024.

79 Eight of the ten stories feature Davvisamegiella, one is in Gielddasamegiella, and one is in English.

The presence of a story in English contemplates the sociehistorical implications of language loss

due to colonization and assimilation in S4pmi. However, the fact that the storyteller who relied on

this language is a researcher whose work is deeply entangled within academic English production

also reveals how the specialization of knowl edge ac
native tongue.
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languages, along with the non-textual format of the audio -anthology that contrasts
with the formal textuality of this dissertation, is essential for ensuring accessibility
within local communities and extending its reach beyond strictly academic spaces.

However, precisely this broader reach, combined with the protocols of academic
production, required an extensive translation effort to make the material intelligible
to the public, accessible to the academic community, and equally important,
available to Sami individuals not proficient in the Sami languages featured in the
audio-anthology. Aware of the risks of mistranslation and abstraction highlighted
by @stmo and Law (2018), Joks et al. (2020), and Guttorm et al. (2021), | made
every effort to corroborate and refine the English translations, not only with my
translator collaborators but, most importantly, with the storytellers themselves.
This dialogue aimed to find vocabularies that closely captured the wisdom encoded
in specific Sami sanit [words].

Despite these efforts, both in the translation of the audio-ant hol ogy 6 s
and throughout this dissertation, there are certain concepts that just survive in their
untranslatability, even if at the expense of a vaguer settler readability.8® Just like a
luohti , the immediacy of signifier and referent in a certain vocabulary is vulnerable
to translations that would lead not only to a semantic loss but also of a deeper
epistemic foundation. As Ailu Valle provocatively notes in his own muitalus from
the audio-anthology, the production of knowledge is not necessarily a matter of
abstraction, extraction or translation into generalized terminological constants:

80 As a result of the methodological choices outlined above, this thesis privileges Sami texts and
transcriptions as references, leaving certain pivotal terms untranslated in the indissolubility of their
joint original plane of content and expression. An ill ustrative case can be found in the Sami term
arbediehtu, from arbi [inheritance] and diehtu [knowledge], commonly rendered in literature under
the «Western managerial paradigm» known as Traditional Ecological Knowledge (TEK)
(Ulturgasheva, Bodenhorn 2022: 30). Berkes (1999: 8) defined TEK as a «cumulative body of
knowledge, practice and belief, evolving by adaptive processes and handed down through
generations by cultural transmission». While TEK accounts for the processual and experiential
nature of ecological knowledge, it universalizes and absorbs a diverse multitude of waysof-knowing
under a single commodified ontology. In doing so, TEK often treats Indigenous knowledge systems
«as an object for science rather than as intelligence that could inform science» (Cruikshank 2005:
257). Translating arbediehtu into the managerial category of TEK flattens the complexity of
knowledge transmission on a purely cultural inheritance, while arbediehtu operates within a
framework where such distinctions do not subsist, and knowledge rather flows holistically between
people, other-than-human companions and the Land as an indivisible entity (Porsanger, Guttorm
2011: 18; cf. Guttorm 2011; Sametinget 2021 Casi et al. 2021). Similarly to arbediehtu, other terms
in the following passages retain their vitality through untranslation. For these, | defer to the
Indigenous literature where Sami scholars provide more meaningful and relevant descriptions than

I can offer from my own epistemic milieu and sci entific lexicon.
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Ja mun dal geavahan das dakkar And now | am using these
komparatiivva -séaniid. comparative words.
I i d § vebrdmdaflat. You should not compare 8!

On an ethical dimensioni as emphasized in the siection
precedence was given to acknowledging the ontological and epistemological
framework that informs the storytelling central to this research. Bringing
Indigenous epistemes to the centre, the study aligns with the moral imperatives of

epistemic justice and accountability, which often contrast with the academic

integrity constructed in dominant scientific frameworks. Ethically, this practice is

rooted in established guidelines for research with Indigenous communities, which
emphasize the importance of codesigning methods and objectives, as well as of
building upon historically silenced narratives to prevent the reproduction or
reinforcement of colonial representational approaches that may undermine or

harm Indigenous identities, values and knowledge sovereignty (WINHEC 2010;
PEtaiora Writing Group 2010; Muotka, 2020;
Informed Consent (FPIC) were adopted as essential components of Indigenous
peoplesd r i ght s, particularly in relation to
knowledge (United Nations 2007). In research dealing with cultural heritage and

artistic practices, it was also essential to critically consider the ethical implications

of intellectual property rights; in addition to adhering to the conventionalized

General Data Protection Regulation (GDPR) and its articulation within both the
University of Bologna® and the University of Helsinki 83, Indigenous Data
Sovereignty (IDS) principles have been applied (Carroll et al. 2020; Holmberg

2021) to advocate individual and collective right, across generations and species.

This includes the researcher és resnpdynpsi bil.i
Sami rights to oversee the collection, ownership, storage and use of data concerning
individuals, communities, lands and resources. The use of audiovisual equipment

was not solely aimed at documenting environmental sounds but also juoiggus,
interviews, conversations and interactions, as this research addresses both sound
ecologies and oral histories. Accordingly, the ethical considerations raised by
audiovisual documentation also integrally applied, as well as those related with
sensitive data (for interviews and oral interactions), with artistic ownership (for

juoiggus and field recordings), and with the bioculturally sustainable conservation

of biodiversity on Indigenous lands. This research involves two main categories of

(human) participants: (1) S&mi musicians, sound artists, researchers, poets and

other public figu res who consented to be cited without anonymization; (2) elders

8l Valle 2024
82 Data Protection in Research at the University of Bologna
83 Data Protection in Research at the University of Helsinki
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https://www.unibo.it/en/university/privacy-policy-and-legal-notes/privacy-policy/information-for-professors-researchers-professional-staff-and-collaborators
https://www.helsinki.fi/en/research/research-integrity/data-protection-research

and non-public figures, for whom steps were taken to ensure confidentiality of any
sensitive information gathered in relation to community consent. Through an
informed consent form (Appendix Ill) specifically designed for this socio -cultural
framework 1 therefore, not only based on regulations detailed by my current
academic affiliation but also by sovereign Indigenous institutions i each category
of participants was informed about how the data would be recorded, stored,
processed, handled and accessed. Péicipants were also given the right to withdraw
from the research at any time before the final submission of this manuscript. Prior
to submission, collected materials were securely stored in digital repositories,
catalogued and analyzed, with part of the work conducted alongside Indigenous
participants who continued to engage after the fieldwork's conclusion. Access to
these materials was initially regulated to define, at a community level, the
parameters for long-term preservation, bio-culturally sustainab le accessibility,
intellectual property policies and Indigenous Knowledge and Data Sovereignty
(IKDS) within both the scientific community and Indigenous sound art. Some
materials, following a dialogic selection and editing process, were communicated in
multimedia formats 1 such as the audio anthology discussed in this sectioni in
order to reach broader Sami and non-Indigenous audiences beyond academia.
Simultaneously, the collected field recordings were shared with various Sami artists
for the co-curation of local sound installations, podcasts and artistic works.

In the following sections, | elaborate on the methodological rationale behind my
field recording practice, the employment of soundscape compositions and the
engagement with S&mi storytelling in Muitalusat guldaleami birra

Jienat84

The collection of environmental sound recordings is undergoing rapid
transformations, diversifying their intents from biodiversity conservation and
educational purposes to artistic endeavors and broader entertainment projects.
Among these diverse directions, soundscape conservation has quickly emerged as a
global priority (Dumyahn, Pijanowski 2011: 1327). Environmental sound recording
has served scientific agendas by treating environmental sounds as monitorable data
whose systematic collection provides insights into wildlife (such as the
identification and comparison of species and populations) and assesses their
integrity or response to rapidly changing environments (Dumyahn, Pijanowski
2011: 1333; Erbe, Thomas 2022). Recently recognized as the Sixth Extinion, the
rapid acceleration of biodiversity loss has prompted numerous institutionalized
sound archives to collate environmental recordings due to the endangered and
ephemeral nature of the sound sources, for their preservation and valorization
(Ranft 200 4: 456). A third conservative attitude follows the idea that certain natural

84fASoundso and AVoiceso
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soundscapes, valued for their distinctiveness and/or fragility, should be protected

from anthropogenic disturbances and designated for recreational and educational

endeavors. In this context, the collection of environmental recordings treats

Ainat ur alb as hesitagizable objects. The acquisition of environmental sounds

for educational and entertainment purposes is prevalent in museums, zoos and

natural reserves, as well as in documentary film productions, radio programs, and
discographic publications (A lvarez-Morales, Diaz-Andreu 2024; Ranft 2004: 456).

The maotivations underlying the origins of the conservation of natural soundscapes

are akin to those that used to guide the
traditions by ethnomusicologists and ethnologists T with an intent to provide
ethnographically accurate representations of places (cf. Gallagher 2015: 560).

Reflecting on the foundation of these disciplines, Bruno Nettl and Anthony Seeger

have emphasized how sound archives developed from an excessivénterest in
preserving Anauthentico and fAdi sappearingo h
262) 1 an interest that is deeply rooted in a Western colonial project that
ambivalently aspires to the exploitation of materials, lands and people, while

professing tasks and responsibilities of savior from the resultant devastation (Stern

2003: 27; Wright 2022: 13).

While over the 20t century, and even more rapidly in recent decades,
Anthropology and Ethnomusicology have adjusted directions coming to realize that
such an approach to collection reinforces colonial attitudes to cultural
objectification, crystallization, subjugation, extr action and top-down classification,
little discussion yet exists around bioculturally sustainable practices for the
recording and preservation of environmental sounds. And while it is indisputable
that the ongoing Sixth Extinction and th e resultant biodiversity loss urge for global
soundscape conservation efforts, the generalizing ethics and the set of methods
employed in these acts of sonic salvation are only now starting to be critically
addressed within the respective disciplines. This critical examination is driven by
recent claims from communities that signaled a growing awareness towards the
severe material and immaterial consequences of the past conservationist practices,
driven by colonial logics of extraction, appropriation, objec tification, and
displacement. The current gap in established and sustainable guidelines for co
designed and participatory archival practices i capable of granting intellectual
sovereignty to communities over their own sonic heritage i is addressed on
transdisciplinary grounds through a multitude of theoretical approaches inspired
by feminist theory, decolonizing methodologies and local/Indigenous knowledge
(Robinson 2020; Wright 2022; Kanngieser 2023).

St-: 1 T/ Skwah phil osopher Dyl anof-B@iingnson pc
and coll ection practice as whcéhisashunglyas 6 s st a
the colonial aspiration of always longing for new resources to exploit, extract
(Robinson 2020: 2) . Derived from this tendency, the act of collecting and archiving
sounds within Western institutions cannot be simply passedas an unaffected
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process of altruistic preservation, but rather a hierarchical selection of subjects that

are top-down valued to varying degrees as collectible (Wright 2022: 16).In d efining

soundscape conservation, Dumyahn and Pijanowski (2011: 1329) refer to the

Acoll ectible valued of sounds as somet hing
or not such worth is assigned or recognized by people» (cfr. Harmon 2003: 13).

While the authors recognize that <humanpercept i ons and responses to
are not universal», the association of values in soundscape conservation policies

rarely takes into account local acoustemologies that associate subjectivity to the

land, rather relying on top-down naturalistic hierarchies shaped by what

geographer and sound artist AM Kanngieserc al | s fAsoni c colonial ity
above, sonic colonialities are «structures of listening and sense making that are

founded on, and reinforce, Anglo-European onto-epistemologies of humans in

relation to, and distinct from, nature» (Kanngieser 2023: 692). At a time in which

both Humanities and Natural Sciences increasingly situate the sense of listening at

the center of methodologies devoted to building reparative, ethical and reciprocal

relations between cultures and environments, Kanngieser argues that listening

itself cannot enact any epistemological liberation until encultured ways of listening

and documenting environments keep perpetuating colonial ideas of nature as
«possessable» (ibid: 690).

While listening is a skill shared across Earth beings, albeit with notable
epistemic plurality, field recording emerges from and is shaped by the extractive
desire of a Euro-centric ear, historically rooted in objectifying practices «intrinsic
to the coloni zer 6s tool kité and bui lt upon asymr
recordists and the recorded (Wright 2022: 15). For this reason, adopted as a leading
method in my research and in the audio-anthology, it is necessary in this section to
critically address field recording not as a neutral act of documentation, but as a
practice embedded in power dynamics and shaped by the legacies of colonialism:

representations based on the decisions and presence of authors, whether
heard in the audible signal or not. Technical choices mediate the field:
positioning, perspective, sample rates, and microphones orientate the
contact zone of recording. Cuts, fades, pug-ins, compression, and
layering filter the elsewhere field of the edit suite. There is a processual
chain of interpretation involved in how field recordings become field
recordings, passing through human, nonhuman, and technological gates
along the way. (Wright 2022: 149 -150)

With a similar epistemic matrix, soundscape composition as research practice was

theorized and cultivated starting in the late 1960s within the World Soundscape

Project at Simon Fraser University in Vancouver. Barry Truax defined it as «a well

developed madel for the musical use of environmental sound» (Truax 1996: 63).

Although this definition may imply a purely aesthetic intention, Truax emphasizes

the significance of the | istenerdés ability
such compositions should be compelled to enhance our comprehension of the world

(ibidem), particularly by fostering «the re -integration of the listener with the
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environment in a balanced ecological relationship» (Truax 2008: 106). Thus,
soundscape composition transcends mere musical uses of sonic environments; akin
to documentary filmmaking, it seeks to incorporate reality and make sense of it
(Reich 2016: 68). As such, bridging between artistic practice and scientific
observati on, soundscape composition
Abl urred genreo (Geertz 1980).

Steven Fel dos wor k with the Kal ul i
composition to effectively bridge ethnographic and artistic methodologies. He
defined his own practice as «an anthropology of sound and through sound, a

representation of culturethat i s bot h a pleasure and an

where [he] could maintain a creative and analytic relationship to both the
materiality and sociality of sound» (Steven Feld 2004: 468). This emerging
approach to ethnography presents unprecedented mears for communicating
research and return knowledge. Ferlaino and Scaldaferri emphasize how, in
contexts where listening takes precedence over observation in local ways of
knowing and transmitting knowledge, soundscape composition emerges as an
ethnographic «tool capable of revealing aspects of a phenomenon that would
unlikely be communicated simply by ethnographic text» (Ferlaino 2024: 2; cf.
Scaldaferri 2017). Field recordings also unfold along a temporal dimension that
serves as the foundation for their material development and that aligns more closely
with the temporality of experience, while writing about sounds, on the other hand,
tends to be oriented toward extra-experiential explanation and interpretation
(Ferrarini 2011: 9). As it moves beyond the written page, this approach also aligns
and resonates with the decolonial horizons of Indigenous Studies. It challenges the
historical dominance of text and academic tones in ethnographic writing practices,
which tend to objectify and appropriate the Other to serve the interests of the

et hnographer s own soci et al and I nsti

interrogated subjects (cf. Kuokkanen 2007). As mentioned above, Indigenous and
allied scholars are fostering the introduction of alternative onto -epistemologies in
research practice aimed at reimagining ethnography from a discipline primarily
about observing 1 a sense that implies distance and detachmenti to one about
listening T a practice embodying receptivity, copresence, attention and care
(Kvalsvik 2019; Robinson 2020; Wright 2022; Kanngieser 2023).

Listening as epistemological paradigm is a cornerstone in Sami studies
(Kuokkanen 2000; Valkeapaa: 2001; Skaltje 2005; Gaski 2019; Kvalsvik 2019;
Finbog 2022). Gullat [to hear] and guldalit [to listen for]

[have] always been respected and regarded as a vital competence for our
ongoing survival, not only as Sami but as human beings in general. It has
required affinity and adaptability to our surroundings, and has been
transferred through stories and references to specific people and
occurrences that have emphasized its importance. (Gaski 2019: 262)
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However, today more than ever before, listening is experiencing a sort of golden
age, with increasing institutional support for a diverse array of events dedicated to
the exploration of sound and listening through artistic practices, museal
installations, academic research and activism. The incorporation of field recordings
and soundscape composition in Sami art has a profound legacy within modern
music production (Ramnarine 2009; Renzi 2021a, 2023b). Already in his seminal
record Joikuja (1968), Nils-Aslak Valkeapaa wove field recordings of wind and
reindeer herding into his joiking. This sensibility to environmental sounds was
further developed in 1994 with a symphonic piece entirely made of bird
vocalizations and waterscapes (Valkeapdd 1994; cf. Ramnarine2009). The
extensive embrace of soundscapes in music production has continued to evolve,
from the experimental works of Johan Sara Jr. (2016, 2017, 2019) and Elina Waage
Mikalsen (2020, 2023) to more popular productions i1 i ke Ai Il u Val |l ebds
which alternates between soundscape compositions and rap songs (Valle 2020).
Hence, the integration of other -than-human voices in SAmi music is emblematic of
an artistic expression that is attentive of sound ecologies and Indigenous modes of
engaging with the world through sounding and listening, in a way that also
highlights the intersections of political ecologies and environmental activism
(Ramnarine 2009; Renzi 2021a, 2023b; cf. Kvalsvik 2019). Adopting soundscape
composition as ethnographic and artistic method in participatory research
consequently became a way to creatively engage with Indigenous sonic knowledge
while holding aesthetic and epistemological value within the community (Coleman
2021: 140). This multimedia output not only facilitates a more direct
communication and relevance to its intended original audience but also empowers

human and other-than-h u man parti ci pants to assert thei

of listeningo.

Participatory approaches complemented every stage of the project, spanning
from the co-design of the audio-anthology to field recording and audio editing.
Representative community members took part in binaural soundwalks and
informal recording workshops, 8 selecting a wide range of microphones and
subjects to record (Figures 7 8).86 These activities were intended as dialogic ways

85 Monitoring a binaural recording is an enchanting experience. Especially for first -time users, it

creates the mixed sensation of recording with their

even expanding their auditory perception to hear more than what is typically perceived. This
primarily depends on the directionality of the capsules, which is narrower than the broader range of
our auditory system, as well as on the setting of the gain, which might be louder than the natural
sound pressure levds. The surprise feeling experienced during the first encounters with binaural
audi o often resembles a fArevelationo, l eading to
encouraging individuals to pay greater attention to the act of listening. The refore, the binaural
soundwalk became a favored activity conducted, if possible, with select research participants.

86 |t was not uncommon during conversations with research collaborators for someone to ask
whether | had the opportunity to record the rare song of a particular tundra bird, the vocalizations
of marine mammals along the coast, or the thunderous sound of ice forming on a lake. | was
constantly taking notes and, like a bivdi [hunter], those sounds would become my objective for the
following days. When it was not possible to carry out recordings accompanied by research
participants, | sought instructions on the spots, times and weather conditions for recording specific
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to encourage the emergence of an ideal Sami posture of listening, which supposedly
differs from mine, as a non-Indigenous and non-local listener (cf. Robinson 2020).
The act of recording sound, much like listening, involves bodily techniques that are
contextually informed and skilled. The choice of a directional microphone over a
spatializing set-up implies a selection made by the listener-recordist, which not only
reflects a posture of listening that is both personally significant and culturally
situated but also makes other audiences monitoring the recording aware of this
original aural process and active presence in the listening space (cf. Ferrarini 2011:
24). Coincidently, this approach was also designed to facilitate a dialogue and a ce
creative process, rather than a one-way extraction and communication of
knowledge typical of academic research production.

Because of the extensiveness of both times and geographies in the field recording
work, however, most of the recordings featured in the audio-anthology were
planned and carried out as solitary activities, although always recurring to guidance
regarding the best locations, timings, and conditions depending on the subject of
the recording 1T a consistent aspect of the entire fieldwork. The initial aim of this
research project was an attempt at mapping the diverse echosystems in Sapmi and
investigate their biocultural significance. The recording practice started from
geophonies and biophonies in different ecosystems of the Arctic, such as tundra,
taiga, wetlands, freshwater, coastal, Arctic tidal, alpine tundra and Arctic Ocean
ecosystems?’

subjectivities. Everything was new to my ears, in every space and at every time of the everchanging
polar year. |, thus, sought local advice to navigate through the apparent quietude which rather
manifested as entangled complexity of S4pmi echosystems. Inmost instances, the obtainment of a
certain recording was not explicitly commissioned to me throughout the conversations with research
collaborators. Rather it was a personal decision to go out and look for sounds that held significance
in the conversations with participants, and in turn for this research too. In other cases, however, |
was given true (although informal) commissions to capture specific sounds for artists or institutions.
Svein Lund, one of the founding members of Guovdageainnu Meahcceguovd@ g ( Kaut okei no Nat
Center), invited me to look for the sounds that characterize the Municipality of Guovdageaidnu (see
Bohccuin). As the Nature Center is currently expanding to incorporate multimedia museum
materials related to the local environment, th e goal was to obtain isolated recordings of avian
diversity, as well as sounds with specific biocultural significance within the area. These included the
sounds of lake and river fishing, the sounds of duodji or the sounds of fadnu (an ephemeral
aerophone considered extinct in the historical sources and made from the natural green stalk of the
Angelica archangelica ). Sdmi DJ and sound designer Markus Thonhaugen, also known as DJ Idja,
commissioned me geophonic recordings of wind turbines for an upcoming sound installation aimed
at exploring the impact of windfarms on reindeer herding. Sami percussionist and research er Jakop
Janssgnn, as well as Sami filmmakers and visual artists Jenni Laiti and Lada Suomenrinne
commissioned me hydrophonic recordings respectively for a podcast episode (Janssgnn 2024) and
a short film (Laiti, Suomenrinne 2024).

87 During the winter and spring, the Arctic sensory deprivation extended to the sense of hearing too.

| dedicated time to capturing sounds like ice cracks, snowfalls, and the geophonic interplay between
wind, snow and frozen surfaces. | also recorded the cals of a few winter birds, such as rievssat
(Lagopus lagopus). As the temperature drops below -30°C, sounds decrease in speed and travel
longer distances. This made it intriguing to compare recordings taken with identical setups and in
the same locations during various seasons. In the summer, | prioritized hydropho nic recordings of
roaring waterscapes, and geophonic interactions between the wind and the diverse vegetation of
each environment. During the warmer months, | also focused on capturing the sounds of insects,
particularly Arctic flies and mosquitoes, as well as recording algae and microorganisms in wetlands

51



Moving beyond the ethnographic possibilities of field recording and soundscape
compositions and turning to its ecological intents, this practice prompts listeners
with «an opportunity to develop an expanded perspective and empathy towards
other forms of life» (Reich 2016: 34). Technology makes it possible to translate
acoustic environments in more digestible formats, compressing the sounds of entire
days or seasons into more concise compositi:
vastness and ecological diersity in one multi -channel recording. Technology also
enhances the audibility of subtle sounds and captures sounds transmitted through
various mediums, whether liquid or solid. As Guttorm et al. highlight in their
manifesto to invite Eana into research-storying, «there is not much space left for
non-human entities in the language-based scientific texts, even though their
existence were described or analysed» (2021: 119). By inviting diverse audiences to
listen from unusual perspectives, soundscape compositions reveal the intricate
echosystemic relationships that exist among various beings, transcending spatial,
temporal and material boundaries. According to Megan Reich, it is through this
process that we realize something is communicating through sound, and therefore
is alive and sentient (ibid: 39). Soundscape compositions in Muitalusat guldaleami
birra were hence collectively embraced to creatively render the diversity of Sapmi
echosystems and learn from the unique histories of listening as told by other-than-
human voices. A multimodal recording approach was adopted as a thorough
attempt at representing the complexity of each echosystem, encompassing voices of
wind, rivers, sea-waves, ice, rocks (geophonies), voices of animals, plants, fung
micro-organisms (biophonies), voices of people and human activities
(anthropophonies), and voices of machines and technology (technophonies)88 The
heterogeneity of the microphonic capsules embraced and the optimal sensitivity of
the chosen field recorders enabled me to capture nearly every audible and inaudible
sound source within the Arctic echosystems throughout the polar year (see
Appendix 1) . In addition to standard field recording techniques, 8° during fieldwork
| developed two specialized microphonic practices that further illustrate the
multimodal approach underpinning my methods (Figures 9 1 18).

The first technique, which | named MAnAJear
watercourse] was formulated in dialogue with Johan Sara Jr., who in 2010
produced an experimental track aimed at capturing the diverse voices emanating

and fjords. In that weather, | trusted more my equipment, leaving drop rigs overnight to capture
sounds of ground wildlife and the dawn and dusk choruses of birds.

88 As previously mentioned, these classes mirror Western taxonomies that dually distinguish
between human and natures, as well as between biotic and abiotic (Farina 2014). While such classes
inevitably clash with Sami onto -acoustemologies, they remain usefulfor differentiating the physical
nature of sound transmission.

89 To accurately capture the spatialization of sounds in the recorded environment, | opted for a
classic AB setup using two highly sensitive omnidirectional microphones spaced 50 cm apart. This
configuration creates a sufficiently wide stereophonic image, reliably reproducing the reverberant
sound field while preserving essential spatial information. Additionally, the A -B setup optimizes the
exceptional low-frequency response of omnidirectional microphones, enabling the capture of subtle
sounds that emerge fom a quiet background (Figure 9-10).
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from a river and its dialogue with surrounding sounds (Sara 2010). °© This method
provocatively addresses one of the original stimuli behind the genesis of this
doctoral project (see above). In attempting to record the stories recounted by full
range of voices from a stream or wetland habitat, it is essential to employ a pdy-
organic microphonic practice. This included a tetrahedral array of cardioid capsules
for ambisonic recordings, a matched pair of omnidirectional microphones for
capturing wide stereo ambiences, a hypekrdirectional microphone for isolating or
closing-up specific biovocalizations, hydrophones for detecting underwater
propagations and the voices of aquatic and surface life, a geophonic sensor to
monitor soil vibrations and moss moisturizing, and various contact microphones to
capture interactions between the stream, stones, and the low vegetation
occasionally splashed by the water. This microphonic practice, spanning across
beings and sound propagation media, encourages a «decentering of listening as an
activity exclusively between the voice and the ear, exending to the vibrational
aspects that allow for the inclusion of non-human and more-than-human
perceptibilities» (Kanngieser et al. 2024. 4; cf. Bawaka Country et al. 2016;
Gallagher et al. 2017).

The second multimodal technique, which 1 n
from this very decentering ground. Unlike the first technique, which originated
from fieldwork discussions and Sami acoustemologies, the aural tree emerged from
anextensionlfel t compell ed to consider with regard
drop-rig method in field recording. 21 n t he HAtr ee ear so practi c:¢
omnidirectional microphones is taped to opposite sides of a tree trunk, roughly 20
cm apart, to approximate the distance between human ears. Field recordist George
Vlad describes this as a way of «listening b the environment from the perspective
of a tree, as though trees have been hearing it for millions of years». Upon critically
confronting this technique, two interconne
earso approach ant hr op olydwes Vladievokeshe iddathatt r e e .
«grooves and notches in the tree trunk act much like the features on a human face,
gently focusing or reflecting certain soun
capacity to aurally perceive the environment relies on the anthropic application of
microphones, and in a way that mimics human physiology (ibidem). Second, and
related to this, even if a tree does perceive sound as we intend it, it is unlikely to do
so in a manner akin or close to human hearing. As Kanngieser ¢ al. noted earlier,
sound is transmitted through various matters, not just air. Tree roots pick up faint

The song is the 2nd -tSroamekwhfeV eo Il g gSStna rRievdachesfi§ t he al b
Transmission (Sara

2010): https://www.youtube.com/watch?v=CIJmN3BIRSK4&pp=ygUIVnVvbGdnw6FulGplb3NOw
6EgLSBTb211d2hlcmUgSSBTAdGFydA%3D%3D

91 Drop-rig methods describe a recording practice in the absence of the field recordist. The gear is

set up and left behind, often for overnight or prolonged recordings, to capture any sound occurring

while the recording is in progress. Therefore, drop rigs are ideal for capturing extended recordings

that would otherwise be challenging to achievei especially in extreme weather conditions like those

imposed by the Arctic.
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vibrations from the soil, as well as liquid and decaying nutrients underground.

Similarly, branches and leaves interact with atmospheric agents, such as wind, rain

and sunlight, as much as with insects and microorganisms. To maintain a drop-rig

setupandt he t r e-efdigeningelicited by a supposedly ecoc ent r i-c At r ece
earo technique whil e, at the same ti me, ad
human, | integrated the omnidirectional microphones on the trunk with geophonic

recordings of soil vibrations near the roots, hydrophones capturing small streams

or ponds connected to the treebdbs foundati ol
movements of branches, leaves, and the sap flowing through the trunk. In fact, trees

contribute their own sounds, adding a subtle breathing-like flow to creaks and

vibrations of the resounding wood. Although this remains a speculative, creative
practice that stil |l carries some degree of
treeo technique pr odu cre sclosely e apuroxithaten ghe t hat
interconnectedness of other-than-human voices and dialogues unfolding in an

echosystem (Figure 19).

Thus, in this dissertation, field recording is understood as a method for the
documentation, construction, and mediation of a horizontal network of human and
other-than-human voices i both audible and inaudible to the human ear i
alongside the interwoven temporalities unique to each subjectivity. As concisely
and effectively defined by Mark Peter Wright, «[f]ield recordings are vulnerable
conduits of knowledge; they demand imaginative critical strategies of audition
across all fields of listening» (Wright 2 022: 78). This raises several questions about
the adoption of field recordings and soundscape composition in the audio-
anthology. For instance, what is hidden or silenced behind the raw acoustic data
that field recordings aim to collect and preserve? How can we approach soundscape
conservation and heritagization when faced with plural and often contested sound
ontologies and acoustemologies? And who holds the authority to assign value to
soundscapes as collectible, preservable and heritagizable objects? Tattempt
resolving these critical questions, Muitalusat guldaleami birra  turns to Indigenous
storytelling as a means of verbalizing contextually relevant epistemes of sounding
and listening. As Steven Feld insightfully remarks,

[a]coustemology begins with acoustics to ask how the physicality of
sound is so instantly and forcefully present to experience and
experiencers, to interpreters and interpretations. It joins that concern to

epistemology to investigate sounding and listening as a knowingin-
action, a knowing-with and knowing through the audible. Listening to

histories of listening is one methodological approach to making
connections between acoustics and epistemology. (Feld 2015c: 93)

In the combination of soundscape compositions and histories of listening informed
by local epistemes, a process of sonic heritagization goes beyond simply
safeguarding raw acoustic materials and information; rather, it starts to illuminate
how and why certain environmental sounds are locally valued, and what they signify
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within intricate biocultural echosystems. Moreover, this combination validates the
essential role of Indigenous voices and epistemologies, revealing and preserving
kinships between humans and other-than-humans (also technological) that have
historically been silenced by dominant soundscape collection and conservation
practices.

The incorporation of Sami storytelling alongside the collected environmental
sounds in Muitalusat guldaleami birra  posits an alternative methodology for
defining and conducting 6soundscape
researchers dealing with sounds and voices, we bear the responsibility to critically
engage with this area of practice, promoting and embracing bottom -up approaches
rather than imposing generalized comparative models. This approach originates
from advocating for bioculturally relevant and context-specific recording methods,
emphasizing the acknowledgment, consultation and amplification of local
acoustemologies (cf. Feld 1984). Upholding the selfdetermination of Indigenous
communities towards the echosystems they have valued from ancestal to present
times is essential in resisting both overt and subtle acts of epistemic violence and
erasure within conservationist practices. And even when the collected echosystems
are presented as pristine, seemingly untouched by anthropic presence, Indigenous
storytelling imbues these sounds with experiential knowledge and life stories while,

to borrow Katie Hemsworthés words, It
environments tell their own stories).of
Muitalit®?

Soundscape compositions in Muitalusat guldaleami birra weave a tapestry of
echosystemic relationships that, alongside bioacoustic information, carry situated
knowledge, memories and sentiments. In the attempt to listen beyond acoustics, |
often ask my Sami friends: what do thesejienat tell us? In the synthetic confluence
of their responses, everyjietna represents an ancestral echo or a present warning.
Every jietna is sometimes a source of conversation, sometimes ofuoiggus. Every

jietna is also a smell, a shade, an aroma, or a tactile sensation. Every voice tells a

story. To engage with the plural biocultural values intrinsic to each recorded sound,
and to vehicle echosystems through engagement with Indigenous epistemes, each
soundscapecomposition in Muitalusat guldaleami birra is paired with a story [s.
muitalus , pl. muitalusat ]. The muitalusat i narratives based on real experiences
compared to a mainnas, which are made-up stories (Gaski 2019: 263)1 serve as a
complementary communicati ve medium in the anthology, providing biocultural
context and commentary to the accompanying soundscape composition.

Stories are a foundational and vital component of knowledge transmission
across cultures (Cajete 1994; Kovach 2009). They mirror experiences of individuals

2ATo tell o
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and communities, animating and making memorable the vibrant reciprocities and
affections that are too often overlooked within the prevalently analytical and
(re)interpretative approaches of dominant research practices (Bagele 2012: 139;
Datta 2018: 36). Storytelling as a contextual way of understanding, relating, and
making sense of the world has only recently begun to receive methodological
attention in academia, driven by Indigenous scholars and decolonizing research
practices. Néhiyaw/Saulteaux scholar Margaret Kovach encapsulates this approach
in Indigenous research as

a method of gathering knowledge based on oral storytelling tradition
congruent with an Indigenous paradigm. It involves a dialogic
participation that holds a deep purpose of sharing story as a means to
assist others. It is relational at its core. (Kovach 2009: 42)

In Sami research, incorporating traditional storytelling into the methodology is a

way to make Indigenous paradigms audible to the Sami themselves while also

making them intelligible to broader audiences maintaining a bioculturally

appropriate and sustainable practice (Hirvonen 2011: 16; cf. Porsanger et al. 2021:

153). Sami scholar Ellen-Marie Jensen emphasizes that integrating personal stories

and memories into academic writing is a way of «doing justice» as this practice

«involves giving credit to others and providing space for the voices of those who are

involved or could be affected by the outcome» of research (Jensen 2012: 107). In

this sense, it also inscribes life stories, memoirs and anecdotes within a shared

communal history, «keeping with the ways that Indigenous peoples have

traditionally shared knowledge about members of their communities» (ibidem). An

etymological insight in Davvisdmegiella reveals an idiosyncratic relationship

between the root of the verb muitalit [to tell] and the substantives muitu [memory]

and muitalus [story], as well as the verb muitit [to remember], showing a close

semantic interdependence between these actions and their objects of
communication (cf. Cocq 2008: 41; Finbog 2022: 27). Maj-Lis Skaltje further

argues that storytelling as a research met
memories but also to the environment in which these stories are situated (Skaltje

2005: 6). The interdependency of Land and storytelling & which Cariou (2020)
creativel y | abeuhderacseresfasense ofibedonging gnad a relational

ontology rooted in the deep, longstanding connection between Earth beings and the

Land (Feld 2024). As Kovach eloquently states, «[s]tories remind us of who we are

and of our belonging. Stories hold within them knowledges while simultaneously

signifying relationships» (Kovach 2009: 94). Again, a lexical consideration reveals

how in Davvisdmegiella the verbgullat [ t 0 hear ] al so conveys th
b el o gujab]. Larning to hearing and listening-wi t h onedés surroundir
an individual 6s sense of belonging to the r
(Feld, Basso 1996).

In Sami orality as much as in many other Indigenous contexts, storytelling
presents an epi stemol ogi cal way of connect
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through memory (Utsi 1998; Gaski 2019; Finbog 2022a; cf. Cruikshank 1998;
Franceschi 2006; Barlo et al. 2020). The act of remembering and telling stories
involves muitaleaddji [storytellers] in a state where they are simultaneously
narrators and listeners, engaged in spacetime reciprocities with people and
environments (cf. Gaski 2019: 262; Porsanger et al. 2021: 153). Similar toluoL i irt

juoiggus, memori es O6comed and can be skillfully
communicate past experiencesord st ant pl aces into the Hfdher
result, and given that knowledge about Sapmi echosystems is deeply rooted in the

multifaceted arbediehtu, juoiggus T which also encompasses a traditional

storytelling practice 1 has been implemented by some of themuitaleaddjit in the
storying as an optimal repository of SAmi acoustemologies; a means to preserve and
transmit the intimate relations and memories people hold with their local
echosystemic knowledge.This flexibility of modes and tones in the reconstruction
of a Sami history of listening within the audio -anthology empowered each
storyteller to recount their personal sonic experiences in a meaningful and
contextually resonant way, without requiring spe cialized aural training or a
heightened awareness of isolated soundevents.

If listening is a reciprocal act, a history of listening cannot merely encompass a
collection of stories about sounds as detached from holistic cognition, nor is it solely
a chronicle of accounts of sonic experiences and how people listen (Peterson,
Brennan 2021). Rather, histories of listening illustrate how people, communities
and the Land relate more broadly, and how these relations are woven together and
through mutual temporalities:

stories are told all at once, growing into one another, manifesting as a
circular weave that may touch upon multiple aspects, but that always
relate to the central point. (Finbog 2022a: 28)

Discussing aurality in ethnographic research can be challenging, often resulting in
vagueness and abstraction. This is partly due to the relative intangibility of sound
phenomena but is also a consequence of the fact that listening is experiential and,
as such, it is immediate and often precedes conceptualization (Ingold 2000;
Robinson 2020). Sami storytelling and | u b Lhave proven more adept at
verbalizing sonic knowledge compared to conventional interview methods, as they
comparably build on experiential knowledge and individual or collective memory
(Utsi 1998). Both storytelling and | u o BAllowed for the gradual and natural
emergence of sensory knowledge and proved to be culturally relevant and resonant,
thus being a more effective means of conveying the complex epistemological aspects
of the project.

The experiential nature of Sami storytelling also validates the recognition of
how, as part of a holistic experience of reality, aural knowledge should not be «sliced
up along the lines of the sensory pathways» (Ingold 2007: 1). Such synesthetic
attributes of the storytelling in Muitalusat guldaleami birra  emerge particularly
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from the histories of listening shared by Ellen -Johanne Kvalsvik (Appendix 11.6)

and by Ida Emilie Lindseth Marakatt

(Appendix 11.8), both instinctively

emphasizing the indissolubility of each soundscape from smells, colors and other
sensations that, together, harmonize the sense of a certain place. From Ellen

J o0 h a nmudtadus :

| grew up on an island a bit out in the sea, where the
seascape is dominating with the sound of the ocean, the

sound of different birds. And wl
gently pushes towards the shore
affected by the seaweedthat kind of rustles like with the
leaves. And of course, you have the smell of the ocean. When
you have |ived out there for | or
that much. But if you go away and come back, then you
notice the smells. f é@]the Sntek s e a
seaweed, that is lifted up on shore and placed in the sun.
And as it decays, it can smell v
part of the sensations of the ¢

Everything is blue. And the grass that goes all the wayup to
the mountain is of a very intense light green. But when you
come here to Alta, the soil is orange and dark green. So, it is
different colors, different smells, different sounds from the
sea and the islands to this semi inland. (Kvalsvik 2024)

With a similar sensibility, Ida Emilie Lindseth Marakatt shares her auditory and
olfactory familiarities with all -terrain vehicles (ATVs):

Baj 8§8gadden m§c
gavpogis.
[ €] Ja de go mun
laveime juohke jahki, juohke
geasset, mannat davas.
Mun muittan ahte dat mii lei buot
suohtaseamos, lei go addja valdii
min mielde skooterin vuodjit dahje
ATV.
Ja mun muittan ahte ovttatmano
go son dego alggehii dan motora,

| grew up in the south, in a

big city.

[ €] And when |
summer of every year, we used
to goto the North.

| remember that the most fun
time was when addja used to
take us with him driving the scooter or
the ATV.

And | remember that the moment

he started the engine,

wa s

ahte de mun dihten ovttatmano | i nstantly knew fic
ahte fAokei, d&gIl onourway. Nowwe are going

mii 8igguito driveo.
[ ] Ja go mun g[é] And when | now

dien, aistton go motora algga, dat
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adda hui ollu muituid munnje ja it brings back so many memories to me
hui olu vasahusaide maid bohtet and many experiences
ruovttoluotta; ercomemind;
addja lea japman. especially after &ddja passed.
Ja maiddai dan hadja masa dan Oh, and the smell
adda. they give.

Dat i1 | ea du g ltisnotjustthe sound, but the smell of
maiddai dien bensinhddjamaidmu t he fuel too, i n my
mi el asé Dat add§ Thatbrings back beautiful memories

fiinat muittuid oaivai muhto mun  to my mind, although | know
di elLan muht umi i some would say that it is not
l'ivli|l et dadj an d:ihealthyor good.®

With this respect, |l dads st ory mutgalegddjir t i cul a
in the audio-anthology who grew up and 8 despite her journalistic work often

calling her to the North 1 still resides outside the traditional Indigenous homeland.

Moreover, this excerpt from her narrative also provides another methodological

insight into how each muitaleaddji infuses their muitalus with fragments of own

individual life stories, fostering a humanizing reflexivity that moves away from

abstraction and theorization, and instead, by drawing from lived experience,

enables audiences to engage ima more empathetic and ethically grounded aural

attention.

As pointed out by Smith and Watson, rather than being a narrative genre,
autobiography as a form of life narrative is a discourse that goes «beyond printed
life story» (Smith, Watson 2010: 3). Because of their visibility and diffusion in Euro -
American lite rary framework, written forms of the autobiographical are today the
most evident case of seltlife narrative (ibid: 4), while instances of self -narratives
among peoples whose knowledge and history are primarily orally transmitted have
long been scarcely casidered and heard (Renzi 2021b). In ethnographic practice,
life stories and autobiographies have often been treated as sort of unspoken
methodological oversights, largely dismissed because they did not meet the
scientific and authoritative criteria expect ed in academic research (Franceschi
2006; cf. Cruikshank 1998). In Sapmi, narratives of personal experience 1
including those encoded in| u o &nd dajahusat i dominate in terms of ubiquity
among all storytelling varieties although, as Koskimies et al. note, «for most early
story collectors, they took a back seat to the study of myth, fairy tales, and legends»
(Koskimies et al. 2019: 174). Yet, personal experiences and anecdotes offer unique
insights into fragments of everyday life, customary practices and biocultural
interactions that often struggle to emerge from other genres of storytelling.

Life stories account for change, growth, conflict and resilience (ibid: 175),
revealing a dynamic nature that manifests not just inward, but also highlights the

93 Lindseth Marakatt 2024
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evolving position of each individual within their communities and the broader
ecosystemi as the case of personall u o Bnd tself-l u o pertibently illustrate
(Renzi 2021b). They represent true «archives and libraries, as the place we keep our
knowledge» (Finbog 2022a: 28). Consequently, bits and pieces of life stories in the
audio-anthology also fully contribute to bridging knowledge gaps, enhancing
understandings of world - and meaning-making from both intimate and communal
listening perspectives (cf. Ranco, Haverkamp 2022).

The most exemplary case of a life story inMuitalusat guldaleami birra is
represented by the openingmuitalus shared by Johan Sara Jr., whose titlei i Ma n

di ht e dat gaddai

nu

ahte mu n% 1§ axgplidity n

highpoints the autobiographical nature of the narrative, as well as the classic
storytelling hook in the opening line (Appendix I1.1):

Da alggii dalle go mun ledjen manna,

It all started when | was a child, a boy,

b&8rdni, vi fiveyearsold.
Mun | edjen hui 8 | was very eager in learning the things
maid eadni lavii hommet, didna son my mom used to do, andi you seei
| e hui 81gir f as shewasveryinterested in recording
maiddai others joik and herself when she
i egas g cjoked.%

Similarly, in the muitalus shared by Mathis Eira, the autobiographical focus
provides context for the development of particular aesthetic and affective
sensitivities toward familiar sounds experienced since childhood and throughout

life (Appendix 11.4):

Mun jahkan ahte jus mun dal
muitalan ahte aistton dalle go mun
alggus riegadin, ahte ovtta daid
vuosstag dingaid
dat | ei di elLusge e
ainna da lei dan maid mun gullen olu.
Eadni ainna juigii hui olu go mun
|l edjen riegadan d
ja dasa lassin maiddai Duvva
kasehttaid guldalan
[ uliid

“AHow | c
95 Sara 2024.

ame to be

such a

w2

| think that, if | now recall the time
when | was born, one of the first
things | remember is certainly my
mother joiking T at least that is
something

that | heard a lot.

You see, my mother used to joik very
often when | was born and throughout
my childhood. In addition to this, |
also listened to luoL i from Duvva
cassettes and so on.

man of soundso
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Nu mun jahkan da leat guldalit lagas  So, listening to the people close to
ol bmot, er onama(mei especially their joiking 7 I
j ahk8n da | ea de believeitis

maid mun muittan, ja dego ovttalahke  one of my earliest memories;
h8bmen nugo mun onethat, inaway, has shaped me as

mai dd8i h8bmen mo apersonandinfluenced the path my
go di el uleapmoignyan life has taken since, of course, | am a

juoigan olu. juoigi and I joik a lot. 9

Another example is offered by the concluding story, shared by Inger-Mari Aikio.

Here, the autobiographical anecdote serves
travels around the world in a comparative assessment of certain Sami and foreign
echosystens encountered throughout her life (Appendix 11.10). In the muitalus

shared by Ailu Valle, distinctly, autobiographical introspection contextualizes a

moment of encounter with the specific sonic subjectivity at the center of the

narrative, as well as the relevant acquisition of listening skills (Appendix 11.9).

Lean | eamagan diel odve al ways
rajes hui liikostan lottide jamunlean chi | dhood, h a
di elLusge dai d birdsandspentsomuch time studying
m8nn8vuolLas ol ithem.lusedtodraw my own bird
tevdnen buot diekkar loddegirjjiid ja  books and all these things about them.
buot diekkériid, ja oahpahallan dait ~ And | learned to recognize their voices,
lottiid jienaid ja diena ahte datlea  and over time those birds became like

| e a ma g anje diema nugo ustibat friends to me.9’

Similarly, i muitiusi tisetautobiegraphical ex@ission contextualizes
a learning process focused on the development of both crafting andsensory skills
(Appendix 11.4):

Muht o mun | ean @ a Butlcame tolearnhow to sew by
guorrut. Go mu eadni ii lean diekkar my s el f . Because my
gii mahtii oahppahit, mu duddjot. Nu someone who could teach me to
aht e mun §Jadcusdenidhkkue duodji. So | had to do it myself.
juste seammalagan... And my grandmother
go mii laveime duojin algit gapmagiin ~ when we used to duodiji starting with
guorrut, de gal issoras muitalitja  sewing leather shoes, it was certain she

muitalit ja muit a wasinexorably going to tell and tell
sonlaveno nyou do | i ke this,
ja no ja nu, ja nuo.

9 Eira (Mathis) 2024.
97 Valle 2024.
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Ja muhtimin mun ain in ipmir maid And someti mes | st
son lohka ja de lave ahkku lohkat what she said and then grandma used
Abuvtte duwjighlewwundt o say, Apass me t

i eg guorurfinish sewihg it m

Because in S&mi orality the «muitaleaddji never shares stories in a setform»
(Finbog 2022a: 28), as much as possible, careful attention has been given to
preserving each personds unique | anguage, t

My position as a listener and, above all, as a recordist prompted critical
reflections upon the use of microphones and audiovisual documentation in the
audio-anthology making; a potentially extractive activity 7 what Dylan Robinson
effectively condensesasi hungry | i st enithatg sought2o0caré€fully 1 4 )
attune to Sami values and research practices respectful and responsible towards the
Land, the people and the knowledge being shared. This led me to draft a relational
and spatial methodology aimed at facilitating the transmission and collection of
stories in a time-space identified as suitable, comfortable and manageable pirget ]
by the muitaleaddjit ; an fAet hi cal space of engagement o
that could bridge diverse and, at times, conflictual positionalities and knowledge
transmission systems.

To gather at the fireplace,
sharing and coming together. We tend to
ourselvesi our knowledges and spiritual needs i
in the same way that we tend to the fire %9

Dollagéattis [by the fire] is a relational methodology central to the transmission of
Sami aural knowledge and, more broadly, the space where stories have traditionally
been shared. During fieldwork, | explored this practice as a way to ensure respect
and honor towards the ancestral tradition of storytelling, while also preserving a
bioculturally safe environment for the knowledge production and transfer. The
methodology is embedded in an outdoor space, specifically around a fire, where the
crackling flames may inspire aluohti 100 and environmental listening can influence
the storytelling, offering site -specific aural suggestions. An example of this is found
i n  Ci | umuials, wkiéhsprecisely opens as an invitation to listen-with
surrounding other -than-human sounds as integral part of a multi-vocal narration:

98 Eira (Kristine) 2024.
99 Finbog 2022a: 27.
100 Mathis Eira, Oral teaching (personal communication), June 20, 2023, Guovdageaidnu.
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Mun lean juste dal ge guldaleamen, Right now, | am listening.
mun guldalan dien Junttejoga ahte | am listening to this Juutuan river,
maid, maid dat muitala. and al so to what I

[e [e]

Gal mun diena smiehtan smiehtan | 6 m refl ecting on
buot daid | uonddu sounds, and of course the sound of the
juste dan |Ir8&vidnjiiewater, the current

mii dal de deaiva dat lea okta hui, hui  something that resonates deeply,
dakkar mii lea something close to the hearti that is,
v8i mmu | 8hka | ofcourse, duetogrowing up here, a
baj 8sgaddan m8nn ¢place that was a childhood home,on
ge diena javregéattis. the banks of the lake 101

While dollagattis refers to a specific site and an equally distinct listening posture

based on mutual attention, in Muitalusat guldaleami birra  this concept has been
extended i nto a broader met hodol ogy, adapt
sharing environment. It becomes an allegor
various taskscapes and situational spaces, ensuring that the story is not forcidy

alienated from the space where the respective knowledge is originally produced or

transmitted. Like the space of transmission around the fire, this approach fosters

an organic interaction between the narrator, the narrative and their relevant

surroundin g echosystem. In addition to spatiality, this approach values and

encourages the natural temporality of listening -with the relevant echosystem,

where stories and the subjectivities they recall can mutually inspire and engage in

dialogue across the sonosphee. This occurs at the expense of the pursuit of an

acoustically controlled environment traditionally encouraged in academic

recording practices. A fitting example is Ellen-J o ha n n e Kmuadlus ,whidgh6 s
recording opens with the sharp squawking of sealrds as a result of the
muitaleaddji6s wi sh to share her history of I i st
primarily evoked by her memory (Appendix 11.6).

In the background, we can hear the kittiwakes and the

seagul | s. And that 6s bi rmi/s t he
homeplace, where | grew up, on an island, a bit out in the
seaé Where the seascape i s domi.l

the ocean, sounds of different birds, seabirds102

101Valle 2024.
102 Kvalsvik 2024.
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Similarly, Kmuitalsist was eolle&ead rwihin 8 domestic echosystem,
unfolding around the sounds of her duddjot [crafting] in the precise space of her
workshop T a setting she chose because it regularly inspires her storying and allows
me to «see [her] work with the materials while [she] talk[s] about the sounds each
of them makes» (Appendix 11.4). 103 By making these sounds manifest alongside her
storytelling, Kristine highlights how both the faint and loud sounds of duodji often
go unnoticed, despite carrying therapeutic values and acting as rich and treasured

repositories of material know -how.

Go mun | oahkkan

guorranmagiidna ] i

dego terapia.
de |
de | a -
mann 8

[ é] Ja

ovttabeal
j eatna go
nie magiidna. Ja
jurdagit guor odi s, dat
dan mielde. Dat lea dego ravdni mii

mann8, ja | uov»

| uov

Nu ahte duodj i | e«
|l ea mpgetna, dat

jietna, dat lea neaskin -jietna, dat lea
suotnarpu-j i et na.
jietna. Dat lea salten -jietna. Dat lea
vuoitas -jietna go vuoiddan gapmasat
dege sisti bijat ja vuoiddat.

Nu ahte da leat ollu jienat ja go gavtti

ol mmog guorr
jienat mot don bijat baddii
bohtalagat.

Dat | eat jiena
jienat.

Nu ahte juohke ain dan duojis lea
jiena. Da ii gavdno duodji mas ii lea

jilena. Nu ahte

mii doaivut ahte

maid gulla dego biegga, ahte jietha

| ea dug §-earummusinkkaa

ieggulel ag8n di
jienasat. Mii doaivut dat leat jienaid.

Muhto jietna

oahkk

fadrrr o,

Dat -l

] a And when I sit and sew, and | hear the

sound of the sewingma c hi ne é
it is like therapy.

[ €] You sit behi
hear hear the sound that goes like
Adrrrrrroé
machine. And it is like as if it lets all

the thoughts out of your body, they

just follow the sound. It is like a

current which goes, and follows and
follows and follows

So,duodji has different kinds of
sounds. There is the sound of
machines, sounds of cutting, sounds of
tanning, the sound of the needle, the
sound of curing the leather, the sound
of salté There is
smearing, when | smear gamasi or
rather the tanned leather. There are
many sounds. And when someone
sews a gakti, there are the sounds of
putting bands together.

These are sounds. Different kinds of
sounds.

So, everything in duodji has ajietna.
You wonot find duo
no sound. So that we believe that the
sound is just what we commonly hear,
like the wind or just that of the ocean
waves, music, and different kinds of
musical-sounds. We believe those are
sounds.

nd

| e But the sound is in everything.104

103 Kristine Eira, Oral teaching (personal communication), August 11, 2023, Guovdageaidnu.

104 Ejra (Kristine) 2024.
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While each muitalus informs the listener about the echosystemic significance of
certain subjectivities and their role in Sami biocultural history, it also invites
engagement with relational ontologies and ways of listening that diverge from the
dominant one i thus fostering a broader dialogue on listening-with other -than-
human voices and echosystems in the broadest sense. As this last case impeccably
exemplifies, the muitalusat in the audio-anthology draw attention to sonic
experiences that may lie at the margins of dominant auralities but hold prominence
within collective or more intimate acoustemologies in Sapmi. Reconnecting such
peripheral or nuanced sounds to contextual storytelling in Muitalusat guldaleami
birra represents an effort to acknowledge them as heritagizable, deserving of
safeguarding and fostering, together with the knowledge they carry, under the
supervision of their ancestral custodians:

We may ourselves be used to certain ways of representing knowledge or
arguments, but if we take both Indigenous storytelling practices and non -
human entities seriously in academic writing, we can also help to undo
the injustices of intellectual colonialism . (Guttorm et al. 2021: 117)

The embrace of Indigenous storytelling in Muitalusat guldaleami birra  posits an
alternative methodology for conducting research with environmental sounds and
more-than-musical practices. It calls for consultation and voicing of Indigenous
epistemesi in this case, acoustemologiesi advocating for biocultural and context -
specific approaches to the sustainable conservation of echosystems and the
transmission of pertinent knowledge. Similar to the use of art-based methods
discussed earlier, the integration of Indigenous storytelling as a medium for
communicating research is becoming increasingly common in ethnographic
practices bridging Indigenous knowledge (Kovach 2009; Porsanger, Seurujarvi-
Kari 2021).

The adoption of these methodologies proves transformative in that it provokes
changes in ways of asking, forms of scholarly publication and modes of knowledge
co-creation that seeks toalign with alternative knowledge transmission systems and
onto-epistemologies (Cook 2023; cf. Guttorm et al. 2021; Wright 2022; Kanngieser
2023). The combined use of soundscape compositions and Sami storytelling
accords a more immediate and knowledgeable restitution of the voices recorded in
the field, alongside their contextual episteme. By weaving together human and
other-than-human voices, this co-designed format challenges established
ethnographic practices, aiming to extend research engagement beyond academic
audiences. While it primarily serves as an appendix to the accanpanying doctoral
dissertation, Muitalusat guldaleami birra is also published on free streaming
platforms. Despite its non -profit nature, it allows broader audiences the option to
contribute financially, with any proceeds voluntarily offered to be destinat ed in full
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to the S8mir §L L M TheSessolution< altageter tohtributed to
decenter my authorship, boosting community -based developments and sharing
ownership and relevancy of the research. In addition to the restitution of sound

material and knowledge, this audio-anthology therefore seeks to foster a more
holistic return to the community that co -designed and cocreated it.

Due to the broad scope of the audieanthology, the three chapters supporting
the discussion of my thesis cannot encapsulate all the stories and soundscape
compositions collated in Muitalusat guldaleami birra . This dissertation engages
with the anthology primarily as an epistemic repository, where diverse contextual
experiences and ancestral wisdom converge into ways of thinking through the
present, helping navigate ecosystems and morethan-musical practices (cf.
Ulturgasheva, Bodenhorn 2022: 27). In the fol lowing section, | outline the structure
of the dissertation, explaining the dialogical choices that led to the selection of three
exemplary subjectivities from the vast corpus of narratives and sound sources in the
audio-anthology.

Bohccuintos

Ja go | uv g githaehllaigdatdedje avuini
guldalit juogo biellut alge lihkkat, de dihte ja
dg8§l dat Juoggs8laddsg 1| i
vuol ggadiggoaht 8 eall u. De g
iegnai bidjat juolg8i | a
(Nils Sikku Larsena Nilsé in Skaltje 2005: 240) 107

The notion of echosystemi a pl ayf ul contraction of Nect
standing for sonic ecosystemi refers to the structural and functional unit for the

ecological study of sonic relationships within a certain environment. More

specifically, it has been previously coined as the set of sonic reciprocities and

interactions established within a specific area between all living organisms and the

abiotic factors that characterize it. The extensive exploration of this concept in the

Arctic regions of continental Europe was initially the central focus of my research
project, with the provisional title of t hi

5The publication |inks to the A10 ways to support
encouraging listeners to engage in broader support for Sdpmi. These options include donating funds

for initiatives dedicated to the socio -cultural, environmental, and political sustainability of Sapmi

across the four settler countries: https://www.saamicouncil.net/en/10 -ways-to-support-sapmi

106/ Wi t hr etihnedeer 0

WwHAnd when it began to brighten where the sun rises:c
reindeer bells, for then you knew the reindeer had started moving after the rest and were beginning

to wander away. That's when you quickly put on your shoesands et of f 0
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S8§pmi Echosystemso. From the initial projec
the starting point was the study of Sami acoustemologies andjuoiggus as a more

than-musical practice that connects people, environments, place and time. The

former objective, however, was to qualitatively map all the echosystems attested in

Sapmi geography and history. By tracing the geographical, historical, ecological,

societal and spiritual coordinates of sonic subjectivities dialogically selected with

Indigenous fieldwo rk collaborators, the map would have ultimately aimed to

recognize the echosystems of Arctic Europe as heritagizable and monitorable

objects.

From September 2022 to August 2023, | conducted almost uninterrupted
fieldwork above the Arctic Circle, on Sadmi Indigenous lands. | was based on the
Norwegian side of Sapmi, specifically in Guovdageaidnu (Kautokeino), a small Sami
town located in the heart of Finnmark County, often regarded as the cultural and
geographical center of SGpmi. Over the course of the year, | had the opportunity to
visit all parts of S4pmi except the Russian side, due to obvious geopolitical
constraints. Nevertheless, during my time in Guovdageaidnu, | was fortunate to
share the roof with two Kildin Sami students from the Kola Peninsula, who almost
daily shared with me anecdotes and valuable insights into the echosystems of the
Russian side of Sapmi.

In 2019, during my first ethnographic fieldwork in Sapmi, | made a brief stop in
the town of Guovdageai dnu. Al t hough it was
(Vuotso) and Maze (Masi) i where | had planned introductory meetings with those
who would later become my mentors and collaborators 1 | took the opportunity to
visit the | ocal S 8§ mi mus eum. However, dur i
research, | did not cultivate any connections with informants residing in that
particular town. When | began outlining my doctoral fieldwork with friends and
informants from other regions of Sapmi, | was often met with the same question:
AOrutgo don Guovda® why cutnofiadl the plavés y 2 lad as
vast as my home country, had | chosen Guovdageaidnu?

Guovdageaidnu (69°N) is the first village and municipality encountered when
heading north on the E45 after crossing the border between Norway and Finland.
The nearest settlements are Eanodat (Enontekid) 80 km south in Finland, Maze
(Masi) and Alta (Alta), respectively 70 and 120 km north i the latter being on the
coast past the canyon of the Alttaeatnu (Alta-Kautokeino River) i, and K&8r §gj oh
(Karasjok) 130 km north -east. In between these villages, theduoddarat (sing.
duottar ), delicate hills that define S 8 p mi i nlandds | andscape,
among streams and lakes. The nearest active airport is in Alta, while the railway
ends in Ahkanjarga (Narvik) with the closest train stations being Giron (Kiruna)
320 km south in Sweden, and Roavenjarga (Rovaniem) 370 km south in Finland,
precisely on the Arctic Circle. There are no bus connections heading south, but

fAYou |ive in Guovdageaidnu?! Why?! o
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nearly every morning a bus links Guovdageaidnu to Alta. A bus also connects to
K8r 8gjohka, with a transfer at the isolated

Being a town where the primary livelihood is based on reindeer herding,
Guovdageaidnu sees nearly every family owning at least one car and several other
means of transportation, necessary to cover great distances at any time of the polar
year. It becomes gparent that mobility in this region, and generally in Sapmi, poses
considerable challenges without access to a car, a snowmobile or a fouwheeler i
especially if in need to carry a lot equipment around the tundra. Even with a car, in
the winter seasonthe canyon on the road to Clt§ and t
be closed to car and truck traffic if the weather is too severe, requiring the aid of
snowmobiles and special transports. Although the connections have notably
improved, the historical inaccessibility of this place was already assessed by
Giuseppe Acerbi:

Till our arrival, the village of Kautokeino was considered as wholly
insulated in the summer season, and inaccessible to travellers. The
surrounding district is described in the Danish book of geography as a
country consisting of mountains, separated from each other by
dangerous and impassable morasses. (Acerbi 1802b: 69)

Despite once being a common destination f
exotico in their expeditions to the North
Sommier 1887), Guovdageaidnu today is not a prominent destination for both
cultural and eco-tourism T at least not to the same extent as other Sami settlements
in the surrounding areas, such as Romsa (
Norway, or Anér (Inari), Gilbbesjavri (Kilpisjarvi), and Levi in Finland. This can be
primarily attributed to its more ch allenging accessibility and a relative absence of
tourist -specific infrastructure or professional activities. However, during the
summer months, Guovdageaidnu becomes a transit point and stop-over for
travelers and cyclists heading to North Cape along theE45 route. Considering all
these factors, it becomes evident that Guovdageaidnu is not only a challenging entry
point to Sapmi territories but also to Sami culture T especially for those without
direct social connections to the town. While this is even more pronounced for non-

Sami outsiders like myself, | continued to receive the same question from Sami

artists and researchers coming from different parts of Sapmi, who also perceived

prol onged stays in Guovdageaidnu t aeibe qui t ¢
Guovdageai dnu?! Why?! 0

When | began planning my doctoral fieldwork in 2021, | recognized the
i mportance of establishing a Aibase campo in
of S4pmi. | also considered the importance of learning the language and putting it
into practice, 199 as well as being in a place where | could actively participate in bio

109 The primary reason that led me to select Guovdageaidnu over other locations was the presence of
the Sami University of Applied Sciences (Allaskuvla, the only Indigenous-led University in the
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culturally significant gatherings 1 away from the centers of overwhelming mass
tourism. Additionally, with regards to the sonic data collection, | sought a location
that would provide access to a variety of Arctic ecosystems and landscapes while
minimizing the impact of noise pollution, a factor that might not be readily met
elsewhere and that | critically addressed in relation to my recording practice. With
the assistance of longterm rental vehicles to navigate the challenges posed by
scarce public transports and long distances in the area, Guovdageaidnu proved to
be a strategic location in proximity to the borders of all the three accessible
countries encompassing Sami lands (Figure 20). While Guovdageaidnu is located
in the middle of the tundra, it is al so equidistant from nearly every other type of
Fennoscandian ecosystem: the taiga, or Boreal forest ecosystem, was accessible

already in K8rg&8gjohka, Clt§8 and Eanodat ;

mainly encountered further north -east, in Varnjarga (Varanger peninsula) but they
al so characterize the | ong shores of t
flords like the mentioned ones are also defined by Arctic tidal flats ecosystemsi on
the sea leveli and Alpine tundra ecosystems i up in the steep mountains;
freshwater environments, such as rivers and lakes, are abundant across the region,
and the Guovdageaidnu area is particularly rich in these ecosystems.
Guovdageaidnu also proved to be an effective location due to its position at the
epicenter of both current and historical environmental struggles concerning Sami
land rights, including areas such as Maze, Stilla, Riehppovuotna, Ohcejohka and
Deatnu, Giron, and Jiellevarri. Residing in this area offered a unique occasion to
connect with people and memories associated with these conflicts but also provided
the opportunity to record and assess potential changes in echosystems resulting
from the colonial transformation of the land. In spite of this, being based in
Guovdageaidnu also presentedcertain limitations. For instance, when protests
against the Fovsen wind park took place in Oslo in early March 2023, | could not

world) and the opportunity to study and practice the North Sami language daily. | participated in an
introductory course and studied and practiced through the textbooks used in the main language
courses (SAAL-1 and SAAL:-2) at the same institution. While | cannot claim fluency in North Sami,

| challenged myself in July and August by conducting conversations and dialogic recordings of
Muitalusat using the Indigenous language. This choice led to greater engagement and more indepth
conversations thanks to the ricorrere to local terminologies and concepts. Lastly, learning the North
Sami language opened up the opportunity to access a vast number okources about joik that are
written exclusively in that language and are often overlooked by non-Sami researchers.
Guovdageaidnu is the ideal place for learning and practicing the North Sami language. The dialect
and pronunciation of Guovdageaidnu have been adopted as standards for the North Sami language,
making it a valuable skill for careers in journalism, research, education, and the arts. Sami students
from all over Sapmi and from Nordic cities in the south move there every year to participate in the
SAAL-1 and SAAL-2 courses, as well as to use the language in daily, practical situations outside of
school. The environment of the Sami University also facilitated important connections with Sami
professors and researchers who contributed to my research tovarying degrees. | applied for access
to the S&mi University library and the Sami archives, both of which are located in the main building.
During the weeks when Guovdageaidnu was sparsely populated (due to the reasons mentioned
earlier) or when the weather was too severe to conduct field recordings, Allaskuvla provided a space
to advance the research through books, audiovisual materials, and as a meeting place with other
Sami scholars and artists.
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help but feel that it might have been easier residing in a bigger and more connected
city like Tromsg or Rovaniemi.

Guovdageaidnu
Field recordings

) Overnight recordings

A
A

Figure 20 Map of all the field recording sites from the 2022/2023 fieldwork.

After the intense year of fieldwork, as | began cataloging the vast collection of
materials, | identified over 1,000 lossless audio files, most recorded at 32-bit
resolution with sample rates ranging from 48 to 192 kHz. Throughout the year, |
gathered 24-hour recordings in the Guovdageaidnu area, as well as numerous
overnight recordings (>8 hours), along with dawn and dusk choruses, in various
Arctic echosystems. Most of the audio files exceed 30 minutes in length, as |
prioritized capturing integral sounds capes over shorter recordings that targeted
specific sound sources. This quantitative approach was designed to allow for a
comprehensive analysis of the echosystemic relationships between various sound
sources and their spacetime context. However, as the fieldwork concluded and |
reflected on how to structure this dissertation from the immense amount and
diverse range of materials collected, it became clear that the original goal of
mapping echosystems across Sapmi would be unrealistic. A shift in trajectay was
necessary, leading to the selection of a few, or perhaps even a single, exemplary case
of echosystem. This adjustment was crucial not only to align with the timeframe
and dimension of a doctoral project but also to ensure that each of the selected snic
subjectivities received the depth and attention they deserved. Various solutions
were considered and discussed with both my academic advisors and the Sami
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mentor of this dissertation, Johan Sara Jr. One approach, in particular, managed to
meet both the initial goal of mapping sonic relationships within an echosystem and
the revised objective of providing enough space for a few exemplary sonic
subjectivities to recount themselves and their relationships with one another, while
also honoring the Sami stories shared in the audio-anthology.

This is an echosystem not rooted in a single place or time but one defined by
mobility and change (rievddadus), shifting shape with the cycle of seasons and
across the vastness of S8pmi. 't Iis the ect
(bohccuin). Due to its spatial and temporal breadth, not all the sonic agents
interacting within this echosystem could be equally interrogated for the scope of
this thesis. Sounds of predation, of competition and of consumption, for instance,
are only briefly sketched to allow space for three mainjienat [voices] that engage in
varying degrees of symbiotic interaction with the rangifer . Coincidentally, and
perhaps a bit romantically, these jienat are also the keynote sounds that
characterize the echosystem of the Guovdageaidnu area, as highlighted by the
Municipality on their website in the sectio
[Advantages of moving to Kautokeino]:

Dabaleamos jienat Guovdageainnus leat beanaciellan, oktonasscooter
j i klon e arbiegganailidenijjuur gu viessol|liegaid birra
| u o ijaaakatvuohta geasset!10

Scooter (snowmobile), biegga (wind) and | u o i(rkoaquito) represent the three
subjectivities interrogated about the ecological and more-than-musical qualities of
an echosystem. As this dissertation aims to demonstrate, these subjectivities and
their respective voices are deeply interconnected with themovement of the reindeer
and between each other. Particularly, what these sonic agents share is their vital
role in driving and sustaining the movement of the herds through different times
and spaces of the Actic, keeping the echosystem in motion and in balance. These
subjectivities also serve as exemplary cases, each in its own way critical and, to
varying extents, controversial in terms of musical agency to dominant ways of
listening. All draw attention to o ntological and acoustemological conflicts, which
each chapter of this thesis seeks to address by examining the intersections between
Sami ancestral and adapted knowledge and dominant onto-epistemologies
grounded in long-standing nature-culture divides.

Vuostt a fhe first eotca] s that of biegga i the wind. This first chapter
presents a tentative history of listening with the wind in Arctic Europe. The
discussion revolves around two declinations of the North S&mi term bieggafapmu,
[wind power], each reflecting diverging ontologies of the wind as a powerful force:

1A The most common sounds in Guovdagseoaterfazanurelere t he do
the ground and the wind that blows around the houses in winter, or mosquito and silence in
summer 0 https:/Mww.guovdageainnu.suohkan.no/politihkka -ja-halddahus/suohkana-

birra/ovdamunit_-farremis -guovdageidnui/ ) [my emphasis]
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on one hand, as a sentient being that animates the Land, and on the other, as an
objectified source of energy to be extracted from the Land. The chapter delves into
Sami landscape practices linked to reindeer herding, where the voice of the wind
drives the reindeer and ensures their direction along seasonal trails i to the extent
that the reindeer is seen as an asset of the wind before belonging to the herders
themselves. Conversely, the power of the wind has recently emerged as the focus of
an industry that, from a contested framework of colonial economies, views this
atmospheric force as a sustainable energy source to be extracted and used. By
bringing together both established and more recent biegga | u o,lthe twind is
consulted throughout the chapter as ajuoiggalmas and asjuoigi. This more-than-
musical exploration of biegga opens up a discussion on the complexities of
engaging with an abiotic (geophonic) phenomenon as a sentient beingi endowed
not only with vocal agency but also revered as an otherthan-human bearer and
custodian of the bioculturally shared heritage of juoiggus. Finally, the chapter
addr esses t h-thanwnusicdl agencymmtrasmitting values, affects and
concerns in the face of subtle cases of green colonialism, wherguoiggus safeguards
and reinforces endangered echosystemic relationships between wind, reindeer and
people in times of social and environmental crises.

Nubbi jietna [the second voice] is that of mosquitoes,| u o i kTkis $econd
chapter unfolds as a trial against this tiny, infamous insect, whose ubiquitous
presence is a constant in the lives of both people and animals throughout the Arctic
summer. The mosquito stands trial for its existence, charged by dominant
ontol ogi es with being an Ainsignificant pest 0.
nui sanceo. The chapter opens with the testi
by four written accounts from tr avelers who, between the 17th and the 20th century,
traversed the Arctic regions of Europe during the summer season. These accounts
present diverse histories of listening to the mosquito, but they uniformly mirror a
dominant acoustemology that, over millennia, has fossilized the buzzing of this
insect as one of the few most undesirable sounds produced in nature. In defense of
the mosquito, four S8 mi riestithoniex informeesl @y pr ovi d
histories of listening with the mosquito. Through distinc t, multi -modal stories, the
advocates not only advance an ecological understanding of the mosquito as central
to the balance of the Arctic echosystemi chiefly in driving herds towards highland
pastures i but also an acoustemology that challenges hegemonicauralities. The
consultation of the mosquito as both juoiggalmas and juoigi raises the provocative
guestion Ahow mu si whietheimsre-timm-gngsical vaé af its
voice reframes this insect as kin rather than foe within local echosystems,
overturning the three major charges advanced by the prosecutors. Lastly, the more
than-musical study of mosquitoes and their ecological role in the Arctic emphasize
how the voice of such aradical other-than-human being can inspire a paradigm
shift across disciplines, providing affective, ethical and sustainable alternatives to
understanding and acknowledging voices beyond the human.
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Goalmmat jietna [the third voice] is that of mohtorgielka , the snowmobile. In
this third and concluding chapter, the snowmobile is presented as a relatively recent
introduction to the reindeer herding echosystem. Although its adoption was quickly
recognized as an efficient modernization 1 remaining true, to a certain degree, to
the traditional ways (much like the mosquito, the humming sound of the
snowmobile directs the reindeer in the desired direction) i the transformation of
the echosystem has elicited argely divergent opinions on this jietna. In some
instances, this sound provides a droning accompaniment particularly suited to
encouragejuoiggus, while in others, it is perceived as aluohti itself or entered the
repertoires of numerous juoigit as a novel juoiggalmas. On the other hand,
however, there are also accounts of the snowmobile being a too loud source,
masking certain environmental sounds that hold ancestral values, thus causing a
l oss of Aharmonyo in the echosystem.,
oversnow and all-terrain vehicles rather serve in this thesis as a sonic allegory,
leading to a broader discussion on soundscape conservation practices, as well as
aesthetics and ecobgies of silence. The contents are gathered in a parallel plot of
histories of listening from Indigenous and non -Indigenous stakeholders, from
which distinct narratives of silence emerge. On one hand, silence is either presented
as a hallmark of pristine, untouched nature, or a romanticized desert i both natural
and cultural 7 echoing colonial ideologies of Terra nullius . On the other hand,
among the Sami, silence is also recognized as a distinctive feature of the Land, but
rather as a state where even thdaintest of sounds emerges loud and meaningful. In
fact, the Sdmi concept of silence Jaskatvuohta ) more accurately denotes a sense of
quietude rather than the absence of sound. The introduction of mohtorgielka
disrupts this silence, as the chapter critically interrogates the responses of both
Sami and settler audiences to this loud anthropic sound source. Whether or not,

Howev

paraphrasing Schafer, the sound of snowmob

Nort ho r(1%/¢@:2HB),fitds crucial to recognize how the same sound is also
valued as pleasant or even homely by Indigenous peoples who have fully integrated
them into their traditional livelihoods. Once again, as juoigi and juoiggalmas, the

voice of mohtorgielkd is consulted from the perspective of Sami acoustemologies,
challenging the sonic colonialities inherent in top -down approaches to ecoacoustic
conservation, and tracing the sonic reciprocities matured among people, reindeer

and other Earth beings of the tundra.

Each chapter opens with a personal story centered on the act of recording or
listening with the relevant subjectivity. These anecdotes are drawn from my field
diaries and recording notes. Their more discursive and intimate nature serves to
position myself in relation to the subjectivities | engage with and, hopefully, to bring

to the readeroés attention the acolrdging mol ogy

familiarized Indigenous sonic knowledge with my non -Indigenous academic
(ethnomusicological) and artistic background.
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On top of the Havaygavlen promontory

Awa, Avanuorri
April 29, 2023, 20.15

Fortunately yesterday, as soon as | arrived in Avanuorri, | rushed to record
Turbine No. 9 (T9) i when only light breeze swept through during the session,
before swelling later in the evening [Figure 10]. | just finished listening back to
the recordings a couple of hours ago and | can say | am very pleased with the
resul ts. Ent husiastic from yesterday
today, fully aware that the wind was far too violent for decent recordings. So |
took this hike more for leisure, leaving my microphones at home for once, in order
to listen with the landscape itself, without the mediation of equipment or
concerns over recording outcomes. I
si dietboo use field recordist Gd8] d that is Hse
inevitable capacity to saturate my microphones at every moment. But perhaps
Ande Somby would have something to say about that analogy, he who has made
this saturation into a brilliant duet. While yesterday | stopped at the first turbine
on the ascent up the promontory, today | hiked further and took in the web of
access roads that, |l eading to each t
wind farm, fragmented the landscape into an irregular mosaic.

And there was Turbine No. 1 (T1), the most distant from the town, positioned at

the edge of t he promontoryds cliff,
ocean in front and the land behind. Perhaps precisely for this symbolic position,
Tl had beengen a fAspeci al treat mento by ¢

mark in the form of graffiti T adding, at the very least, a bit of color to these
towering ivory columns, with their 80 -meter hub heights and rotors equally vast
in diameter. The wind had picked up even more forcefully, and | found myself
wrestling with gusts easily surpassing 60 km/h. But something felt off. My steps
became unsteady, as | struggled to counter the gusts, feeling increasingly
unbalanced. This unnerved me, given the altitude and proximity to the cliff. So |
sought the closest shelter, a prominent landmark made of stones piled atop one
another, where | crouched down, shielding myself from the gales. It was then that
| realized the cause of my loss of balance. My hearing was comprmised,
saturated by the turbineds rapid who
which deafened me to the actual wind, making it impossible to pick its direction
and adjust its force. In that instant of schizophonia, as Schafer might have called
it, my brain struggled to discern the source and direction of the sounds | was
hearing and maintain a proper spatial orientation and equilibrium. Once realized
the illusion, in that the 0 aewasihterferinga
with my perception of the real wind, | made my way back to the car, wrestling
once more with that extraordinary force. But | wondered, if it had this powerful
an effect on me, knowing exactly what the turbine is and its purpose there, what

could other unsuspecting beings with even more attentive hearing experience of
it?
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To the ear, biegga [the wind] reveals eallima jienaid [the voices of life]. It caresses

Eana and all the organisms that dwell upon her, making them resonate and breathe

together, thus animating them. 111As it whispers through forests, valleys and fjords,

the wind infuses vital energy and gives voice to all the morphologies of Sapmi, which

in turn shape the timbre and sonic qualities of biegga, making its acoustic presence

tangible.112 In organological terms, the sound of the wind is appreciable only in

relation to the nature of the surfaces it interacts with. It excites and sets in vibration

lands and waters in diverse ways, depending on variables such as its velocity,

direction, quali ty and morphology of the materials it passes through i which specify

the windds remar kable ¢cnumber of vocal var i
also Skaltje 2005: 57; Aikas 2015: 114; Kvalsvik 2019: 43; Renzi 2023b: 169) (listen

t o 60Bi eggadin Mutalusat duldateami birra ). Biegga is perhaps the

keynote sound of Sapmill3Not only is the wind the most frequently encountered

atmospheric agent in Sami oral history and ecological knowledge. Its ubiquity in the

r egi o n étisne is qgorapared to the seasonal transitivity of other environmental

actors i is corroborated by the copious recurrence of windy sonic events in the

accounts of travelers and missionaries whose writings have reached us from the

European Arctic (Negri 1700; Acerbi 1802b; Mantegazza 1881; Sommier 1887,

Loschi 1935). Contingently to diverse intensities, thewind 6 s v oi ce ranges
O0sweet whistlingéd to O6raging bell owingbé6, (
omnipresence grows so monotonous that «assopisce moralmente e fisicamente, e

ce ne stiamo sonnolenti»'14 (ibid: 109). lronically, apart from this sense of

monotony, an even major source of discouragement determined by the wind was
experienced by the travelers when biegga was particularly and unexpectedly
tempestuous: «[w]e left this cabin to pursue our voyage; but after proceeding five

or six English miles, we were obliged by the wind again to land» (Acerbi 1802b:

107).

Within this travel literature, instructed by a dominant ontology built on the
sharp separation of nature and culture, the voice of the wind has been largely
objectified as an inherently natural sound 7 a mere product of an abiotic condition
of the environment which, at best, inspires poetic tones/metaphoric language in

111|n this sense, the qualities of the wind can be symbolically linked to the Greek etymology of this

entity,s T U1 (@r@mos), derived from the Proto-Indo-Eur opean verb meaning fito br
112 As Calanchi points out, «[s]ounds, when moving through an environment, are influenced by it in

terms of reverberation and attenuation, leading to different responses in their biological perception»

(2015: 34; see also Aikas 2015: 114).

13To support research conducted for my Mastero6s thes

i Wh at does it sound |like S8pmi?0 and distributed vi

research participants and a broader sample of Sami respondents fom different parts of Sapmi. This

approach made it possible to identify a relatively narrow selection of sound sources and events

deemed most significant by the Sami for their sense of belonging to the land and indigeneity. The

results reveal biegga as the singular entity that received the highest appreciation. Similar

observations of wind as a keynote sound of Sapmi are found in Aikds (2015: 115) and Kvalsvik (2019:

78).

WAl ulls both body and soul, and we find ourselves We
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writing but ultimately falls short of a genuine recognition of any skills or agency.

This is particularly notable in the account of Giuseppe Acerbi, whose dual sensitivity

as a naturalist and composer distinctively surfaces throughout the vast written

desaiption of environmental sounds and juoiggus. While he promptly dismissed

the latter of any musical value, the Italian traveler offers what is likely the closest a
foreignerés travelogue has come to acknowl e
musical actor:

Artificial music appears to be wholly banished from those forlorn and
solitary districts The only musical accents to be heard in Lapland are
those which nature has indiscriminately bestowed on all other countries,
without any regard to man, whose pride induces him to believe that
everything in the world is made for him alone. The only melody to be
heard in Lapland is that with which the birds make the woods re -echo;
that of the rivulets rustling over their pebbly beds; that of the winds
resounding amidst th e branches of trees and the deep gloom of forests;
and lastly, that of the majestic fall of rivers over rugged rocks, where the
waters break with a crashing noise, and fend up their foam to the clouds.
But that | may not leave my reader altogether without an idea of
Laplandish singing, such as it is, or rather of the vociferation of the
wandering Laplanders. (Acerbi 1802b: 67).

It is curious how, despite his ethnocentric biases that render him deaf to any
human-made musi c not conforming to the rules ¢
Acerbi criticizes the (generalized) human tendency to believe that the world and its
phenomena, including music, revolve solely around human perceptions. In this
subtl e anthropocentric critique of anthropo
qualities in the environment unintentionally uncovers a posture of listening that
resonates with Sami acousemologies and more-than-musical values. In fact, from
a biocultural perspective rooted in local ways-of-listening, the Sami recognize in
biegga a more-than-musical agency, regarding the wind not only as a bearer of the
juoiggus heritage but also one of the most skilled juoigit , alongside other human
and other-than-human companions.

This chapter presents a tentative history of listening-with the wind in the
European Arctic region. The discussion revolves around two declinations of the
North Sami term bieggafapmu, [wind power], each reflecting diverging ontologies
of the wind as a powerful force: on one hand, as a sentient being that animates the
Land, and on the other, as an objectified source of energy to be extracted from the
Land. The chapter delves into Samilandscape practices linked to reindeer herding,
where the voice of the wind drives the reindeer and ensures their direction along
seasonal trailsi to the extent that the reindeer is seen as an asset of the wind before
bel onging to the herders themselves (secti
power of the wind has recently emerged as the focus of an industry that, from a
contested framework of colonial economies, views this atmospheric force as a
sustainable energy source to be extracted
bringing together both established and more recent biegga | u o,lthe twind is
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consulted throughout the chapter as a juoiggalmas and asjuoigi ( secti on OBi eg
j uoi ggah a o }than-musicasexphlomatioreof biegga opens up a discussion

on the complexities of engaging with an abiotic (geophonic) phenomenon as a

sentient being i endowed not only with vocal agency but also revered as an other

than-human bearer and custodian of the bioculturally shared heritage of juoiggus
(section OBiegga juoig80) . Final l sthan-t he ch
musical agency in transmitting val ues, affects and concerns in the face of subtle

cases of green colonialism, wherejuoiggus safeguards and reinforces endangered
echosystemic relationships between wind, reindeer and people in times of social

and environment al crises (section O6Biegga vV

Bieggafapmus

Similarly to other Indigenous frameworks, in Sapmi the connections between

ecologies of sound and ecologies of music are affirmed and primarily evident in
cosmogonic myths (Grim 2001: 53; hodomanawar
Levin 2006: 169-170; see also Schafer 1977: 21; Colimberti 2004: XXIII). Among

the oral narratives passed down since time immemorial, the muitalus of Vaja

(female reindeer) is particularly rich in sonic elements (Finbog 2022a). According

to this story, the first physical experie nce of the world occurred through the sense

hearing. It was the wind, with its murmur, that originally transmitted life, carrying

memories, messages and emotions to the ears of everalli (cf. Gaski 2019: 4,

Finbog 2022a: 28). However, much of Sami orality also caution about the wind as

a power f ul and potentially destructive forc
it erases ski tracks on the white duoddarat o (Utsi, Utsi 1980; Skaltje 2005). 116 This

giving-taking ambivalence is characteristic of the muitalusat centred around the

great forces that shape and transform S8pmi
role of biegga in these oral narratives not only rationalizes the natural coexistence

of continuity and change but also imparts essential knowledge about the land and

all its constituents. Today, this knowledge remains foundational to strategies for

inhabiting the Arctic region and learning how to navigate it with caution, agility and

respect (Skaltje 2005: 58).

Biegga luondut'’

In the Sami belief system, the voice and activity of biegga are ancestrally associated
with entities known as M8 n n e | arld with the wind god Bieggaolmmai (Heaetta

A Power of the windo

116 A reference to the poemMin Eallin, by Paul us Utsi: AMin eallin [/ | ea
/' man guoldu j8vista juo guovssugeagiso [Our I|ife |/
The wind erases it before morning dawns]

WAThe nature of the windo
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1994; Miller 2007 ; Helander-Renvall 2010; Porsanger 2012. The first are
commonly described in literature as spirits of the dead that manifest only to certain
people, in certain conditions, while remaining invisible to the most (Turi 1910;
DuBois 2023). Their sonic presence, however, is perceivable by everyoneand it
recalls the sound of the wind, as it does also the physical impact of their movement
through the trees. About them, Johan Turi writes:

[ é] S girdet il mmis dego lottit, muht umi n
vuollegeappot. Ja go dat leat golgame, de dat go leat boahtime, de dat

guvvet nu stuora vuimmiin ahte japm8 dego b
vel 8 garraset Jguvva I|teamangame delsiadaill ai n. Ja go

mana govdadit muhto gokko mannet, de dakko sojahit muoraid jur

eatnamii ja dodjet muhtun muoraid. Ja go dat gullo, de dat leat

m8nnel al | at, muhto eai oidno datge go jur
vigihis luonddogahppalagat gal oidnet ja gullet dallenai, go eai jama

nu_ahte olbmot gullet. (Turi 1910: 72) 118

On the other hand, Bieggaolmmai, also known as Bieggagallis (with olmmai

meani ng Ogalbsrme asnnchg 6el der mané), is an aeol
everywhere, from mountaintops down to valleys, both on land and at sea (Heetta

1994: 15; Kulonen et al. 2005: 433; see also Pulkkinen 2014)%19 In Sami
iconography, primarily derived from the figures painted on the membranes of

ceremonial drums (goavddis), Bieggaolmmai is depicted holding a spade in his

right hand and a club in his left T tools used to ward off hostile spirits and, most

importantly, to direct the winds and sweep away the rain (see chapter cover image;

Manker 1938, 1950: drum no. 59; Heetta 1994: 15)20

Stuorra stuorra gievra,
stuorra gievra.

187 t hfly through the sky like birds, sometimes up high and sometimes lower down. And when

they are on the move, those that are coming, they moan with such great power that they sound louder

than the harshest wind; t he mo an ianywindoAnd astheygm8nnel al |
along, they do not go broadly, but where they go they bend trees to the ground and snap some of

them with the force of their movement. And peopl e ce¢
they cannot see them; only certain pegle can. And innocent animals can both hear and see them,

even when they dondédt make such a racket that peopl e
119 Other nomenclatures: Pidgg-o u ma(LSk o | t ) | lolma (Kikin); lltnaris (Tornio). While

Bieggaolmmai is historically recognized as a male deity, gendered connotations in descriptions of

biegga do not emerge with the same clarity. In field conversations, biegga was often described to

me using metaphors associated with feminine qualifiers (cf. Diamond 2007: 30) without ever

explicitly specifying or defining its gender. Rydving has noted that some sacrificial sites were

accessible only to men, including rituals associated with the wind and weather (Rydving 2006: 104).

Archaeologist Tiina Aikds counters by suggesting that such gender boundaries in ritual activity

should not be categorically interpreted or seen as structurally impermeable to the extent described

by Rydving. The ceremonial presence of women is frequently evidenced by material findings at

sacrificial sites (Aikas 2015: 178).

120 To these tools, another iconographic marker often adds distinction to this figure from other

deities: the traditional men headgear, | i ehgahprr AFour Wi nds Hat, d whi ch
significance of biegga within the realm of Indigenous material culture (Ande Somby, Oral teaching

(personal communication), October 20, 2022, Venice). For a more detailed description of the

iconography of the goavddis, | refer to Manker (1950), Emsheimer (1977), Joy (2015), Renzi (2020),

Prost (2022).
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Bakti, dievv§8 ja gealgi dusse

bissot dan ovddas.
Beahci, soahki,
oktan ruohttasiiguin fertejit veallanit.
Suohtas leai gal gullat dan juza. 12t

The ambivalent nature of the wind, both as a giver and a taker, echoes in the myths
surrounding Bieggaolmmai. His power to control and alter atmospheric forces
makes him a divinity who is ritually consulted to ensure the success of crucial
subsistence actvities (Kulonen et al. 2005: 433; see also Pentikdinen 1995; Rydving
1995). During the ceremonies that traditionally preceded a bear hunt, the direction
of the wind (bieggahalti ) was considered a key factor to be divined by thenoaiddit
(Sami spiritual leaders) through the drumming of the goavddis [oracular drum]
(Renzi 2020). Being aware of sudden changes irbieggahalti would allow the hunter
to ¢cgalg8 mielL8beal e nj 8hkat 22Fawrableiwind
patterns are also sought during the seasonal migration of the reindeer, asbiegga
leads the herd (eallu) across the vast tundra (see below; Kulonenet al. 2005: 433).
However, the wind serves as an ally for Arctic predators too. The wolf «runs in front
and on the windy side of the herd and releases a scent so that the reindeer smell it
and that frightens the herd so that it scatters, running off in all dire ctions. And so
the wolf is able to separate some animals out from the herd and drive them apart
and kill as many as it can» (Turi 1910[2011]: 46).123 A similar skill is also embraced
by Sami hunters, as accounted in the travelogue of Giuseppe Acerbi in relation to
the wild reindeer [ goddi] (1802a: 79).

In order to secure the protection of Bieggaolmmai and the favorable movement
of air masses, sacrificial offerings to this divinity and the related atmospheric agent
are not uncommon along herding trails. Archaeological evidence has shown that the
peaks of the tallest duoddarat i sites where the wind blows the strongesti were
privileged for such propitiatory activities (Kulonen et al. 2005: 433; Aikas 2015:
129). An account from Finnish folklorist Samuli Paulaharju illustrates how these
wind propitiatory ri tuals, however, were not exclusive to reindeer herding but were
also performed in relation to other landscape practices:

Kun kalamies taas meni padolleen, niin kova tuulenpuska paiskasi
veneen kumoon, ja ukko oli vahalla hukkua. Peloissaan kaapersi

121 Gr eat, great and strong / Great and strong /
front of it / The pine, the birch / with their roots they have to lie down / Pleasant was to hear that

mur muringo. dajahusef i BBt hg@gdbgag8llisodo transcribed in
the original spelling: AStuorra stuorra gievodr a,
bi ssut dan -~-vdas. [/ Bbcci, soakki, [/ =kdtan r
122Asneak up on the downwind side, so that [the
123The original passage in Turi reads: ¢[é] de
bohccot hakset ja ballgjit dugge hg8jas, ja de
soames | iega ealus | a ddm&ppeha» (1980: 29)oThid &formation wdsu g o

additionally confirmed by Ante Aikio, Oral teaching (personal communication), August 13, 2019,
Levi.
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kalamies kiven luo pyytdmaan, ettei se enda olisi vihainen (Paulaharju
1932: 24).124

Several sieiddit sacrificial sites are today identifiable through the study and
acknowledgment of Sami toponymy, which preserves clear linguistic references to

the wind or its influence on the | o-cal enwv
oai vadzo; see Carpel an 25483;Aika8 P015: K ulgionen et
2016: 158; Ainiala, Saarikivi 2017: 108). Indigenous toponymy has significantly

contributed and continues to play a crucial role in the transmission of biocultural

knowledge and sense of placeamong the Sami (Cogos et al. 2017). However, the

portion of ecological knowledge related to the acoustic experience of biegga

becomes especially prominent and pedagogically valuable during gatherings where

families come together within a specific taskscape, such as reindeer earmarking,

fishing, berry-picking or duddjot. In occasion of these communal and trans

generational interactions, families share and transmit i both orally and through

action 7 knowledge, skills and experiences related to the spatial, emporal and

social dimensions of the landscape (Skaltje 2005; cf. Ingold 1993; Joks et al. 2020).

This knowledge emerges from a network of life stories and specialized tasks that

weave together memories and narratives with multisensory perceptions of the

Land, where the direction and intensity of the wind play a central role. As Baluha

Biette Biret Marja recalls in a story shared with Maj -Lis Skaltje:

Eidde buoremus guoi mmit, M8rj 8 ja EII e, dat
Eidde, Méarja ja Elle lavlo ollu ovttas. Dat lei akta dahpahus mii

d8hp8huvai vuosttas j a gednovdirmi deosad d e l uovui
Mavvasii. Elle ja MarjjA nuoramus viellja Ovlla lahppui déalkin. Beana

bolLii ruoktut. Ja isida ohcagohte muhto eai
lohkat ahte diet dahpahus lea sutnje nu nannosit bahcan jurdagii ja millii.

Si i gadde nu gull egat, ceggejedje beljiid
bi eggabi gkk amiagskek 8dia mange vuost §, l ehkos ¢
muora vuosta. ljaid nai sii guldaledje go biekkai ja dalkkadii. Jus soaita

dan olbmo jiena gullat. Jus dat huika soames sajis. Sii eai sahttan

nohkkat albmaladje. Vuoruid mielde guldaledje. Ja dat harjanedje

guldalit ilmmi goadis, daid biekkaid ja lavlluid (Skaltje 2005: 58). 125

122 When the fisherman returned to his dam, a strong
man almost drowned. Frightened, the fisherman crawled over to the rock to plead that it no longer

be angrybo

12AWhen my uncle Biera moved north to Mavas, my mot h
lived there, ElIle and Marjabs youngest brother, Ovl
home. They searched for t he dMygniother usedricetell thatthis coul dnd
event left a deep mark in her memory. Everyone became very attentive to every sound, they perked

their ears and listened for the slightest sound of the wind bouncing off something, a birch or a stone.

Even at night, they listened to the wind and the storm. Perhaps they could hear his voice. If he called

from somewhere. No one could sleep properly. They took turns listening. They learned to listen to

the storm inside the tent, the wind, and its songso.
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Such knowledge remains crucial today to navigate the vastness and severity of the
tundra, as well as for the coordination of herds and for other local economies upon
which community subsistence depends (Ingold, Kurttila 2000):

To guide them in their route, they make observation of the quarter from
whence the wind blows, and by night are directed by the stars. (Acerbi
1802b: 138)

Exposure to and deep familiarity with extreme atmospheric and environmental

conditions have fostered the development of perceptual and practical skills whose
extraordinary accuracy and effectiveness have historically been met with
astonishment by foreign observers, eager to better understand human resilience in
adverse environmental conditions (Ligi 2016: 104; cf. Kuljok, Utsi 2015; Gaski
2019).

The long-standing complicity between the Sami and the wind is well-
documented in the logs of explorers and missionaries, where it is often
accompanied by terms such as fAmagi co
2016: 85-87). As early as the anonymoustext Geographia universalis , dating back
to the 13th century, the AFinnaso (ol

and ¢

d exon

people capable of taming the winds and ever

ropes, which were traded with sailors heading north. Three centuries later, Olaus
Magnus reports in his Historia de gentibus septentrionalibus how

[sJolebant aliguando Finni, inter caeteros gentilitatis errores,
negotiatoribus in eorum littoribus contraria ventorum tempestate
impeditis, ventum venalem exhibere, mercedeque oblata, tres nodos
magicos non cassioticos loro constrictos eisdem reddete, eoservato
moderamine, ut ubi primum dissolverint, ventos haberent placidos; ubi
alterum, vehementiores; at ubi tertium laxaverint, ita saevas tempestates
se passuros, ut nec oculo extra proram in evitandis scopulis, nec pede in
navi ad vela deprimenda, aut in puppi pro clavo dirigendo, integris
viribus potirentur. ( Olao Magno 1555: 44, 11l Book)!26

DeAngelo interprets the supernatural powers ascribed to the Finni as part of a
generalistic northern stereotype that shaped broader narratives around all northern

peoples: «the depiction of the Finnar serves to place them in the position of the
exotic Other relative to Norse conventionality. For this reason, the attribu tes of the
Finnar were readily transferrable to any non -conforming person or population that

the writers of the sagas sought to vilify» (DeAngelo 2018: 210). The reputed control
over the wind established as a persistent trope and one of the most enduring taits

126 Among other pagan errors, the Finns someti mes are

merchants stranded on their shores by adverse windy weather, and, given payment, give them in
return three magic unbreakable knots tied to a band. This is how what they have is to be used: when
they would undo the first, they would have calm winds; when the second, more forceful; but when
they would release the third, they then would suffer violent storms that with their whole strength
they could maintain no eye to watch for rocks beyond the prow, nor foot for lowering the sail into

the vessel, nor at the helm in the stern to steero
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in foreign depictions of the Sami. It became so widespread in popular imagination

that it faced little skepticism even in the accounts of Johannes Schefferus, whose

reputedly more accurate descriptions of the Sami i based on his firsthand

experience and exyeditions T reinforced the narrative of a people capable of

controlling the weather and even trading the wind (Schefferus 1673: 45, 58). Such

attribution of supernatural powers to the Sami does not merely reflect their
exoticization, but also accounts for the awe of foreign narrators almost incredulous
before S8mi 6s deep k ni oimesadvabte ewithio ftheirtotvrie  wi nd s
ontological rationalization. While DeAngelo reads this exoticization as a
generalizing and mystifying trait applied to many lesser-known northern

populations (DeAngelo 2018: 209), a related account documented by Paolo
Mantegazza draws on firsthand oral narratives passed down by the South Sami

priest and poet Anders Fjellner (1795 1876), from Harjedaelie (Harjedalen).

According to the Ind igenous epic poemBiejjien baernien sdangoe jeahnaj laantese

(The Son of the Sunds Couriwihiangeceived artebrly L and
Swedish transcription in van Diben (1873: 322-325) 1 after marrying the daughter

of the giants, a descendant of Kallapbrdne
homeonhi s boat, pursued by his brideds brothe
the bride uses knots consecrated by Méattarahkka, Sarahkka, Uksahkka (three Sami
mother-goddesses)i which were part of the bridal dowry i and summon winds

that propel their boat faster, leaving the giants behind:

I'l figlio del Sole allargando |l e vele
Vola in mare la barchetta dei fratelli

Per inseguire e dare la caccia

E restituire il poledro alla casa.

Gia si sente il batter dei remi,

Piu vicino si fa il rumor del timone

E il muggirel lee lobndnef.urf[ié]r de
(La sposa)

Scioglie per difendersi un nodo virginale,

Un vento allora gonfia le vele,

E la barchetta rompe le onde

Le getta da ambo le parti,

E i gigant.i ri mangono addietro. [ é&]

E |la sposa [€é] Domanda allo sposo, fac
La tua barchetta pud sopportare maggior vento?

Sol i di e forti sono | 6alberatura e | e

Scioglie allora il secondo nodo sanguigno

E il vento incomincia da occidente

A sollevare i figli del mare (le onde),

Gonfia e tende | e vele [ é]
Sopporta la tua barchetta vento piu gagliardo,

Sopporta dessa piu forte bufera?

Scioglie allora il terzo nodo.

Anche llma Razza monto in collera

E il servo del dominatore del cielo.
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Il vento del nord dal mezzo del cielo
Mando la procella e piego le antennal??

Similar to the practice of untying knots as reported by Anders Fjellner in the South

Sami oral tradition, another method for summoning the wind was shared with me

by Kildin Sami linguist and artist Roman lakovlev while we were picking luopmanat
(cloudberries; Rubus chamaemorus) in the locality of Guhkesjavri, 4 km east of
Guovdageaidnu (Figure 21). Below, | transcribe this interaction from the relevant
portion of my field notes, with an accompanying audio excerpt that can be heard in

the beginning of thesounds cape ¢ ompositrack 0.8 in thd8 audia-rg a 0
anthology Muitalusat guldaleami birra

[ Roman] scorse i n l ontananza una <c¢chiazza
escl am, : AYou Brat dowaut hgoal?, our gol d! o, i
gesto deciso il lato opposto della torbiera. La pioggia aveva imperversato

abbondante durante la mattina e il terreno si presentava evidentemente

inzuppato. Cido perd non intimidi Roman che, piuttosto che

circumnavi gare | 6acquitrino, inizi, a camminargl
suo passo spremeva il soffice manto muschioso, sollevando sguazzi

déacgqgua e un slimdided comicoantquehatqoietesestiva:

sguash, sguash, pl oshé Ma n mano che si al
battuta, pero, notai che cid che sollevava non era solo acqua, bensi anche
gruppett.i di zanzare smosse da una fipredabo
nuvola sempre piu fitta di insetti si addensava attorno a lui. Decisi allora
di procedere aggirando | 6acquitrino. Mentr

cammino, un fischio squillante echeggio improvviso nella distesa. Mi

voltai e scorsi Roman accovacciato tra i bassirovi, mentre, con mano

rapida riempiva il suo secchio di bacche. E
acustica di raro fascino, con quel suono cosi limpido e intenso riflesso

contro la parete di betulle che faceva da coro alla torbiera. Pur non

comprendendo imm ediatamente la natura di quel suono, accesi

prontamente il mio registratore, lasciando che i miei omnidirezionali

fissassero ogni sfumatur a del | 6ecosi st ema
convinto che il fischio fosse giunto proprio dalla posizione di Roman, cosi

lo osservai attentamente. Vidi che portava una mano alla guancia, e

proprio mentre cominciavo a pensare che stesse semplicemente

127 Mantegazza 1881: 200202; The original swedish transcription of Fjellner in von Dlben reads:
¢fisSolens son, han som der seglaro. |/ B-ten sk°to de
amnet aterfora. / Starka horas are-slagen, / mumlet, talet, d an af vagor; / Forsta knuten flickan

l6ser; / deraf blaser flagt i seglen, / skjuter sa pa skeppet, smaller pa vagorna; / jattens séner lemnas

efter. [/ [¢é] |/ Bruden [...] ser p- solens son och s?@
tdgen, arost ar ka! o / D- hon | °ste andra knuten: / vestan
hejden, /| str2ackte, spd®nde seglens bukar. A - f
ilar?0 |/ L°ste s=- den tredje ks forstetenare/blredgad.j el f |1 | ma

Stormen vraker, rarna bojas» (von Duben p. 324-325). A Sami transcription of the poem has been
edited and published by Harald Gaski (2003 [ Biejjien baernie, Dawvi Girji OS, Karasjok]). This
edition contains also an English translation of the text carried by John Weinstock, prosaically
reported at the following link:

https://www.laits.utexas.edu/sami/diehtu/giella/folk/sonarticle.htm
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gustando qualche frutto, udii nuovamente il forte fischio, questa volta piu
complesso e virtuoso nella forma:

\,\. o e ~ e~/ Wb

-v‘Jv' ~— \ .Y .\ . .f..-\‘ﬂ\
AWhat 6s going on?d6 Domando da | ontano. i We
therebs no wind to drive off the mosquitoe
wondt | eave us alone until Lomeggansie done pi cki
e presto fui anchoéi o inghiottito nel |l a fi

raccoglievamo le bacche insieme, Roman mi raccontd di come quello del
fischiare per invocare il vento fosse un gesto che aveva appreso da un
anziano del suo villaggio natalei Lujavvr i noto per la sua capacita di
interagire con diversi elementi. Anche se non basto a liberarci da tutte
qguelle zanzare, una leggera brezza si era effettivamente alzata, e io mi
pentii di non aver preso la precauzione, nella fretta, di proteggere i miei
microfoni con i soliti filtri anti  -vento.128

Towards this deep traditional knowledge of wind movements, Mai -Britt Utsi shared
with me her sense of awe and admiration:

I 6m thinking about my ancestor s, when they
engines, and they had to do only with borjjas fanas, sailboats. And they

talked about just how easy it was to jump into a borjjas fanas , and simply

go with the wind. Or even sail against the wind. They were true experts,

you know, with their small boats with borjjas [sail], and they would just

usethevalla[ rudder] for the direction. So, Il 6m v
grandmothers and great-grandmothers who were able to handle the wind

like that and go with the wind, sailing that fjord. Doppe lea alo biegga.

The wind is always blowing. The wind from the east, usually.12®

1287 Roman] spotted a more colorful patch in the dist
Thatdéds our goal, our gold!é pointing firmy toward
poured heavily, and the ground was clearly soaked. Yet Roman, undegrred, decided not to go around

the marsh but to walk straight through it. Each step squeezed the soft moss, sending up little splashes

of water and making a muffled, almost comical sound in that summer quietude: squash, squash,
plosh... As he walked futhe r from t he main path, I noticed that it
up. Small parties of mosquitoes, awakened by this unexpected visitor, began to rise with each of his

steps, gathering into a thick cloud around him. | decided to take the long way, walking around the

marsh. Halfway through, a sharp whistle suddenly echoed across the landscape. | turned and saw

Roman crouched in the low bushes, quickly filling his bucket with berries. To me, that was a moment

of rare acoustic beauty, that clear and srong whistle as it echoed against the line of birch trees that
bordered the bog. | didnodét i mmedi ately wunderstand wh
letting my microphones take note of every shade of the surrounding sonic ecosystem. | was

convinced that the whistle had come from Roman, so | watched him and saw him lift a hand to his

cheek, and just as | thought he might simply be enjoying a freshly-picked berry, | heard the whistle

again, this time more el aborntat e&.Web Wheaetdd & hgo iwi g0 do mud
wind to drive off the mosquitoes. Therebs no wind,
picking berries hereb6 he replied. I joined him and
insects. As we picked claidberries together, Roman told me how he had learned to summon the wind

from an elder in his home village of Lujavvr, a man known for his ways with the elements. Though

it didndét drive off all the mosqui t ednsthaviagtakenght br ee
the time to protect my microphones with the usual Wi
129 Mai Britt Utsi, Oral teaching (personal communication), July 3, 2023, Guovdageaidnu.
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Juoigi and reindeer herder Niiles-Jouni Aikio highlights how, despite a deep
familiarity with the weather, the wind remains a highly unpredictable force, which

I's precisely why ¢you must | isten carefully
want to lose the herd».130 A similar sensibility towards the herd is also manifest in
Turi 6s account, where
[ é] dakk§gr ol mmog, gi i l ea | ossat nohkkat,
livvasadjai.,J a go viimmat moriida, de ii dielLe, go

lea bievla. Muhto go son manna vuostebiggii, daihe go son diehta, gosa
dan baikkis héliida boazu, de son manna ja guldala ja deinna goansttain

gavdna ealu. Ja jos eallu lea mannan visotovttag v | ui |, de gal oaggu f
ealu | oahkk§8i, go | eat J[géulokMwhtod bjmms nluga |
soames oassi mannan ieg8 guvlui® de gale so

Ingold reminds us that considering knowledge of the weather and the skills

developed from it as part of a traditional livelihood should not be understood as the

«enactment of a received script» but rather as an incessant negotiation and

assessment of the vorld, with and within the world (Ingold, Kurttila 2000). What
European travelers and missionaries for cen
the outcome of a deep and sustained engagement with the natural environmenti

which granted the Sami an extraordinary ability in «detecting even the slightest

variation in all environmental forces», including particularly «the speed and

direction of the wind» (Ligi 2016: 85). Ultimately, the Sami may not have learned

t otanfekd6 or Auseo the wind; however, by all owi
attentively listening to its complex voice, they learned how to navigate with and

within it (cf. Gaski 2019: 262).

As mentioned, the direction and intensity of the wind are primary factors in
directing reindeer along the seasonal routes (@einnodat) between inland areas and
the coast. Biegga not only aids the ethology of reindeer as a natural compass but
also has influence over other important ecological factors, including the qualitative
and quantitative variations of lichen pastures and the density/consistency of snow
and ice that reindeer must dig through to find sustenance (Forbes et al. 2006: 8;
Riseth et al. 2011: 204; cf. Eira 201). During the summer, herds seek out wind-
exposed areasi such as ridges and high groundsi to escape the torment posed by
the ubiquity of black flies (muogir and| u r; Diptera: Simuliidae ), mosquitoes and
midges (I u o | upera: Culicidae ),132 often trotting against the wind to avoid

130 Nils-Jouni Aikio, Oral teaching (personal communication), August 13, 2019, Levi.

Bt hat sort of person who is a heavy sleeper wil/l C ¢
when the herder wakes at |l ast, that herder wondét kno
But if the herder travels upwind, or knows where the r eindeer in that area likely to go, then the

herder can go there and listen, and in that way find the herd. And if the herd has all gone in one

direction, then the herder will get the herd together again, especially if there are two herders, as is

usuallythe case. [ é] But i f some part of the herd has g«
losto (Turi 2011: 28).

132 Beach 1981: 84.

86



predators that might c atl3Among teiadear hesdereat ( see
common saying is boazu lea biekka ja dalkki oapmi (Skaltje 2005: 144),134 which

refers to the reindeer asbiekka buorri Tt he @A good &93Thid expeessiom nd o .
underscores the limited human control over the movement of the herd, compared

to the considerably greater influence of biegga, upon which the survival and success

of this traditional livelihood is largely reliant (Skaltje 2005: 144; Sara 2009: 172).

The ecosystemic complicity between wind and reindeer is a recurring and cross
cutting theme i n S8mi storytelling. The ex
implications, for instance, is preserved and transmitted orally through a notable
number of dajahusat. These expressions reinforce the previously mentioned
reciprocity and interchangeability between the ecology of environmental sounds
and the ecology of juoiggus, where the latter is returned to the Land through
performance, enriching it with interpreta tions, skills, values and sentiments. The
luohti and the poetic content of Biegganjunni 7 a compound word derived from
biegga (wind) and njunni (nose) i present one of the remaining oral records
exemplary of wind knowledge in the echosystem that follows the migration of the
reindeer, as previously outlined.

| came across this dajahus in its Swedish translation by Sami linguist Israel
Ruong. It was originally featured in the booklet of the Jojk EP, produced for the
Jokkmokk Museum (Ajtte), and accompanied by a renowned performance of the
luohti by the juoigi and priest Johan Marak (Audio 2). In Davvisamegiella, the
dajahus recites:

Bi egganjun8gdgat jo njolggidedje
biellogat jo skilardedje go jo
biekka vuosta njuni ceggeje

Biegganjunni, bieggabuorre njolggidedje lo lo lo

li lean gal jo heahti guhkéa go jo

ruovggadejobi egganjpunggat

The first line of the dajahus already discloses howbiegganjunni serves as the trope
for the reindeer. The trot, the sound of bells and the grunting are distinctive

elements that disambiguate the sonic presence of the animal in the luohti.
Biegganjunni encapsulates in a single verbal image the instinct of the reindeer to

BB Notably, the windds ability to sweep away mosquit
particularly appreciated also by travelers who crossed the region during the summer (see below;

Negri 1700: 107; Acerbi 1802h: 91; Mantegazza 1881: 85).

BAThe reindeer are the asset of wind and weathero.
BAAnte Aikio, Or al teaching (personal communi cati or
teaching (personal communication), June 20, 2023, Guovdageaidnu; Mai Britt Utsi, Oral teaching

(personal communication), July 3, 2023, Guovdageaidnu.

136 Transcribed by Johan Marak in Jojk, Vuolle, Luohti (recorded in 1962), translated into Swedish

by N. E. Spii k. English translation: AThe wind snout
noses to the wind. / The wind snouts, the good of the wind trot. / There is no danger / as long as the

windsnout s g r unt daajahus referertiegrbiegganjunni can be found in Skaltje (2005: 35).
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always point against the wind, orienting their snout accordingly and following every
subtle variation in biegga (Beach 1981: 91). As such, the reindeer is portrayed in
another dajahus transcribed in Skaltje (2005: 254)

Silke njawvi
manna dego beaivesuonjar
vuostebiggii 137

The same EP that includes Biegganjunni features another luohti labeled as

i Bi e g g a dajahwe lopessend closes with the symbolic lines, «Now the wind

bl ows [/ [ é] / And the reindeer trot agains
ethological aspect of the animal and its link with the atmospheric force. In the third

verse of the Biegganjunni luohti, the aforementioned expression biekka buorri is

stated as a synonym for the title idiom, thereby adding greater depth to the

relationship between the wind and the Cervidae. It reinforces the central concept of

the wind as primary force guiding the herds i for better or worse, as implied by the

concluding lines of the dajahus.

Delving into the lexicon of biegganjunni reveals additional semantic nuances
around this term. The imagery associated with the restless motion of the reindeer
turning with the wind translates this expression as a metaphor for the whirlwind,
as a specific type of air movement whereinbiegga lifts snow into swirling vortexes,
hints at calming down, only to abruptly resume with even more intense and erratic
motions (b i e g g a | wojbrribiegga ; Figure 22). The metaphorical language
here reveals a kinesthetic parallel between the movements of reindeer herds and
the swirling wind, while the morphology of the luohti establishes direct (more-than-
musical) sonic relationships between the juoigi, the juoigglmas and who listens. It
has been noted in the Introduction how the morphology of a luohti i through its
mimetic quality (Diamond 2019) 71 is a crucial factor in encoding and audibly
conveying the unique character (luondu) pertaining to different subjects, enabling
the listener to distinguish them between homonymous | u o.Thistquality of luohti
is vividly expressed byjuoigi and reindeer herder Lars Henrik Blind (Mareha Lasse
Lars Heaika):

Mon j 8hk§gn, i mi i gege eal e, jus das i | e
gattalidi oba r8nis ja guoros dat m8il bmi , |
Ovdamearkka dihte go boazu Juskkoda. Dan f
bohcco lulLiin [é]. L Wio Duddavdddteadpmsiti eg | uvve |

Luondu hupma duinna dainna malliin. (in Skaltje 2005: 255) 138

BAThe one-lwikteh haiilrk / shining |ike a sunbeam / again
138 fiNothing comes alive unless it has a luohti. The world would be grey and empty if it couldn't be
described with luolit. For i n|sutsaknkcteat imbtioh st be he r ei nc
captured in the reindeer's luohti [...]. The nature itself seems to release the luohti. Your emotions

unfold. Nature speaks to you this way.o
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In the case presented, whether the word biegganjunni refers to the movement of
reindeer or the motion of a whirlwind, the luohti of biegganjunni caught by Wimme
Saari no longer serves as a trope just for the animal but rather manifests theluondu
and swirling motion of the wind gust itself (Audio 3). 139

As something more-than-music, juoiggus is capable of establishing immediate
sonic reciprocities between different Earth beings. Regardless of the performative
context or the nature of the juoiggalmas, a fundamental aim of juoiggus has
ancestrally been to capture theluondu of the subject joiked within a specific luohti.
The ability to express these distinctive qualities is equally contributed to by the
sensible combination of the melodic-rhythmic morphology, the formulaic
concatenation of asemantic or onomatopoeic syllables, the skillful use of vocal
range and timbre and, at times, words and body language14° Although Johan Marak
catchesbiegganjunni as theluondu of a reindeer and Wimme Saari evokes it as the
frenetic motion of a whirlwind, a simple morphological comparison of the two
| u o Lreveals that both juoigit employ similar musical gestures, which
predominantly converge in the rhythmic and agogic consistency of the voice, in the
inclination towards wide intervals and leaps and in the pronounced gravitation of
the luohti around the keynote (Figure 23). A listener aware of both the lexical
ambiguity of the dajahus and the morphological descriptivism of the luohti will
discern the dual nature of biegganjunni T as the erratic wandering of the reindeer
and the sonic gestures of a swirling wind tend to mirror each other in their luondu.

BIWi mme Saari 6s vy o ihkps:/iwsaw.yautubescanswatcH?\vee6Reut -mBkKZs (last
accessed: 29 October 2024) As further evidence, it can be observed that Wimme Saari later sampled

this luohti tore-s equence it in the track ABieggaodo (Human,

of the wind through joik:
https://www.youtube.com/watch?v=GmnZWhEdKHE&Ilist=OLAK5uy_kBiGg -
SiSkl8IzOeWAszpTItw4DAtg3XI_(last accessed: 23 October 2024).

140 Wimme Saari, Oral teaching (personal communication), August 16, 2019, Aanaar.
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Figure 23 Side-by-side pitch contour visualization of Biegganjunni in Marak (blue) and
Saari (orange).

Biegga juoiggaha'#

Just as in the repertoire devoted to animals, where a singleluohti is traditionally

associated with each animal species in a manner that follows an almost taxonomic

systematicity i allowing for local variations and originality towards more

domesticated animals (see above)i a few distinct and easily recognizablel uo L i t

have also been standardized forbiegga. The most renowned and frequently joiked

wind luohti is the one popularized by Nils-As | ak Val keap2a2 (Cillohag
Joikuja (1968) (Audio 4). In this album, the luohti serves as the closing track of

YAThe wind makes one joikbo
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what i s historically recognized &Bammame fir s
1993; see also Renzi 2019). Although the original title does not explicitly indicate it,
referring to it as A ( Eluohtt was dajeraidentifief byo Wor d s
Valkeapaa as the wind, and therefore from this point onward, it will be referred to
as the Biegga luohti T the title by which it also became established in the
subsequent discography (Sara Jr. 1995; Ande

It is notable how the recognition of the wind in this luohti coincides with a
historical moment of pan -Indigenous solidarity and the global recognition of Sami
Indigeneity. In 1975, Valkeapda participated in the first meeting of the newly
formed World Council of Indigenous Peoples (WCIP) in Port Alberni, British
Columbia, hosted by the Tseshaht First Nation and attended by delegates from over
250 Indigenous peoples from every continent. As Ande Somby recalls, there was
initial suspicion in the hall regardin g the prominent role of the Sami at the
conference, owing to their «undeniably paler skin tone, which for some was also
accompanied by blond hair», calling their Indigeneity into question (cf. Crossen
2014: 173). Despite verbal efforts to explain a shared history of social and
environmental oppression, it was when Valkeapaa stood up and joiked the wind
that everyone turned and «recognized [the Sami] were not white» (Valkeapaa in
Nyyssonen 2007: 214). By carrying the wind in his voice within such a pan-
Indig enous context, Valkeapd& became an advocate not only for a subjectivity
symbolically elevated to being by many Indigenous ontologies around the globe, but
also for an ontology that challenged the sharp division between humans and nature:

This explains the fact that yoik acted as a sort of common language, as a
distinguishing feature of the meeting at Port Alberni. (Valkeapaa 1971
[1983]: 115)

In the original recording of this luohti, Val keap2206s voice i s annc
itself, whose sampled voice carries on throughout the track since its start, engaging
inasortofecopol yphony with Cillohag. The use of

was an unprecedented practice in Sdmi musc production at the time. However,
following the success ofJoikuja , the powerful interplay of human and other -than-
human voices in juoiggus became an emblematic expression of the aesthetic
virtualization of the lan dscape in Sami music production (Ramnarine 2009;
Diamond 2007; Hilder 2017; Renzi 2021a).

On a morphological level, the Biegga luohti articulates as a brief period in an
ABCB form, divisible into two complementary phrases that hint at a ternary meter.
The melody predominantly gravitates around fifth and major third intervals, with
pitch excursions that exceed the octave range in both the upper and lower registers
(Figure 24). The extensive use of grace notes, along with shifted accent§ as seen
in the case ofBiegganjunni T enhances the mimetic qualities of the luohti and, in
turn, the sonic re presentation of the wind, allowing the juoigi to blend his voice with
that of biegga and creating a counterpoint with the field recording. Additionally,
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the prevalent use of back vowels, particularly combinations of close and closemid
vowels (/u/, /o/, luol, /ool), along with the strategic initial use of falsetto, further
supports the phonetic mimesis of the juoiggalmas .

Hz ““fo 1s 20 35
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520,
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420/
370|,
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220,
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Figure 24Pi t ch contour vi s Biedgaluohtitir Joikuja §1P68)Ci | | oha g6

The acoustemological distinction between the two sonic codifications of the wind
just examined i the | u o @&f biggganjunni and biegga 1 is evident both aurally and
when graphically tracing their respective pitch contour. While the intervals largely
align between the two, of the abrupt leaps in register and tempo employed in
ABi egganj unni ouondw of @ whirlwied, dnl a distant impression
remains. In the Biegga luohti, the underlying acoustemology rather conveys the
luondu of a gentle breeze pieggahieibma, bieggajiellat , or jaldobiegga], yet one
that remains sustained and overwhelming [biekkahaddat], sweeping across the
duoddarat , skimming the snow on the frosty ground, and insinuating beneath the
canopies of birches and conifer trees, where it accumulates and resonates
powerfully in the vast natural aisles of the boreal forest. This style, marked by
sustained notes and reverberaing crescendos, has become iconic and widely
interpreted across Sapmi as the quintessential representation of biegga (Sara Jr.
1995; Andersen 1999; Cillog 2007; JUUSK 201

The communicative resources and strategies described above often reach our
ears as logical models passed down as musical knowledge. However, it is essential
to recognize howluohti, before being substance and structure, represents a process.
Its performance is the manifestation of an echosystemic link and the outcome of an
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epistemic co-evolution that involves individuals, communities and their
environments. This co-development is rooted in a centuries-old aesthetic
understanding of the kinships across Earth beings and places, which is in turn
encoded and communicated in form of luohti . The acoustemological foundation of
this vocal tradition is the act of listening to the voice of other Earth beings within
the environment:

Each luohti is the result of a deep and focused listening to the world and

within the world. In order to joik them, it is essential to hear and

understand what the wind, the river, the ptarmigan and the wolf are

communicating us through their voices. Starting from this

acknowl edgment, onebs voice wililoHti truly deve
a pair of wings to fly back to its owner.142

Biegga has inspired juoiggus throughout Sapmi for centuries (Valkeapaa 1985;
Finbog 2022a). Its role within this biocultural heritage, however, extends far
beyond being an object of sonic mimesis or simply ajuoiggalmas evoked through
human vocalizations. Rather, the wind is highly esteemed as one of the most
knowledgeable other-than-human bearers and carriers of | u o.LDratwing from
numerous and assorted stories collected throughout Sapmi, Maj-Lis Skaltje
describes how it is not uncommon for people to apprehend | u o ftomtthe broad
vocal range ofbiegga:

Ja juoiganjienaide samit leat valdan ovdamearkkaid luonddus. Biekkaid

njurgumat ja | eargumat, jogaid gavvamat | ea
gal g8 sojahall at, vanahall at ja veajahall at
oahpa go | eat v el aduladlahl@ekkagobealithsegid Dat | e

meaddel , | agegiid J]ada ja gullan got muor at

oahpaheadd;ji (Skaltje 2005: 285).143

In various stories compiled in her anthology, Skaltje suggests that cultivating a
serene disposition toward environmental listening is crucial to welcome biegga as
a source of inspiration [juoiggaha ]. This sentiment was echoed by Mai Britt Utsi,
who recounted to me how many times she would lie down inside the lavvu
[traditional temporary dwelling, conic tent],

and you may be half asleep, half awaké adjdgasas, as we say in Sami

when the wind comes with its sounds. You can hear it interacting with

the cloth of the tent, and sometimes there is a melody in there. Yeah,
thatdéds ho it can be.

142 Ande Somby, Oral teaching (personal communication), May 19, 2021, Sirbma, Sapmi.

143 The t quoiggss hafve been influenced by the sounds i n na
roar, and the murmuring of streams have shown how the voice can be bent, stretched, and altered.

The ancient Sami lay on the reindeerskin-covered floor and learned. They listened to the wind as it

passed through the trunks of the mountain birches and heard the whisper of the trees. Nature has

been the teacher. o

144 Mai Britt Utsi, Oral teaching (personal communication), July 3, 2023, Guovdageaidnu.
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Starting from comparable impressions, Brita -Maria Utsi ( Baluha Biette Biret

Marjia) suggests how t he uaviunguohkki fioimheyeopldof si ngi n
the mountains and forests derives from a deep connection with the aural perception

of the wind, specifically mentioning the interactions with the lavvu cloth:

Ja s8htt8 maid guldalit dan jiena go gul at
vuost §i . Dainna m8Illiin s8mit |l eat oggon i
dahke lavlluid ilmmi jienaid mielde, daid jienaid maid gulle. Dat

guottahalle miha fildnabut. Dat mahtte. Dat lei juste go biegga. li leat

gallat mii mahtta njurgut, nu guottahallat juste go biegga. Hui guhkit.

Justego guhkkin boaht& biegga, mahtta doallat jiena nu juste das dego.

Dat ii leat gallat mii mahtta dan. Ja dat gii mahtta, dan lea soma guldalit.

(in Skaltj e 2005: 56)145

Apart from a serene and homely emotional disposition, cognitive and expressive
skills are certainly crucial. Not everyone develops either the sensitivity to hear
| u o i the wind, neither to be inspired from its voice. This was confirmed to me
by Mathis Eira, describing the sonic relationship with biegga in juoiggus as an
exclusive interplay that requires necessary competences to be mastered:

Someti mes itoés the wind that starts the joi
join. They find a rhythm in the environment
form of rhythm in the environment that perfectly combines with that of

joiking. 146

Similar to other circumpolar cultures, the Sami have not developed specific
interests in fostering a significant variety of musical instruments (Emsheimer 1947,
Senungetuk 2017; Renzi 2023b)147 The circumstance of such an apparently scarce

1“5 0ne can |isten to the sounds of the wind, how it h
people developed a different way of singing. They created songs inspired by the sounds in the air, by
what they heard. They raised their voices beautifully. They could. Just like the wind. There are not
many people that can blow for as long as the wind can. Very long. Just like a wind that comes from
far away and sounds for a long time. Not many can achieve this. But listening to someone who can
isverypleasant . 0

146 Mathis Eira, Oral teaching (personal communication), June 20, 2023, Guovdageaidnu.

147 While early ethnographies conspicuously appear to have overlooked entirely the existence of
musical objects in Sami material culture, nowadays the Indigenous instruments documented and
established in literature are only two: these are the goavddis and the fadnu. It is important to
acknowledge that the designation goavddis belongs to the North material tradition, while different
nomenclatures and morphologies of the drum 7 such asgovadas, goabdes, gievrie , meavregarri or
rumbu i underline the linguistic and material diversity of Sapmi. As for the nomenclature of the
fadnu, an ephemeral aerophone considered extinct in the historical sources and made from the
natural green stalk of the Angelica archangelica , see Emsheimer (1947: 86). Apart from the fadno
and the goavddis, several other sonorous objects are still crafted and employed within and outside
juoiggus. While a footnote may not be the ideal space to bring light onto these cases, it is imperative
to acknowledge the existence of a wider range of instruments that have been overlooked or even
omitted in past and current literature. Although some of these ob jects are found also in neighbouring
Nordic music cultures, in her major work on juoiggus, Maj-Lis Skaltje stresses the presence in Sapmi
of willow bark whistles [ lullogat], strung rattles made from rows of metal buttons on a cord
[skuvanat], concussion reeds obtained from the vibration of two leaves pressed together by a bark
frame [s p i ¢ loVessdls idiophones recovered from the metal buckets used during the cloudberry
picking [ spannjat], a chordophone [bongolajka ] with a single string 1 typically used for rievssat
[Lagopus lagopus] hunting T fixed on one end to a resonator box while not fixed on the other end,
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variety is read as a symptom of Sami early seminomadic history and Arctic harsh

conditions, which discouraged the carriage of burdensome objects along reindeer
trails, and rather catalyzed the development of a highly sophisticated vocal
tradition:

Juoigan lea luonddu olbmuid musihkka. Dol o g s 8 mi t l eat | eamag |
olbmot. Ja dat gii 4lo lei joLus, das eai galgan leahkit olu davvirat. Eaige

makk8rge | iigediilggat. Sierra musi hkkal uoj a
dnon sajit. Eal i ge musi hkkainstrumeantt at

muohtaguol dduid ja buollagild sitste. |l ige b
Ja r8fehuhttit. |lige mulLuige h8l edan bill i s
dol og s8miide g-rttai ol bmo jietna v8ldol

rahkadedje. Juohke olbmos lei jietna. Dat lei alo mielde. Ja dan mahtii
oluladje geavahit go obba gortda v 81 ddi i veahkkin, gielLaid,
geahppaid. (Skaltje 2005; 284)148

It has been said how, in ethnographic literature, juoiggus is defined as a solo vocal
practice traditionally performed without accompaniment. However, as Indigenous
accounts reveal, otherthan-human beings participate to its performance to an
extent that juoiggus is said to originate from nature and to thrive in open
environments. Listening -with Sami ontologies and acoustemologies revealbiegga
as a sonic actant capable of intervening or accompanying polyphonically and
polyorganically a luohti (Renzi 2023b). In light of this, Mathis Eira further
elaborates on how the wind «sets the joik in motion», providing rhythmic and
sometimes harmonic support.14® Comparably, Berit Maria Labba (Anne Duomma
Biette Biret) recalls

where it is manually stretched through the aid of a knife [ niibi ] to obtain unstable pitches that imitate
the flow of joiking. | owe this knowledge to conversations with juoigi and researcher Mai Britt Utsi
prior to the reading of Skaltje (2005). Among the Eastern Sami communities, in the Kola Peninsula,
strung and stickeybafitstalagdSyétpemnowkKi dsi @ S8§mi | anguage)
crafted from reindeer hooves and antlers (Roman lakovlev, Oral teaching (personal
communication), March 20, 2023, Guovdageaidnu. | personally observed a strung rattle crafted in
Garasavvon and obtained from reindeer hooves strung in rows on a cord and struck by Inger Marie
Nilut as rhythmic accompaniment to the performance of Bikko Biera luohti (5 April 2023, Etniin
juoiggadeimme , Davyvi Di vision, Guovdageai dnu) . I'n additi
idiophones, it is worth noting the significant role played by silver jewelry hung to traditional Sami
regalia. While dancing and swinging to the rhythm, these pendant rattles produc e a characteristic
jingling pulsation that adds to the overall sonosphere of the performance. Reindeer bells are also a
prevalent sonorous object in Sami material culture, although they are not necessarily used for
musical purposes and are managed by otherthan-human animals. To this list of idiophones,
Soloviev has briefly described the presence of a whirling aerophone known agy £ 3 Jiretlee material
culture of the Russian Sami (Soloviev 2015).

“8fThe joi k or i gi rbasedgeoplé witloamoraadialitestylerFer someone always on
the move, there shouldn't be too many possessions, nothing excessive. There was no room for
unnecessary musical instruments. Moreover, not many instruments wor k well in snow and cold.
Naturally, a hunter would avoid scaring away their game with unfamiliar sounds. And someone
traversing nature wouldn't want to create noise and disturb the peace. Nature itself invites
tranquility. Therefore, the Sami people's voice became the most important instrument when
composing their music. Every person also has a voice, and they always carry it with them. It can be
used in various ways when the body, hands, legs, and lungs are employed together with the vocal
cordsinthethroat . O

149 Mathis Eira, Oral teaching (personal communication), September 21, 2022, Suohpatjavri.
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[ €] got dat ovdal | 8veje juoigat. Lohkahe d
ja juige. El ege soames gealggi nal de | oahk
speal l §. Biegga | ea | uojanas,®™(mohccot, na
Skaltje 2005: 98)

These observations suggest thatjuoiggus is often stimulated and influenced by

external factors, where environmental sounds (or other-than-human voices)

naturally provide rhythmic, melodic or harmonic support. Consequently, these

examples challenge the ethnographic definition of juoiggus as exclusively
unaccompaniedd vocal tradition, calling i
instrument in Sami and other Indigenous frameworks, urging it past what is only

humanly manageable and opening it up to other-than-human agencies. In a

recently published paper (Renzi 2023b), | provocatively engaged with the concept

of fAmusical i nstrument s o-thamhmugical benitagesntha s s e d i
word Ainstrumento carries in the ctashotati o
implemented by human craft, rendering its definition seemingly incompatible with

environmental phenomena such as the wind (ibidem). However, this etymology

only holds true for ontologies constructed upon nature -culture dichotomies, and

Sami ontologies, along with many other Indigenous and non-indigenous

worldviews, are alien to this perspective.

The idea of biegga as a teacher and carrier ofl u o I5ia trecurrent topos in
modern S8mi poetry (Dana 2003: 73; see bel oy
who particularly cultivated a lyrical relationship with  biegga and who compared the
structure of luohti to the wind touching the surface of the duoddarat, aptly
exemplifies this narrative that captures the wind as an active participant and bearer
in the tradition (Skaltje 2005: 290; cf. Dana 2003: 68, 77; Aubinet 2020a: 153). |
do not wish to dwell on the topic of modern poetical and artistic translation of the
tradition, as it has been discussed in contrasting terms by both Sami researchers
and outsiders. Aubinet, for example, summarizes two positions, citing musicologist
Ola Graff, who framed the discourse of wind musicality as largely influenced by a
historical context that sought to revive Sami culture and define juoiggus in

har mony with fAnaturedo and thus in contrast
traditions (Aubinet 2020a: 156; cf. Graff 2018). On the other hand, he cites the
suggestions from S8mi phil osopher Nil s Osk

poetry was merely metaphorical, emphasizing that what the poet wanted to convey
was the importance of listening to nature, adding that «there is noth ing mystical in
that» (Aubinet 2020a: 155).

In this section, through assorted voices and experiences, | hope to have
illustrated how, sometimes, «when the wind howls, people feel compelled to joik.

That s how it ise, as Nils Anders -Atelve (Duo
%A €] how they used to joik in the past. They woul d
would sit on a rock and joik, with the wind playing along. The wind was an instrument, just like the
reindeer, the people and everything else aroundo
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aptly summarizes (in Skaltje 2005: 234). The wind and its powerful influence i

bieggafapmu T are an inexhaustible source ofl u o that, tjust like gusts of wind,

someti mes c¢ccom[e], and you cané6t resist ité
present biegga asjuoiggalmas and juoiggaha . However, further complexities arise

when biegga is engaged as a skilledjuoigi . In dominant ecologies, the wind is

viewed as an abiotic, nonsentient component of the environment, and the

geophonic essence of its voice accordingly renders more akin to an inanimate

sound. The following section, therefore, explores biegga as ajuoigi, not only

endowed with vocal agency but also revered as one of the most vital and skilled
other-than-human bearers and custodians of thejuoiggus biocultural heritage.

Biegga juoiga®™?

Shortly after coming home from fieldwork, in an exchange of field recordings with
juoigi and scholar Mai Britt Utsi, she forwarded me a video of the wind blowing
through the dwarf birches near her house in Guovdageaidnu, captioning it with the
following message:152

Now here is very windy, and In
the wind you can hear the
. joiking...

If, in the previous paragraph, it has been illustrated how, through the performance
of respectivewindl uo,Litthe voices of Wi mme Saari and C
are perceived as such by knowledgeable listeners, Sdmi onteepistemologies remain
open to the idea of biegga as a highly skilled juoigi . According to Siri Maria Blind
(Ella Biette Healkka Antte Sire Marja), particularly in relation to landscape luol i, t
the juoiggalmas joiked by the southern wind manifest as vividly as only the most
skilled performers of the past could render them (in Skaltje 2005: 112). The most
well-known example of this adeptness of biegga to joik comes from the following
passage i n CRuoktwVaimmus £98p)thatyas mentioned earlier, has
been critically examined on the premises of non-human musicality by Aubinet
(2020a: 155-156):

ja duoddariid biekkat juige  and the tundra winds yoiked
vumiin gorssain legiin vuonain  in the forests gorges valleys
| uoj ai | u o n ¢ the symphony of nature resounded

B The wind joikso
152 Mai Britt Utsi, online communication, August 10, 2024.
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Through a philosophical and phenomenological inquiry, Aubinet describes the
percepton of | ubE n the sound of the wind as a si
[lihkahus ], triggered by the fact that biegga

like the yoik, never chants itself. it always sounds in relation to
something. [ é] When bl owing in the valley, the \
forth to attention, it provides it with a more intense voice. The valley,
earlier silent, is r eveal ed as a chanter performing 6
naturedéd, or Othe sound of |ifed (Aubinet 20

Aubinetdos reference here draws from David A
the revelation of the diverse dialects of trees (ibid: 158; Abram 2010: 171). It is

reasonable to relate the enchantment described by Aubinet to what Schafer terms
Aauralomdgduswith reference to the wide ran
variations of the wind as it interacts with specific topographies i1 here, ice

formations in the tundra and the rocky ridges of the Scandinavian Mountains.

However, the idea that biegga itself may be a skilled juoigi T emblematically
suggested by Vad dueddaiid dbickkat juige o é& ,is pfofoundly

resonant and tangible within the ontology of juoiggus and the narratives the Sami

create in relation to this distinctive other -than-human agent.

Among the interpretations of the aforementioned Biegga luohti, one in
particular tells much about the semiological reciprocities of juoiggus, as well as the
onto-epistemological position of this practice within the more -than-musical
ecologies of Sapmi. | am referring to the second movement of theJuoigansinfoniija
[Joik Symphony], an orchestral piece by Finnish composer Seppo Paakkunainen,
based on fAmusi cal i deas o0 exprAslakVakdapdd.y and n

Il n 1980, stimul ated by the representation
pentatonicism in DvoS8§kds Ninth Symphony, V.
his desire to draw from the vast heritage of juoiggus in order to create a large-
breadth symphonic work where two distinct A
dialogue. This creative syncretic encounter eventually molded into the
Juoigansinfoniija , written for symphony orchestra with solo saxophone and juoigi .

The symphony is structured into four movements with explicitly programmatic
tittes whose captionary and didactic nature is further reinforced in the album
booklet: I. Gumadii Galbmasit Skabma (Polar Night Resounding With Cold) 1 II.
Humadii, Duoddarat Juige (Drone, Yoik Of The Hills) i Ill. Oappat, Vieljat
Vaimmustan, Biegga (Sisters, Brothers, The Wind In My Heart) i 1V. Eallima ahpi
(The Ocean Of Life). These titles clearly concede how Sapmilandscape is the
primary inspiration and expressive content of the composition. Throughout the
symphony, around twenty | u o Blternhate, some joiked by the soloists, others
rearranged for the instrumental ensemble. Together, the programmatic titles and
| u o dinnstat the evocation of the Arctic landscapei already mirroring an eminent
function of the juoiggus tradition.
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The second movement is particularly effective in conveying this expressive
duality, offering distinct layers and interpretive dimensions for both Sami and non -
Sami audiences. This part of the composition consists of the solely instrumental
performance of a single luohti, subjected to five variations that primarily involve
orchestral timbre, accents and dynamics. The luohti in question is precisely an
adagio interpretation of the Biegga luohti that Valkeap&dad had recorded two
decades earlier in the albumJoikuja (Figure 25) (Audio 5). The luohti forms entirely
the thematic core of the movement and consists of a 16bar period that maintains
the aforementioned ABCB pattern, where B, in the symphonic piece, serves as a
cadential resolution T a feature alien to the Sami oral tradition, where juoiggus fi h a s
neither beginning nor endo, as Paakkunainen
drawing from Val keap®2b6s teachings.
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Figure 25 Staff notation transcription of the Biegga luohti, the thematic unit around which
the second movement of the Juoigansinfoniija develops.

But why, when describing other-than-human agencies in a more-than-musical
context, do | bring up something as profoundly human -crafted as a symphony, the
apex of a dominant written tradition and pr

According to the symphony program, the title of the second movement i as
translated from Davvisamegiella in the album liner notes i suggests that the
juoiggalmas of this luohti is the undulating landscape of the duoddarat , distinctive
of the inland regions of S4pmi and home to Valkeapaa. Nevertheless, as we already
know from previous discussions, this luohti rather exhibits the morphology
traditionally associated with biegga. Although the symphonic translation of this
luohti displays considerable timbral variety and a relatively articulated harmony
and counterpoint T principles that are largely foreign to juoiggus T biegga luohti is
immediately recognizable in its morphology from the first bars of the movement, in
its full exposition by the English horn. In fact, the piece asemantically retains a set
of aesthetic-morphological norms that are readily recognized within the realm of
juoiggus, and thus immediately decipherable by knowledgeable Sami audiences,
who are therefore invited to cross over the first interpretative layer i the one
suggested by t hd amaatoh mdepperon®rethan-mlisieal level,
which the renowned S8mi writer Harald Gaski
2013). While a non-Sami-speaking listener uninformed of these norms might solely
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picture a hilly landscape suggested by the English programmatic title, the

traditional knowledge of Sapmi echosystems, along with that of the aesthetic-
morphological norms and ontology of juoiggus, allows Sami audiences to enrich

their aural experience of the movement through the immediate identification of the

winddéds voice within the orchestral variati o
that, in terms of compositional choices, the exposition of the wind luohti is

entrusted solely to combinations of wind instruments.

Returning briefly to a previously mentioned linguistic point facilitates a deeper
understanding of how the Sami encode and decode the world through this creative
sonic relationality. I n Davvis8megiella, th
does notexist as such and in the sense that has since solidified within the historical
ethnographic literature. Today, this term is used nominatively to describe the vocal
practice as a whole, the performative act as much as the object of this action, as a
substitute for luohti, here intended in its solely musical dimension i as a rhythmic-
melodic morphology (Weinstock 2012: 257). Itis, however, a deverbal Anglicization
of the expressionjuoigat , which is the infinitive form of a transitive verb in North
Sami that refers to the act of vocally expressing a specifiduohti imbued with high
evocative value. As has been previously not e
y dwhtio i s equi val ent t o sjageinthgtitlégatthesecond s y o .
movement of the Juoigansinfoniija is, therefore, the dual conjugation in the
present indicative of the verb juoigat , where the duoddarat are the juoigi . Hence,
it can be deduced that in the second syntactic unit the hills were joiking the wind i
and for this reason what we hear is distinctively the luohti of biegga. The transitive
function of Ajuigeodo support s duoddarathasepait hesi s
the real juoiggalmas i as might be suggested by a negligent reading of the English
mo v e me n t 10 lsut rdthierttHe eriginal performers. To more accurately reflect
the meaning implied in the S8mi title, the I
should lose its accusative function and instead be interpreted as indicating efficient
cause. Transposed to the acoustic dimension, this interpretation resonates with the
Aorganol ogical 06 qualities of the | andscape,
this paragraph, the voice of the wind is sometimes an acousmatic sound event,
perceptible only through the nature of the surface it brushes against. In this sense,
it is reasonable to assume that by caressing theduoddarat , biegga causes them to
resonate through the tones of its own luohti .153 Returning, then, to the initial verse
from Val keap2?2, when the poet writes fAja du
of the action is unequivocal: it is the wind that joiks the hills.

Although juoiggus has been studied as a practice developed by humans within a
specific cultural context, in the Sami relational ontologies, the environment

153To reaffirm the validity of the hypothesis that the luohti is here not of human origins, it is curious
to note how, only in this movement, the human voice is completely absent and the joiking is instead
entrusted entirely to musical instruments, which 1 to some extenti are themselves otherthan-
human.
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participates in this practice through a skillful interplay, whose immediacy often
takes on wondrous and moving forms. In the Introduction, | described how 1
according to orality i the ability of biegga to joik made it an effective and
unsuspected living and polyvocal archive, wherel u o ¢ontihued to be shared and
passed on through environmental listening, out of reach from settler surveillance,
thanks to the ability of the Sami to hear melodies and receive kinships through thus
sonic connections:

They kept yoiking i the ones who knew how to. In love, they yoiked the
one they wanted. They knew it was not a sin. Earlier, they had not dared:
Leestadius and Tuderus had strictly forbidden chanting. But even a
Christian could not help yoiking once he got up on the fells. The fell
yoiked, and the lake and the creek, the wind howled its troubles and it
was impossible to live the way Tuderus and Leestadius had told them.
Humbly, he first yoiked the wind, then the fell, and, feeling sad, thought

about the powerful clergymen and their lack of judgment. How could they

know what it meant to live on the tundra and chant the same yoik as the
wind? (Lukkari 1967: 99) 154

Within this particular echosystemic knowledge that associate a more-than-
musical animacy and agency to the wind, it becomes possible for guoigi like Ande
Somby to encounter biegga on the rocky ridges of Séllir Island and joik the
surrounding landscape together. The video of this fascinating musical exchange was
recorded by Ande himself using his mobile phone and posted on his personal
Facebook profile, a ¢ ¢ oNtopi diekkae quoidarmen Sdtlim c apt i ©
vuosttas gaskaijabeaivviija. ///Jeg og vind en joiker Kvalgya den fgrste natta det er
midnattsol. /// Me and the wind joiking Sallir Island the first night with the

mi dni gh¥>Ashieggachannels into the phonebds mic
reveals all its fapmu, its powerful voice through varying degrees of intensity and
sound saturation, which overlap with Cnded:

between two | u o,Lthetresult of a symbolic musical and more-than-musical
encounter between human and other-than-human, where the voice of the man and
the voice of the wind come to speak the same language (cf. Janssgnn 20246

Bieggafapmuz

In attempting to trace the echosystemic position of the wind within Sami relational
ontologies and histories of listening, it has been deemed necessary to adopt a
posture of listening -with its biocultural agency, consulting biegga as an other-than-
human subjectivity that inherits ethics equally applied to fellow humans, animals

154 English translation by Kaija Anttonen in Hirvonen 2008: 130.

155 The post was published on 17 May 2021
https://www.facebook.com/710985364/vide0s/10159426140260365/

156 Ande Somby, Oral teaching (personal communication), May 19, 2021, Sirbma, Sapmi.
BAWind power o
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and the land as a whole (cf. Somby 1995: 17). Through the case tiegganjunni and
its propelling role in the specific echosystem that follows the reindeer i which forms
the thematic core of this dissertation T the value of biegga has also been recognized
as a traditional resource that guides and cares for these animals as they traverse the
tundra, ensuring their survival and access to nourishment. This commodification,
however, does not proceed through objectification and subjugation, but rather
approachesthe wind as a force and resource to be entrusted, listened and honored
as teacher and kin, in order to navigate the Arctic with caution, agility and respect.

Settler ontologies, much like those of the Sami, also accord great power fapmu ]
to the wind. However, driven by the insatiable resource rush across Fennoscandian
and global policies, bieggafapmu [wind power] and the wind more broadly are
viewed as resources to exploit, tame, extract and possess for the production of
renewable energy and the creation of financial profit. In this context, the
subjectivity of biegga is entirely disregarded in the decision-making process, as the
wind is reduced to an abiotic atmospheric force, stripped of its voice and agency to
breathe life into the Land. Concurrently, this ontological deafness leads to the
neglect of the vast corpus of stories,| u o,lséntiments and wisdoms carried by
biegga and passed down since time immemorial, making it vulnerable to immense
pressures brought by environmental and societal transformations.

While the rapid aggravation of the climate crisis catalyzes drastic changes in the
environment i changes felt even more acutely in the Arctic (Post et al. 2019;
Ul turgasheva, Bodeih oo &@ish for renS@bite eneagy
sources intended to mitigate the crisis adds yet another burden on Indigenous
communities whose livelihoods, ecologies and economies are deeply
interdependent with the Land. Subtle forms of (green) colonialism introduce
unprecedented challenges for many Sami families who gill rely on subsistence
practices that have evolved, been passed down and adapted over centuries, if not
millennia, of ecosystemic co-existence with the environment. Their fierce resistance
manifests both in the socio-political sphere, through acts of civil disobedience
aimed at inviting consultation from decision -makers and raising global awareness
about colonial injustices and human rights violations, and in the echosystemic
sphere, through the tireless celebration of the wind, rivers, mountains, and oth er
landscapes under threat from relentless extractivism, expressed in the performance
of | u o dnd gound art. Mirroring the principle of reciprocity within an ecosystemic
network, Sami artist Maret Anne Sara remarks «Det som skjer med landet, det skjer
med 0ss»158

158§ Wh a't happens to t he l and, happens to us o
https://www.salted.no/art )
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Biegga millut*s®

It is 23:59 on June 26, 2023. The midnight sun is just below the horizon, casting a
reddish hue across the sky. The water of the indre Oslofjorden gently laps against
the pier at Bjgrvika, central Oslo. A steady pulse of club music pervades the low
frequencies, while seabirds vocalize in the high range. Midnight strikes. A faint
mechanical hum emerges from overhead, pervading the air around the pier. It is
soon joined by a low, rhythmic whooshing that grows stronger and louder every
cyclei an unsettled, at times violent sound, never before heard in the heart of the
city. A series of screens set up on the rooftop of the SALT Art & Music cultural
village, by the fjord, reveal the source of the sound. Footage of colossal turbines
turning in the wind plays, cap tured from ground level, making the 117 m rotor
diameter and the 87 m pillar seem even more colossal. The towering visuals amplify
the impression of a louder, more pervasive sound. These are sounds and videos
from the Fovsen Njaarke and Storheia wind farm facilities 7 two critical sites of
Sami resistance against human rights violations and the dispossession of reindeer
herding landscapes.

With the audiovi suéla titie ok eviddntl cndmatopoeic i Gg § 0O
derivation i Sami artist Maret Anne Sara, in collaboration with the Sami artist
network D&iddadallu, creates a reversal of perspectives. For a few minutes, the
citizens of the Norwegian capital city are called upon and, in a way, forced to listen-
with the Sami to the source of an Indigenous long-standing struggle: 277 wind
turbines illegally established in the heart of their homeland:

For me, there is something mentally important in reversing the

mechanisms and being able to invade back. Demanding space and forcing

the majority ¥ and s oci ef yntbs replity whatrone does not

choose or naturally wantartThaddmawhat t hao Otse
why 1 like to express myself as much as possible in public spaces (Sara in

Daiddadallu 2023)

In 1978, Norway took a pioneering step by becoming the first country to ratify the
ILO169 convention, recognizing the Indigenous status of the Sami and committing
to the safeguard of their identity and land rights. As early as 1988, the Norwegian
Parliament further cemented this commitment by introducing a new section in the
Constitution, stating that it is the duty of state authorities to ensure that the Sami
people can preserve and develop their language, culture and businesses. However,
behind this paternalistic facade of progressivism, the Norwegian government
continued its colonization of S&mi minds and lands (Kuhn 2020). Despite being
descendants of the first human groups to settle in the region, the Sami remain, as
they have for centuries, «viewed asobstacles to governmental policies on large
scale mining, industrial forestry, hydro -electric, and windfarm construction»
(Finbog et al. 2022: 11). In the past decade, such policies have been increasingly

BAWIi nd turbineo
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justified as necessary measur es wi t hi

mitigation of climate change and the promotion of environmental sustainability
through the development of clean energy (Fjellheim 2024). The mentioned
omnipresence and powerful force ofbiegga across Sapmii together with the scarce
density of population and settlements interpreted under the colonial perspective of
terra nullius 7 has made the region appear to settler economies as an ideal site for
wind farm development (ibidem).

On October 11, 2021, the Norwegian Supreme Court declared the wind farm built
on the Fovsen grazing district i where Sami reindeer herders have had their
traditional areas for reindeer husbandry 7 to be in violation of both national and
international human rights, as it does not comply with the Article 27 of the
International Covenant on Civil and Political Rights, which stands as «the most
important international regulation to protect Saami rights to culture against
encroachments on Saami reindeer herdinglands in Norway» (Fjellheim 2024: 7):

In those States in which ethnic, religious or linguistic minorities exist,
persons belonging to such minorities shall not be denied the right, in
community with the other members of their group, to enjoy their own
culture, to profess and practise their own religion, or to use their own
language 160

Seven large wind farms with a total of 277 wind turbines were constructed in Fovsen
Njaarke, over areas traditionally used for reindeer grazing. Legal actions were taken
by the local families of herders arguing that the industry would harm their ability
to carry out reindeer husbandry, but before the legal system had decided anything,
the Norwegian government granted licenses for the construction in 2010 (Fjellheim
2024: 1; cf. Olsen 2019). With the wind farm completed in 2020, the herders
challenged the permits in Court and finally, after years of legal battles, the
Norwegian Supreme Court ruled that the wind farms made it impossible for t he
herders to use the grazing land, declaring the licenses to build the farms invalid and
the land used for reindeer grazing to be considered as lost. The Norwegian
government, however, resisted taking the sole necessary action following the
invalidation o f the licenses, the

[tlotal removal of not only the wind turbines but also a complete
restoration of the landscape by means of a meticulous new construction
I or in this case rather deconstruction i work to repair the landscape to
the fullest extent possible (Oestmoen 2023).

While wind power is widely celebrated as a renewable and emissionfree energy
source, its coexistence with traditional Sami livelihoods, particularly reindeer
herding, has proven to be highly problematic, even leading to fractures in activist

160 https://www.ohchr.org/en/instruments __-mechanisms/instruments/international _-covenant-
civil -and-political -rights#:~:text=or%20other%20status. -
Article%2027,t0%20use%20their%20own%20language.
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alliances between Indigenous and environmental groups (Kuhn 2020: 34). It is
important to first highlight the relative nature of the supposedly low environmental
impact of wind farms, contrasting the widespread belief that wind energy is
i nher ent | ylue fogits daeknad direct greenhouse gas emissions. The
construction footprint of such facilities involves significant land use, particularly
through the excoriation or leveling of hilltops and promontories to provide the
turbines with solid foundations o f reinforced concrete (Sylte 2022; Fjellheim 2024).
As Oestmoen points out, beyond the already detrimental effects of cementification
wiping out hectares of lichen grounds and tundra habitats, a less immediate but
equally destructive footprint on local ecosystems includes the largescale
fragmentation of critical reindeer herding environments due to the extensive
infrastructure required for access roads, power substations and crane parking lots
almost the size of a soccer field (Oestmoen 2023; cf. Lundqvist2007; Gillingham et
al. 2016). Additionally, the collision mortality of bird and insect species struck by
turbine blades should neither go unobserved. Large birds of prey are particularly
vulnerable, while migratory birds can also be affected if wind farm s are built along
migration routes, and local tundra bird face the same fate along with critical habitat
disruption (Samira L L2023). In colder climates like the Arctic, ice accumulation on
turbine blades poses further risks to ground fauna when temperatur es rise or the
blades resume spinning, although most animals typically avoid the immediate
vicinity of turbines (ibidem).

Wind farms like those illegitimately constructed in Fovsen Njaarke render vast
acreages of land, vital for the reindeer and for reindeer husbandry, unsuitable for
this ancestral co-existence. The presence of turbines and associated infrastructure
disrupts the natural wandering behavior of reindeer, in turn posing existential
threats to the traditional Sami way of life and culture. The drastic impact of the wind
industry on reindeer herding is well documented (Skarin et al. 2015; Skarin et al.
2018; Cambou & al. 2022). In addition to the already noted degradation and
fragmentation of pastureland, the acoustic component plays a significant role and
has received only limited attention (Skarin et al. 2018).

The sound generated by wind turbines is compound, often described as a
combination of high - and low-frequencies. During a field recording expedition at
the Havgygavlen wind farm, the day before the windy anecdote transcribed at the
start of this chapter, | detected a sustained hum that filled the air around the entire
promontory, audible even from a considerable distance (track n. 19 in Muitalusat
guldaleami birra ). Upon approaching a single turbine (Figure 10), | realized this
hum was the result of two main events, namely the whooshing of the rotor blades
rhythmically slicing through the air and the more subdued mechanical sound of the
generators, which dominated the low-frequency range that tends to carry over
longer distances (van Kamp, van den Berg 2017) Standing at the base of turbine
T9, | could distinctly identify three primary sounds. The most intense was the
repetitive swishing of the blades, which at such close range felt particularly
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unsettling and intimidating. The second sound was the mechanical hum of the
turbineds generator, which shifted in its ¢
latter mechanism coincides with the third and faintest sound, detectable only by

placing my ear against the tower itself because otherwise masked by the overall

loudness produced by the first two sounds (Figure 26).161 The blade whooshing

produces a steady, pulsating rhythm that varies depending on wind speed,

becoming sharper and more pronounced in higher winds. At a distance of
approximately 400 meters, the compound sound of each turbine blends with the

rest of the windfarm into a soft, continuous roar, resembling distant traffic or white

noise.

Skarin et al. observed that reindeer in their study seemed to take long detours to
avoid the continuous sound of wind turbines, operating day and night. They note
that the turbines «seemed to have disturbed the reindeer in our study area more
than the sudden sounds and increased human activity during construction works
(Skarin et al. 2018: 9912). Their analysis is premised by the similarity between
human and reindeer hearing ranges (i bidem),
hearing finely tuned to detect predators and perceive faint and long-distance
sounds in the quietude of the tundra expanses. The increased noise levels from wind
turbines appear to interfere with these abilities, potentially affecting their anti -
predator behavior and even adverse commurication between mothers and their
calves (ibid: 9913). Stress caused by these loud and persistent unfamiliar sounds is
also a key factor in the deviation of reindeer from their traditional migratory routes
(NVE 2023). This outcome is not surprising, as my personal experience on the
Have@ygavlen promontory was already extremely unsettling despite my awareness
of the cause of my aural disturbance (see above).

There are, however, additional factors to consider. As premised in the
Introduction, research on sound that attempts to bridge anthropocentric cognition
with more biocentric perceptions must decenter acoustics and listening as airborne
processesi confined to interactions between voice and eari and open to liminal
spaces of sound communication that manifest as vibrations through non-airborne
sources, which remain inherently more faint or even imperceptible to the notice of
the human hearing (cf. Kanngieser et al. 2024). Just like the faint sound of gears
changing, which asked for a specific cognitive posture at the bridge between touch
and hearing, the vibrations induced by the generator and the movement of the rotor
are transmitted through the ground viathe tur bineds pillar and
airborne vibrations, for instance, have been found to produce tonal frequencies that
attract fish and aquatic invertebrates off the coasts of the Norwegian Arctic (Popper
et al. 2022; Cresci et al. 2023). Onshore, it is reasonable to assume that similar
transmission occurs, though with different intensity and dispersion, since sound

161] did geophonic and contact recordings this way, and these sounds are perceptible in the track no.
19 of Muitalusat guldaleami birra .
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travels faster and with less energy lossi particularly at low frequencies 1 in water
compared to air or ground. The impact of these vibrations on lichens and flora
remains underexplored in current ecological studies, though low -frequency
vibrations from w ind turbines may alter soil properties or disrupt root systems in
particularly sensitive ecosystems (Adhikari, Bhattacharya 2011; Velilla et al. 2021,
Aksoy et al. 2023). To assess the perceptibility and dispersion of norairborne
sounds from wind turbines, | conducted a systematic sound survey of the soil
surrounding the T9 turbine of the Havaygavlen wind farm. For this purpose, | used
a sensitive omnidirectional geophone (frequency response: 161000+ Hz) adapted
for field recording purposes that, original ly designed for seismic measurements, can
be connected to regular field recording equipment to capture subtle vibrations in
various materials, including soil. The geophonic capsule was paired with recording
equipment offering 32 -bit depth and quiet preamps, ensuring more accurate sound
reproduction and minimal digital noise, along with a broader dynamic range that
allows the capture of both faint and loud sound sources. The geophone also features
a threaded base that allows the screwing of an extended staitess-steel spike, which
can be pierced in the ground to pick up deeper vibrations from the depth.

For the survey, I collected 2minute -long samples at regular distances from the
T9 turbine, mapping out a grid of 30 monitoring points arranged in concentric
circles around the wind turbine. Although the recording device was not calibrated,
the 32-bit float ensured that each sample could be normalized to a fixed level,
allowing for the calculation of the real sound pressure levels (SPL) from the digital.
The results show a noticeable dispersion of vibrations in the low-frequency range,
with a particular res onance response at 55 Hz. These vibrations gradually decrease
in intensity at monitoring points further from the turbine. This pattern is consistent
with the spread of non-airborne sound vibrations transmitted from the turbine into
the surrounding ground and soil (Figure 27) (Audio 6).



Figure 27 Overlay of a GIS Interpolation of the soil vibration dispersion surrounding the
T9 turbine at Havgygavlen, over a satellite view of the turbine and its cemented base
(QGIS). Brighter areas on the map indicate soil regions where the vibration dispersion is
perceived to be louder, while darker regions show areas where the vibrations diminish in
intensity. The SPL (Sound Pressure Level) parameters, derived from the recorded daa, are
displayed at the respective monitoring points, further highlighting the corr elation between
vibration intensity and proximity to the turbine.

These evaluations should take into account the perspectives of reindeer herders,
who not only possess specialized knowledge of the land but also carry a sensitivity
that tends the ear to typically unheard, threatened voices. As reindeer herder
Haakon Issat aptly summarizes:

The turbines are | abeled as fAgreend but the
They lead to the devastation of mountains for the installation of wind
industries on the lands where we have followed our reindeer and carried
out our traditional activities for ce nturies. Those who herd reindeer know
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that the wind guides the herd. But if something obstructs the natural
migratory routes, the herd ends up scattering and probably lost.162

Given that sustainability frameworks underlying the mitigation policies at the core
of the Green Deal are often ineffective, if not harmful, to Indigenous livelihoods that
have steward the Land for centuries, it is crucial that evaluations meaningfully
consult and prioritize what matters to Indigenous stakeholders, whose ontologies
of mutual engagement with other-than-human beings in a multispecies dialogue
advocate for other Earth beings T including abiotic stakeholders like biegga i
whose voices are stilldisregarded in their current practice. As the current President
of the Norwegian Sami parliament [ Samediggi], Silie Karine Muotka, resolutely
expressed:

Herding is not a money industry. I'tds a way
your family, your identity, your connection to the land. We have a saying
in Saami 1 It takes a village to raise a kid. This includes taking

responsibility for the relations betwe en humans, reindeer, and the land
(in Fjellheim, Carl 2020)

Undermining reindeer husbandry does not solely jeopardize this livelihood, but

also deeply fractures Sami identity and culture (Figure 28). Through her extensive
engagement with reindeer herders in her work on juoiggus, Maj-Lis Skaltje
concludes, reflecting the centrality of these animals within local echosystems, that
reindeer are the most valuable possession for the Sami:

Go heajos jagit bohtet gal don oainn§gt, ol b
| eat mannan miela miel de, go boazu gaddsg |
boaht 8 ol bmui de, go bohccot | 8pmet. Di el 8§t

l ea ie@d§ kuep(Skalje2005: 142) | §t .

This sentiment extends from the ecosystemic to the echosystemic dimension, where
the sonic reciprocities between reindeer and wind is disrupted by the invasive hum
of colossal wind farms, which dominate windswept ridges that have long served as
transitiona | sites in the seasonal trails of the Rangifer. Mathis Eira expresses his
concern over the alteration of this echosystem, which, as a reindeer herder, has
provided him with a sense of belonging and safety since his childhood:

If anything happens where | can no longer hear the sounds of the
reindeer, | feel like a part of that sense of home and comfort, a feeling of

safety in me, would be lost. There are certain soundsi for example, the

sound of wind turbines i that to me are annoying or even painful to hear
because | know that they disturb the reindeer. And if they upset the
reindeer they wupset me too, and | canot
sound. I't makes me uncomfortable, [|i

safe. So Itry to avoid hearing those sounds, while on the other hand |

162 Hakon Isak Vars, Oral teaching (personal communication), March 4, 2023, Guovdageaidnu.

faWhen there are bad grazing years, you see how peo
when you see the reindeer die. People are filled wit
not the same as for the Swedes; they have a completeld i f f er ent cul ture. 0
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look for those sounds that make me feel comfortable and homely. Sounds
with which | have set a good relationship, like the wind, or ruovgamin
[reindeer grunt]. Some people today also build good relationship with the
snowmobile, which has a very loud sound. But it supports the movement
of the reindeer, unlike the noise of turbines. 164

To listen-with these histories of listening here reveals essential trajectories in the
acknowledgement of the echosystems of Sapmi as biocultural heritage, meaning
that the (human) cultural heritage is co -produced and equally shared with other-
than-human beings, as well as safeguarded within a relational ontology of Earth
communities on a living and sentient Land (Virtanen 2019). As much as Indigenous
peoples, if not even more, other-than-human subjectivities T especially those
labeled as abiotici are too often denied self-determination over their own heritages
(Nicholas, Smith, 2020: 131; Apaydin 2020: 6). In a later chapter of this
dissertation, | delve further on the notion of soundscape conservation and
heritagization from a non -anthropocentric standpoi nt on heritage that, listening -
with Indigenous knowledge keepers, challenges dominant practices of conservation
that rigidly dichotomize the realm of culture as independent from nature (Datta
2008). In the passage just mentioned from Mathis Eira it is poss ible to hear both
aesthetic, ecological, sociehistorical and political values behind each sound he
mentions. This calls for a promotion of biocultural heritage in Indigenous terms
(Virtanen 2019), where the community have a say in the sounds to preserve ad the
values and significations that these sounds carry. As much as they are aware, as the
statement of Mathis demonstrates, of the sources that may threaten or disrupt the
heritage, through sound masking, alienation or assimilation. To listen -with these
histories of listening, ultimately, means to conduct a responsible consultation of
needs that are historically marginalized, silenced or excluded from the dominant
discourse on environmental sustainability and heritagization of both natural and
cultural di mensions.

As of today, over three years foll owing t|
the wind turbines in Fovsen remain operational and the S&mi continue to face and
endure the repercussions and adverse effects resulting from this violation. For this
reason, on February 25th, 2023, in occasion of the 500th day since the ruling of the
Supreme Court, hundreds of S8mi gathered in
power to blockade the state. Such centers included the Department of Oil and
Energy, the Department of Finance, the Parliament and the Royal Palace. Most of
the actions involved sit-ins, regularly disrupted by police removing the activists
blocking the governmental building entrances. Surrounding the blockades, a vast
crowd of demonstrators created a loud and steady urban echosystem of rallying
cries, chants andluoL i. Beside these forms of direct political activism, other forms
of interrogation of present times are contemplated by the Sami, to dialogue with
those very entities that the colonial Other threatens to silence. A goavddis

164 Mathis Eira, Oral teaching (personal communication), June 20, 2023, Guovdageaidnu.
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[ceremonial drums with role of mapping the biocultural geographies of a
community] built and decorated in the early 80s by Sami journalist and activist
Niillas Somby, partly together with his brother Ande Somby, offer an apt example
of this exercise.

The drum is «a political statement made during the Alta demonstrations». The
life story of this object is, in fact, inextricably and intimately connected to the
history of the Indigenous struggles and disputes against the construction of the
huge Alta Kraftverk hydroelectric power station (1979-1987) on the Alttaeatnu [Alta
River], in the Norwegian side of Sapmi (Figure 29). The Alta Powerplant threatened
not only the balance of the local ecosystems, but also the Indigenous seH
determination and rights on land, leading to the emergence of an Indigenous and
international resistance movement to counter the threat. 165The direct participation
of Niillas and Ande Somby to these struggles and the related experience of suffered
violent coercion find direct visual translation on the membrane of the drum, which
| analyzed together with Ande. He first explains the Indigenous ontology of uses
and functions of the goavddis:

The drum has traditionally been a sort of interface between the spiritual
world and the everyday world. Somehow the spiritual world sends
messages to the practical world through the movements of thevuorbi, a
ring made from our sacred metal: brass. Thevuorbi was traditionally put
on the skin of the drum and when one used to beat the drum, the ring
used to travel from figure to figure creating a sort of text. And then one
has to interpret this Atextad®to know what t

Niillas made a modern version of the drum where all the present threats are
referenced to on its skin. The oracul ar gque:
spirits tell us ab dlillas Sambyedrum vepresent todayg thec o me ? 0
oracle traditionally interrogated by the Sami to learn whether some good or evil

fortune is approaching them, in this particular case concerning the health and

survival of the community in front of intertwined environmental and colonial crises

(Renzi 2021a).

On the drum, there are symbols that are clear references to the construction
wor ks that happened on the Alta river: cl[ é]
united and the machines coming or going. It is a clear earmark of what was going
around back then at Nullpunktet» where, at the end of 1979, a group of Sami and
environmental activists organized a human chain to peacefully prevent access to the
construction site. 167

165 For an overview of events surrounding the Alta case, | refer to Somby (2000), Kuhn (2020) and
Renzi (2022).

166 Ande Somby, Oral teaching (personal communication), June 11, 2021, Sirbma, Sapmi.

167 Ande Somby, Oral teaching (personal communication), June 11, 2021, Sirbma, Sapmi.
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Figure 30Di gi t al scan f r goavdddiThefijue seredimtendi thedokckade
in Stilla.

The representation of the Nullpunktet is a clearly decipherable geo-historical event
on the drum membrane, as it displays unmistakably visual affinities towards the
archival photography of the human chain (Figure 30).

It is noteworthy, and in a way striking, how so many figures on Niillas drum are
doubled or mirrored. This peculiar style refers to the ancestral figurative practice of
representing the saivo (Renzi 2021a). The saivo is described as theupside-down
underworld of the Sami, reachable through bottomless lakes considered to be
portals. In the saivo, everything appears to be the brighter mirror of what lives in
the mirroring world. Some of the figures on the Niillas drum recall this figurative
tradition, as well as the underlying cosmology and ecology. The sledge and the
healthy river are mirrored by some of the present critical features of Sapmi
landscape: the snowmobile and the poisoned streams (Figure 31a); as well as it is
possible to discern two distinct types of architecture along the rivers: the lavvu and
goathi dwellings on the healthy side, and some stylized houses along the unhealthy
stream (Figure 31b).

7 A %/ﬂ

Figure 31Di gi t al scan frgoavdd$i i | |l as Sombyobs




According to the oracular ontology of the goavddis, to which Ande also refers, the

dual nature of these elements allows the contemporarynoaiddit to discern between

the different O6turnsd and challenges that t|
of the S&mi in a rapidly changing world. Past and present times are consulted,

compared, and re-interpreted through the oracular movement of the vuorbi on the

drum figures. As Ande resumes his description, contemporary issues emerge:

You can also see oil platforms in the Norwegian Sea, mining sites, and
electric stations surrounding us. It is a kind of interpretation of those
times. | guess if my brother made this drum today, perhaps there would
be more wind turbines. 168

Figure 32Di gi t al scan of Niillas Sombyds drum with t
to the current conflictual ecologies of Sdpmi, as hinted by Ande Somby.

Compared to other I ndi genous peopl es arour
economic security appears relatively stabler due to their integration into the Nordic

welfare model T as noted in the 2011 United Nations report (Anaya 2011: 5).

However, it is crucial to emphasize that the well-being of the Sami and of Sapmi is

far from being guaranteed; the suffered processes caused by colonization are far

from over; special Indigenous rights that refer to national and international

agreements on land and selfdetermination are far from bei ng fully respected by

Norway, Sweden, Finland and Russia, especially when such violations are masked

under fAgreend agendas. Niillas Somby drum h
interrogate and interpret contemporary local and global challenges within a

traditional frame of reference, confirming the idea of the goavddis as a cognitive

map that allows the Sami to better understand the world they are part of (Joy 2014;

Renzi 2020, 2021a). It also contributes to the ongoing negotiation of the Indigeneity

168 Ande Somby, personal communication, Tromsg, June 11, 2021.
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by transmitting ancestral ecologies and incorporating modernity into a shared
interpretative framework which ensures the transmission of the ancestral and
present indigenous knowledge.

More than forty years after i1ts creation,
cosmological, ecological and historical significances, while also entering in
dissonance with more recent political and social implications. It stands as a
powerful testament to the Sami remarkable ability to adapt their knowledge of the
world to the challenges posed by local and global pressures. And an oracular
guestion continues to be addressed to the drum:

AWhat will the spirits tell wus®about the st

Biegga vilba!™®

While, locally, the wind is commodified and disrupted by the green colonial agenda
of the Nordic countries, these are not the only pressures to its integrity and,
consequently, to its position within the reciprocities of the European Arctic
ecosystems. In his muitalus shared for the audio-anthology in appendix to this
dissertation (Appendix 11.9), Ailu Valle centers the cognition of change through the
act of listening-with the environment, suggesting that discerning variations in the
voice of biegga offer crucial insights into the broader transformations in the
rhythms of Eana:

Na jos dal smiehta go dal mun hallen  So, if now | come to speak in
di en8 eanet ge di ¢moreconcreteterms, specifically with
juste daid jienaguin mat sdmis leat  the sounds here in Sapmi, but
muhto das dego smiehta diend nugo reflecting
ahte don guldalat ge mainna nu earan  on the way you are listening with
go don guldalat dainna, ddid  something other than what you are
beljiiguin, ahte don guldalat gamuin  used to doi not
dahje dovdduiguin dahje diena ja, ja  just with your ears T, with your gut or
dihto lahkai ahte dalle, dalle mun in  with your feelings, in a certain way
smiehta dan. one does not tink about time, one
aiggi, dan aiggi, mun in smiehta daid  stops thinking about time as seconds,
diena nugo sekunddan dahje diend or as minutes, or as days.

minuvttain dahje beaivin muhto diend | instead think on a much longer scale,
guhkit skalas dahje diena guhkit aigge  with so much more time in -between.
gaskal ja de di elAndofcourse, whenyou listen like

lea, dat guldaleapme lea dasto dat this then you hear, you notice how the
ahte don gulat, don &iccat dan ahte rhythms of nature are changing
man lahkai dat luonddu ritmat rivdet right now, in this time we are
dien8 ahte di el u livingin, where

169 Ande Somby, Oral teaching (personal communication), June 11, 2021, Sirboméa, Sapmi.
MWAWi nd, the cousino
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eallit dan aiggis mas buot rievda hui

joL8nit, ja duon
gal buktg fas d§s,
justte dat ahte dappe biegga hui
garrasit.

Dat ii leat diena, datiileat d 8§ b §
dat masa lea harjanan ahte biegga na
olu ahte.
Dal ge geassit go mun fitnen javrri
alde de leimmet doppe moadde ija de
dat ijat ge ledje diena ahte dat olles ija
biekkai nu garrasit ahte illa bissu dat
tielth doppe sajis ahte, dat lea hui
artet, muhto nuppi dafus dan adde hui
bures ahte na dat lea maid mearka
das ahte man lahkai dat olles eana
dahje eatnanspabba lea dakkar dihto
lahkai dakkar eahpedassediettu dilis

everything changes so rapidly.

So, now with that said, it brings me
back here, concretely speaking about
how is that the wind blows so strong
here.

This is not normal; this is not what
peopl e ar e us ehiggé]c
so much.

Now, in the summer | went to the lake.
We stayed there for a few nights, and
those nights the wind blew all the
time. It was so strong that the tent
could barely stay in place. It felt very
strange, but at the same time, it
became clear that this is yet arother
sign of how the whole Earth, or the
entire planet, is in such an unbalanced
state.

ja mii | ea di el u And, of course, something like that is
duon d8hkamuga | consequence of human action,
duon. t hered% t hat.

In recent years, significant changes in the movement of air masses across the Arctic
tundra have been recorded,largely due to the reduction in the temperature gradient
between cold and warm currents (Kayhko, Horstkotte 2017; Post et al. 2019;
Ulturgasheva, B o de nhor2n@ReB& 3t2dies have mlentifiadl
the Fennoscandian tundra as one of the mostimpacted regions by high-wind
events, which have often been overlooked in broader climate change studies. These
changes pose a direct threat to the survival of lichen pastures and, consequently, to
the entire ecosystem interconnected with the vulnerable reindeer husbandry
(Kayhko, Horstkotte 2017: 29-3 0 ) . According toS8meLBE mMI
report on climate change in Sapmi, «herders experience more and harder winds,
especially during the snow-free season, compared to recent years», further
underlyi ng the deep interdependence between this subjectivity and the ecosystem
that follows the reindeer. Asked about the differences between past and present
weather patterns, many herders express growing concern and a sense of
disorientation, as they find thems elves unable to recognize the behavior ofbiegga

I an entity they have long relied upon and deciphered through ecological knowledge
and landscape practices passed down for generations. The concerns are tangible in
the muitalus of Ailu Valle, as much as inthe voices of Sami elders and knowledge
holders:

Co

171Valle 2024.
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The weather has become much more unpredictable and extreme. It is
always windy, and the wind is strongeri72

ltds time to say goodbye to s'®me el ements

AWho are these new winds? We donot know th
welcome them?t74

In other cases, their responses reflect a specialized understanding and reading of
weather patterns and climate shifts:

Many say that the winds in the past were not as rough as they are
nowadays. There are more southerly winds nowadays. The weather used
to be much more stable and did not switch as fast as now. Even though
there was a lot of snow, the cold made its e a k ( angw condition with
loose snow structure) in order for the grazing condition to still be good.
In the winter of 2020 there were strong winds and heavy snow falls and
mild weather. The 2021 fall-winter with strong wind threw down
kilometres of the border fence between Norway and Finland, in several
places. We have not experienced that before. Then there had been rain
after snowfall, so the fence was maybe so iced up that strong winds
actually threw ilti ®2dDW¥B:(i8@ S8§miral

These passages increasingly underscore the inevitability of adapting ancestral
knowledge to confront contemporary challenges, or alternatively, constructing new
knowledge frameworks (Helander-Renval | 2004: 307). As an an
herder in southern part of S8pmi 0 pragmatically refle
positive in the strong winds: the wind dries the ground so that it is not saturated
with water before the cold comes and freeze
88). At the same time, the vast environmental knowledge and landscape expertise
of the Sami can, and must, attract the attention of dominant scientific frameworks,
bridging between onto-epistemological gaps that might help slow the unrelenting
advance of climate change (Riseth et & 2011: 1213; cf. VuojalaMaggaet al. 2011).
In the powerful words of fisherman, scholar and environmentalist leader Tero
Mustonen, who closely collaborated with Sami communities:

it is also time to build new knowledge. And this knowledge can only
emerge through keeping strong connections with the traditional

territory. We must be there on the land as it is changing, so that we can
change with it (in Raygorodetsky 2013)

Factors that are alien and unfamiliar to ancestral ecologies, particularly the
massive pressures imposed by the crises of our time, are increasingly making their
way into the echosystems of Sapmi, adapting their foundations to Indigenous
acoustemologies ard taking shape in juoiggus. This tradition continues to serve as
an epistemol ogical paradi gm, all owing for

2 n S8mMiraan2s3

173 ' Wh o ar e t hese new winds? We do not know t hem,
Raygorodetsky 2013)

I“AWho are these new winds? We do not know t hem, but

11¢€



encoding them within a familiar and recognizable system of values and
reciprocities.

Through the dajahus of a poignant luohti that acknowledgesbiegga as close kin
i Biegga vilba [Our cousin, the wind] i Ande Somby celebrates this kinship
recalling its vitality and ecological versatility throughout the polar year. In the final
two verses, theluohti concludes with an invitation to keep celebrating biegga in this
present more than ever 1 a time when the wind is increasingly threatened on
multiple fronts, with an evident lyrical allusion to the wind energy conflicts
previously discussed7>From this perspective, the Sami listen-with the change and
comprehend it by encoding it into the sonic network of | u i, land they encode it as
a result of their deep involvement with and ability to adapt to shifting environments
(cf. Ingold 1996: 25). In the contextual declination of a renewed passage by Steven
Feld, it is not the | u o théntselves that are most important, but the continuous

interplay of inspiration, imitation and

in-vocation, which sustains the more-than-

musical flow between human and other-than-human voices.

De geasi aigii
Nu litnadit dat njavkkat
Sami manéa muo Lu
Ja jiellahasté lieggasit
Ja | avzza
Nu ollu doaimmat leat
De ferte | orge
Mat duohkkot deikke leabbanan
De dalwvi aiggi fas
Lastas du
Ja f §
Olles vumiid njamastet
Go 8igi
De dalle doaimmat fas
B&8r bmol ot ti
Ja geasi lieggas fievrridet
vi gga
Dan arjaleamosa

ol | u

Dan

Biegga vilbba juoiggadet
Gean millus ferte beastelet

175

The performance and dajahus o f

In the summer

So carefully he caressed
S 8§ mi
And the breeze was so warm

chil ddés cheek
And when autumn came

So manythings to do

Must clear all the leaves

Which spread here and there

In the wintertime

May the hard snowdrift be shaped

Lots of effort have to be shown

Entire pastures entrapped in ice

Then spring came

With its spring chores

Giving a ride to the migratory birds
Carrying the heat of summer

The most hardworking

The most yearned

Let 6s cousi

joik our

We must rescue him from the mills

t he j oi Kk AiBi egga vil bao

https://www.youtube.com/watch?v=SRkXKLNaKgs&t=79s _(last accessed: 29 October 2024).

117


https://www.youtube.com/watch?v=SRkXKLNaKqs&t=79s
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Here comes Rukses Bealjit

Govddaluovttafavli, Guovdageaidnu

July 9, 2023, 20.35

| halted my steps. The stagnant waters of Govddaluovttafavli lay about fifty
meters ahead, shimmering faintly in the distance. Beneath my boots, the mossy
soil was saturated, occasionally seeping up around my soles. An exceptionally
gentle breeze whisperedthrough the birch leaves, and a clear sky allowed the sun
to warm the surroundings to over 25°C. I recall thinking that if | were a mosquito,
this would certainly be the place | would choose to spend my time. All the more
so if an unexpected warm-blooded creature were to offer itself as a sacrifice for
the swarmés feast. With this thoug-Bi
microphones in a more stable area of the soft terrain, then took another recorder
equipped with a binaural set and began to move avay, ensuring that the rubbing
sound of my mosquito-proof fabric attire would not interfere excessively with
both recordings. From a distance of around 40 meters, | could now see the tripod
standing amidst the low tundra vegetation. Now it was my turnto s et up. Binaural
headset on. Recorder rolling. AFor s
epic grandeur, as | proceeded to wake up the entire mosquito squadron reigning
over that bog. It did not take long before a cloud of dipterans rose from the mossy
terrain, obscuring my horizon. Confident in my technical clothing and the net
covering my face, | allowed myself to be enveloped by the swarm. Soon enough, |
could no longer hear the solitary b i g(RBlwvialis apricaria ) that had been circling
around me since the moment | arrived. The in-ear monitor was only intensifying
the buzzing of the hundreds of mosquitoes eager to feast on my ears. Amplified
by the recorder, their shrill sound was piercing my eardrums, and | could soon
acknowledge why, four centuries ago, Francesco Negri evoked the idiomlanciette
sonanti (tiny sounding -spears) to describe this small but fierce insect. To tell the
truth, 1 soon realized that not only was the piercing sensation an acoustic
experience, but some insects had manageddad reach my flesh, thanks to the clips
of my binaural set, which held the mosquito net too close to my face and ears.
After only two minutes of recording, the swarm had gathered enough courage to
attempt piercing through the thickness of my gloves and jacket. Successfully. |
felt like sisteduodii, being stitched by thousands of needles. Occasionally, |
allowed myself a small movement to scratch or blow some mosquitoes away from
my visor net. But as | remained still, trying to shift my focus from the pain and
itching to the recording | was making, | began to reflect on what Mai Britt Utsi
had told me last fall. She mentioned that if one stops and listens carefully to the
buzzing of mosquitoes, one can hear a melody within it. Another teachingi again
from a Sami friend, Ande Somby i came to mind: mosquitoes are like tiny,
winged musicians. When we attend a music concert, we generally pay a small fee
for the ticket, offering some money to support the music artists create for us. With
mosquitoes, one could say sonething similar, except the price in this case is a
small drop of blood, paid to listen to their music. With this renewed point -of-
listening in my mind and an unusual philosophy holding my mind and body up,

| tried to remain still, appreciating the joiking that the mosquitoes were
performing in my ears. Somehow, it must have worked, as this time | managed to
remain motionless for slightly more than five minutes. | considered that a big
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success. | stayed in Govddaluovttafavli to nourish the local mosquitoes and
record their Avoiceso for a total
equipment, now covered with insects attracted to the heat emanating from the
batteries [Figure 33], and began to walk back to the car, extremely satisfied with
the recordings, which | could not wait to review with Mai Britt and Ande at our
next meeting.

Vuolle Maze, Maze

July 10,2023, 17.45

Today | paid a visit to Johan Sara Jr. in Maze. The early summer fishing had been
fruitful for him, and he had invited me to share in the bounty of his catch. | could
already savor it as | waited outside his door. Immediately, as he received me, |
noticed that his expression was different from the welcoming smile he had
greeted me with on previous visits to his home. He held a playful smirk as he
squinted, carefully observing something not distant from my face. Confused and
slightly embarrassed, | scratched my ears. They were still itching like mad.
AYoubve been out there, havendét you?
amused. He invited me inside, and before | could even remove my shoes, he made
me turn toward the mirror in his entranceway. It was i n that moment | realized
that my ears were a deep crimson. Jol
to which | could only join in at the ridiculous sight. | said that, yes, | had recently
been Aout thereo recording momgwearingdhe
binaural set with hundreds of those sounding spears targeting my ears and told
hi m, AThis must have been it!o We | ¢
more serious and, al most with a ton
careful when you do such things. If the people in town see you with such red ars,
theyol | start gossi ping, and every t
Rukses Bealjit [ Red Ears]. |l tds obuvi
|l uoi kkHdeéeds idto agai n, Rukses Beal jito
another hearty laugh, which | could not resist being swept up in. It was then that

| noticed, beside the mirror, Johan had hung a glass frame containing hundreds,
if not more, of mosquito corps es arranged artistically in concentric patterns.

In S4pmi, the mosquito (Diptera : Culicidae) is an inevitable and eternal summer
companion. Its arrival is inexorable, its ubiquitous presence is a constant in the
daily life of both people and animals, resigned to its pervasive persistence in the
dizzying air of the Arctic summer. During my stay i n Guovdageaidnu, | witnessed
the first lone mosquito of the year on April 9th, only two days after the first annual
rainfall and despite the daytime temperature still lingering around -2°C with an
abundant 40cm of snow and ice on the ground, far from melting (Figure 34).
However, it is when mosquitoes start assembling in swarms and consistently
attacking their warm -blooded victims that this insect signalstheendofgi LLageas s i
i the season bridging between spring and summeri and marks the beginning of
the proper summer (geassi; Eira 2011: 39).
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On the midsummer night of June 24th, mosquitoes awake altogether and
tremendously hungry. To quote a traditional
before [June 24], on that night they come w
Sara Jr. explainedtomei n terms of the marks that mosqu
«just as hikers leave marks on the ground or snow when walking with their two
walking sticks».176 | could perfectly see what Johan meant just by staring at my
hands and forearms on the evening of that 9th of July, after coming home from the
recording session in the Govddaluovttafavli bog (Figure 35).

| f I were to respond to Wreragute tfransfield-r i t i c al
recording materials, AWhat am | not hearing
argue that self-erasure from the recording made that evening was not solely
«guided by the myth of noninvasive, low-impact fieldwork» or motivated by
concerns of fidelity towards an undisturbed echosystem, as heard beyond anthropic
presence (ibid: 27). Anyone who confronted such an embodied experience with
midges and mosquitoes in the meahcci can comprehend just how noisy my non-self
could have been in those moments edited out while assembling the soundscape
composi ti ointrack hau ®in Kutdusat guldaleami birra  (Norum et al.
2021: 424; cf. Wright 2022: 31).177 After all, the proboscis of Sami| u o i ksk at
practically designed to pierce the thicker, tougher skin of a reindeer. With all my
yelling and cursing edited out, | was finally able to share the results with Mai Britt
Utsi during our following recording session.

As we listenedtogether with all that buzzing, she commented:

MB : I t hink t her e I s a phil os

mosquito coming, arriving, and taking so much place in

peopl eds | ives. So, have you bex
NR: Yeaheée | was there sacrifici
with microphones in my wears, t o

them. | was standing still, letting them bite me, sting me.
MB: Do you hear a melody when you hear them@278

| was about to respond that i while immersed in that droning sound i | did recall
her advice from the previous autumn, when Mai Britt broke the silence with a
murmur that clearly hinted at the whining of a mosquito. It quickly became clear to
my ears that the vocalization was not just an indistinct hum mimicking the sound

176 Johan Sara Jr., oral teaching (personal communication), April 29, 2021, Maze, Sapmi.
177The reference here is to Acerbi, who writes: «Come io mi dibattessi, come menassi e mani e piedi,

l o lascio concepire a chi pu, farsi una giusta idea
struggled, how | flailed with both hands and feet, | shall leave it to the imagination of those who can
form a proper idea of the scourge unedlée) which | foun

178 Utsi 2024.
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of the insect. Instead, it seamlessly revealed as something that | could immediately
recognize, for | was not just hearing the unmistakable sound of mosquitoes, but |
was hearing their luohti .

In the following pages, | build on Sami storytelling 1 as part of ecological
knowledge and landscape practicesi to answer the provocative question that
stemmed from my conversation with Mai Britt: How musical is mosquito? The
chapter opens with a reconstruction of the sonic entanglements in the human
history of this highly underrepresented yet ever -present insect. Soon it unfolds as a
dialectical trial around this tiny, infamous insect, whose ubiquitous presence is a
constant in the lives of both people and animals throughout the Arctic summer. The
mosquito stands trial for its existence, charged by dominant ontologies with being
an fAinsignificant pest o0, a fAnatur al enemyc
collating written accounts of sonic events in selected travelogues, the first
subchapter presents the testimonies of the
accounts from travelers who, between the 17th and the 20th century, traversed the
Arctic regions of Europe during the summer season. These accountgpresent diverse
histories of listening to the mosquito, but they uniformly mirror a dominant
acoustemology that, over millennia, has fossilized the buzzing of this insect as one
of the few most undesirable sounds produced in nature.

The section is methodologically grounded i
Asonic event, 0 under si an@aabusacexperientethatswhier i c al ¢
ephemeral in its physical manifestation, possesses a documentable and
interpretable histori c a | di mensi on. According to Dess:?

event is not limited to the sound itself but encompasses a set of circumstances,
functions, purposes, emotions, judgments and memories associated with it. The
sound becomes one of many componens of a broader historical context 1 and
history of listening 1 which can be reconstructed through sources such as, in this
case, written accounts, even when the acoustic event itself has faded away (cf.
Hoegaerts 2021; Mansell 2021). In defense of themosqp i t o, f our S8 mi i ad
provide i in the second subchapteri counter-testimonies informed by histories of
listening with the mosquito. Through distinct, multi -modal stories, the advocates
not only advance an ecological understanding of the mosquito ascentral to the
balance of the Arctic echosystemi chiefly in driving herds towards highland
pastures i but also an acoustemology that challenges hegemonic auralities. The
more-than-musical consultation of the mosquito as both juoiggalmas and juoigi
contributes to reframe this insect as kin rather than foe within local echosystems,
overturning the three major charges advanced by the prosecutors. Lastly, the more
than-musical study of mosquitoes and their ecological role in the Arctic emphasize
how the voice of such aradical other-than-human being can inspire a paradigm
shift across disciplines, providing affective, ethical and sustainable alternatives to
understanding and acknowledging voices beyond the human.



Prosecutors
Lusimus, Octavi, gracili modulante Thalia
atque ut araneoli tenuem formavimus orsum.
lusimus: haec propter Culicis sint carmina dicta,
omnis ut historiae per ludum consonet ordo
notitiae. doctrina, vaces licet: invidus absit.
quisquis erit culpare iocos Musamque paratus,
pondere vel Culicis levior famaque feretur.
posterius graviore sono tibi Musa loquetur
nostra, dabunt cum securos mihi tempora fructus,
ut tibi digna tuo poliantur carmina sensu. 179
Virgil 1918: 370 (vv. 1-10)

Despite the verses of the poemCulex 1 attributed to Virgil T encourage even the

most reluctant reader to be mindful of the signals this tiny creature communicates

to the human ear, over the millennia, the sound of the mosquito has maintained its
reputation as nat ur e @30 Thoperceptioroid confirmeduns nui s a
the eleventh book of the Naturalis Historia , where Gaius Plinius Secundus asks

pointedly where has «implanted that sharp shrill voice of the creature, so utterly
disproportioned to the smallness of its body?».181 Certainly, this strident whine is

not the result of air being forcéesfasl |y ex]

179 A Me mplay, Octavius! yet these lines receive,/ Such filmy lines as feeble spidersweave; /
Throughout my lay let fair Thalia smile, / And tuneful verse th' unwilling ear beguile. / A simple
Gnat commands the poet's song,/ And humble strains to humble themes belong. / Ye, who would
blame my rustic Muse, beware,/ These envious loads my Gnat can never bear/ In some fair day,
when plenty gilds my field, /And blooming summers certain harvests yield, / In bolder notes my
Muse her voice shall rear,/ Such notes as Caesar need not blush to hear The Culex of Virgil, with a
Translation into English Verse by Lucius Manlius Sargent, Etc. Lat. & Eng, Emerald Press, by
Belcher and Armstrong, 1807: 23)

180 For a quick disambiguation regarding the attribution of the poem Culex, refer to Fraenkel (1952).
181Pliny the Elder 1855. The original passage in Latin reads: «ubi vero truculentam illam et portione
maximam vocem ingeneravit?» (Pliny the Elder 1906: Liber XI, chapter 1, paragraph 2).

182 The original passage reads: «(i U G eI TUEQG OO0 OGN ¢ s u OOVITWA O¢ WOT UOO
U0OUT ¢1 O/asaliusB&®BIDO O 6:AAELD Op 600 U0V d Oae UgWDT OF
bORAGBRD ¢ a6 WD T OO »@ristGphanes 1907, Cloud 133: vv. 160164). The same
passage has met the following translation in English: «Disciple: Chaerephon the Sphettian asked

him whether he thought gnats buzzed through the mouth or the breech. / Strepsiades: What, then,

did he say about the gnat? / Dis.: He said the intestine of the gnat was narrow and that the wind
went forcibly through it, being slender, straight to the breech; and then that the rump, being hollow
where it is adjacent to the narrow part, resounded through the violence of the wind» (Aristophanes
1853)
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Strepsiades comically | earns from Socratic
gnats, then,8Bjs a trumpet!o

Regardless of the unfortunate association between the sound of mosquitoes and
a flatulence, it is worth noting how this sound takes on an unexpectedly musical
guality when rhetorically related to the well -known aerophone. The metaphorical
association between the sound of a mosquito and that of a trumpet is a common
trope that trades the acoustemological narrative behind this insect from antiquity
into modernity. An exemplary passage is found in Tertullian, who refers to
mosquitoes as «tubam et lanceam» @dv. Marc. 1, 14, 1; Evans 1972: 36). Similarly,
in an allegorical poem to Queen Elizabeth | written by the British poet Edmund
Spenser in 1596, the author likens a group of troublesome locals attempting to expel
two noble knights from t bf&na@uvatle«amarsuricgast | e t
small trompetts sownden wide» (The Faerie Queene Book II, Canto IX, vv. 136,
138).

No, mosquitoes are not trumpets (HS 423). At best, to properly invoke the
Hornbostel -Sachs classification of musical instruments, they are interruptive free
aerophones (HS 412.22; Guizzi 2012384 as the answer to the fatidic question raised
by Pliny the Elder lies, in fact, in the fast, continuous rotational motion of their
wings, which fends the air at such a frequency that generates a more or less steady
tone around 30071 600 cycles per second (Athur 2014).

To put it in Augustinian terms, «even the most diminutive insect cannot be
considered attentively without astonishment». 185 Before falling into «one of the
most recognizable and aggravating sounds on earth for 190 million years»
(Winegard 2019: 7), the buzzing hum of a mosquito exhibits a remarkable ability of
«exquisitely engineered organisms» (Hall, Tamir 2022: 7). If one attempts to
dissociate the sense of discomfort and irritation that accompanies this sound, it
becomes evident that mosquitoes are not only accomplished musicians with
underappreciated sonic qualities, but also skilled listeners. In fact, these dipterans
are «endowed with one of the most sensitive sound detectors in the insect kingdom,
the Johnstonbés organé, a mechanosensitive o
sound wave, allowing «a flying mosquito to detect the tones produced by the
wingbeats of other flying mosquitoes and distinguish these from tones produced by
its own wings» (Hawkes, Hopkins 2022: 21).186 These acoustic skills and

183 The original passage reads: € /Al ¢ E¢Ad Ré UMWET W17 ¢ 6 » RAristophanes 1907,

Cloud 133: v. 165).

184 This organological analogy emerged from a conversation with Nico Staiti (29 August 2024,
Bologna, Italy).

18¢Sed in qualibet minutissima muscul a beMgestrbonsi der a
DCD 22.24, Bettenson, lbid., 1072)

186 The wingbeat frequency of male mosquitoes hovers around 600 Hz, while that of females typically

ranges between 300 Hz and 550 Hz, with the lower frequency occurring when they are bigger or
engorged (Becker et al. 2020: 212 2 ; Spi el man, D 6 Axthur 2014). Yet, @herdndate 2 2 ;
and female mosquitoes mate, they match frequenciesi and, more interestingly, they do so not at

their fundamental wingbeat frequencies but at an extraordinary harmonic near 1200 Hz, a frequency
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sensitivities are determinant factors in s
2001: 23; Attanasi et al. 2014) and, particularly, for mating rituals, during which

mal e and female mosquitoes pair by matchin
wingbeats «during flight, producing a harmonious duet in a prelude to mating»

(Hawkes, Hopkins 2022: 21; see also Arthur 2014; Menda et al. 2019; Hoy 2024:

25).Dr awing once more on Augustine of Hi ppods

Quis dedit aculeum culici, quo sanguinem sugat?Quam tenuis fistula est
gua sorbet! Quis disposuit ista? quis fecit ista? Expavescis in minimis;
lauda magnum.187

Curiously enough, in this passage where he praises in wonder the morphological
attributes of a mosquito, Augustine seems to forget its aforementioned sound
qualities, which are rather pronounced as follows:

Nam et culicis nomine non absurde figuratur seditiosus homicida, quia
hoc animal et strependo inquietat et sanguine delectatur.188

And again, as plague and symbol of the restlessness with which the Holy Spirit
torments the violent and the proud:

Sicut autem conciliatus et placatus Spiritus Sanctus requiem praestat
mitibus et humilibus corde, ita contrarius et adversus immites ac
superbos inquietudine exagitat. Quam inquietudinem muscae illae
brevissimae significaverunt, sub quibus magi Pharaonis defecerunt,
dicentes: Digitus Dei est hic (Ep. 55,16.29)189

that lies outside the typical auditory range of both sexes, as noted by neurobiologist Ronald Hoy:

¢cHow in the world are they duetting where they canét
2024 25) . Additionally, t hig propoairtional hto ite kize@smales s qui t 00 s
mosquitoes produce higher-pitched sounds, while larger ones, such as female mosquitoes, generate

lower frequencies due to their larger wings, which beat fewer times per minute during flight

(Spi el man, D 6 A rker et al.i2@20)2 00 1 ; Bec

187 Augustinus, In Psalmum 148 enarratio : 10. iDeus omnia gubernato. The
reads: AWho gave its sting to the gnat, for it to st
sucks! Who arranged all this? Who made all this? You are amazed at the smallest things; praise Him
that is great o i n HaomeNicene and Post-Blicene FhtBess §First Series, Vol. 8,

Edited by Philip Schaff), Buffalo, NY, Christian Literature Publishing Co.
188 My emphasis. Augustinus Hipponensis, Quaestionum Evangeliorum libri duo , 1.35: 1329

Quaest. Ev. 1, 35: AFor even under t he name of t he
symbolized, because this creature both disturbs with
BAANd just as the Holy Spirit, when benevolent and a

of heart, so too, when is opposed and hostile, afflicts the violent and the proud with unrest. The
symbol of such unrest were the gnats, by which the magiciansof Pharaoh, tormented and overcome,
|l ost their power and confessed: Here is the finger o
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Non si possono sopportar queste lanciette sonanti (Francesco
Negri)t®

It is undeniable that, aside from a few rare and scarce narratives that offer kinder
and more dignified representations of this dipteran, 191 listening positionalities in

the West have dictated and immortalized a largely fixed and enduring
acoustemology of the mosquito as anundesirable natural sound. This perspective
has grown so canonical in literature that when the unsuspecting Francesco Negri
reached the northernmost expanses of Fennoscandia in the middle of the summer,
overwhelmed by the pervasiveness of mosquito swarms he dusted dfa Latinism
encountered a few paragraphs earlier192

io in viaggiando tengo in continuo moto una mano per difendermi da si
i mportuni animaletti [€é] E per, in riguardo
guell o dedé rangiferi particol armente, i gL
gueste lanciette sonanti per denominarle cosicon S. Agostino, che scrive:
culicis vel tubam vel lanceam, eleggono la maggior parte di loro di

abbandonare il paese; e nel mese di giugno passano i monti, ed arrivano

vicino al mar e, dove il vent o mari no, e | a
di scaccia quella maledizione, . pure si tr
monti, che sempre abbondano di neve, e sono senza Zenzale(Negri

1700: 31y

As Paola Dessi has already noted, among the assortment of sound events recorded
by the Italian explorer in his letters, the buzzing of the mosquito is the only one that,
rather than coming as an original interpretation, references texts from Christian

%A 0One cannot endure the stings of theisl@8)swaslandi ng sy
priest and explorer, recognized as the first Italian to travel across Scandinavia and the first foreigner
to reach the North Cape. His journey, lasting three years(1663i 1666), is recounted in his travelogue

Viaggio settentrionale ( 1 700) . Negri és travels were primarily dr
goal of revealing the effects of Divine Providence e
that Providence had arranged Scandinavia such that «where the fruits oftheear t h ar e | acki ng

there the abundance of mines is provided» (1700: 75).

1A welckk nown passage Walden axenplifiesathiséssldom sentiment, where the

metaphor of the mosquito as a trumpet is also vividly recalled: «Morning brings back the heroic

ages. | was as much affected by the faint hum of a mosquito making its invisible and unimaginable

tour through my apartment at earliest dawn, when | was sitting with door and windows open, as |

could be by any trumpet that ever sang of fame. It was Homer's requiem; itself an lliad and Odyssey

in the air, singing its own wrath and wanderings. There was something cosmical about it; a standing

advertisement, till forbidden, of the everlasting vigor and fertility of the world» (Thoreau 1854: 96).

2Norum observes that ¢the pervasive presence of mos«
a surprise for those unfamiliar with the region» (Norum et al. 2021: 417). The same was true for

Francesco Negri, who traveled to the European Arctic when knowledge of the region was still largely

vague. In his Lettera | , Negr i writes: cper | deccedente freddo si
una» [For the excessive cold, one would believe that there was not a single one to be found] (Negri
1700: 31).

LAWhil e traveling, I find myself constantly i
little creatures. I ndeed, for the sake of one
cannot endure the stings of these sounding spearsi those very same which Saint Augustine, in his
writings, aptly referred to as: culicis vel tubam vel lanceam i most creatures choose to abandon
these lands. In the month of June, they traverse the mountains and make their way toward the sea,
where the maritime winds and absence of stagnant waters drive away this accursed plague. Others
retreat to the lofty mountai n peaks, ever |l aden with snow, where tF

mot i c

n
6s own
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Latin literature (Dessi 2016: 12). While Negri does allude to the canonical aesthetic
associated with this sound, he mistakenly invokes Augustine when referring to
these insects aslanciette sonanti, an analogy that rather derives from the
aforementioned apologetic work of Tertullian, who describes mosquitoes as
trumpets with spears (culicis et tubam et lanceam). Nonetheless, the Augustinian
sense of wonder is not absent when Negri encounters swarms so dense that they
almost obscure the sun1% The devout admiration of nature that permeates each of
the letters compiled in the Viaggio Settentrionale , however, takes on less exuberant
tones whenever this relentless insect makes an appearance. Only the nighttime
hours offered a transitory respite from such tenacious nuisance (Negri 1700: 31)195

Veils and gloves could give us no protection against their singing
in our ears (Giuseppe Acerbi)!

Giuseppe Acerbi, who traveled a similar route more than a century later during an
exceptionally hot summer, did not share however the same view197

Though it was now drawing towards midnight, the torment we suffered
from the musquetocs, instead of being abated was increased. The night
was perfectly calm, and the insects attracted by the effluvia of our
Laplanders, pursued us in our course, surrounded us, and involved us as
in a cloud. [...] We began to make preparations for passing the night [in
Pepojovaivi], and the Laplanders set about cooking their supper. The
musquetoes this night annoyed us so terribly, that it was not without the

194The original text reads: c¢Tutta | b6estate | 6aria vo
quasi dissi, coprono il sole» [Throughout the summer, the air is so thick with flies and gnats that one

might say they nearly obscure the sun] (Negri 1700: 2). A similar passage, later in the account:

¢cQueste zenzale dunque ed altri pi % piccoli moscini,
nN6® ripiena | b6aria, ed  quasi impossibile il durarl
in such abundance during the summer months that the very air is filled with them, making it well -

nigh unbearable to endure] (Negri 1700: 31).

195 The original text reads: «Al presente perd non mi ricordo, che mi dessero tal molestia la notte, o

nel tempo equivalente alla notte, nel quale riposano gli uomini, e cosi gli uccelli ed altri animali»

[Yet, | do not recall them troubling me during the nig htd or at that time which passes for night, when

men take their rest, as do the birds and other creatures] (Negri 1700: 31)

196 Giuseppe Acerbi (1773 1846) was an explorer, musician, archaeologist, naturalist and diplomat.

At 25, he became the first foreign explorer to reach the North Cape by land during his 1798 1799
expedition across Fennosc an dravel, cleimedhoderthetirsttoodadhi vi ous o
that latitude. The overland route facilitated encounters with diverse Arctic biomes and Indigenous

communities from both inland and coastal regions. Acerbi meticulously gathered vivid impressions

from the expedition and published them in a travel-memoir complemented by illustrations and

musical scores. His dual sensibility as a naturalist and composer distinctively surfaces in the text

through a vast documentation of Arctic soundscapes and performances of joiki the ancestral Sami

vocal tradition. While Acerbi dismissed the latter of any musical value, «the only musical accents to

be heard are those [ é] with which birds make the wo
amidst tree br anches fal diversotenhragged mtks»t(Atarbi 18@2j 6&)sHisi ¢

travelogue was published in England in 1802 with the title Travels through Sweden, Finland and

Lapland, to the North Cape in the Years 1798 and 1799 An incomplete Italian edition of his

travelogue was published much later, in 1832.

197 Acerbi recorded temperatures reaching peaks of 29 degrees Celsius in the shade (45 degrees

exposed to the sun) during the day and a minimum of 19 degrees at midnight on July 1, 1799

temperatures comparable to those observed today (Acerbi 1802b: 28, 47).
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ut most difficulty we were able to swall ow :
were obliged to eat with gloves on; and at every morsel we put into our

mouths we were under the necessity of drawing aside the veils that

covered our f aces [ éltionsthemusgpeioesavere f al | our |
sometimes swallowed together with our viands. In order to be quit of so

disgusting a fauce, we were compelled at each morsel we put into our

mouths, to draw near the fire, and thrust our heads into the rising column

of smoke. We chose rather to encounter all the bad effects of the smoke,

and to be half suffocated, than to swallow those pestiferous animals

(Acerbi 1802b: 50-51).

If Negri observed the pervasiveness of mosquitoes in the Arctic environment and
rendered it i nto few concise but descripti\
this physical pervasiveness into a genuine ethnographic obsession. Mosquitoes are

featured in an extensive amount of log entries, almost every day fueling outbursts

in which the author expresses his frustration and even discouragement about

advancing in his overland journey to the North Cape. The obsession of Acerbi with

mosquitoes is such that evenwhen these are absent, his thoughts inevitably turn to

the delight of being freed from their incessant torment:

The three days we passed on this island we
without the least interruption from the musquetoes, which, fortunately,
had been driven off the island by the violent wind (ibid: 39).

The acoustic experience of these «eternal tormentors» (ibid: 85) is a major factor
underlying Acerbids sense of di scour agemen
caused by their stings, which he was often able to shield against:

Those insects, which are the scourge of that country, became indeed very
troublesome to us; and our gauze veils and gloves could give us no
protection against their singing in our ears, and interrupting our sleep.
Here our own resolution, as that of our servants formerly, for the first
time, began to be shaken (ibid: 5).

't is notable how, in this instance, Acerbi

term is not unfamiliar in the lexicon of ethology, particularly in ornithology

(Martinelli 2011: 154; cf. Feld 1982; Rothenberg 2005; Taylor 2017), what stands

outinAcer bi 6s usage is the absence of the highl
associates with this pest, instead opting for a term that infers the nuisance posed by

the sound of mosquitoes solely as a hindra
refers to forms of musical communication and often carries an aesthetic judgment,

in this context, that judgment is conspicuously absent. The association of the act of

singing with the buzzing of mosquitoes becomes an even more notable lexical choice

when contrasted with passages where Acerbi invokes his musical training to dismiss

the musicality of juoiggus, refusing to grant this eagerly anticipated vocal tradition

the very same term fi s i n gii thig ttime backing his wording with manifest

aesthetic and superficial judgments (Boero 2010: 232):
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We desired to hear them sing, being anxious to have a specimen of their
skill in music. | attempted several times, both by the power of money and
of brandy, to make the pastoral Laplander utter his notes, that | might
form to myself, if possible, some idea of their music: but the utmost |
could accomplish was to extort from them some hideous cries, during the
continuance of which | was sometimes obliged to stop my ears with my
fingers. It is scarcely credible, though it is perfectly true, that the
mountain and wandering Laplanders have not the least idea of any thing
connected with harmony, and that they are absolutely incapable of an
enjoyment which nature has not entirely forbidden to any other tribe or
nation, as far as | have been informed. (Acerbi 1802k 66-67)

And comparably, a few passages later where he describes ritual performances of
juoiggus:

The juoige, or song of incantation, is used by the Noaaid whilst in the

exercise of his magical function. To say it is sung, is to give an imperfect

idea of the magiciands manner of delivering
hideous kind of yelling that can be conceived. (Acerbi 1802b: 311)

While these lines certainly insinuate a dehumanizing narrative towards the Sami

and their cultural expressions, associating
not amount to a genuine humanization of the insect, nor does it reflect a respective
more-than-human musicking that by contrast emerges metaphorically through

other descriptions of the natural soundscapes of the Arctic in the same travelogue

(ibid: 67). All the more so because this instance, though noteworthy, stands alone

against a broader and more established use of the term that distinctively frames the

sound of mosquitoes:

If the wind happen to blow briskly, they disappear for the time; but no
sooner is the wind laid, than they return with their usual buzzing, and
crowd every place. (Acerbi 1802b: 180}

The naturalist wonder and collectordés attit
Acerbi harbored for the entire Arctic entomofauna, including a species of warble

flies (Hypoderma tarandi ) that he portrays also as a plague for both animals and

people, nonetheless collecting «those insects and their eggs, intending them as

presents for [his] entomological friends» (Acerbi 1802b: 108). Only the tiny but

fierce mosquito seems to fall outside this sentiment of marvel and scientific

enrichment 1997 as an insignificant, bothersome and undesired non-human being i

198 |t is curious how the Italian edition of this text presents expressions that reinforce an even more

tempered and Abuggedodo attitude. The same passage r e:
vivente, se un vento viene a soffiare con forza; ma cessateappena, ritornano con un ronzio

fastidiosissimo esso solo» [These cruel foes of all living creatures flee in haste should a strong wind

begin to blow; but the moment it ceases, they return with an unbearably irritating buzz, and that

alone] (Acerbi 2016: 207)

199 No representation of any species of mosquitoes in the entomological plates despite mentioning

three species in the previous table (Acerbi 1802b: 253255)
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in spite of unintentionally taking on a loud protagonist role throughout the
narration of the whole journey to the North Cape.

Un coro piu feroce di Caligola (Paolo Mantegazza)?®

As a result, in the second half of the 19th century, Paolo Mantegazza arrived at the
Arctic Circle forewarned by the obsession of those who had preceded him about this
infamous dipteran. In his own travelogue, he promptly acknowledges mosquitoes
as «the first plague of a journey through Lapland» (Mantegazza 1881: 85)201 With
a hint of reluctancy, he describes two of the species encountered in the region:

Non parlo delle zanzare [ €], una mi sembr a
soltanto un pod pi%¥ grull a, perch® si l asci
Léaltra  pi% piccina, ma molto velenosa e

nel naso, nella bocca e negli occhijin modo da toglierti il respiro e da
accecarti (ibidem).202

Learning from the reports of Acerbi and Negri, Mantegazza also sought relief in the
blowing of the wind or through artifices refined by the Sami to limit the bugging

activity of swarms. These included the repellent action of thick smoke i which
Acerbi desaibed as «an object of great luxury in this part of the world» (Acerbi
1802b: 5) i and the application of tar and fish oil on the skin to prevent bites
(Mantegazza 1881. 85; see also Acerbi 1802b: 34; Loschi 1935: 15293 No

20 A A choir mor e ferocious t han C 2910) gvass| am dtalian Pa o |l o M
anthropologist, physician and professor of pathology at the University of Pavia before becoming the

first professor of Anthropology in Italy at the University of Florence (1869 i 1910). There, he founded

and directed the Museum of Anthropology, the journal Ar chi vi o per | 6Antr,opol ogi &
and the Italian Society of Anthropology. Though his writings, Mantegazza emerges as a strong

proponent and defender of positivism, Darwinism and evolutionary thought in the name of scientific

progress. In 1879, at age 48, he journeyed to Scandinavia withhis colleague and friend Stefano

Sommier, primarily to conduct anthropometric studies on the Sami. Equipped with advanced

photographic and craniometric instruments, he documented around 100 Sami individuals later

published in Studi antropologici sui Lapponi (1880), which included detailed photographs and data

tables. In his travelogue Un viaggio in Lapponia coll'amico Stephen Sommier , published in 1881,

the narrative around the Sami is a perfect exemplification of the myth of the Noble savage where,
although considered fan inferior peopled in evolut
Mantegazza with an objectifying compassion, descr i bi ng them as filgood peop
benevolence rather than contempt.

201 In the original, «la prima peste di un viaggio lapponico».

221 shall refrain from speaking of the mosquitoes, f
somewhat more foolish, as it allows itself to be killed with great ease. The other, however, is smaller,

yet far more venomous, and flies about in countless svarms into your nose, mouth, and eyes, so

much so that it robs you of breath and blinds you en
of insects encountered in the Arctic summer, among which it is possible to read also Culex Pipiens,

Culex Pulicaris and Culex Reptanswith the note: «The air swarms with them, when the weather is

fineée (Acerbi 1802hb: 252) . Notabl vy, despite Acerbié
preceding table, no representation of any of these species appears in the entomological plates oftte

text (Acerbi 1802b: 253-255).

23¢cPer fortuna non ti tormentano n® a tutte | b6ore, n ¢
scompaiono. lo avevo adoperato il barbaro metodo di difesa dei lapponi, dipingendomi il volto con
catrame sciolto nell 6ol i adotw un npgrs, oan trovanehe ibrimedioh ® mi f o

fosse troppo efficace» [Fortunately, they do not torment you at all hours, nor in all seasons; when
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expedient, however, could eliminate the constant, almost despotic, sonic presence
of the insect. For instance, during a short break in the locality of Joganjalbmi
(Elvebakken), the meal was entirely «xaccompanied by a choir of mosquitoes more
ferocious than Caligula, and more numerous than the grains of sand in the sea»
(Mantegazza 1881: 7879).204

That mosquitoes are considered singing creatures in Sapmi is something
Mantegazza was aware of during his journey. During his bibliographic
reconnaissance of Sami poetry, he came across several collections alajahusat,
notably including the poem of a mosquito luohti transcribed in Swedish by South
Sami priest Anders Fjellner (1795-1876), from Harjedaelie (Harjedalen). According
to this dajahus, a grasshopper interrogates a mosquito about what she does during
the summer. The mosquito replies that she sings( il o cant oo, i n Mant e
sjunger 0, in Fjellnerés transcription) and
to which the grasshopper responds that she dances to the music created by the
mosquito.2%*Al t hough Mantegazzabds translation 1is
account without any commentary to support or question the musicality of the insect
from his point of view, the only dance he performed in the presence of these
Apesti fer ousa®a chareegraphy ofdaoping, swatting and flailing i a
Aswatting danceo, to use an i diiotmt hisr om No |
predecessors also knew well (see also Acerbi 1881: 91).

Not only are mosquitoes once again portrayed as persistent and ferocious
singers, but Mantegazzabs depiction even appear

of musi cal organi zati on. The use of the te
above, however, is evidently not intended to suggest multipart singing skills on the
part of the mosquitoes but i's more |ikely descriptiyv

combine their sonic resources to taunt the Italian traveler and his party (cfr.
Martinelli 2011: 155). Certainly, this interpretation of the strenuous choral activity
of mosquitoes clarifies the (not S0) eni g me
kept Mantegazza and his team awake throughout the night spent in Sallir (Kvalgya):

fu solamente dopo, che seppi che eravamo stati quindici cristiani
(compreso i0) a dormire in quella gamme, con un numero
corrispondente di cani (delle altre bestie minori che non dormivano, ma

the wind blows and the cold sets in, they vanish. | had employed the barbarous method of the
Laplanders, smearing my face with tar dissolved in fish oil, but though | had reduced myself to a
monstrous appearance, | did not find the remedy to be particularly effective] (Mantegazza 1881: 85)
204 Qriginal: «tutto accompagnato da un coro di zanzare piu feroci di Caligola, piu numerose delle
arene del mare. lo pero era felice, non dovendo piu dire: diem perdidi !»

25Mantegazza 1881: 222. I n Mantegazza, the dajahus r ¢
zanzara: /7 Che cosa fai tu durante I'estate? /i lo canto; ma che cosafaitustessafi |l o ball o. 6. Th
Swedish transcription, riportata da Duben, recita: «<Gr 2 shoppan fr -gar myggan: i Hv
sommaren?06 fAJag sjunger o, svardanJmpyggawmaramegrhsbadpg
dansar ti | | (Dibennl878 3846). lkis lkely that in the original Sami dajahus, the verb

translated to Swedesh assjunger (to sing) is actually the Sami verb for the act of joiking (see below).

131



furono molto attive tutta la notte, sarebbe difficile il valutare il numero,
anche approssimativamente).2% (Mantegazza 1881: 99)

Gli sbattitori di porte sono piu uggiosi delle zanzare (Maria
Albertina Loschi)?%7

An acoustic nuisance to the natural silence and quietude of the North is the
acoustemology that also transpires from the travel narrative compiled by Maria
Albertina Loschi in her journey across the Finnish side of Sapmi, where «time
passes in a state oft anqui | contempl ati on, serenely r
winged and stinging foes are absent» (Loschi 1935: 145%%8 Similarly to the
previously mentioned cases, I n Loschi o6s ac
rendered t hrough musi cal terminol ogy (
adjectives (06stingingd) that emphasize t

La natura qui ~ un pob6 selvaggi a, ma appare
di questa calda estate.Non manca la nota.... pungente, qualche zanzarina
indiscrete. (ibid: 100) 209

The most compelling aspect of Loschiés acco
well illustrates the ongoing transformations in the soundscape of the European
Arctic region. At the turn of the twentieth century, this region experienced the rapid

206filt was only |l ater that | came to know we had been
in that gamme, accompanied by an equal number of dogs (as for the smaller creatures, which did
not sleep but were most active throughout the night, it would be quite difficult to estimate their

number, even approximately)o
207ADo-etammers are more tiresome than mosqiu98i)oeso. Ma
was a journalist of noble origins with a strong adv

career after obtaining a diploma in languages, which she leveraged b become a public speaker and

successful propagandist. Her knowledge of multiple languages enabled her to promote international
perspectives, representing lItaly abroad. Despite nun
travelogue is Itinerari Finlandesi , published in 1935 to commemorate the centenary of the Kalevala.

There she offers a comprehensive view of Finlandds

independence and economic growth, refl ectefascigt | t al yos
er a. I n the traveloguebs second part, Loschi describ
illustrating the Arctic Highway route northward. Unlike the journeys of early Italian explorers,

Loschi és travel occur icwadbecominga déstinatien oifénedrourtsrh. éler Ar c t

travelogue is therefore contextual to a time of rapid urbanization and emergence of technophonies
like cars and trains, and the silent qualities of the Arctic are romanticized as a relief and escape from
the frenziness of the city, «where vehicles do not deafen you with the irritating symphony of horns
and sirens» (Loschi 1935: 42), and «No crowds, no noisei what a relief! It feels as if one is enveloped
by a o6divine green sil enchiddés (wviossicchn dlf936he 6RQr t h
romanticized remoteness, a place «possessing a singular charni woven of silence and solitudei
that exerts a mysterious allure» (Loschi 1935: 136137).

208 The original passage reads: «Anche nel silenzio della notte chiara quando non vi sono le nostre
piccole nemiche alate e punzecchiantii il tempo trascorre in una contemplazione tranquilla,
serenamente riposante». Simarly, a few passages before: «Che ®hzio in questa sperduta
stazioncina di Nuojua! Non ci siamo che noi e.... i moscerini» [Ah, what silence in this remote little
station of Nuojua! There is no one here but us and... the midges] (Loschi 1935: 106).

29 The nature here is somewhat wuntamed, yet it presen
of this warm summer . However, there is never a | ack
indiscreet |little mosquito. o
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incursion of a novel and challenging-to-regulate source of nuisance which more
than any mosquito, according to Loschi, disrupts not only the alleged myth of
Nordic silence but a broader sense of quietude at every latitude:

Fortunatamente una primavera precoce e calda seguita da un periodo di
piogge, ci risparmia oggi il tormento delle famose zanzare lapponi o
zanzare non pericolose dal punto di vista infettivo, ma pare terribilmente
numerose e fastidiose, specie nelle zone i basse. In ogni modo, pero, le
finestre degli alberghi sono sempre protette da fitte reti metalliche e si
dormirebbe tanto bene, se.... esistesse un inesorabile accordo
internazionale contro i disturbatori screanzati, contro gli sbattitori di
porte pit uggiosi delle zanzare (queste almeno si riesce qualche volta ad
amazzarle....) e, ahimé!, pullulanti a tutte le latitudini una lega possente
contro tutti i rumori inutili, un codice insomma della cortesia turistica e
del silenzio alberghiero.... (ibid: 137)210

From the travelogues presented in the previous paragraphs, a pattern of three major
declinations of mosquitoes in S4pmi can be discerned. In the first place, mosquitoes
are portrayed as massively pervasive during the Arctic summer yet deemed
insignificant and not worthy of thorough ecological attention in comparison to
other elements of the environment. Once the initial exotic fascination with their
pervasiveness fades, these insects are quickly assimilated into the more familiar
category of pests tormenting people worldwide and their literary presence emerges
as a mere frustrating distraction to the journey, hurriedly fended off or swatted
away. However, it is precisely through these experiences of frustration and
discouragement that one can trace one of ttre most significant impacts this tiny
insect has left on the history of Sapmi: its role in deterring settlers from the land.
Acerbi had been warned before undertaking his journey northwards, though he did
not fully understand the reasons for such a

This journey appeared to every body at Uledborg chimerical, and a

project that would be found impracticable on experiment. Every person

of our acquaintance pictured Lapland to us in the most frightful colours:

they assured us from authorities [missionaries and merchants] true; or

supposed to be true, that in summer it was
pass from one place to another. (Acerbi 1802a: 324)

20iFortunately, an early and warm spring followed by
of the infamous Lappish mosquitoes i mosquitoes that, though not dangerous from an infectious

standpoint, are said to be terribly numerous and bothersome, especially in the lower lands. In any

case, however, the windows of the hotels are always protected by dense wire screens, and one would

sleep so well, if only... there existed an inexorable international accord against those ilFmannered

disturbers, against the door-slammers more tiresome than mosquitoes (those, at least, one manages

to kill on occasion...), and alas! teeming at all latitudes. A powerful league against all unnecessary

noi se, a code, in short, of t o urripardllelschetween thesy and h
overwhelming presence of mosquitoes and that of tourists can also be found in Dana (2003: 15) and

Valtonen et al. (2020).
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eunt il he encountered himself the magnitude
his expedition and that of other settlers venturing into the region during the
summer season:

The pleasure which is expected to be enjoyed during the summer, after a
tedious winter that lasts from Michaelmas to July, as the good missionary

observes, is entirely marred by these troublesome flies. (Acerbi 1802b:
181)

To fully understand how over centuries the colonial expansion in the European
Arctic has proved particularly challenging and suffered, it is crucial to look beyond
just the social and economic factorsi thoroughly and long -examined by historians

I and recognize concurrent other-than-human agencies that have only recently
emerged in historiography (cfr. McNeill: 2010: 3). Among these factors, one often -
overlooked yet decisive actor is the mosquito. As Winegard notes, few species on
the planet have had as direct and profound an influence on the lives of so many
human beings, and yet its role in human history «has been written off as a sidelined
spectator» (Winegard 2019: 3). In the case of Sapmi, while there is no disease
bearing component at stake towards humans, the ubiquity of this insect exhausted
missionaries, travellers, settlers, and more recently, tourists to the point of
becoming a symbol of Sami anticolonial resistance (Valkeapaa 1971 [1983]: 51, 53).
This is humorously captured in souvenir magnets sold at the Sami museum in
K8§r 8gjohka, where a stylized picture of a m
I a playful reference to their significant role as defenders of Sami lands (see also
Palomaki 1993: 5) (Figure 36).211

This belligerent analogy seems to be further amplified by the sentence «We are
at war with the mosquitoé, which opens Wi ni
history of «our deadliest predator» (Winegard 2019: 1).212 It is not my task nor
desire to dwell on the historical impact of mosquitoes as disease vectorsi since
those species are not present at the latitudes this dissertation covers?13 However,

211] showed this magnet to some fieldwork collaborators from Guovdageaidnu, and they argued that

the true Sami Airforce is actually made of the mosquitoes from their area. Apparently, there is an

ongoing and long-standing dispute over this, dating back to Mant egazzabés account, w
humorously reports local accounts on the relative ferocity of the Guovdageaidnu mosquitoes:

«Dicono che le pecore in questa regione sono ridotte dalle zanzare a pelle ed ossa» [They say the

sheep in this region have been reducel to skin and bones by the relentless torment of mosquitoes.]

(Mantegazza 1881: 86)

212This assertiondal so reinforced in DO6Antoni o and Spielman (.
mosquitoesd arises from a common misconception where humans are perceived as the primary prey

of mosquitoes. In reality, mosquitoes themselves pose no real danger the true threat comes from

other organisms, such as sporozoite® the protozoa responsible for malaria i of which the

Anopheles mosquito is merely a vector, transmitting the disease to humans (Martinelli 2010: 131;

Hall, Tamir 2022: 5). And even through th is complicity, less than 3% of the mosquito species we

know are vectors for human disease causing pathogens (Yee 2022; Hall, Tamir 2022: 10).

213 An extensive historical study on the role of mosquitoes as disease vectors in shaping colonialism

and imperialism is provided by McNeill, who focuses specifically on the colonial history of the

Greater Caribbean and the Global South (McNeill 2010). Similar analysis that places the mosquito

at the center of the historical discourse have been carried by Mitchell (2003) and Winegard (2019).
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despite no microbiological war is being waged, conflicts with mosquitoes are
likewise ostensibly attested by foreigners in Sapmi, as the second major declination
of this insect lets emerge throughout the considered travelogues in terms of a
naturalenemy t o bot h peopl e anbd ofibadneyd odbtehaesrt owa(rMa n
1881: 150). Negri explicitly fabricates this antagonistic relationship as a battle that
the Sami have to endure each summer, inevitably losing and being «violently forced
to leave their villages for the months in which mosquitoes are more active» (Negri
1700: 30).214 Analogous narratives persist throughout the travelogues regarding the
relationship between mosquitoes and reindeer, with the former portrayed as so
hostile that the latter are resigned to seek refuge on windy heights or near the coast
(Negri 1700: 107-108; Acerbi 1802b: 45; Mantegazza 1881: 150). Despite emerging
as a mere victimization of the fellow mammal and a manifest solidarity against the
tedious insect, the Italian travelers inadvertently provided insight into an
interspecies relationship that lies at the core of Sami landscape knowledge
associated with reindeer herding. As explored more in detail in the following
paragraphs, this relationship is understood as a form of kinship rather than
antagonism.215 While insect harassment undoubtedly poses a significant threat to
reindeer by disrupting their feeding patterns during the summer (Blix et al. 1998:
83), it also plays a crucial ecological role that benefits both reindeer and herders by
encouraging the animals to remain in flocks (Kitti et al. 2006: 150).

Another antagonistic role that emerges from the writings of the Italian travelers
Is that of mosquitoes as enemies to quietude and natural silence, a disturbance
evident in the passages cited above and that is further poignantly captured in
Loschi Grges:l og en

Anche nel silenzio della notte chiara i quando non vi sono le nostre
piccole nemiche alate e punzecchianti i il tempo trascorre in una
contemplazione tranquilla, serenamente riposante. (Loschi 1935: 145y16

The third major declination of mosquitoes is thus of a purely acoustic nature.
Although musical lexicon has been caustically associated with the droning of this
insect in every travelogue considered, this sound is ultimately framed as an
overwhelming intru sion T nothing more to the human ear than an inescapable,
obstinate, and unmusical nuisance.

As the previous paragraphs has sought to demonstrate, a shared sonic
coloniality transpires from the sound events collected in the written accounts of

24The original passage reads: ¢Quest:.i pi gmei ded Lapp
alcuno favoleggia, ma bensi contro la zenzale, e la maggior parte di loro la perde, perché sono
vi ol entati a sloggiar dal suo paese ogndanno per gqua

215 A contrasting perspective within Sami written production is provided by the Sami religious leader

Lars Levi Leestadius, who reinforces the antagonistic relationship with this tiny insect, aligning with

biblical ontologies that regard mosquitoes as a plague and within which Leaestadius himself was

educated (in Negri 1700: 113).

28 Even in the sil e nwbeaouolitle wirlyed ard prielkdng foes argafdent i time
passes in quiet contemplati on, serenely restful .o
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Italian travelers in the European Arctic. This acoustemology has developed within
a dominant history of listening where, over millennia, these dipterans have become
synonymous with one of the most recognizable and undesirable non-human sounds
in nature (Winegard 2019: 7). The Virgilian Culex, which as a Muse sought to
captivate even the most reluctant listener, has consistently perished to the same fate
i misheard and dismissed with indifference, intolerance, and irritation. However,
In its multispecies storytelling as a form of knowledge production that seeks to
l i sten and stay Awith t GuexopanotodnlalkematijeHar a wa
onto-epistemology where the insect embodies the possibility of a mutual ecology
between humans and mosquitoes, on the condition that humans attempt to actively
listen and decipher the messages that mosquitoes may convey.

Et quoscumque novant vernantia tempora flores,

his tumulus super inseritur; tum fronte locatur

elogium, tacita firmat quod littera voce:

Aiparve culex, pecudum custos tibi tal
funeris officium viZae pro munere red

(Virgil 1918: 402; vv. 410-414.)

Advocates

Listening in wild places, we are audience
to conversations in a language not our own
(Kimmerer 2013: 48)

Do mosquitoes speak to us? Can we truly hear and decipher their messages? Our
ability to understand mosquitoes is often hindered by an aversion contingent with
the sense of discomfort their distinctive sound manifests i a sound presaging itch,
exasperation, if not even fear, as potentially lethal vectors that are challenging to
avoid or control. What practices would be required to liberate our sense of hearing
from the encultured ways of |l i stening that
voice as mere nuisance? During my fieldwork, |1 explored these questions by
engaging with instances of multispecies storytelling that, much like the Virgilian
Culex sought to do, propose an onto-epistemic partnership with this commonly
undesirable other-than-human being. In Sapmi, this partnership takes on manifold
forms within the ecology of the Arctic environment. As this paragraph attempts to

2"AAnd each fair season spreads ités odor here. [/ La
Where rudely gravdd these silent |ines appearo6d. /| 0
thou deservost, andTheCdlexdf Yirgil, wittvaTranslatoa into English&/érse  (

by Lucius Manlius Sargent, Etc. Lat. & Eng, Emerald Press, by Belcher and Armstrong, 1807: 38).
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demonstrate, juoiggus represents a privileged sonic relationship, one that
establishes and reinforces multispecies kinships where mosquitoes are deemed
worthy of ecological respect, moral concern and not less significant aesthetic
qualities. To move beyond hegemonic sonic colmialities and appreciate the
musicality of mosquitoes, I consul ted four
whose onto-epistemologies envision this insect as kin rather than foe, overturning
the three major declinations emerged from the travelogues analyzed in the previous
paragraph. | refer to them as advocates, playing on the Latin etymology ofadvocare
I the combination of ad (to) + vocare (to call), which in turn stems from vox (voice).
Thus, advocare signifies summoning, giving voice, pleading in favor of someone.
As this chapter aims to demonstrate, those ad-vocate for mosquitoes do so both
figuratively, as supporters, and literally, by taking on the voice of mosquitoes in
their own and amplifying it through juoiggus.

A first misconception that needs to be dispelled, however, given the unlikely
generalizations that often stray from reality, is that not all S&mi appreciate
mosquitoes equally T or rather, not all Sdmi appreciate mosquitoes. Inger Mari
Aikio makes this clear, candidly stating: «I hate mosquitos! When they bite me, the
bite is itching for a week».218 In her contribution to the audio -anthology, however,
she clarifies how

ELARHE

s
i:-ﬂ-

Muht o 1 i ieg dat But i1itoés not the s
vaivvit, go dat lea goitge dakkar de go me, because it sounds somewhat
muhtin | 8hkai d pretty, like abeautiful music, when I
musi hkka dalle gcknow ités not
dat i mu | ugge, goingtostingme.It 6s a ver )
fiinna musi hkk musicin itself.219

Mai Britt Utsi is also quick to demystify this generalization in the opening lines of
her muitalus , precisely dedicated to this minute other-than-human actor:

J: d=x..
= :

Na dielusge s8mi Of course, the S8&8m
l ii ko ahte | uoi kk ¢whenmosquitoes and other insects,
maddagii dahje riintet dahje muogir. get i nsi de oneds e
Ja dielusge r Andofcourse, we also try
mi i mai d s uto shelter ourselves from
dan | uoi k k mosquitoes.220

218 Inger Mari Aikio, personal communication, June 3, 2021, Buolbmatjavri, Sdpmi.
219 Ajkio 2024.
220 Utsi 2024.



Jus eai boalLe mi hcam8rat, de goit boh
(Uhca Pier Esthera Maija, Mai Britt Utsi)??!

As mentioned in the opening paragraphs of this chapter,| u o i knérlathe passage
of time and the changing seasons within Sami arbediehtu and storytelling. The
massive presence and ecological relevance of this small dipteran in the summer is
so significant that it has been linguistically assimilated into weather terminology.
For example, the word | u o i k a brefdrsvtg ia specific weather condition
characterized by clouds of mosquitoes and other Arctic flies (Diptera : Simuliidae )
that fill the air and even obscuretheskyi aki n t o saying Atoday i s
the clouds formed by heated mosquito swarms, much like those that caught Acerbi
and Mantegazza in disbelief222 Due to the seasonality of this phenomenon,
mosquitoes lend their name to an entire time of year: | u i, kvheh the weather
begins to be such warm and pleasant that mosquitoes, gnats, and other flies become
especially abundant (Nielsen 1932: 423, 433; Eira 2011: 41; see also Wielgolaski
1975: 212)223 According to S&mi landscape knowledge, the start of| u i doincides
with midsummer ( Olsén et al. 2019: 174

ja jus eai boale

if they dondét come
bohtet dalle guovtti soabbai. t hey 61 |

come 2%i t h

It is precisely during this time, Mai Britt Utsi continues, that several practical
coping strategies and situated knowledge are employed to survive thepeak of the

bugging activity of mosquitoes:
EI.%’ ﬁ i

=
Mun | 8ven veh§8 v 8§ Itrytopay attention using some
daid sujiin, nugo das da mosquito protections, like the

| uoi kkag8hpir, de | uoi kkath&lhwpa irk k a,thg

cuojkarasi,b, suovastit. | uoi k k,ors&usosviast i t. |

Ja | uoi kkag8hpi rWeusethel uoi kka@8hpir
assehis dilga bi v transparenthatto wear onyour head,

oaivai, oaivi nala amma nu.  you know what | mean.

211 f they donét come by midsummer, theyodll come witt
222 The footage of a mosquito swarm recorded by Kay Erikssen and published in the Norwegian

national newspaper is particularly illustrative of the suffocating ubiquity of mosquitoes in certain

areas of Sapmi (Olaussen 2023). In biological terms, 13 mosquito ecies are currently buzzing

across Sapmi, but as Arctic temperatures rise, mosquitoes are emerging earlier, their life cycles are

accelerating and extending, and new species are migrating from southern regions (Norum et al.

2021: 423; Samirs L L i S 2028: 84; of. Culler, Ayres, and Virginia 2015).
23 n Davvis8megiella: AMi hcam8rbeaiv§i boalL8n vaikko
joavdano. Ma i Britt Utsi, Or al teaching (personal C

Johan Sara Jr., Oral teaching (personal communication), March 6, 202 3, Maze, Sapmi.
224 Utsi 2024.
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Jal uoi kkar 8kkas da Andthel uoi k k ais &knkeatent
tealta maid don | made ofthinfabric that you putinthe
dahj e al ggos mur lavd oryou tie it on a tree when you
aiggut nohkat. sleep outside.
Ja |luoi kkar 8ssi, And then we have thel u o i k k,am
diekkar don leat dat maid mii  herb that is commonly known as
gohl odi t gouh gouhcarassi, which means
| uoi k a rotten herb.
Go don v§8l dat di«Whenyou pickthe flower and you
de cuvke dan j a n crushit, the mosquito stays away.
Luoi ka i |l ii ko The mosquito doesn
| astat Jja | i elLi t leavesand flowers are very beneficial
latina namma, too. Its Latin name is Ledum
Ledum Palustre. Palustre.225

Mai Britt Utsi concludes by integrating suovast it intouheselcdpmg d
strategies i the act of building up smoke, which, along with a strong wind, serves

as one of the most effective deterrents against every Arctic fly (Lindberg Halme

Whitehorn 2024). However, the most valuable protection against Sami mosqu itoes

I one that neither Negri, Acerbi, Mantegazza, nor Loschi were aware of or could

benefit from during their respective journeys i is the mastery ofthel uoi ka: | uoht i

Ja ol bmot han maht Andthose people who well mastered the
ja daida i |l uodi tt he mosquito
mun i n bor ahal | &bythemosquito: | am rarely eaten up
goassege. by mosquitoes.226

Except for the vast variety of | u o Hssociated with reindeer (Turi 1910; Skaltje

2005; Eira 2022; cf. Jones-Bamman 1993: 135)227 animal | u o tendtto be more

standardized within the local traditional repertoires of juoiggus, meaning there are

not many variants ofthe| u o i k a (cl. Jore$Barmman 1993: Aubinet 2020a).228

The luohti joiked by Mai Britt Utsi originates from the Guovdageaidnu area and was

passed down to her b Birettalkkku, during & particuryy aunt |,
intense | u i.IShetlived in Boaronjarga, between the river and the lake, where
mosquitoes thrive abundant due to the areai
water conditions. This setting is decisive to the story that Mai Britt recalls about her

inheritance ofthe | uoi ka: | uohti

225 Utsi 2024.
226 Utsi 2024.
221 Mathis Eira, oral teaching (personal communication), June 20, 2023, Guovdageaidnu, Sapmi.
228 Mai Britt Utsi, oral teaching (personal communication), July 3, 2023, Guovdageaidnu, Sapmi.
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| was in Boaronjarga with my kids, and they were running around as we
waited for Biret -ahkku to join us on a trip up the river. And, you know
how it is, the children got in the car closing the doors very quickly,
because they knew that if we left the doorsopen too long the car would
have filled up with mosquitoes. And Biret was old, so it took her some
time to get into the car. We could see so many mosquitoes coming in
while we waited for her to sit. Finally, she closed the door, and we finally
got moving. And | remember the kids shouting: «Open the windows, let
the wind come! There are too many mosquitos herel» To whom she

calmly replied, ¢Mii d8ppe gos | uoi kkat? No
head. [ donét see themé Addotikan |l sldtstart e
And she joiked the mosquito all the way up the 10 kilometers to the river

place [l aughs]. T h a ludhts fromw hez. Onlyl latek le ar ned t hi s

discovered from Ante Mihkkal Gaup that people who masterthe | uoi k a
luohti are not bothered by the mosquito.22°

| will expand on the role of the | u o i k a within buma&ni-mosquito relationship

in the following paragraphs and through further examples. At this stage, my aim is

to emphasize how the nuisance of mosquitoes is rationalized and mitigated via

situated knowledge that grant the Sami with multimodal skil Is to shelter from

mosquitoes while recognizing the insect as a vital cchabi t ant i n the t
ecology. To borrow Cilu Vall e®pmimefsiktect i ons
grow immune to mosquitoes» and «to understand it as a friend».230 After all, the

«annoying part of the mosquito» is as integral to its «deep philosophy» and local

ecology as the goods and benefits it brings throughout the summer, argues Mai Britt

Utsi:

goitge da lea oassi sdmi luonddus, still, it is an integral part of Sami

jus |l uoi kka ii environment: i f th
buorre. De i b o come, no good follows either. It means
mi i gadda dewar m weat her woul d

guliide biebmu jaloddide berri es woul dndét g
biebmu. Doppe leanuolludaid woul dndét be food f
dievriid ahte daid besset so many insects around, they have a lot

borrat daid. of nourishment. 231

The ecological knowledge that Mai Britt draws upon accords the mosquito essential
ecosystemic roles, ranging from pollinator to fodder and biomass i qualities often
disregarded in the narrative around this insect, even in disease-free contexts (Ford
et al. 2022: 140; Koltz, Culler 2021: 75). Within this relational ontology, the Sami

229 |bidem.

230 Ajlu Valle, oral teaching (personal communication), May 7, 2021, Awvil, Sapmi. Nils -Aslak
Valkeapéad, on the other hand, notes how settlers ¢ § | ) veht also live abundant in the North have
not developed such caliving skills with mosquitoes and end up being «bothered by mosquitoes, and
strive, cursing to get rid of them» (Valkeapaa 1971 [1983]: 22).

231 Utsi 2024.
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have come to live with| u o iaskaaritical piece of a broader network of care towards
the Land and across Earth beings since the time mosquitoes arrived in Sapmi.
According to the Sami myth about the arrival of mosquitoes, prior to a certain time,
there were no mosquitoes in Sapmi. Mai Britt Utsi accounts this story in her

muitalus :

Juo gos dat wvul ge
Sapmai, dat oaivildit deike davas,
dat cuoikkat lea son, dat lea

0shed, son, dat
Dat b o L-Suomak, jalddt lei
heavdni gi i mui t al

Lulli -Suomas ahte doppe gavdnu
muhtin baiki, muhtin

guovllu, dohko lea guhkki doppe lea
davas, doppe orrut samiid,

ja doppe lea bohccot, buoiddes

bohccot, buoiddes guollit, ja dope
daid johkagahtiis ja javregahtiis alas
doppe lea aibbas fiina dillii.

De gol bma | uoi ka v

je de dat javke, dat lahppodedije dohko,
okta heavvanii mielkegivlui, nubbi

Ovtta bihkkalihtai darvanii, ja

guolbmat havkkai suova sisa ovtta
lavus, muhto goitge dat dahpahusaid

nu ahte lahppodedije. De dat eara

|l uoi kkat alge jurd

Where do they come from, and where
do they go, thesemosquitoes in Sapmi?
What do they signify here in the North?
And why is the mosquito referred to as
6shed, as in a gir
It came from Southern Finland,

where the spider told the mosquitoes
about aplace, or rather aregion

far up in the North, where the Sami live,
and where there live reindeer,

fat reindeer, fat fishes, and where
riverbanks and lakesides

are in such nice condition .

So then, mosquitoes set out, but three
of their brothers disappeared, or rather
they could not be found. One of them
drowned in the milk trough, another got
stuck in a tar bucket, and the third was
suffocated by the smoke inside alavvu .
Regardless of the circumstances,
they all vanished.
coming back, the other mosquitoes

dat gadde, ja de
dohko ja | ogai s on returned,shesaidshecoul dnot
gaddan, son i i wheretheyhad disappeared to.
Ja de lohke buhtta doppe, mii Despite the concern, the mosquitoes
Vuolgit ohccat, ja de bohte deike said, iFine, we'll go find them ¢,

| began toworry. When t he spider

j a eai | eat ¢ andsoevery one of themcame here
goasseandnevereverl ef t é
Danin mis leat cuoikkat. That 6s why we have
Ja jus eai boaAnd i f they donot

de goit bohtet dalle guovtti soabbai. t h e y 6 | with tvastités.232

This story was first integrally reported by Johan Turi in the Lappish Texts( i Abou't
the mosquitos in olden timeo), where the
mosquito swarm arriving in Sapmi and encountering a reindeer herd in the woods.

Since none of the mosquitoes in the swarm had ever seen reindeer or such a
multitude of animals, «they flew at the herd and hurried them to the top of the
mountain» (Turi, Turi 1920: 124; see also Palomaki 1993: 5. As this pseudo-

232 Utsi 2024.
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cosmogonic myth suggestsi beside listing some of the original mosquito deterrents
i, the aforementioned interspecies mutuality of mosquitoes is particularly evident
in the ecological knowledge and landscape practices associated with reindeer
herding, where the ecological significance of mosquitoes ties them to deeper
entanglements with humans and reindeer, extending beyond mere markers of
seasonal change and gesspatial cohabitation of shared habitats. In her muitalus,
Mai Britt Utsi recounts how | u o iiskha best SAmibiiga i the best maid the Sami
could ever ask for. To validate this claim, she references a deegooted passage
recorded again by Johan Turi in 1910, where mosquito swarms manifest their skill
and meaningfulness in propelling the movement of reindeer:

Go gadd8 b8hkka, de bohccot ruhttet dakk§8r
ol mmog beasa, ja ruhttet | uoikkaid (Turi 19

Though Italian travelers across centuries have described the relationship between
mosquitoes, people and reindeer as an interspecies torment (see above), such
interdependency endures in the traditional knowledge of Sdmi reindeer herders as

a gift that facilitates the assembling and movement of the herd. Mosquito swarms

compel the reindeer to gather into a large herd because

| oahkis daid vuoiglamis gaddan 8i bmor 8vdnj
|l uoi kkaid badjelis. Dg8id 8iggiid bohccuid |
dahje g8rd§gi mi essemear kuma v8r8s, go dat |
| oahkki s. Daj al dat il ud kdodlela8 bhelgievad ang g
| ui ken8i gi j a |l uoi kkai d mearri v8i kkuhi't

geasseeatnamiidda johttamii. (Olsén et al. 2019: 150%34

This explanation has been confirmed to me in numerous conversations within
herding families; a perspective that Ante Aikio, from the Finnish side, also shares:

During the summer season, mosquitoes are everywhere, and they always

try to sting the reindeer driving them into compacted flocks i at least,

until they change the winter fur with a shorter summer coat, and

mosquitoes and horse flies cannot longer pierce hem. Reindeer are so

exasperated by the mosquito that they escape them trotting up on the

duoddarat wher e i tds windier, and by walking tow
the wind is also stronger and, of course, because of pasture$3>

Reflecting on the complicity between the mosquito and the wind in the joint act of
driving reindeer along their summer trails, Mai Britt Utsi notes interesting

233 |n the translated edition: «When it gets hot, the reindeer head up onto high glaciers where people
cannot follow, and because of the mosquitoes» (Turi 2011: 14)

24t herfl ow created by the herdébés breathing is strong
During these times, it is also easier to gather the reindeer into a fence or corral for calf marking, as

they are naturally already together in the highlandsasone her d. The saying O6the |
reindeer herderds helperd is therefore accurate, as

numbers significantly affect the reindeer's movement
235 Ante Aikio, oral teaching (personal communication), June 2, 2021, Levi, Sapmi. See also Muller-
Wille et al. 2006: 33; Olsén et al. 2019: 174.



analogies and kinships between these significantly distinct yet related other-than-
human beings. With biegga already discussed in detail in the previous chapter, Mai
Br i muitdlus continues:

ja |luoikka | eawind, and mosquito
Nedalea. wi nddé. Thatdos how
Ja biegga b8rdni And the O6son of th
mii laidesta eallu, da manna mosquito whose task is topick the herd,
ovddabealde ja givsida dan ovddimus going in the front and provoking the
bohcco nu ahte leading reindeer, which in turn pulls
dat rohtastii earat.  along all the others.

Ja dat | uoikka IMosquitoes being t

ja boazu lea buorre bealli biekkas, and r ei ndeer being
Mi k k el Nils Sthe windd is somet
iezas dohktorgrada. Sara wrote in his doctoral dissertation.

Go dat | uoi kat | Because mosquitoes and other insects

givsidit bohccuid mannat dohko tease the reindeer and push them
varregilgii  uphill, this is a role that earned them
jo ja dat lea seamma dien dat the name of son of the wind, for the
biegga bardni, jo dat lei dan  wind is the leader of the herd and
joLi hgaddijuioi ka ¢ &¢mosquito inherits a task very close to
lahka dego bieggabérdni, mii doalvu  this one, as it leads the herd too.
dienealluuJa | uoi ka ni e Andthenthefemale mosquito is the
vuoj eha mail 1l ga b onewhodriving from the back so that
dan eallu manné dohko varregilgi t he herd foll ows u
gos leat jasat doppe beasset eret and with no mosquitoes. Together they
| uoi kai n, j uo | collectthe herd.z36

The ability of mosquitoes to round up reindeer and collect them in flocks is of an

exquisitely acoustic nature. When these insects are mature enough to mate, they
engage in a ritual portrayed by Spielman a
where hundreds or even thousands of male Culices assemble in a thick, whining

cloud over a specific landmark i in this case, a moving one, the reindeeri known

as a Aswarm mar ker o (Spiel man, D6Antonio 20
how the sonic skills of mosquitoes are determinant in pairing males and females of

the same species, with both sexes responsive to and drawn to the wingbeat
frequencies of their mates (see above). As a result of the shrill droning tone emitted

over the marker, «females will be drawn to the swirling mass of males and fly into

it one by one» (ibid: 24). In turn, female mosquitoes, with their lower -pitched but

| ouder buzzing, i nnpebgyphenyitht of t hbe 68war m,

236 Utsi 2024.
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completely dominate the sonosphere surrounding their landmark and victim 7T a
fully compacted reindeer herd.

The gender dynamics and the acoustic development of this herding act beyond
human are well known and passed down within Sami acoustemologies. «Every
mosquito has its own voice», Mai Britt reflects, but the orchestration of the herd is
«directed by the strongest and loudest of the mosquitoes: the female mosquito,
| uoi k a,whoeid the dest Samibiiga ».237

Jurddag, ni Can you believe it
Ja dan fAbmu! Wow!  And yet so powerful! Wow!
Dien | uoi kani ei «Thefemale mosquito, she was such a

doalvvui ovddasguvlui!  driving force! 238

Century-old Sami narratives, recorded in the ethnographic accounts of Samuli
Paulaharju (1922: 99), distinctly resonate with Mai Britt ecological wonder:

& Saaski ajaa porot tunturiin,
vuomista pois porot ajaa kokoon

Ei porojen kanssa tulisi toimeen,

jos ei saaskia olisi.

Se on pikku elava,

mutta kylla sen edessé elo pakeneg3?

Although this extensive contextual picture might seem only somewhat tangential to
Sami acoustemologies andjuoiggus, the mosquito advocates with whom | engaged
during fieldwork highlighted the centrality of all the storytelling that both precedes,
follows, or even pertains traditional and modern renditions of mosquito | u o.L i t
Arbediehtu is integral to juoiggus and contributes to shaping it as something more-
than-music. Without this foundational knowledge, achieving a comprehensive
understanding of how juoig gus relates to Sami acoustemologies and the broader
echosystems of Sapmi becomes challenging, if not unattainable. Exploring the
| uoi k a, MauBothbledame particularly fond of and deeply inquisitive about
the narrative linking reindeer, wind, and mosquitoes in an ecosystemic
interdependency, as it weights significantly on the poetic content of the dajahus for
the| uoi k a she learned fiom Biret-ahkku (Audio 7):

237 Mai Britt Utsi, oral teaching (personal communication), July 3, 2023, Guovdageaidnu, Sapmi.

238 Utsi 2024.

290 The mosquito dr i veduoddatateand rerdatiiee ¢ogether away from the
valleys. You would not get along with the reindeer if there were no mosquitoes. It is a tiny creature,
yet even a | arge herd wil!/ flee before it.o
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/INallo, le, loi, lei, loi -le, lo:/  Nalo, le, loi, lei, loi-le, lo... i
Ja mihcamaraide jo guovtti soabbai  And at Midsummer on two sticks
/: Nalo, le, loi, lei, loi -le, lo:/ Nalo, le, loi, lei, loi-le, lo...
Ja s8pmel al | a bt The bestmaid of the Sami
/: Nalo, le, loi, lei, loi-le, lo:/ Nalo, le, loi, lei, loi-le, lo...
Ja bieggabéardni lei jo laidesteaddji  And the bieggabardni was the leader
/: Nalo, le, loi, lei, loi -le, lo:/ Nalo, le, loi, lei, loi-le, lo...

Ja |Juoi kani e And the | uoi k a rwasethedaving
headdji force

/: Nalo, le, loi, lei, loi -le, lo:/ Nalo, le, loi, lei, loi-le, lo...
/: Nalo, le, loi, lei, loi -le, lo:/ Nalo, le, loi, lei, loi-le, lo...
Ja gol bma v i e The three mosquito brothers

/: Nalo, le, loi, lei, loi -le, lo:/ Nalo, le, loi, lei, loi-le, lo...

Ja okta heavvanii jo mielkegiviui,  One gets stuck in a tar bucket
/: Nalo, le, loi, lei, loi -le, lo:/ Nalo, le, loi, lei, loi-le, lo...

Ja nubbi darvanii jo bihkkalihttai One drowns in the milk trough
/: Nalo, le, loi, lei, loi -le, lo:/ Nalo, le, loi, lei, loi-le, lo...

Ja goalmmat havkkai suova sisa jo, One suffocates by smoke

/: Nalo, le, loi, lei, loi -le, lo:/ Nalo, le, loi, lei, loi-le, lo...240

The precise origin of this dajahus for the | uoi k a remairs lutdétermined,
although we know that Mikkel Per Anderen Bongo i in the first half of the last
century 1 was already joiking it (Eira 2022: 20). 241 The effective symbolism of the
mosquito within these verses, however, has contributed to the dajahus maintaining
a relatively stable formulation over time, unlike the morphology of the luohti itself,
which varies across different regions and families. This dajahus does not have many
words, but each of it is exquisitely pondered to evoke the mosquito and its
meaningfulness within tundrads rel atd.i
Sami wish to continue to celebrate, appreciate and remember this insect. In
addition, Mai Britt Utsi introduces verses that directly reference the

onal €

aforementioned anc i e nt story of the mosquitobs 1ince

alludingtothe g o | b ma v(threel njosggita brothers). The first verses of the
dajahus might appear cryptic to those unfamiliar with the traditional knowledge

240 Utsi 2024. My deepest gratitude to Mai Britt Utsi for her transcription and translation of the
dajahus, as well as for generously allowing me to attend her classonthd uoi ka. | uoht
241 A different dajahus, contextual to e South Samivuelie tradition, was already documented in the
19th century. I't is mentioned in Mantegazzads
juoigi and priest Anders Fjellner, as reported by Duben (1873: 346).
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surrounding the mosquito. Hrouitadus et becomesn | i g ht
clear that each verse alludes tol| u o i by attributing concrete qualities or
responsibilities to the insect.

In summary, the first line references the time of the year when | u o iiskatits
most ravenous, employing the metaphor of two sticks to evoke the red, swollen
mar ks t hat | eaves on i ts victimods skin. i
personification, attributes to the mosquito a profession, emphasizing its value as a
biiga (maid) to the Sami. Inger Julianne Eira reflects on the materiality of this
depiction:

Chll &n |l ea d&8vj8&8 munnje |l ohkan, ahte gal mi .
v8rr8i, vai ealu gaddg8 8l ki g8rd8i vieggat.
d8vj 8§ |l eat vuomis gilasgease, gos i l eat |
i pmirdan vuosttagvigledairiddgo nmiia lomag avi , muht o
ahte eall u ii biso vuomis go | uike. Luoi ka
eal | u mann 8§ 8l o vuostebiggii, ahte |l uoi ka

guvlui. (ibid: 21) 242

Tormented by mosquitoes in the woods, the reindeer seek refuge in the wind,

finding it at the tops of the duoddarat . Due to this fAmischievous
dajahus not only conveys the task and utility of the mosquito in relation to the

reindeer herding profession, but it also practically covers how reindeer herds

behave during| u i. Ik particular, the third and fourth verses sequentially describe

the complicity between the male mosquito (bieggabardni ) and the female mosquito

(l uoi kantThemaleamuch | i ke the wind (in fact as
and orients the lddestedddjiy, whie the fengle tprovides the

driving force to propel the herd uphill ( vuojeheaddji). The lexical distinction in

denoting the genders of the mosquitoes further demonstrates Sami's deep
understanding of swarm ecology and how male and female mosquitoes work

together as the best Samibiiga .

Performing the | uoi k a thusuledomeas a way to pass down ecological
knowledge and landscape practices of communion between entangled and
interdependent humans and other -than-humans. Working with young students at
the Sami University of Guovdageaidnu, Mai Britt Utsi notes how, despite the
alluded sense of respect and kinship towards mosquitoes within the verses of the
dajahus, it is commonly expected thatthe| u o i k a wduld trdngmit the same
restless, painful, and irritating sensations associated with the insect sting or when
it « njurgu bealljemaddagii [it whistles in the ear root]. It is expected to be a hard -
to-endure tune, the | uoi k k a, and instdad |i u o igét guch a fine luohti for

22 My f at her has o fHigamwil soenlbrihg theeherd th the mowontain, or the herd
that it will be easier to fetch inside the fence. During the reindeer calf marking, the herd is often in

thelate-s pri ng forest s, where it is not so eamegntt o f et cl
when he said that, but then he expl ained utifik@t t he he
mosquito then leads the herd to the duoddarat , and the herd always goes against the wind, so that

the mosquito | eads the herd to a place where thereods
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itself». 243 Through these reflections, joiking the mosquito also emerges as an act of
gratitude, a way to honor | u o ifokkeing such a helpful biiga for reindeer herders
and a valuable gift to the broader environment. Like Mai Britt Utsi, Inger Julianne
Eira also confirms the Sami acknowledgement of the ecological role of mosquitoes
as pollinators:

S8§pmel ag |l ea 8rvvusatn8n | uoikka daningo da
ja lea ain avki sihke boazobargguin ja maiddai lundui. Eadnan logai okte

munnje ahte jus | uoikkat eai Ilivlle S8mis,
ge @gaddat , namal apnsamnat ja dugoeardnge madrjjiit L u o

d8r bbagit divrriid mat hg§ddjejit gaddogav]) j
gilvojuvvot. 244 (Eira 2022: 22)

The power of mosquitoes within the Arctic environment holds profound
significance for the Sami, representing a deep ecology that animates and sets the
entire Land in motion. Mai Britt recalls how, in 2006, she participated in the annual
WINHEC meeting in Cloquet, Minnesota. At the time, she was Rector of the Sami
University of Applied Sciences (Allaskuvla), and each Indigenous institution
present at the meeting was asked to express a prayer or an act of gratitude rooted
in their own tradition:

and at the time we were actually applying to have the Allaskuvla
recognized as an institution, you know, as an Indigenous university. And
so we did. And it was a very positive result. But then the meeting started,
and they asked me to go with all the otherrepresentatives and maybe say
a prayer in our language or chant a sacred song. And when | went up
there, | started to joik the mosquito. And everyone sat there, thinking it
was a very sacred song. And when | revealed it was the mosquito,
everyone in the hall was laughing. Everyonek4>

Mai Britt lets out a heartfelt laugh before growing more serious and concluding her
recollection:

But in a way it is a sacred song. Because i
ltds our traditional knowl edge, ecol ogi cal
our land. And it is very important. 246

After listening -with these deep onto-epistemological foundations, bordering on the
cosmological, we begin to glimpse why Turi, in his collection of muitalusat , chose
to dedicate «such an apologetic story about a tiny, insignificant animal» (Mardoeke
2016: 90; see above, Turi 1920: 122124). Simply because, for the Sami, this
creature is anything but insignificant T dismantling one of the three major

243 Mai Britt Utsi, oral teaching (personal communication), July 3, 2023, Guovdageaidnu, Sapmi.

24 The S§8mi have valued the mosquito because it has b
herding and in the environment. My mother once told me that if there were no | u o i knkSami,

then there no gold would grow on the duoddarat , namely luopmanat . Luopmanat and like other

berries needdivrrid t hat spread the plantés pollen, so that t hi
245 Mai Britt Utsi, oral teaching (personal communication), July 3, 2023, Guovdageaidnu, Sapmi.

248 |bidem.



declinations of this insect found in the writings of outsiders who traveled through

the Arctic summer, and even up into contemporary literature. Maj -Lis Skaltje 1
borrowi ng Homm§i dloguergheinvites availectibs on the democracy
of species when she observes how «even the tiniest being gets its ownuohti »
(Skaltje 2005: 271).

Jadatleis 8pmel al | at Andso, thiswasthe story of Sami® best

biiga, ja dan luohti dan gullat athe  biiga which, together with its luohti,
dat | ea bi eggabar (tellshow bieggabardni and

jadatvuodjelitealu. | uoi k k deadeof thiederd.
Nie lei dat muitalus. That was the story 247

The significance and companionship of mosquitoes for the Sdmi has long been, and

continues to be, a great source of inspiration for many juoigit and artists, both in

traditional expressions and more contemporary works. In his introduction to the
English translation of Ci IRuo&thvadigrous , Har8lan i poet
Gaski commends how the poet «heard the calling of birds, the roaring of the rivers

and the humming of millions of mosquitos. He would grow to include all these

sounds, in his words, in his music, and he would create a symphony of nature to

enjoy a life-style connecting them to Nature» (Valkeapda 1985[1994]: i). As the

passage hints, beyond the stories and skills that the Sami have inherited from this

insect, if we listen more attentively and entrust our ears to their jienat, «we can

learn a lot of joiks from mosquitoes». 248 The recognition of | u o iaskaakilledjuoigi

is something deeply embedded in the Sami history of listening and explicitly

surfaces in traditional storytelling, as earlier exemplified by the dajahus of the

| uoi ka transcobed by South Sami juoigi and priest Anders Fjellner and

reported in DUben first (1873: 346), and Mantegazza later (1881: 22). According to

this dajahus, thetaskofl uoiilsat o joi k (transl ated as fito
Earth beings throughout the summer (see above).

Mai Britt Utsi further adds on the epistemological recognition of | u o iadquaigi
by reflecting on her own reception of this jietha within a habitual auditory context:

Luoi kas | ea L uo ih&satsown voice
jus don guldalat don sahttat gullat  and if you listen carefully, you can hear

247 Utsi 2024.
248 Mai Britt Utsi, oral teaching (personal communication), July 3, 2023, Guovdageaidnu, Sapmi.
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ol lu luolLit dop alotofl uoihit.tif you lie outside,
olggon, lavus ja gullat rAggasis siste, or even on this side of the inner tent in
don veallan gulla olggon bealde alavvu, you can hear it outside:
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Ahte diesbealje maddagii And from there it starts getting into you
jus dus ii leat rakkas! ears too, especiallyif you dond have an
Ja de don saht t innertent! And then you start meditate:
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[boagusta] li go lea duohta, datlea [laughs]| sndét it true?

veh8 som8 dltispretty fun, the m osquito.249

The more Mai Britt allows the humming voice of | u o itokake over her own voice,
the more she invites our ear to listen beyond the indistinct whining we typically
associate with thebuzzing Other. Some of the acoustic properties that can be found
in the natural sound produced by a mosquito T namely its pitch contour, a timbre
that is coherent and rich in harmonics and, to some extent, rhythmic developments
i reveal inherent musical potential in her voice. Yet, we tend to dismiss these
sounds as nothing more than an incessant nuisance when they assail us at night in
our bedrooms, ending up caught in a Cartesian dualism. The sonic colonialities that
affect our sense of hearing are rooted in an ontology that draws sharp distinctions
between culture and nature, responding differently to each side of this binary
(Kanngieser 2023: 691-692). Although sound and music-related disciplines have
moved in a transcultural direction where musicality is no longer used as a
discriminatory label in the categorization and description of practices that deviate
from dominant aesthetics (Titon 2015; Feld 2015b; Giannattasio, Giuriati 2015;
Staiti 2018; Berger, Stone 2019), human musical expressions «remain, and will for
some time, the fundamental benchmark for analyzing and evaluating other
aesthetic sound communications from the animal kingdom» (Martinelli 2011: 141;
cf. Ochoa Gautier 2016; Lewy 2017). In this respect, zoomusicologist Dario
Matrtinelli provocatively asks

what rational explanation there could be for denying that animal species
(and Homo sapiens is one of them, as we all know) have aesthetic
capacities and sensibility? If aesthetics is, as it is, a biological
phenomenon, then it is just obvious that such processes have an active
role in animalsé cognition. (Ullrich

249 Utsi 2024.
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Matrtinelli advocates a biocentric approach that aspires to emic directions and starts
from species in which an aesthetic action (creation/performance) elicits an
aesthetic reaction (attraction/repulsion). He exemplifies this with the case of male
humpback whales, who develop and perform complex songs to compete with other
males, while females are drawn to the most successful performance (ibidem; see
also Martinelli 2011: 31). Such an approach can be applied to a biocentric inquiry of
how musical is mosquito since, as previously noted, the action/reaction dynamic
described by Martinelli is also observable in mosquito ethology. This is what Biology
Professor Ronald Hoy has tried to demonstrate with the Aedes aegypti mosquito in
the laboratories of Cornell University. Hoy suggested that acoustics is an important
part of the mating behavior of mosquitoes and carried physiological recordings

directly from the Johnstonbs organ itself

frequencies. Females are attracted (reaction) by the tone produced by a male
partner (action), with whom she ends up singing a duet adjusting the wingbeat to
come together at a common tone (see above):

What are they doing with almost as many sensory auditory cells as we
have? Maybe they have to be tuning themselves very finely in frequency,
just as we do. And woul dnot t hat be
mosquitoes and people? The next time you hear a moguito buzzing

an i

around in your ears, you might be thinking

lot more going on in this buzzing than just flying over to give you a nibble.
In fact, that buzzing sound is a mating call for many mosquitoes. And that

mating tcad Isiimmlée buzz. Therebs a | ot going

between male and female. They are interacting on the fly and in song.
(Cornell University 2009) 250

If a fully emic biocentric understanding of other -than-human musical behaviors
may however still seem out of reach as an alternative to anthropocentrism, an
intermediate biocultural pathway guided by Indigenous sound ontologies and
acoustemologies not embalded in nature-culture binomials can offer alternative
teachings and frameworks for a broader, more meaningful and serious inclusion of
diverse voices in the debate on musicality, even those that we conventionally regard
as more alien or undesired (Skaltje 2005; cf. Feld 1988; Martinelli 2011; Brabec de
Mori 2013; Lewy 2017).

Observed through this biocultural lens, the acoustemology of the mosquito in
Sapmi is exemplary for three key reasons. First, the Sami acknowledge the
unf ol di ng of Hoy 6 s b i olpebggabd@rndre) addu fernale o f
(I uoi k a)mosguitoes, «coming together at a common tone» in their swarming
dance around reindeer and through the | u o i lkoati. Additionally, this

20Transcript from the video AMosquito Hearingo,
Sciences (CALS) at Cornell University, on March 9, 2009:
https://www.cornell.edu/video/mosquito
hearing#:~:text=Male%20mosquitoes%20have%20a%20wing,a%20harmonic%20near%201200%
20Hz.
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https://www.cornell.edu/video/mosquito-hearing#:~:text=Male%20mosquitoes%20have%20a%20wing,a%20harmonic%20near%201200%20Hz
https://www.cornell.edu/video/mosquito-hearing#:~:text=Male%20mosquitoes%20have%20a%20wing,a%20harmonic%20near%201200%20Hz

acoustemology moves beyond the simplistic aesthetic recognition of musicality in

the sounds of | u o iT kcanceived as topdown qualities granted by humans to

other-than-human beings 1 and instead positions the mosquito as kin, with an

equal claim to the juoiggus heritage as any Sami Earth being. Finally, within Sami

acoustemology and sound ontology,| u o ierkeages as a recipient, a performer and
a teacher of a relational practice that transcends musicality as ability of making

sense of sounds, to outline a nore-than-musical realm where luoL i ntake sense of
a whole echosystem.

Juohke 8igodagas | ea iegas guokZa, ju
lavlla (Jéret Juhana Juhana Juhan, Johan Sara Jr.)?%!

This chapter opened withmulsecpl vosalmoguyest
which Mai Britt Utsi offered a rhetoric counter -question before humming (huradit )
the little insectds distinctive cry:

Do you hear a melody when you hear them?

't is undeniable that a defined melodic con
voice as she imitates the mosquito before seamlessly transitioning to thel uoi k a
luohti . Skilled vocal techniqgue is fundament a

juoiggalmas , and sonic mimesisi i f not even fiphonomor phi smo
I plays a particularly important role in the successful rendition of animal | uo L i t
(Aubinet 2020b). Specifically referencing the mosquito luohti, Inger Julianne Eira

highlights how

[m]ohkiid, ravggodemiid ja fanahallama bokte sahtt4 ovtta ladje gullat

ahte |l ea Jluoikkanieidda |l uohti. Go dieht & a
s8htt8 govahall at ahte livl|le dego | uoika
njurgut, go juoiggi mohkasta ja alida jiena
beassd vuostavaldi oahpasnuvvat makkar dodb ma |l uoi kkas | ea

s 8§pmel al |2 (Eda262R:223) i

The vocal abilities of the juoigi contribute to vividly manifest the presence of the
mosquito to the | i stlehte ADMai Brith Utsi suggestsu gh t h ¢
I highlighting the semiotic qualities of juoiggus on the indissolubility of signifier

and referent in a luohti T what we hear in her voice is not «just music, but the

mosquito itself» (cf. Somby 1995; Gaski 1999)253 This raised the question: If we can

hear the mosquito in a luohti voiced by humans, can we also discern theluohti

A Each season haesveirtys aonwnmaslouhnads, a di stinct voice an
22AThrough swings, stretches and other vocal technig
luohti ofthe| u o i k k a Wheeyowkaow that it is that luohti, you can imagine it like a mosquito

that comes whistling into the ear root, when the juoigi bends the voice and raises the pitch. Although

it is the mosquito luohti, the listener gets to know the function of the | u o i ik relation to the Sami

people. o

253 Mai Britt Utsi, oral teaching (personal communication), July 3, 2023, Guovdageaidnu, Sapmi.
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within the voice of the mosquito? Encouraged by Mai Britt Utsi, | began working on

my recordings of mosquitoes from the Govddaluovttafavli bog, attempting to detect
| u o Within them and evaluate the degree of morphological correspondence
between human and mosquito voices. However, this proved particularly
challenging for two interdependent reasons: (1) the density of sounds within a
swarm interlaces several and widely spaialized pitch contours, whereas juoiggus is
traditionally a solo, monodic form; and (2) this interlacing effect combined with the

peculiar acoustic fingerprint of the wingbeat produce a timbre considerably

different from that of the human voice, making conventional spectral analysis

impractical for identifying any luohti .

In search of a viable approach, | consulted Johan Sara Jr. as ajuoigi and
jietnadllmmedg al | vy, Iiia well asdny fiekd resoodmg mentor in
Sapmii who | knew had recorded and incorporated | u o i k a into hissnmusical
productions and sound art. In 2009, Johan released a discographic project entitled
Luli i n mproducad ia collaboration with prominent juoigi Ole Larsen
Gaino, Lasse Ovlla. Together, they conducted field recordings in five distinct
environments across Sapmi, acousticdly documenting the changing seasons, the
resulting echosystemic diversity, and how environmental sounds interacted with
| u o ferfarmed outdoors:

It was 2001. We did recordings of Ole Larse
the year. But we did it out there, in the meahcci, not in the studio with

field recordings added later to the mix. We were interested in observing

how different animals reacted to the joik performances. It was fascinating

to hear the responses of the reindeer and the interactions between the

mosquitoes,bi r ds, and Ol e Larsends joiking. 1t fe
form of communication waiting to be uncovered. Juohke &igodagas lea
iegas guokla, juohke eBkEathlsdasonhmsiteawna j i et na | ¢

sound, every animal has a distinct voice and tune2>4

The interaction between Lasse Ovlla and the mosquitoes is a distinctive feature of

the opening track of the album, Geassi (Summer).255 For over sixteen minutes of

spatial recording, the juoigi performs a series of traditional | u o Whild walking

through the meahcci, fully enveloped by a droning swarm i almost as if he were a

swarm marker himself. In addition to capturing the omnipresenceof | uoi krda t

their echosystemic interactions with various other -than-human actors 1 such as

ri evs s a(Phyllosc8piysatrochilus), b e g t @Motactlla alba ), niitocivkkanat

(Anthus pratensis), vintdnat (Fringilla montifringilla ), a duet of bi h|] os at
(Pluvialis apricaria ) that prominently enters after the eighth minute, and a

concluding gurgling creek 7 i t is particularly striking h
sound cundul atesé around the microphones, f
and creating a «sort of harmony or counterpoint to [his] luoL i, &s if the mosquito

254 Johan Sara Jr., oral teaching (personal communication), March 6, 2023, Maze, Sapmi.
255 0Ol e Lar sen Gai no, AGeaslsilii@MSumme{OOB], an i n
https://www.youtube.com/watch?v=mESw -RDcbfo
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swarm also intended to participate. And they did participate, together with Lasse
Ovllax.256

The mosquito sounds collected that day were later sampled by Johan Sara Jr.
and processed in the third track of his solo album Transmission T Rievdadus
(2010). The track is called Guvttiin soppiin T Two Sticks, a title that, after the
previous discussion, should be selftexplanatory.257 It sonically narrates the arrival
of the mosquitoes in the locality of Méaze:

It is a midsummer night, the 24th of June. The mosquitoes are awake and

very hungry. So they are coming with Atwo s
say that they leave marks on your skin, just as people do to the ground,

or to the snow when they walk with their ski poles.258

The sampled sound of the mosquito swarm is heavily processed and given a more

defined temporal structure using sequencers. From the second minute on, in the

right channel , a sound morphologically si mi
increasingly perceptible. These are human vocalizations, barely recognizable due to

the intense degrees of vibrato, digital distortion and saturation which emphasize

the harmonics in Johands voice that mat c h
wingbeat. Simultaneously, the mosquito sounds are submitted to a granular

synthesis process which progressively aligns them to theluohti melodic contour.

The effect is an almost indistinguishable blending of human and mosquito voices
into a single luohti, which becomes fully manifest only around the end of the fourth
mi nute. Akin to the vocal p h o n ol muwooripkhal, slmu cehntcic
Johan Saradés sonic and vocal experimentatio
of virtual phonomorphism, where «the transition» between the Iluohti fof 0 t he
mosquito and the luohti if r omd t he mosquito ¢i PThedi at ed
transition between human and other-than-human voices does not occur
unmediated, as per the traditional acoustemology of juoiggus advocated by Mai
Britt Utsi. However, despite the phonomorphism is not fully achieved through the
juoigi6 s vocal skills alone, it is nevertheles
outcome. As Thomas Hilder aptly summarizes,

t he digital mani pul ati on of sounds [ é] s u
ifitel epresence, 0 wher eby t he l' i stener i s
environment through sonic simulation. The apparent increasing

opportunities of sonic verisimilitude offered by digital technologie s

enhances |l i stenersd experience of these vi
2017: 191)

256 Johan Sara Jr., oral teaching (personal communication), March 6, 2023, Maze, Sapmi.

257 Johan Sara Jr., iAiTGwot B8t i oTkasstigsipni ih Rievdadus (2010):
https://www.youtube.com/watch?v=V4rYCBRs MY &pp=yqUfR3V2dHRpaW4gc29wcGlpbiDigJ
MgVHdvIFNOaWNrcw%3D%3D

258 Johan Sara Jr., oral teaching (personal communication), March 6, 2023, Maze, Sapmi.

259 Johan Sara Jr., oral teaching (personal communication), April 29, 2021, Maze, Sapmi.
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In this sense, the introduction of samples and the use of digital sound-altering tools
have positioned juoiggus at the forefront of developing new forms of orality, and
consequently, new ways of understanding the world and its echosystems. These
directions too, as stressed by Johan Sara, go «well beyond music» and open up to
the more-than-musical, offering renewed opportunities to «hear | u o [hitheir
environment»:

NR: Do you think that digital music production could, in a way, enhance
the already evocative power of the joik and its reception?

JS: I think they are two disting disciplines, but they can live in symbiosis.

If you want sound production to be as evocative as joik, then you have to

master the right techniques, just as you have to do with your voice in

joiking. In the traditional Sdmi way of thinking, joik can and should stand

alone by itself, but thatés a really inter
thought about joik and digital music production in these terms. It feels

like they are disciplines that can belong to each other and that together

can develop new ways of understanding. For
important to show this side of Sami culture: we desire to preserve the

tradition al ways but we are also positively eager to develop new ways

adapting to current opportunities. 260

With this philosophy deeply anchored in traditional acoustemology yet dynamic
and experimental in its pursuit of novel creative solutions, Johan Sara advised me
to explore artistic methods for working with and analyzing my field recordings to
address the dallenges that hindered the detection of morphological
correspondences between human and mosquito voices.

One method | initially considered was the use of FFT-based pitch shifting, a
technique familiar to many Sami artists and producers working with environmental
sounds. Exemplary is the songViidoNS§figddia nj ama
(2019) by Sami rapper Ailu Valle, where pitch shifting is applied to mosquito sounds
in the refrain, creating a melodic inflection in the rap beat from the original sample.
However, after a thorough evaluation, | opted to discard this approach, as it would
have introduced an excessive degree of artificial manipulation by stretching the
sample and reassembling its frequencies to fit a predetermined melodic line.

Similarly, traditional granular synthesis techniques, which leave decisions
regarding the duration, density, distribution, and organization of the grains entirely
to the composer (cf. Truax 1988), did not align with my objective of maintaining a
more ecologically informed and less anthropocentric approach to sound
manipulation in the context of my analysis. As an alternative solution, Damian
Keller and Barry Truax have theorized an ecologically informed granular synthesis
in which

the grain distributions and sample -based processes have to be controlled
from parameters defined by a higher level transformation. This

260 Johan Sara Jr., Oral teaching (personal communication), April 29, 2021, Maze, Sapmi.
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transformation needs to be constrained to a finite event which is feasible,
at least in theory, within our day -to-day environment. (Keller, Truax
1998: 2)

In other words, as the authors describe, this approach involves working «from a
representation which parses time into ecologically-constrained events», where the
environment itself informs the organized transformation of the samples, thereby
establishing novel ecologically meaningful samples (ibidem).

As | considered following the direction proposed by Keller and Truax, although
with reservations about the final rendi tion
across a series of novel studies focused on algorithms for voice cloning implemented
by deep learning models for voice synthesis (Driedger J. et al. 2015; Napolitano
2020). This finding shifted my analytical scopes towards the implementation of a
mosquito voice model from my field recordings to be encoded over a traditional
rendition of the | u aailukhti. The hypothesis was that this method would allow for
matching the melodic contour of the luohti whi | e preserving the s w;
timbre and density, thereby simplifying the detection of melodic correspondences
between the more closely resembling spectrograms of the original field recording
and of the newly synthesized sample. The latter processcould be further enhanced
through an advanced audio synthesis technique known as audio mosaicking,
described by Driedger as follows:

Given a target and a source recording, the goal of audio mosaicing is to
generate a mosaic recording that conveys musical aspects (like melody
and rhythm) of the target, using sound components taken from the
source. (Driedger et al. 2015: 350)

Driedger specifically applied algorithms for non -negative matrix factorization

(NMF) to automatically generate audio mosaics through a matrix that, when

multiplied with the spectrogram of the source recording, resembles the

spectrogram of the target recording. In their experiment, however, the authors

sought to go beyond mere rhythmic-melodic correspondences, and rather generate

audio mosaics that also adequately preserve and reflect the timbre of the sourcel

a goal that aligned precisely with my expectangy (ibid: 55). Compared to plain pitch
shifting, granul ar synthesis and earlier at
novel approach employs an iterative learning model that through sparse diagonal

structures in the activation matrix better retains the sour ceds ti mbr a
characteristics. Therefore, after adapting
objectives and parameters, | implemented it in MAX, a coding environment

particularly useful for visualizing and interacting with algorithms which | have been

only beginning to explore.

The code requires two inputs: one for the source recording and one for the target
recording. Given a human rendition of the | uoi k a ad targethrécordingi in
this case, the interpretation recorded with Mai Britt Utsi 1 and the buzzing sound
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of a mosquito swarm as the source recordingi from the field recordings carried in
Govddaluovttafavli 7, a matrix activates the generation of a new audio file that
preserves the morphology of the luohti while also maintaining the timbre and
spatial-temporal density of the mosquito swarm (Audio 8).

Source recording

Y ‘H"f.l‘w Yy

Figure 37 (a) Spectrogram of a field
Govddaluovttafavli, with the estimated fundamental frequency highlighted, and isolated
in blue in (b); (c) Spectrogram of an excerpt fromthe | u o i k a joiked byhMaii Britt
Utsi in her Muitalus , with the estimated fundamental frequency highlighted, and isolated

in orange in (d).

200

recording excerpt of mosquitoes from

| recently presented the initial results of this experiment at the Eighth International
Conference on Analytical Approaches to World Musics (AAWM 2024). While the
first attempts still exhibit noticeable acoustic artifacts such as stuttering and phase
cancdlations i due to the limited diversity in the training data, which can be
improved through data augmentation, adjusting the number of learning iterations,
or refining the time -sparsity of the computed samplesi , the sonic visualization of
the newly synthesized| u o i k a erlahled the réview of some initial insights. The

spectrogram

ti

mbr al

b al

of
ance

t he
and

t arlgled iluatde) clearlydexhibigs a ( Ma i

pitch contour

B
l'inearity

voice and theluohti morphology (Figure 37ai b). In contrast, the spectrogram of the
source recording reveals significant and abrupt modulations in both amplitude,
pitch and density, characteristic of the uneven distribution of a crowded mosquito
swarm around the microphones (Figure 37ci d). The mosaic computed through
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Dri edger 6s procedure retains spectral dens
ecologically i nfor med by t he S wempamad s nat u
characteristics (Figure 38a), while simultaneously preserving the melodic content

and temporal structures of the| u o i k a (Flgureo3Bh). i

189

Figure 38 (a) Spectrogram of the audio-mosaic computed from the voice of the
Govddal uowwatna(fs8vulricées)y and |Madi KBa,withthe Bdtimatedd
fundamental frequency highlighted; (b) Overlay of the estimated fundamental frequency
of the newly obtained audio-mosai ¢ (i n blue), alnudo i Mkaai (irl E
orange) i the latter being pitched down 50Hz to facilitate the comparisons between the
two profiles.

Beyond achieving a speculative model of how a mosquito swarm might sound
joikinga |l uoi k a, theuesuiting mosaic i whose spectrogram now closely
resembles that of the source recording of Gov ddal uo vmosgaifoesv | i 0 s
facilitates the identification of morphological patterns that could support the
understanding of an echosystemic and aesthetic coevolution, as well as mutual
exchange ofl u o lietween humans and mosquitoes (cf. Feld 1996).

The ever-growing recognition of other -than-human beings as musical actors
within musicological disciplines reveals ecological horizons that, as of yet, lack
effective and robust analytical methods that allows for transcending a cognitive
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framework limited to nature -culture binomials (Martinelli 2011). While it cannot

fully provide a biocentric approach to the analysis of how musical the mosquito is,

t he audi o mosai cking technique i nspired
biocultural alternat ives to interpretive tools encultured by colonial aesthetic and

scientific assumptions where music is inherently cultural and, as such, distinct from

nature (Kanngieser 2023: 692). These assumptions have historically inspired
Astarvingo an ab tpjudiggus lthat arfpntize oextradtion, dissection

l

and exhaustion of the Amusical 06 object withec

to assess the legitimacy or even relevance of these methods folocal stakeholders
(Robinson 2020). Despite audio mosaicking as a procedure and analytical tool does
not directly originate from Sami acoustemology nor sound experimentalism, a

creative, art-based approach to the analysis of my own field recordings was stongly
encouraged by my Sami mentor and other fieldwork collaborators, and the final

decision to employ an ecologically informed audio mosaic technique was primarily

inspired by Sami ecological knowledge and by the biocultural history of this small

insect, which is undeniably musical and T as a skilled juoigi i more-than-
musical.261

Through listening dialogically to the final outcomes of the experiments emerged
how the mosaic better retains the acoustic fingerprint of the mosquito, offering a
glimpse of its more-than-musical subjectivity. While it is now possible to affirm 71
answeringMa i Brittds pr duhatanalddiescan ingleee ke haard im
the voice of mosquitoes, doubts emerged regarding whether| u o i lkéfarm the
sameluohti that the SAmi associate to this insect, or perhaps other known or yet to
discover luoL i. And should this be the case, whichl u o ¢amn geople hear and learn
in the melodic voice of mosquitoes? These reflections clearly highlight the need for
further collaborative research with human and other -than-human communities in
Sapmi.

Indigenous onto-epistemologies and artistic expressions offer valuable
inspiration and contributions to the evolving discourse on multispecies musicality.
Their role in the mediation between anthropocentric and biocentric understandings
of the world is carefully highlighted by Johan Sara Jr., who discusses the
responsibilities of traditional juoigit and Indigenous contemporary artists in giving
voice to the land in rapidly changing times and environments:

Of course in my works itdéds not just natur e

present, but as a human being, | am also part of nature. We are also part
of the environment. We are part of a larger whole, in symbiosis with other
organisms and with the land. There are deeper relationships that we
often overlook or fail to hear. And in juoiggus or in music, by taking

naturebs perspective, it becomes possibl e,

261 Johan Sara Jr., personal communication, June 30, 2023, Alta, Sapmi; Roman lakovlev, personal
communication, August 12, 2023, Guovdageaidnu, Sdpmi; Mai Britt Utsi, personal communication,
August 14, 2023, Guovdageaidnu, Sapmi; EllerMarie Jensen, personal communication, May 9,
2024, Bologna, Italy.
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relationships to the surface [ .. .1]. Ther e
responsibility is paramount. | am telling the world what is happening...

How it i s happening. .. Wh 'y it i s happenin
responsibility, especially with these global changes. | do really think we

should sit down and listen more carefully to what the world is telling us.

And if someone is able to do that, it becomes their big responsibility to

convey to the world what the world has told them. 262

Luoi ka | ea musi hkkara mii vi®egg8 bS8l Kk

The consciousness that throughjuoiggus peopl e can fiadopt natur e
and act as intermediaries for other-than-human messages also surfaces in the

experience of a third mosquito advocate in Sapmi, Ande Somby, who remarks how

«through the noaidevuohta, our Sami shamanistic thinking, we are able to carry

the most profound knowledge when approaching something or someone through

luohti ».264 This approach becomes a near moral imperative when it involves giving

voice to those subjectivities that «in our society of nature» are often misunderstood,

marginalized or even exterminated:

| think, for example, the mosquito. If you look at the ecological

relationships that people weave with the environment, it is evident that

as humans we often discriminate between fn
referred as anti-nature. 265

The noti omaotur éiantsb proposed by Cnde Somb
traditional philosophical and sociological discourse, which frames the opposition

between environment and civilization, instead positing nature and anti -nature as a
polarityinthehuman perception of the same reality (
nature in things that we tend to appreciate dispassionately, «like a beautiful sunset

or the striking sight of a gracious animal crossing the road», while anti -nature

classifies things that are equally part of our environment, yet often regarded as

undesirable nuisances or threats:

My favourite example is seagulls and rats that roam the city, which most

people wish to get rid of because they are a nuisance to the urban
environment. Starting a war against anti -nature, however, develops into

a war against the nature that we often fail to see in them. And the

mosquito example is also very fitting, as she is often perceived as ant

nature. She comes with this little sting that may cause pain and worry

about potential allergic reactions to the substances she injects into our

bodies, yet she really needs to fulfil the work necessary for her survival.

One of her tasks in our world.266

262 Johan Sara Jr., oral teaching (personal communication), April 29, 2021, Méze, Sapmi.

22AThe mosquito is a musician who earns a |ivingo
264 Ande Somby, oral teaching (personal communication), May 19, 2021, Sirbm4&, Sapmi.
265 |bidem.

266 Ande Somby, oral teaching (personal communication), May 19, 2021, Sirbma, Sapmi.

15¢



The understanding of mosquito as anti-nature is mirrored by the second major
declination of mosquitoes emerged from the travel narratives of foreigners in
Sapmi, where this insect is waged war against as anatural enemy . Evend a | li a't
those who have long settled on Sami ancestral landsi are still «bothered by
mosquitoes, and strive, cursing to get rid of them» (Valkeapaa 1971 [1983]: 22). Just
as Sami ontologies counter the narrative that reduces mosquitoes toinsignificance ,
they also challenge and heal he declination of this insect as mere anti-nature.
Cndebs words resonate with the ¢deep phil osc¢
Britt Utsi (see above), which suggests that the annoying aspects of this insect are
inseparable from the ecological benefits we indirectly derive. From this relational
understanding, we «should learn how to live with them» 267 (cf. Stepan 2022: 74;
Segata 2022: 170). To advocate a shift in perspectives on the widely conflictual
human-mosquito relationship, Ande Somby embraces the very perspectivism
intrinsic to what he calls «the shamanistic view» of juoiggus.268 Rather than
knowing the mosquito through objectification or mythic discourse, noaidevuohta
presupposes a mode of knowing through becoming, wherejuoiggus allows humans

to embody the perspective of the otherthan-human subjectivity being sought for
understanding (Somby 1995; Helander-Renvall 2010: 50; Porsanger 2012: 42;
Aubinet 2020a: 117; see also Viveiros de Castro 2004: 468):

As a human being, |l 6m bound to this body al
such. But, through joiking, | get to perceive the world as a mosquito to

understand why she behaves like she does. And through joiking | can also

be perceived by other humans as a mosquib, conveying her messages$5°

Ande Somby has developed this intersubjective approach with some of the most

symbolic Samieallit, bui l ding a repertoire entitled n
and the human outside the ani mal so. I n his
crow, the salmon, the wolf, along with other animals, he verbally contextualizes the

ecological roles these oher-than-human beings play in our world and conveys the

specific messages he received by taking each of their perspectives. During a Sami

juoiggus event | curated with the Intercultural Institute for Comparative Music

Studies of the Fondazione Giorgio Cini in collaboration with the Sami Pavilion at

the 2022 Venice Biennale, Ande performed this repertoire, including his version of

the| u o i k a, whichddiffdrsi from the one presented by Mai Britt Utsi. Before

performing, he briefly introduced the audience to who they were about to hear:

The next ani mal isé The mosquito! [ chuckl es
have a very personal story about this animal, because | have always been

thinking that somehow mosquitoes are skilled musicians in the respect

that they create this beautiful, curious sound. And the deal is that if you

want to listen to their music, you have to pay a little fee with a drop of

267 Mai Britt Utsi, oral teaching (personal communication), July 3, 2023, Guovdageaidnu, Sapmi.
268 Ande Somby, oral teaching (personal communication), May 19, 2021, Sirbma, Sapmi.
269 Ande Somby, oral teaching (personal communication), May 19, 2021, Sirboma, Sapmi.
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your bl ood. | 6 m aosrertdappehirgtaroundny®arsmi ¢ r o

isndét free, and so | t hink: i Ok , | have beel
wi t h moneyé So why not pay this mosquito
deser®¥es?o0

Ande Somby
1Jul 2022 - ©

vV o

Musihkar viezza balkkas. /// En musiker plukker opp
sitt honorar. /// A musican picking up the fee.

See translation

0«0 36 3 comments 3 shares 612 views
Figure 39 Mosqui to feeding of Cnde So
publicly posted on Facebook with

f e @dy 1, 2022).

Apart from openly and ultimately confute i along with the cases presented abové
the third and final macro -declination of mosquitoes as a mereunmusical nuisance,
this brief muitalus highlights the process of learning the | u o ildokdi through
prolonged and attentive listening practice, implemented with a broader (and rather
patient, | should add) embodied experience. To catch the luohti of the mosquito,
Ande refrained from killing any mosquitoes for years, allowing them to «joik into
[his] ear and willingly getting stung» to experience both their acoustic and tactile
presence (cf. Aubinet 2020a: 186).271 This embodied experience translates into his
performance, where Cnde Sombyds voice seeks
a skilled use of falsetto that blends with the high-pitched tone of the mosquito i
Cndde jietna g a d d 8rhis | prooessk &f decomimnge is riuather
accomplished through a largely stable melodic profile centered on a single notei
exception made for brief excursions and embellishments that do not exceed a sixth

270 Ande Somby, oral teaching (personal communication), October 20, 2022, Venezia, Italy.
2711 Ande Somby, oral teaching (personal communication), May 19, 2021, Sirbma, Sapmi.
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from the central tone i which allows the luohti to reach the audience as the
recognizable undulating yet obstinate pitch that a mosquito emits when flying close
to oné®s ear .

540|

490

390

290

240(

1901

140J

90|

Figure 40 Comparison between the stem plot of the estimated fundamental frequency from
Cnde S olnuboyidksa (il blue huahii highlighted in purple), and from an individual
mosquitobds wingbeat (in orange) recorded throug

By reaching the audiencebds hearilngoodaksa a mi
message through adajahus which

establishes the existential logic of the mosquito within nature. Through
her own voice, the mosquito signals exactly when she is arriving and what
she is going todo. And by doing so, she says:

| sting you.
I will sting you because blood is so sweet.
| sting you.
| sting you because it is through this little sting
that you will notice you are alive.
And the day crows will turn white,
| will be done with my task:
To guarantee the continuance of life.

272 The | uoi ka jbiked byt iAnde Somby in Venezia is accessible on YouTube:
https://www.youtube.com/watch?v=NI4Dtn9TJ6U&t=5s ( st arts at 362760)
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This way, the mosquito can teach us about the ecological role they play
on the stage of existence?’?

A listener fluent in davvisamegiella would discern an additional layer within this

zoomorphic luohti, as its dajahus is delivered in the first person from the
mosquitobs perspective, facilitating commun
body and | anguage (cf. Aubinet 2020a: 117).
Somby acknowledges the moral imperative of juoigit and Indigenous artists as a

bridge between plural and diverse subijectivities, where the perspectivist and the
intercorporeal qualities of juoiggus could serve to ensure not only an extended and

more meaningful sense of multispecies responsibility, empathy and ethics, but also

a biocultural care within which humansé well
the least desired intercorporeal Other (cf. Cianferoni 2019: 257):

Even for the trained ear, it is difficult to hear the difference between an animal's
yoik and a person's yoik. the reason is simply that people, animals and land are not
as distinct in the Saami mind as in the western European mind. Ethics that apply to
fellow humans also apply to a great extent to animals and land, or fellow animals
and fellow land, so to speak. (Somby 1995: 17)

Classifications o#dathuraetou,r eion atnldeifirandecl! i n
Ande Somby, are contextual to and ecologically informed by defined onto-
epistemologies. As Ailu Valle aptly summarizes, «in the Sami perspective, the
mosquito represents natureand you shoul dnodt el iminate th
part of a larger balance»274 What is perceived as a dear companion to some, may
be an insignificant nuisance to others, but it is the posture adopted in relation to
t hese Anui sanceso that ul ti mately deter mir
biocultural sustainability of human -mosquito entanglements and broader
ecosystems (cf. Hohti, MacLure 2022: 327).

Leatgo don ustit vai?®vag8lag? (Cilu V

Our fourth and final mosquito advocate, Ailu Valle explores these dual postures in

ALuoi kkat o, t he s ev eViidomhsieiddit aactiansroedia grajest al b u m
resulting from a scientific and artistic collaborative research led by the University

of Lapland and entitled Viidon Sieiddit T New Dimensions of the Sadmi Relationship

to Nature (2016-2 01 9) . ALuoi kkato is a spoken word
polyvocal narrative where different voices and perspectives i both human and
other-than-human 1 are intertwined and distinguishable via their unique timbres.

The spoken word is accompanied by a soundscape composition of «<summery insect

273 Ande Somby, oral teaching (personal communication), May 19, 2021, Sirbma, Sapmi.
274 Ailu Valle, oral teaching (personal communication), May 7, 2021, Avvil, S&pmi.
25 Are you a friend or an enemy?o0
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voices» recorded by Niilo Rasmus produced by Raquel Rawr2’¢ Through these
sounds, the artists sought to immerse the listener in an unsettling environment,
evoking the «intense feeling of being surrounded by blood-thirsty mosquitoes». 277
Different audiences react to this environment in varied ways, as Ailu Valle notes:

The mosquito here represents a friend for the Sami, being an inseparable
companion in the summer and playing an important role in the
ecosystem, but it also represents great irritation to others.278

This epistemic ambiguity is conveyed in the soundscape through two distinct
human-mosquito interactions: falsetto vocalizations, whichi as i n |CGnadiekdas
luohti 7 establish a form of sonic kinship with the insect, and the dry sound of
swatting in the act of fending off the persistent mosquito. A dual yet concurrent
narrative 1 oscillating between a «flailing» and «welcoming» attitude 71 also
emerges through the spoken word lyrics, culminating in the symbolic dilemma that
guestions the ma$ignd:i t o6s st atus as

AVanVay PV VAV Al J\/\[\/\-/" v - /\/\/\./\/\/
Miii hii iii hii hi hiii Miii hii iii hii hi hiii 279
Faippun, faippun, faippun, 1 flail, I flail, I flail,
faippun | flail

Faippun, faippun, faippun, | flail, | flail, | flail,
faippun | flail

Maid don géattdt What do you think
Leagot ustit dutnje Is it a friend to you
Leatgon ustit munnje? Are you a friend to me?

Cl e faippot Donodét fl ail anym
Cle gatDonét flail anym
BoalLe dCome hereée
Njama, njama  Suck it, suck it
Njama, njama Suck it, suck it

Commenting on this passage, Ailu Valle describes how a humarmosquito
friendship is established when the narrating voice asks | u o itk @me closer
(boal. e d)da chrey its task through a luohti (njama, njama ) i a reflection of
«the peaceful attitude of Indigenous peoples towards Nature». Conversely, the
«hostility and irritation with mosquitoes represents the colonial attitude where

276 Valle 2019b.
277 Ailu Valle, oral teaching (personal communication), May 7, 2021, Avvil, S&pmi.
278 |hidem.

29 n quoting the Ilyrics and translation of ALuoi kkat

(2019)
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Nature needs to be killed piece by piece»?8 From this narrative, Ailu «flip[s] the
script» and assigns the mosquito a symbolic polyvalence, framing this animal both
as oppressor and oppressed. On one side of the polyvalence, the act of sucking blood

Is metaphorically transferred to the ravenous machi nes

resources:

Oainnatgo mo don njamat dan
eatnama..

Oainnatgo mo don njamat dan
eatnamaaaaaa

t hat dr ai

Do you see how you suck
this Earthté

Do you see how you suck this
Eeeeaaaaart héeé

The subsequent high-pitch whines grow increasingly obstinate and determined, yet
each ofthe vocal resurgence is swiftly silenced by firm slaps:

Hu wu hu hujuhuju -* d 0 a
Huju -* d o a

Huju -* d o a

Hujuhuju -* d 0 a

Goiku, varra goika

Goaiku, goiku

Hu wu hu hujuhuju - *slap*
Huju - *slap*

Huju - *slap*

Hujuhuju - *slap*

Thirst, the blood dries
Drips, thirst

It is a struggle for existence where, on the other end of the polyvalence, the
mosquito symbolizes the fragility but tenacity of «animals and Indigenous peoples
as minorities» enduring the violent manners of their oppressor (ibidem):

Eat mii leat laven

f8ip
Muht o dat
goddimin jAmma unnibuid

The rapperods resol

ut e

It s not i n

to flail é

our m

But the persecutors
constantly kill the little ones

and <cl ear tone

ns

escalates towards a fervent conclusion, where Ailu Valle «flip[s] the script once
more» and returns to the first image of extractive industry as a bloodsucking plague
upon Earth, closing with two provocative questions (ibidem). The first, admonitory

in tone, draws a parallel between the loss of patience people experience when
tormented by mosquitoes and the potential consequences when «Mother Nature»
eventually retaliates against (or nf ol
capitalist culture who are sucking the blood of Earth» (ibidem). Finally, based on
the differing scales of power between these two bloodsucking agents and the
respective consequences they carry, Ailu Valle revisits the original dilemma,
guestioning whmattthree d eiad: fant i

ail

280 Valle 2019b.

165



Naba go eanni What about when the Mother
de dolka daid getsfed up with these
varanjammiide?  bloodsuckers?
Jeara alddat, Then ask yourself,
| eat go don us?tareyouafriend or a enemy?

Like the other mosquito advocates presented in this chapter, Ailu Valle recognizes
both the nuisance and the partnership in | u o i(df. &ord et al. 2022: 134). He
leverages this copresence in his sound art, with the responsibility of building and
conveying environmentally critical messages that from the voice of such tiny yet
fierce and resilient insect i fittingly dubbed Sami Airfor ce i amplify a broader,
interspecies stewardship of ancestral lands and their inhabitants (cf. Valkonen
2023: 20; Gorlewski, Portfilio 2012).

Tormented by excavators disfiguring her duoddarat , irritated by chainsaws clear-
cutting her meahcit, infected by mineral waste injected in her vuonat, suffocated by
turbines that seize her biegga, Eadni flails with increasing force to swat away the
nuisance brought by her most pervasive and distressing pest, humanity. Just as we
wage war against mosquitoes as a whole, without recognizing that only a small
percentage of these dipterans pose an acta | threat, Earthodos rete
humanity spares no consideration for which bio -politically, -culturally, or -
historically situated people contribute to disrupting her well -being (Haraway 2015;
cf. Moore 2015). This is especially evident in the Arctic, where environmental
fragility is most acutely experienced, and where the rate of warming is more than
twice the global average (Post et al. 2019; Samig L L'i , S 8028)di g g

It remains unclear how mosquitoes, midges and other arctic flies are responding
to these rapid transformations, but as ectotherms they «are particularly sensitive to
rapid environmental change» (Koltz, Culler 2021: 75). Disruptions in their life cycle
could lead to the spread of vectorborne diseases (Samig L L'i , S 8028:%4, g g i
81; Culverwell, Vapalahti 2023), while also having drastic consequences for
biodiversity, the functioning of the entire tundra ecosystem and, as a result,
culturally and economically significant activities such as reindeer herding
(Nakkalgjarvi et al. 2022; Smir§ L L'i , S 2028:82).9 g i

As Farina underscores, changes in soundscapes often accompany or even
precede changes in the landscape (Farina 2015: 54). Monitoring the echosystemic
presence of Culicidae, Simuliidae and other Diptera 1 that constitute the most
abundant group of fauna in the Arctic (Wielgolaski 1975; Carrier 2017: 8; Koltz,
Culler 2021: 78) i can offer key indicators of environmental change in the region
(Danks 1992; Loboda et al. 2018; Sinka et al. 2021; Erbe, Thoma®022). But do we
truly hear what trhmged mobagqwti?2 o is fAbuzzi
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Technological advancements have equipped us with tools to investigate how
mosquitoes perceive and interact with their environment (Cornell University
2009). Yet, a comprehensive understanding of their perspective remains elusive
(Martinelli 2010: 83). Our ability to know and understand mosquitoes is obfuscated
by an ontology that sharply separates them from humans. Like ticks, cockroaches,
houseflies and other insects, mosquitoes are framed as fundamentallyinhuman ,
occupying a space and time on «the margirs between life and death, organic and
inorganic, human and nonhuman, conscious and unconscious» (Hohti, MacLure
2022: 328; see also Ford et al.: 123). Our capacity to trulyhear mosquitoes is also
deafened by an epistemology that predominantly links their sensory presence to
irritation 7 both physical and mental i and fear, because of their potential lethality.
This epistemic frame comprises an acoustemology that invariably identify
mo s q u i t o@tshéd whinegds a disturbance to quietude, an obstacle b restful
sleep, and a sound that is degraded to the periphery of aesthetic considerationsi
even when artists incorporate it in musical works 281 (cf. Rothenberg 2013; Hawkes,
Hopkins 2022: 20; Morrison, Lemke 2022: 145).

Wit hin t his i nterspecies relationality,
othernesso that chall enges the wvery foundeze
specieso0O paradoxically sketched from an ant

Hohti, MacLure 2022; cf, Kimmerer 2013: 346). As Lisa Schonberg observes, we
tend to contemplate «sentience in animals when considering how we value their

worth and protection» (Schonberg 2022: 23). Ecofeminist research describes this

valuation in terms of an anthropic exceptional ism where «human beings are

paradigmatic ethical objects» while «other life -forms are valuable only insofar as

they are seen as similar to humans» (Cuomo 1998: 106). According to Val
Plumwood,

Because the other is to be treated as not merely different but inferior, part
of a lower, different order of being, differentiation from it demands not
merely distinctness but radical exclusion, not merely separation but
hyperseparation. (Plumwood 1993: 49)

According to the aforementioned onto-epistemological gap that enforce the
hyperseparation between humans and mosquito
natur eo, mi sunder st oadlbuglawse battle diseasgs, notrtheid at o r
carriers (Hall, Tamir 2022: 5) 1, or swatted as a mere nuisance. Ultimately,

mosquitoes are relegated to the margins of multispecies connections, even

becoming the root of a «wish for total extermination» which drives a significant

belligerent side of scientific efforts (Hohti, MacLure 2022: 327; Winegard 2019: 1).

Transposed onto a discourse on coloniality, this hyperseparation mirrors the
settler tendency to «create the image of separate, discontinuous natures and orders

281 David Rothenberg, personal communication, August 29, 2024, online.

167



of beingeée (Plumwood 1993: 49). Borrowing on
storytelling, much like mosquitoes, Indigenous peoples have been positioned as

Aradi cal ot hernesso within a colonizing on
placed at the margins or excluded from political decision -making processes, while

their ways of being and knowing struggle for recognition within dominant scientific

and epistemological frameworks. Building on this ecofeminist critique, Pedersen

and Pini pose the rhetorical question of whether, «[ijn the midst of posthuman

entanglements and boundary-deconstruction», we «really have listened carefully

enough» (Pedersen and Pini 2017: 1052). Even when we attempt to grant it proper

attention, within an anthropocentric epist emology the mosquito is known through

a process of objectification that reduces its voice to mere acoustic data, stripping it

of unique aesthetics, messages and stories |
SspeaRkR?o0

This chapter has sought to demonstrate how Sami acoustemologies and histories
of listening offer a compelling response to this question: not only the mosquito can
speak, but the mosquito can joik beautiful | u o, land through luohti, the mosquito
can teach different stories. Margaret Kovach aptly observes how «stories hold
within them knowledges while simultaneously signifying relationships», constantly
reminding us «who we are and of our belonging» (Kovach 2009: 94). As skilled
listeners and interpreters of a multispecies storytelling tradition i juoiggus T many
Sami have taken on an advocating role towards the messages learned froth u 0| k a
amplifying these stories through a vocal practice that, in its human rendition,
sounds like music. Yet beyond that, juoiggus fosters sonic kinships and mutual
understandings with this fAsignificant ot hel
Haraway 2003). Through his research and storying, Ande Somby acutely notes how
juoiggus is guided by an acoustemology that challenges encultured ways of knowing
based on linear objectification (Jensen 2012: 51; cf. Kanngieser 2023), rather
manifesting as a circular act of knowing a significant otherness through becoming
and belonging:

In a manner of speaking, a yoik has no object. In fact, it is altogether
impossible to envision yoik in terms of subject and object. The yoiker may
perhaps be considered an integral part of the yoik, and this has
interesting connotations for the debate about objectivity in research.
(Somby 1995: 17)

As a biocultural approach that adopts the perspective of the subject to be known
and mediates it through echosystemic reciprocities, juoiggus emphasizes a more
affective, ethical and sustainable alternative to the epistemic understanding and

acknowledging of voices beyond human (Valkeap&éa 2001; cf. Kimmerer 2013: 112;
Kvalsvik 2019: 66-67). While limits in this approach to mosquito voices are argued

for contextual knowledge and personification being unable to fulfil the ambitions

282 Mitchell 2002.
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for a purely biocentric approach to understand mosquitoes, juoiggus as
multispecies storytelling places at the center an organism that dominant
anthropocentric ontologies have historically placed at the margins as insignificant

being, as killable enemy, as loud nuisance. As a knowledge practice (Somby 1995),

juoiggus presents a methodology that could be woven into bioculturally sustainable

research, as itvalued u o i k k awith as mutharéspect, admiration and scientific

dignity as any other Earth being i as a fAsignificanto rather
otherness (Guttorm et al. 2021; Valkonen 2023: 8).

Through the histories of listening advocated by Mai Britt Utsi, Johan Sara Jr,
Ande Somby and Ailu Valle with mosquitoes, | have learned that there is more than
one way to think about mosquitoes (cf. Feld 1982: 45). Thesguoigit and storytellers
invited me to listen beyond the acoustic signal and hear the stories and melodies
carried in the multifold wingbeat of the mosquito swarm recorded in
Govddaluovttafavli i stories that honor and do justice to the marginal and
misinterprete d, acknowledging the great ancestral power that this little one holds
in setting the tundra echosystem in motion, alongside the wind, the herd, and the
riding olbmot.

quarum illae plus habent admirationis, quae molis minimum 283

283 Augustine DCD 22.24; Augustine 1984: 1075.
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Fishing sounds in Suoidnesuolu

Suoidnesuolu, Guovdageaidnu
April 7, 2023, 12.15

The frozen surface of the Guovdageaineatnu at Suoidnensuolu resembled an
abandoned battlefield. Only the wind was heard, working hard to sweep away the
light snow that had fallen this morning upon a scarred terrain, jagged and pocked
with holes. How the landscape has changed sinceyesterday, when the ice fishing
contest transformed this bay into a lively meeting ground, anything but
Afdesol ateo, as Acerbi would describe
chattering scene are the boreholes drilled in the ice to let fishing lines pass and,
with luck, to draw up a fish or two. Overnight, the temperature had not dropped
significantly 1 and still it lingers around the zero i so most of the holes remained
open, as | had hoped. Yet | searched one that was not overly wide, to limi the
surface interference on what lay beneath. Once | found the ideal hole, | set my
tripod perpendicular to it, gradually unraveling the hydrophone cable above,
lowering the capsule vertically into the opening (Figure 41). With headphones on,
| monitore d closely, and as the microphone was lowered into the water its
sensitive piezoelectric qualities could still pick up distant airborne sounds. | could
discern the sporadic traffic along the E45 road, yet paying more attention, | even
noticed the rhythmic b eat of my own hearti a sound that comforted me, as it
signified a greater chance of capturing the faint murmurs beneath the water,
where sound travels farther with less resistance. As the hydrophone touched the
water, the capsule momentarily oversaturated; adjusting to that intense burst, |
found my ears submerged in a new dimension of listening.
e

Nothing. Not a movement, not a sound. Since | am recording in 32-bit float, there
is no level to adjust, so | suspect it may be due to the output gain on my recorder.
| increase it by 10%, yet nothing changes. | raise it to the maximum output level,
stil, not a whisper reaches my =ear s, an
display offers no hint of activity. Disappointed, | attempt lowering the
hydrophone further until | perceive the faint thud of it touching the riverbed. |
draw it up a few centimeters, hoping to capture some presences amongst the
aquatic plants that blanket the bottom. I wait patiently, but it does not take long
before discouragement seeped in. The travelogues of certain Italian travelers who
traversed this very same riverbed noting down its stillness surface to my memory.

I believe it was Mantegazza who desc]
of 2Z4dMadtegazza 1881: 104]. And not only Mantegazzai nearly every
account | read prior to this fieldwork echoed this notion of the Arctic as an
Al mmensely monot onous?28 §Sommied18&/0dl]ad @ace(
cl oaked i n a c ol2d]ibid:80]. MThesedescrigtions weee padrthofo
what prompted me here, in an attempt to prove them wrong and, as Ellen-
Johanne [Kvalsvik] wrote, how they experience a silent, untouched nature is
connected to their way of knowing [Kvalsvik 2019: 10]. Today, however, | hardly

24fun funebre | enzuol o di ghiacci 0
25fipaesaggi o i mmensamente monotono e tristeo
26fsilenzio di mortebo
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know what | am seeking to hear and record. Perhaps silence indeed calls to those
of us who have nearly forgotten it in the city. A feeling known to Maria Loschi,
who in the height of Italian urbanization chose to venture to these latitudes and
describedthe m as fipossessi nipwoxen sfisiengaiandasolitudel
Tthat exerts a mMYylodck 19850 1361373 Aral yet 0o, | know
this is not my thought. Or isnot it?
did before yesterdayds fishing conte
times of the lively voice of the ice and rivers. Are my ears not enough? Is it the
microphone? What exactly do they expect to hear? Perhaps some muffled
gurgling of water, or the reverberating cracking of ice. And yet, no, nothing at all.
e

Except, perhapsé A faint vi brati on
waveform. Though | still cannot hear it, it is undoubtedly there. The vibration
grew and grew until, at last, through the mediation of my headphones, my ears
too could detect it. And then | could also recognize it. It was nothing | had
anticipated (or wished) to record today: the hum of a machine, likely a
snowmobile. But from where? The omnidirectionality of the hydrophone capsule
prevented me from pinpointing the direction, so | began to scan the horizon until

| finally spotted it i a lone snowmobile, perhaps 150, even 200 meters from my
position, farther from the bay and m
source of such a loud and invasive rumble [track no. 15 inMuitalusat guldaleami
birra ] . To mysel f, |l thought, AHer e it
in these quiet | andso. It was certai
tried to console myself with the thought that this noise, too, had it s place in the
echosystem | was aiming to represen:
where she describes her sensory impressions both tactile and auditory i of a
snowmobil eds approach over ice and h«
and constantly movingo [Kvalsvik 2019

After ensuring the last tail of reverb had faded entirely, | wound the cable back,
stopped the recording and, with a |i
my way home to inspect the spectrogram in the hope that more intriguing
elements might surface.

Guovdageaidnu
April 8, 2023, 11.30

| ran into Johan Sara at the grocery store. He had come all the way from Maze to
stock up for the upcoming Easter celebrations. | took the opportunity to tell him

how, just yesterday, |1 06d attempted t
using the hydrophone as a rod to fish for underwater sounds. His eyes lit up, and
i n an excited tone, he asked, ASo di
somewhat disconsolately, #ANot really
the flatine on a cardiac moni t or when someone i
di sappointment, Johan tried to reass
someti meso. But when | menti oned t hi

27"Aconserva un f & sfasdino tesswoi dn gilenkia e di solitudine 7 ed esercita
un' attrazione quasi direi mi steriosabo
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snowmobile and its sound reverberat.
more:

AThen you should be happlyThefBangwase a h
successful o

In the pioneering book The Tuning of the World , published in 1977, soundscape
theorist Raymond Murray Schafer states:

The destruction of the quiet northern winter by the jamming of
snowplows and snowmobiles is one of the greatest transmogrifications of

the twentieth -century soundscape, for such instruments are destroying

the Aidea of Northo that ohall gortherhaped
peoples and has germinated a substantial mythology for the world. The

idea of North, at once austere, spacious and lonely, could easily throw

fear into the heart [ é] but it coul d

powerful myths depart. That is to say, it becomes more difficult to
appreciate the Eddas and sagas, and much that is at the center of Russian,
Scandinavian and Eskimo literature and art. (Schafer 1977: 21)

Since this seminal work, studies in acoustic ecology focusing on the Arctic region
often address the presence of anthropogenic noise pollution by oversnow vehicles,
viewing it as disruptive to the conservation of a purportedly remote, natural purity
and quietness of those places a problem in need for acoustic regulations (Schafer
1977: 84-85; Baxter 1990; Farina 2014; Mullet 2014). Ecoacoustic analyses typically
rely on quantitative data which customarily do not capture, nor even consult, the
complex variety of acoustemologies that local and Indigenous communities
cultivate towards the echosystem they share (cf. Gieser 2019). While anthropogenic
noise pollution by oversnow vehicles is indeed a growing concern in habitat
preservation andr &lsipetcii @d | d/e g tni Matait awns
(national parks, wildlife sanctuaries, forest reserves, wilderness areas), it is
imperative to recognize the distinctive cultural contingencies where its
measurement takes place. And while it is indisputable that the ongoing Sixth
Extinction and the resultant biodiversity loss urge for global soundscape
conservation efforts, the ethic and the set of methods employed in these acts of
sonic salvation are only now starting to be critically addressed within the re spective
disciplines (ibid; Wright 2022; Kanngieser 2023, 2024). Established ecoacoustic
indexes and models often overlook the onto-epistemological diversity underlying
the perception and use of certain landscapes (Novak 2015: 126), and this is where a
biocultural consultation led by local histories of listening should be invited at the
center of policy-making and academic discussions.

28f3That 6s a very interesting sound to hearo
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This chapter is not about mohtorgielkd [snowmobile]. Or at least, the sound of
this subjectivity is not the sole and primary endpoint of the analysis. Rather,
starting from its ubiquitous role in landscape practices up to more -than-musical
references i the snowmobile, together with other motor ized all-terrain vehicles
(ATVs), serves as a lens through which to critically examine a broadertopos whose
ethics and aesthetics notably diverge between Indigenous and settler
acoustemologies, while also revealing urderlying tensions within the Sami sensory
relationship with their land: this topos is that of Arctic silence.

Jaskatvuohta?®?

Silence is one of the most recurrent and cherished features of the Arctic. While this
is true for tourists and nature enthusiasts that visit this region yearning for a retreat

from urban loudness to more tranquil surroundings (see below), in Sapmi, silence
holds an equally prominent place for Indigenous communities, who experience it
as an active component of local echosystemsi a medium through which
relationships with the Land and the vitality of all its inhabitants are felt and

expressed. In her contribution to Muitalusat guldaleami birra  (Appendix 11.10),
Sami poet Inger-Mari Aikio reflects on a profound sense of belonging and
homeliness inherent to silence, a quality often taken for granted yet one that
resurfaces with renewed intensity upon returning to Sapmi after time spent away,

exposed to loud, urban echosystems:

Mun i n goassige ju
guldalan, muhto mun lihkka dan de
dat jienat, dat

olu.

Dat bohtet de doppe gosnu.
Ja, dat mannet mu sisa.

Ja, go |l ean jolLus
fuobman ahte, doppe lea menddo olu
riedja.

Ja, dat vaikkuha munnje nie ahte mu

Ssisa gadd8 dego da
Ja mun 8yestuvvan

in s8hte | eat
Erenoam8git g8vp
baikkit ahte dat lea veadjetmeahtun
orrut doppe guhkit aigge.
Dat orru ahte dat garra jienat dego
borret mus bihtaid biht4id mielde.

29 Qui etude, tranquilit

5

&
I never reali ze th
but stil]l Il &m mov e

they mean a lot.

They come from somewhere.

And they are going inside me.
Especially when |
somewhere, then I
way too loud.

And this affects me in the way that...
inside of me, it becomes like this dark
power.

And | despair
there no longer.

Especially cities are those places that
itds i mpossible to
for a long time.

It seems like those strong sounds, they
are eating me piece by piece.

0

and

y, silencebo
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Ja go mun | eamaganWhen | 6ve been for
de orru dego mus lea javkan juo oassi it feels like a part of who | am has
das mii mun lean. disappeared.
Muhto de fas go, ovdamearkadihtii  But then when I, for example, arrive
boalLan dei ke ruokthome in S8pmi, the
| ohkk8n das ol goutside here and t
biegga ja s8htt8there could be beg
dahje sahtta leat rievssat. of all kinds.
Dat lea, dat leat jienat muhto  And those are sounds too. But they are
dat lea réfi jienat. peaceful sounds.
Ja jaskatvuohta, dat bahcet millii  And silence, they all leave the mind in
dakkar bottut.  such a resting state29

The word here i and commonly in S&mi dictionaries 1 translated in English as
i s i | e naskateuohia s This North Sdmi term carries a semantic richness and
complexity that extends well beyond
condition when nothing is audible; complete quietness or stillness; an absence of
al | S 0 u n d2°! Ratherpjaskatyushia. encompasses a multilayered concept
across both acoustic and psychophysical cognition, referring more accurately to a
peaceful state or condition when even the faintest sound becomes audible; a
quietude that is not marked by stillness but by heightened awareness, where the
subtle and nuances of presence emerge.

While the absence of movement may still contribute to the definition of
jaskatvuohta , in Sapmi stillness never infers a total absence ofjienat. It is for this
reason that, for example, «<something as seemingly static, inanimate and silent as a
rock can hold a distinctively dialogic role» within S4pmi echosystems (Renzi 2023a:
79; cf. OchoaGautier 2015: 189). In the case of rocks, stones and boudersi which
| explored in a recent publication (2023a) 1 this animacy may be attributed to the
hierophonic presence of chthonic entities that inhabit these geological
morphologies of the Land (see above). However, a similar acoustic vitality in
stillness surfaces also when attuned to the rhythmic unfolding of seasons, where
jaskatvuohta denotes a relational state for knowing the condition of ice paying
attention to its (often quiet) vocal transformations:

Lak|] at mun s 8ht a Duringthe fall, | can be standing by
javregattis, ja dat lea aiddo  the lakeside, and the ice is starting to
j i ekl form.
Jieklui j o veah§8 Theiceisforming little by little,
8§ ssumi n de&freezing and settling.
Dat jienat mat das bohtet, dat gullo  And the sounds that are coming from

290 Ajkio 2024.

210xford English Dictionary, s.v. fdsilence (n.
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dat Akrakthat, sounds 1|i ke
Dahj e dakk§8r b cOrlike this grinding sound of when the
lihkada ice is moving and developing and...
ja gadltdés this strange
Dat |l ea imaltés something tha
Dat lea juoga maid don it gula juohke every day. But when you do, then you
beai vve muht o d o knowthatfallis here and, after that,
| akl at mailit | ea skabmais comingtothelaketooi i t |
dohko javregaddai don gulat ja dat  a very powerful feeling to hear those
l ea hui f 8 msounds.
Dat | ea 8ibbas jasltdéds completely si
dat, dat jie suddenly, the i2e
€Even i n t he g | a cskabbrha [polarmmigbt], |jaskatyuohta fis
recognized as the fAloudod and defining vocal
Jr. resonantly conveys:
Juohke 8igodagas |l ea dagge |l edn#d0jbuglbafiyns
de |l ea duolaid jaskat. Visot d8in |l ea sin i
d8ss8l asvuht i ja[ &] olLeqal agjasmamnuedal | i mi s
ealan.2%
That jaskatvuohta is a relational condition towards faint and unheard voices is
further communicated in the muitalus of Inger-Mari Aikio, in stark contrast to
environments that either discourage or entirely prevent this sensory condition:
Muhtimat lohket Some people say they like to be in the
sii liikojit leat  cities, because cities are so alive and
gavpogis doppe dat leadateallin. t her edéds so much | i
Ohmuninaddedan. Oh, | dondét wunders
Muht o dat | ea di But itds because,
harjanan deike Sdpmai jadappelea beingher e i n S8pmi w
nu jaskat. silent.
D8ppe don duol ai Hereyoucan really hear some really
aibbas jaskes jienaid maiddai. quiet sounds too.
G8vpogis dugge da Inthe city, only the loud noises come
bohtet j a maiandgothrough yourbody.
Gii doppe gulla maidige dakkar  Who out there would even hear any of
aibbas smavva unna jienaid? those tiny little sounds?2%4
292 Ajkio 2024.
22 fiEach season has iits own shade -40 flegree® ig stigking[ € ] . And
Everything plays a part in the ecological bal ance a
part of the world I i ve i no, flso @ublishedhanlinel dt:n e r not e

https://stierdna.com/Releases/Earlier/transmission.htm
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Inger-Mari continues her muitalus recalling a listening experience that was
particularly illuminating of how jaskatvuohta presupposes an attentive, almost
microscopic listening, rather than a deaf ignorance that equates stillness with an
absence of voices (cf. Ochoa Gautier 2015: 183):

Ovdamearkadihtidasleasuli For exampl e,
vihttanuppelohkai jagi dassai go dat  fifteen years since the larvae
m8Lut borregoht e startedto eat our birch leaves.
lasttaid. If someone were to tell me that you are

Jos gil nu | i v ]| | ableto hearthose sounds of the larvae
ahte don s8htat gthat are eating th
borret | astt ai dbelievethem.
jahkan. But then | was standing underneath
Muht o mun | ug g thistree, underneath its branch, and |
vuolde, dan soaji vuolde ja guldalin.  was listening.
Dat orui nu 1 mag Anditwas soamazing to listen to
duh8hat | a duhah §1thousands and thousands of larvae
daid lasttaid. eating those leaves.
Sahtat gullat dan.  You can actually hear them.
Dat | ei mai d That was also strangely relaxing.
Muhto ii don gavpogis gula diekkar. But you dondét hear
Vai kko Tivl| | ii o Even if there were lots of larvae, |
j 8hke ahte dopp dondét think anyone
|l uggogii | 8 gul dearound, stand and listen to them as

lasttaid. they are eating the leaves?®>

In her own muitalus from the audio -anthology (Appendix 11.6), Sami scholar Ellen -
Johanne Kvalsvik also reflects on the sensory numbness that seems to arise from
extended exposure to urban echosystems:

When you stop noticing the sounds, you lose a lot of
information that are available around you, in the
environment. | know that from living in larger cities, after a

whil e you get a bit numb to th
noise, like a big river. | get very tired from these sounds. So

to me they are noise29%

Now, noise is typically conceived as the polar oppositeof silence (Schafer 1977; Sim
2007; Novak 2015; Kraugerud, Coughlan-Allen 2024). According to David Novak,
it «is usually understood as a technologically produced field of sound, which is

295 Ajkio 2024.
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superimposed on a natural or social environment» (Novak 2015: 129; cf. Schafer
1977; Bijsterveld 2008). As such, within soundscape ecology and conservation
practices, noi se is wunderstood as fdfipol |l uti
nature, compelling efforts for its mitigation and abatement (Novak 2015; Farina
2014; Renzi 2025 [forthcoming]). Silence and noise, by their relational nature
where silence is marked by sound absence and noise by sound disruption or excess,
«can only take on meaning by signifying something else, but [they] must remain
incommensurably different from that thing» (ibid: 126). Thus, neither noise nor
silence carries inherent meaning on its own; they are normative and relative to the
specific acoustemology or auditory cultures that qualify them (cf. Thompson 2017;
Malaspina 2018; Gieser 2019; Kraugerud, CoughlanrtAllen 2024). Ellen -Johanne,
drawing on her experience and sensuous ethnographic scholarship, pronounces on
the relativity of aesthetic values correlated to what is noise and what is silence,
noting that:

to other people it is comforting to have those [urban] sounds

around them, because it is something they are used to.
Soundscapes for people are probe
we learn to use the sensory system and what we sort out as

being important and what we sort out not being important.

[é] A friend of mine, that has b
the world, he tried to drive by car from Alta to Oulu and

there is absolutelyi oh, we cannoti Bty fAnot
him there was finalbngthiemaid. Hegot bet we
really scared because it was so silent, and it was winter, it

was dark, and there were no sounds. So by not having these

familiar sounds around him, he got very scared. That was a

very anxious place to be in. He described that it is horrible

being without sounds of other people 7 in the comfort of

other people.297

This passage resonates with the insights of Ochoa Gautier, who remarks how the
«identification of auditory thresholds changes notably from one culture and one
living entity to another» (Ochoa Gautier 2015: 189). Here, the relativity of qualifiers
like noise and silence intersects with the contextual and biocultural qualification of
an echosystem, underscoring the variability in aesthetic qualities within the sonic
connections that individuals and communities cultivate with their surrounding
environments (cf. Novak 2015: 127). In these terms, the absence of sounds can be
an undesired condition that make the Sami concept of jaskatvuohta inapplicable

whil e, paradoxically, the perception of <cer
certain echosystem asjaskat [silent, quiet, peaceful] (cf. Kraugerud, Coughlan-

Allen 2024). Jaskatvuohta , as emerges fromEllenJ ohannedés account, is
297 Kvalsvik 2024.
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the quality of relationships formed with certain sounds that acquire comforting and
familiar values contextual to each individual or community.

Her own life story i as someone who grew up in a Mearrasami [Sea Sami]
community i speaks about the cultivation of good relations with the loudness of
motorboats that, rather than a disruptive and invasive presence, transmits to her a
sense of place, safgt and prominence within an echosystem that at once knows
profound jaskatvuohta :

| grew up, on an island, a bit out in the sea, where the
seascape is dominating with the sounds of the ocean, sounds

of different birds i seabirds i, the sound of the people
moving, mostly by foot, not so many technical sounds, apart
from boats, smaller boats and vessels. Especially these old
wooden boats that have a particular sound, because they
had this it ot estkokesangine]p thad is prt wo
engine going like: dun dun dun dun dun dun dun dung. That

is very typical for the older wooden vessels from the coast.
When the fishermen went out at
remember waking up to that and then | could sleep one hour

before | myself had to go out &
think some people think that noises of boats are annoying,
iftheyar e not used to them. It 6s |

being a small girl in the fishing village, and knowing that
when | hear this sound 7 all the boats going out in the
morning and also when they come backi people are safe,
when they come back. And for methis is the sound of people
coming back.29

Through the histories of listening shared by Inger-Mari and Ellen-Johanne, an
attempt has been made to illustrate how the Sami acoustemology ofjaskatvuohta
diverges significantly from dominant interpretations of silence (cf. Malaspina
2018). While Inger-Ma r imditalus provides insight into how silence in Sapmi is
shaped by sentiments of peaceful quietude rather than a strict absence of sound,
Ellen-J o h a n meitdles expands this notion to include loud and often
contentious technophonic presences, hinting that the evaluation of silence and
noise cannot be universally reduced to excess of sound pressure levels or
interference, but deserves a qualitative consultation of local aesthetics, ecologies
and acoustemologies. This holds especially true in frameworks whose
metadiscourse on sound does not differentiate noise as a general category, let alone

298 Kvalsvik 2024.



binaries (Novak 2015: 125)2% The intimacy Ellen-J ohanne dr aws
technological sound like the rumbling of a boat engine effectively echoes and re
aligns us with the loud, motorized subjectivity that inspires this chapter:
mohtorgielka .

The Sami modes of land mobility relied entirely on non-motorized
transportation, like skis and sledges, until the early 1960s. The introduction of the
snowmobile presented reindeer herders with a new tool for covering vast distances
and terrains more efficiently, and it quickly became vital to their seasonal
livelihood, from the beginning of October to the end of April (Valkeapdaa 1971
[1983]; Pelto 1973; HelanderRenvall 2016). Beyond simplifying travel, the
snowmobile «has also allowed for more permanent housing among reindeer
herders, as they can reside farther away from the pastures» (Kuhn 2022: 23). These
societal implications have not gone without internal debates and hesitations.

The conflictual imagery around mohtorgielka soon after its adoption in Sapmi
Is creatively demonstrated within the figurative apparatus of the previously

with a

mentioned goavddiscr eat ed by Niill as Somby (see O0Bi e

meant to prompt self-reflection within Sami society, the goavddis presents an
image of a man on a reindeerdrawn sledge mirrored by a snowmobile moving in

the opposite direction. According to Cnde Sombyods descr.i
Niillas was a reindeer herder and he experienced those times when the
snowmobile arrived to Sapmi. It was a huge transformation in herding
technol ogy here. From the soft technology o
this motorized transportation took over. Th e figure alludes to the fact
that this path may lead to the wrong direction. 300
Figure 42 Digital scan of Sami motorized and non-motorized
|l iveli hoods mirrorgoavddesn Ni il | as
The mirrored figures on the goavddis membrane, as discussed in the first chapter
(see above), represent an iconography that allows the contemporarynoaiddit to
discern between the different turns and challenges that the future anticipated for
29Just as in the S§8mi |l anguages there is no word cor
sounds, there is no single word that frames &édnoiseb

dominant acoustemologies.
300 Ande Somby, Oral teaching (personal communication), June 11, 2021, Sirbma, Sapmi.
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the Sami in a rapidly transforming world. This visual symbolism reflects a
polydirectional ambiguity in the ways the Sami experienced this technological

change, which moves beyond a smooth, linear transition to modernity (cf. Fraser

2018). A similar polydi rectional experience resonates in the lyrics ofMohtorgielka ,

the 18th (spoken word) t Viidarc ieidditn(2019). Bat  Val | e
against a soundscape composed by Canadiast®ami Raquel Rawn and incorporating

snowmobile recordings by Jouni Aikio alongside drum samples from Niilo Rasmus,

Ailu Valle presents the perspective of a «frustrated Sami youth who is uncertain of

the future of the traditional culture and livelihood» (Valle 2019c):

Vai vel gal ggagi Ohwe shouldreturn to the old days?

[e [ ée]

Leibat dat eallin nu rahpa | wonder if the life was that good

Ovdal Beforeei t her é

Gal han mii di e Wellwedoof course make shift
veahkkeneavvuid hagage without the utility
Vai bir Or do weé
Cilués lyrics use the snowmobile as an emb
crises facing Indigenous waysof-b e i n g . Similar to Nillasé dr

pivotal turn around this technological entity, asking: once the Sami adopted the
snowmobile into their way of life, is it still possible for its use to respect the
ecosystemic balances that have traditionally been preserved and passed down?
Around this probing questio n, Ailu Valle contemplates:

| think nowadays a lot of S&mi have forgotten the ancestral connections

with nature. ltds really wunfortunate, beca
found in the assimilation processes that Sami had historically gone

through. But on the other hand, change derives also from the connection

with nature itself. Even though you can say that SAmi have a special

connection with nature, the main point is that the S&ami have always been

skillful in adapting, because nature is so harsh and challenging here in

the North. It ba sically forced people to respect the environment and some

of our contemporary choices also come from there. But when the Sami

have incorporated the Western way of living, and when life gets way

easier because of technology, they tend to forget their startng point. It

makes the process of forgetting easier and you get away from the circle of

nature. In the Sami traditional way, we take only what we really need, but

| 6m not sure if this is stildl true or not
reindeer herders, now a lot of them have like three different big cars, two

tractors, four snowmobile and as many ATVs. And it makes me wonder,

is it really necessary? Is there anything left from the traditional

knowledge? Because, in that case, you are definitely not takingust what

you need, but you are competing against each other to survive3!

While the S&ami recognize the continuity of snowmobiles in arbediehtu (see below),
when technology becomes an expression of economic ostentation, balances begin

301 Ajlu Valle, oral teaching (personal communication), May 7, 2021, Awvil, Sapmi.
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to falter (cf. Valkeapaa 1971 [1983). In the early 1970s, Pelto observed that
snowmobilebds introduction positively impact
motion a gradual erosion of traditional social structures, fostering social
stratification and generating tensions related to economic success among
community members (Pelto 1973: 67). This shift also heightened Sami dependency
on fossil fuels and, consequently, on nonrenewable energy resources sourced
externally. As Kuhn notes, extensive reliance onmotorized vehicles has increased
the Sami's vulnerability to economic and political subjugation, with land use
dependent on these vehicles often becoming a target for blameshifting (Kuhn
2020: 35). This concern was also expressed to me by Ailu Valle wharemarks how
«the adoption a modern livelihood should not become a simple pretext for
criticizing the choices of Indigenous peoples».302 Once more, the frustration in the
lyrics of Mohtorgielka effectively verbalizes these external pressures:

Mai d hel veha don Whatthe hell doyou really mean
Dainna ahte boazodoallu goarida When you say that reindeer herding
eatnama uses up the land
Seamma lahkai go ruvkedoaibma? And at the same time defend mining?
Geahl|l a dai d |Lookatthe percentages

In the context of arbediehtu and specific landscape practices, according to Gianluca
Ligi, the introduction of mohtorgielka led to a markedly different perception of time
and space, as well as certain landscape qualities, such as snow consistency, ground
conditions, animal presence, and herd management (Ligi 2016: 186). Similarly,
Lars Johan Jannok (Juvve Biette Lasse) contended that intensive snowmobile use
has contributed to younger generations of reindeer herders «eai dovddet
eatnamiidda ge, goigo galgamannat, gokte ealuin johtit ja goigo ealuin beassa»303
(in Skaltje 2005: 192). Remaining on landscape knowledge, Cogos et al. argued that
toponymy «designating microscale features of the land, such as hills or rocks, are
most at risk of disappearing, because the larger scale of travel using snowmobiles
and motorcycles has made the use of such landmarks obsolete» (Cogos et al. 2017:
48).

In addition to these societal, economic and ecological concerns, the acoustic
dimension of mohtorgielkd was not without its own set of criticalities. In relation
to the just mentioned loss of ecological knowledge, a significant consequence of the
acoustic intensity of snowmobiles is the masking of other sound sources, previously
essential in the development of environmental awareness and aural skills necessary
for a safe navigation of the Arctic. A poignant dajahus reported to Maj -Lis Skaltje
by Nils Tomas Parfa (Barffa Nils Duomma) vividly captures these sentiments of
loss:

302 Ajlu Valle, oral teaching (personal communication), May 7, 2021, Awvil, Sapmi.
Al acking a deep understanding of the I ands, where
herd, and how to navigate with the herdo
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Hearggi luo Li ferte juoiggadit juo muhtin aiggi

Mon muitt8n iegan r8nat hearggi
Mubhto ledje aiggit nu rievdan
i dan heargebiellu jiena gahtin gula go

li gula cussalusaid laidesteaddjin

Ledje skohterat deid jienaid l&hppodahttan

Mi esi itge gal juo gula go | ohkkeme |
Oaidnima juo duogin dat lei goit 304

Valkeapaa underscored the psychophysical effects of noise from motorized
oversnow vehicles, which often exceed 85 decibels, noting a concerning increase in
noise-induced hearing loss (NIHC) due to these high sound pressure levels: «To tell
the truth,ourear s candét stand this mode of travelli
suffered markedly impaired hearing during the course of recent years» (Valkeapaa
1971 [1983} 40). More recently, studies have examined the growing impact of noise
pollution on reindeer herding caused by recreational snowmobiling associated with
mass tourism, which, since the vehiclebds in
expanded as a profitable industry (Olsén et al. 2017; Kvalsvik 2019). Kitti et al.
reported how in the Nakkéla and Sirkas pastures i where tourism includes
snowmobile safaris i reindeer herders claim that even minimal tourist presence is
«enough to disturb reindeer» (Kitti et al. 2006: 152). In a study examining reindeer
responses to direct provocation by snowmobiles, Reimers et al. concluded that the
sound and visual presence of mohtorgielkd «appear to have little effect on
ungulates in areas where drivers follow predetermined trails», though off -trail
encounters can lead to behavioral changes, especially when reindeer are provoked
and chased by snowmobiles (Reimers et al. 2003: 748). This vey behavioral
response to snowmobile sounds, however, was soon found to be an unexpected
acoustic advantage in herding practices. Reindeer herders quickly realized that the
loud humming of the snowmobile could serve as a strategic tool. Observing that
reindeer, «scared to death of a noisy and smelly machine», instinctively reacted to
the sound of the vehicle, herders could effectively us it to «chas[e] reindeer in the
desired direction» (Valkonen, Ruuska 2018: 98). Tim Ingold notes that this strategy
contrasts sharply with traditional methods of herding, according to which

control was established by recognizing and taking advantage of certain

innate characteristics of reindeer behaviour, such as the tendency to

follow a lead, to bunch up when approached by a dog, and the attraction

to the sound of a loatlol deer dovedatranaturele her der 0 s
pace. Snowmobile herding strategy is based on entirely opposite

principles. Rather than following a lead, deer are driven from behind.

3MASometi mes you have to joik the reindeer / My good
changed / When | move with the herd, I no | onger he;
hear the calls of the one leading the reindeer / Snowmobiles hawe extinguished these sounds / And

you no longer hear the calf during the reindeer gathering / But it was still there within my field of

visiono (in Skaltje 2005: 92)
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Frightened by the noise and speed of the machines, they run in panic.
(Ingold 1975: 3-4)

While the loudness and speed of the snowmobile certainly provoke a faster pace and
a more turbulent behavior in the Rangifer, it is arguable to claim that this strategy
of chasing the reindeer from behind utterly opposes traditional herding principles.
As discussed in the previous chapter, within the ecosystemic dynamics that set the
reindeer in motion along their migratory routes, the mosquito i together with the
wind 1 is ancestrally reputed one of the major driving forces. More precisely, it has
been illustrated how ecological knowledge passed down throughjuoiggus and oral
narratives assigns such a propelling roletol u o i k a ,the Eemateanosquito, who
perturbs and chases the reindeer from behind, driving entire herds to the top of the
duoddarat . In this sense, though with far greater intensity and anthropogenic
control, mohtorgielka becomes fully integrated within the echosystemic dynamics
mapped throughout the three chapters of this dissertation i joining biegga and
| u o | andinotably adopting a function akin to the latter; a novel and amplified
buzzing that unsettles the reindeer, ultimately chasing them along an intended
path. Curiously, this acoustic overlap between insect biophonies and technophonies
was, in fact, already noted by Schafer:

one general feature of insect sounds is of interest. More perhaps than any

other sound in nature, they give the impression of being steady-state or

flat-1 i ne sounds. [ é] [ T] he i mpression wi t h
continuous, unvarying monotony. Like the st raight line in space, the flat

line in sound rarely occurs in nature, and we will not encounter it again

until the Industrial Revolution introduces the modern engine. (Schafer

1977: 36)

Echoing the well-known quote by Sami linguist, professor, and politician Ole

Henrik Maggai it he S8mi are the | ast to use skis a
(cf. Valkonen, Valkonen 2018:40) i t he chorus of Cilu Vall e0s
(2019d), which follows Mohtorgielka , recites:

Mali mull at geat Thelastwho were on skis
I vuogaiduvvamin, guorraseamen 1 adjusting, adapting
Vuosttamugg a The first who started working with
rassagohte scooters

i siiddat duoddariidda davisteamen 1 siidas reflecting the duoddarat
Cibbagitgo ducDowereallylong forthe past
i vuogaiduvvamin guorraseamen i adjusting, adapting

Go aiggit rivdet, de sieiddit When times change, the sacred rocks
viidot widen
igil it o i thevilages adapting
davisteamen in the new situations

As already suggested by the rapper in a previously mentioned communication, the
core of Sami culture i as also echoed by many community representatives across
the four sides of Sapmii is the ability to adapt and tune to transformations imposed
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by harsh environments, as well as other external pressures. In fact, one could say

that the defining character of the Sami is their seemingly relentless capacity to

change while remaining true to themselves (Roué 2012: 49; cf. Lehtola others).

Thus, despite 1 ni t i al reluctancies due to risks of
effects, as Valkeapaa acknowledges, reindeer herders soon realized that their

l i veli hood today c¢ccandt b e-scdotem® weallthive ut t he
snow-scooters» (ValkeapAd [greetings]: 41). Snowmobiles and other motorized

vehicles required adapting existing skills and developing new ones (cf. Fraser 2018).

In this sense, Sami scholar Elina Helander-Renvall emphasizes the benefits,
acknowledging how, if in the past reindeer used to be frightened by the loudness of
snowmobiles, over the decades they got accustomed when these vehicles are

skillfully maneuvered by herders who attune with the ethology and with the

responses of their herd:

it is a good working tool for transportation, driving and chasing the
reindeer to a specific spot, and zooming around fast when searching for
and gathering animals. It is time -saving which means, for example, that
gathering of reindeer for round -ups takesplace rapidly and that herders
have more time for their families than before. According to the ANT
approach, reindeer are also actors and influence the situation in a
network. Reindeer are easily scared by the roar of the snowmobiles.
[footnote: It has to be remarked that reindeer have become used to the
noise of the snowmobiles, apparently because they (reindeer) associate
the sound of the motor with extra food that herders bring in winter to
them]. But reindeer tend to behave collectively in herds and follow
leading individuals (reindeer) when chased or moving to a specific
direction or place. These behavioral attributes make it easy to drive them
towards a certain locality. (Helander -Renvall 2008: 30)

Thus, although this transition occurred not without nostalgia and regret for
ancestral non-motorized methods, the snowmobile has ultimately integrated into
the echosystem of reindeer herding. (Figure 43i 44). According to Roué,
particularly for younger gene rations who have grown up with snowmobiles,

their smel]l and their noise are included i
And when they migrate, it is as always a close communion between

people and reindeer moving across a landscape of known places rich with

meaning, that today includes the snowmobile and its new noise. (Roué

2012: 48-49)

It would be a limiting assumption, however, to consider these elements relevant
solely for the sensory heritage of reindeer herders. In her story shared in the audio-
anthology Muitalusat guldaleami birra  (Appendix 11.8), similar affective values
and familiarities significantly shape a broader collective memory that spans
generation across both space and time, as emerges in the voice of young journalist
Ida Emilie Lindseth Marakatt. From a reindeer herding family in the Swedish side
but grown up in a large city in southern Norway, lda describes how the auditory and
olfactory familiarity with snowmobiles and ATVs acts as a powerful sense of
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(returning to) place. For Sami who have lived away from their homeland or for
various reasons distanced from traditional livelihoods, these sounds and scents

become indeed qualifiers of a reconnection

Baj 8gadden m8ddi n,
[ €] Ja de go mun
laveime juohke jahki, juohke geasset,
mannat davas.
Mun muittdn ahte dat mii lei buot
suohtaseamos, lei go addja valdii min
mielde skooterin vuodijit dahje ATV.
Ja mun muittan ahte ovttatmano go
son dego alggehii dan motora, ahte de
mun di hten ovttatrm
mii | eat jolLus. DS
[ €] Ja go mun gul ¢
aistton go motora algga, dat adda hui
ollu muituid munnje ja hui olu
vasahusaide maid bohtet ruovttoluotta;
eronamag d81 go mu
Muht o mun dielan m
leat varra nu buorre lunddui, jus
jurddagan lunddui
jus don it geavat dat barggus dego
boazus8pmel al | ai
reaidu dege juoga
sin doalus dahje gos sii barget.
mun jurdaadgan d
dat i1 l ea nu buc
soma dihte vuojan.
Muhto de lea seamma aiggis adda hui
ollu muittuid ruovttoluotta ja dat lea
juoga maid mun lean alo lihkkon maid
mun ja mu fvi ekl
likon motora ja maiddai skooterat
maiddai dalvet. Ja maiddai dan hadja

J a

masa danadda. Da t i | ea
muhto maiddai dien bensinhadja maid
mu miel asé Dat add

fiinat muittuid oaivai muhto mun
elLan muhtumiida
dadjan dat ii leat nu buorre.
...dat lea goitge ovtta jietna mii
mear kkaga oba ol u 1
ATV-jietna. Dovddan diekkar
fridjavuohta go vuojan.

di

305 |indseth Marakatt 2024.
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with the Land and Indigeneity.

| grew up in the south, in a big city.

[ €] And when | was
summer of every year, we used

to go to the North.

| remember that the most fun time was
when addja [grandfather] used to take us
with him driving the scooter or the ATV.
And | remember that the moment

he started to engine, | instantly knew
Aokey, now we are ¢
Now we are going toa
[ €] And when | now
that the engine makes as it starts,

it brings back so many memories to me
and many experiences come mind,
especially after &ddja passed.

But | also know i
nature, if you think in terms of the
nature,

and especially when
work like the reindeer herders do, like a
gear or something they are dependent on
in their herding or where they work.

And | also think about that

it is not maybe so good that | just drive
for fun.

But at the same times it brings back lot of
memories, and it is something | and

like my brother have always

liked engine and the scooter during the
winter.

Oh, and the smell they give.

It is not just the sound, but the smell of
the fuel too, 1in
That brings back beautiful memories
to my mind, although | know
some would say that it is not
healthy or good.

éthat it is at |
a lot to me, it is the sound of ATV.
| feel a feeling of freedom

when | drive.305
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And even for Sami living in the north, snowmobiles and ATVs are not exclusive to
reindeer herding work but engage with and support a variety of livelihoods that
include fishing, ptarmigan trapping and hunting, berry picking, or simply covering
distances tovisit family or a verdde (Kitti et al. 2006: 147). This integrative role of
snowmobiles and ATVs in Sami echosystems is nowadays recognized and
safeguarded by national and international regulations. Regarding Sami rights for
traditional land use in the Fi nnish legislation, for example, these vehicles are
mentioned as essential for the ecological and economical seHdetermination of
Sami identity and culture:

S8miid kultuvra ipmirduvvo vuolLLol 8ga njuol
Njuol gg8§dus i r§8§djaguva dugge gi el al
dorvvasmahttimii ja ovddideapmai, baicce dat olla vel viidasit
dorvvasmahttit s8miid kulturh8mi, masa gul l
eal 8husat, dego boazodoal |l u, guol 8st eapmi j
duodji lea oassi sami kultuvrra. Lassin samekultuvrii gullet maid
§rbevirol ag eal 8husaid dsgl 8§ hei vehanhg8mit.
geavahit dan aigge mohtorgielkkaid dahje njealljejuvilagiid kultuvrii

gull evag eal 8husas, i v8l dde eret dan, aht
ceal kk&8n maid ON ol mmogvuoigatvuohtakomitea
| eat s8pmelall|l aide guovdd8gis kultuvrras | a
mai d okt asag dE§simearkalmo sdadjiide mai d r

birgenlagi. 3% (Olsén et al. 2017: 123)

The value of technological adaptation in Sami society is metaphorically summarized
by juoigi and jurist Ande Somby, who reflects on its constructive prominence with
regard to the vitality Indigenous heritages:

In tradition there must be innovation. Innovation and tradition are the

earmarks of a healthy society. If a society only has innovation and no

tradition, then that society is like a goldfish that never remembers the

moment before, and if a society only hast r adi t i on, then itds | ik
that just exist there, and nothing happens.3%7

The sonic relationships woven between people, reindeer and snowmobiles thus

define the most contemporary horizons of a far-reaching biocultural heritage that,

through adaptation and transformation, maintains vitality and an enduring fidelity

to itself (cf. Harrison 2015). Inscribed within a shared set of ways of knowing,

mohtorgielka elevates to subjectiviiyiT a t echnol ogi cal-pearngdoned hi c

367 S § mi culture is understood as a broad term in the
the protection and development of linguistic rights, but it aims to further protect the Sami cultural

heritage, which also includes Sami traditional liveliho ods, such as reindeer husbandry, fishing and

hunting. Traditional duodiji is also part of Sami culture. In addition to Sami culture, the current

forms of adaptation of traditional livelihood also belong to Sami culture. The fact that the Sami use

snowmobiles or ATVs in cultural activities today does not take away from the fact that they are an

Indigenous people. This has also been stated by the UN Human Rights Committee. Traditional

livelihoods are central to S&mi culture and identity both individually and collectively, but they also

mean financi al survi val for them. o

307 Ande Somby, Oral teaching (personal communication), May 19, 2021, Sirbma, Sapmi.
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whose ontology and agency stems from lively reciprocities within the entangled
spatialities and temporalities of the echosystem:

A reindeer herder knows together with the collective of herders, with a
reindeer, together with a fell and with a snowmobile, just like a duojar
(crafter) knows together with the materials and techniques, together with
ancestors and future generations. Knowledge emerges and is tested in
active relationships, and a central purpose of this kind of knowledge is to
ensure that life and living will be possible also in the future; it is not
knowing merely for the sake of knowledge itself, but rather for the sake
of responsible relationships. (Valkonen 2023: 9)

The epistemological complicity of knowing and listening -with snowmobiles T as
suggested from this last passage opens the door to the discussion on the more
than-musical possibilities of mohtorgielka .

As di scussed in the Introducti ovnethet see 06
conventionally 0o0rigean ingpide juoiggus @i sewa gsahei ¢ 6
juoiggalmas of a luohti. Through the exemplary case of the golden jackal, | have
also illustrated how juoiggus act s as an epistemol ogi cal p a

changes occurring in the echosystem, encoding them within a recognizable dynamic
system of values, thereby expanding the same echosystemic network with new sonic
connections, or | u o.LThrough this more-than-musical quality of juoiggus, the
Sami engage with change by capturing its essencelfiondu] and (ad)vocating it in
the performance, and they can catch and (ad)vocate thisluondu to the extent that
they reciprocally attune and listen -with it.

The growing repertoire of | u o Whete machinery, transportation and other
technologies are the juoiggalmas signals a parallel, ongoing expansion of
subjectivities in Sapmi. Through these unprecedented luoL i, hany juoigit embrace
I orin rare conflictual cases, exorcizeit he fAinewo and make sense ¢
a homely echosystem. Loudly projecting its technological voice across the tundra,
mohtorgielka has thus asserted itself as a soundmark defining the long Arctic
winter. To the ear of different juoigit , this loudness appears a primary qualifier of
the luondu of snowmobiles. In fact, one of the few| u o Lendountered related to
this technophonic subijectivity plays specifically with voice amplitude in its sonic
mi mesi s. I n staged performance | i ke the one
festival in Anér, this expressivity is further emphasized through the mediation of
another technological element, the microphone. In the recording (Audio 9),
Wimme Saari joiks mohtorgielkd accentuating the loud and crispy roar of the
engine by saturating the capsule of the microphone held on stage. Morphologically,
the sonic mimesis also unfolds through gradual pitch shifts and punctuated breaks,
vividly mirroring the gear changes and jolts from an uneven terrain (Figure 45).
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Figure 45 Technophonrc sonic mimesis visualized through a portron of the spectrogram
from the mohtorgielka luohti j oi ked by Wi mme Saari at the
festival, Anar.

Similar to the case of the mosquito, the sound of the snowmobile is conventionally
sorted by dominant epistemological frameworks as a noise, an undesired sound
«defined by its mutual exclusion from the category of music» (Novak 2015: 126). In
light of this exclusion, listening-with the bio(techno)cultural counter -narrative at
the foundation of Sami more-than-music might offer alternative teachings for a
broader, more meaningful and serious inclusion of diverse voices i including
technological i in the global debate on musicality. As Dylan Robinson provocatively
suggests, if we attend «to affect alongside normative listening habits and biases»,
this more intimate listening positionality «allows us to imagine (or audiate)
otherwise» (Robinson 2020: 38). Althou gh, during my fieldwork, | have not
personally heard anyone explicitly refer to mohtorgielka as ajuoigi, both Mai Britt
Utsi and Johan Sara Jr., in mimicking the sound of the vehicle, employed vocal
techniques reminiscent of juoiggus T much like when Mai Britt imitated the voice
of the mosquito before seamlessly transitioning into its luohti (see above).

On the role of the snowmobile asjuoiggaha 1 a catalyst forl u o L judigi and
reindeer herder Olof Blind (Bolnnu Ovlla) describes to Maj -Lis Skaltje how,

Dal na skohteraigge mon laven alo juoigat go mon bohccuid vuojan. Nu
guhk8 go dat mann8 buorit, dat mann§
fiinna |l uohti boahti me. Dasa g8vdnsg
jurddet ollenge. (in Skaltje 2005: 216) 308

Comparably, a reindeer herder from the Guovdageaidnu municipality told me that
when she follows the reindeer on the duoddarat with her snowmobile, the engine
of the vehicle occasionally provides a droning sound which triggers the spontaneous
performance of juoiggus (Renzi 2023b: 168).39° Although predominantly referring
to the sound of motorboats, Mai Britt Utsi also convened that if one listens -with
motorized sounds, these may supply our voice with an almost boundless source of
l uoilit

38 A Now, during snowmobile times, I al ways joik

things go smoothly, the luohti also sounds beautiful. In my opinion, a nice luohti comes. You find

many words for the luohti that.gou usually donoét

309 This was also mentioned to me by Samijuoigit and musicians Hilda Ldnsman and Lavre Johan
Eira, Oral teachings (personal communications), February 4, 2023, Guovdageaidnu. A similar
account is reported in Driver (2012: 11)
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Je de i eggudet | ag Youpay attention to different things, a
heargi, biila, fanas. draft reindeer, a car, a boat.
Na juohkelagan mainna johtta  All kind of things with which people
ol mmog, dat | ea Imove, they are ver
ahte go don vuojat go gulat motovra  when you drive and hear the sound of
jiena. the engine.310

On similar lines, Aubinet offers stimulating considerations on the role of
transportation as catalysts of juoiggus:

As far as | can tell, the only human-made things that people commonly

yoik are cars and snowmobiles, although these are rare sources in
comparison to animals, places, and people. It may be that a guiding
principle for what can be yoiked is movement: people, animals, vehicles,
and landscapes are engaged by moving through the land, whereas
institutions or cell phones may be considered more static. (Aubinet

2020a: 20)

Although Mai-Br i t t Ut si 6s sensitivity to the soun
lend support to this theory, I find it crucial to recognize that while movement can
indeed catalyze juoiggus, the stillness of the juoiggalmas does not inherently
reduce its capacity to juoiggaha i as mountains and rocks, despite their stillness
and apparent silence, continue to sustain luohti and inspire Sami to joik (Renzi
2023a).311 Just as stillness in Sapmi does not equate with absence of sounds or
voices (see above), it should not be seen as limiting the power of any entity to joik,
to be joiked or to sustain juoiggus. | argue that the greater incidence of snowmobiles
on juoiggus, over that of other modern technologies, rather reflects the positive
relationship i al mo st ai culkvatedsvhhithis dubjectivity and its respected
integration into the traditional echosystems where juoiggus thrives. The absence of
wind turbine | u o,lor instance, may not necessarily be due to their stationary
nature, as opposed to the inherent mobility of snowmobiles. Rather, it accounts for
the constructive role that snowmobiles play in the reindeer herding echosystem,
supporting and driving the reindeer along ancestral trails, in contrast with the
negative impact of the sound of wind turbines that, circumvented by the herd,
disorients the reindeer and poses a threat not only to their survival but, by
extension, to the echosystem as a whole.

In these terms, | argue that beyond taking on more-than-musical qualities, the
loud sound of the snowmobile i much like those of motorboats previously invoked
in Ellen-J o hanne Kmatdlus v ibkconses, for some people in Sapmi, a
familiar presence and a vital constituent of jaskatvuohta : a quietude relationally
defined by an affective listening that transcends sound amplitude and rather
cultivates attunement to the intense expressiveness of even the faintest whispers
and finds quiet comfortineventhe | oudest @Anoi sesmahtorgielkhal |y br

310 Mai Britt Utsi, Oral teachings (personal communications), August 15, 2023, Guovdageaidnu.
311 Ande Somby, Oral teaching (personal communication), June 11, 2021, Sirbma, Sapmi.
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into the conversation, the muitalus shared by Mathis Eira in the audio-anthology
naturally encapsulates this defining quality of listening -with affection:

Ol mmog de g8r vodi t Peoplelook forthe sounds that
ohccat jienaid maid addet buoriid.  transmit good feelings. People want to
Ol mm badjida gavdnot dego find, like, safety in everything they
oadjebasvuohta juohke dinga mas hear.
gulla dego. Dego Like the sounds of familiar people,
oahpesolbmotjienaid, dat addet they bring safety...
oadj ebasvuoht a. Thesounds ofyourown people, your
jietnat, Jhedr afgfamily. And in my case | feel certainly
okt avuolLas gal connected with two sounds: these are
jietna; eatni dahje luohti dahje eatni  the sound
go juoiga ja maiddai bohccut -jieanat, of my mother when she joiks and the
go | ean baj agadde soundsof reindeer. Because
mun dovddan aht |Igrewup withreindeers and when |
diekkar dovddu dego ahte mun lean hear them | get the feeling of being
ruovttus. Da leat goit dan maid mun  home. At least, this is what | feel. |
dovddan. Mun jahkan da le at aistton, believe that if | now say that | will
jus mun dajan dal ahte mun ii beasse never hear
goassege gullat bohccuidjietnat, mun reindeer-sounds again,
j 8hkan aht e muchofthatfeeling of safeness
oadjebasvuohta ja dat dovddu ahte would fade away.

don |l eat ruovttul wouldnot feel h o
eret. anymore.
Dat | ea ai stt on Itiswhatpeople feels connected to...
dovdda, da leat aistton dan maid  That is what people
ol mmog h§8I1 i i wantto listen.
Ol mmog oal | udavddg You getthe feeling you are safe, that

ahte lea oadjebasvuohta, da leat you are home. That this is what
ruoktu ja da leat aistton dan man  you are looking for.
ohcal at dego dan Lk Whileforother sounds, like
mat dego, dat eai leat nu vuohkasi those that are not so good to hear,
gullat dege adda dege hui unohas det that are very unpleasant,
ol mmog garvanit dpeoplecertainly
ahte. avoid them.

Nu ahte mun jahkan ahte da leat | believe it depends on what kind
aistton vuos makkar jienaide, makkar  of sounds, what kind of relationship
oktavuohta don | ar youcreate with the sound.
mun jurdagdgan nu al Therearesome sounds that

jienaid mat muhtimiidda leat hui matter more to some people and other

d e h a | muptimjiidda leat eard  sounds that are more important to

jienai d mat | e a others.

Ovdamearkka dihte muhtin liko ~ For example, some people enjoy the

scooterjienaid ainna daid liikkojit ~ sound of snowmobiles

scooteriin, ja ai becausetheyweave good relations
buori oktavuohta. Nu ahte da leat  with the scooter. So those are feelings
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di elLusge duovddui cthatarevery muchconnected with the
| at nun di ei (sounds3i2

In his contribution, while discussing the affective values inherent to the reindeer

herding echosystem, Mathis Eira underscores the sense of safetygadjebasvuohta]

and positive connection [oktavuohta ] that the sounds of snowmobile may signify to

some. Since their introduction in the 1960s, snowmobiles have played an
indispensable role in Sami traditional land management practices. They proved
remarkably valuable in reindeer husbandry, as this crucial profession required i

and in some cases still requiresi entire families to be constantly on the move
throughout the polar year. The stories shared within the audio-anthology, along

with numerous fieldwork accounts, reveal that the sounds of snowmobiles and

ATVs are not merely tolerated, yet often perceived as aesthetically pleasant or even

At herapeutico, ev oki mgdcentrimitengnte & local fsende ofme | i ne s
pl ace. Ma muntalus , theliefore, 8pgaks to issues of acoustic tolerance and
significance, as well as biocultural sustainability. In doing so, it shows affinities with

the message iMohto@ielkdu whitka ddVvoeates for the Sami right to

decide on their own matters, in reconciling ancestral knowledge with this
technological subjectivities for the pursuit of upholding traditional livelihoods. 313

l nci dentally, it al so advances a response
opening, cautioning about how sounds that certain people consider to be noise,

might be pleasant or even vital for others.

There is something both gr oaceustgmoeentreand f et |
preoccupation with Arctic fAisoundscapeso. (S
traditional | andscape practices and echosys
silenceo from this world? Whose fAsil enceo al
offended by t hese intentional adaptations on |
deafnessd posed by the | oudness of t hese
mirrored by the droiwsak dof -exdstng iilepsoitie Nartb,
which resist being singularly defined and universalized.

Diktibehtet min leat rafis  Let us be in peace
Eat mii leat dis doalvumin maidege = We are not taking anything from you

[ & [.]

D81 sii vigget meNow they are gover
Min 8ggiin me Naturegovernsourissues
Mi n 8ggi i n me Reindeer governs our issues

Min 8ggiin gal ga Ourissues mustbe governed by

mearridit  ourselves
Danin go mii leat maid luondu.  Because we are Nature toc*14

312 Eira (Mathis) 2024.
313 Ailu Valle, oral teaching (personal communication), May 7, 2021, Awvil, Sapmi.
314 Valle 2019c.



Silence

| have found silence in Sapmi

Airvaar av?
June 7, 2023, 18.30

Today, | have found silence in Sapmi. After months of learning that this condition
does not truly belong to these landsi despite the enduring settler imagery that
paint it as a synonym of vast emptiness and terra nullius T there it was,
unmistakably before me: silence and desert. Moments earlier, | had been hiking
through the dense, chirping forest along the Airvaaravagen after parking my car
on the side of the E45. Majestic Scots pines Beahci; Pinus sylvestris) creaked
and swayed in the wind, raindrops trickling from their branches after a recent
downpour. The trees densely surrounded me, and then, within a couple of steps,
they were not there anymore. It was as though | had crossed an invisible
boundary; the forest ended 7 just stopped T giving way to an abrupt, open
expanse of churnedup earth. Piles of branches and stumps of felled trees lay
scattered across the clearing. | found myself standing on the edge of a cleaicut,
and there | began to see why it bears such a name. Not only it had created ¢
sudden barren landscape where, over several hectares, all the trees had beel
felled i to the extent that, despite standing in what had once been a forest, | could
easily see the horizoni but, more strikingly, to my ears gone were the layers of
sound that surrounded me just moments ago. In that sensuous deafness, | set
down my microphones and started an auxiliary recording. My faithful matched
pair of omnidirectional mics, sheltered in a furry zeppelin, now stood on a tall
tripod, imitating the only other landm arks in this desolate landscape: skeletal
trunks that remained, dead or dying, a reminder of what had happened to their
arboreal kin (Figure 46). These were snags, the corpses of trees left standing as
part of an ecological practice by foresters, apparently meant to mitigate some of
the impacts of logging. A lone grey-headed woodpecker R 8 n e s | ; &icus |
canus) moving between these snags used them as lookout points, surveying the
surroundings. The woodpecker let out a call that finally reattuned my ears to the
surroundings, for they had felt heavy and hollow, only absorbing the absence and
loss. It seemed as though the woodpecker rekindled my hearing, because from
that moment, | began to detect other voices that had, until then, lain submerged
by a heavy stliness. A brambling (Vintan ; Fringilla montifringilla ) punctuated
the silence with a dry, rough trill at intervals of 10 to 15 seconds, calling from the
edge of the forest across the cutting. Most notably, though, | felt disoriented by
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sounds that were particularly difficult to pinpoint in that desertified ground.
Without the wooden walls of trees, sounds from far distances traveled easily into
this barren quadrant, and the abrupt forest border enriched them with echoes
that bounced from one side to the other. Standing out sharply was the clear,
ringing, r etprett e wé vef idaewommoSnt ugnmr e @dt
Tringa nebularia ) calling from a bog on the far side of the trees. A pair of late
whooper swans (N j u k Cygnus cygnus) added a brief duet, though | could not
discern where it originated; they were distant, and only a faint echo reached me.
Beyond these occasional bird calls, | was surprised by the total absence of
mosquitoes, even near the bog. Though it is only early June, in Guovdageaidnu, |
would have already needed my mosquito net for any excursion in the forest.
Although | cannot claim that the place was completely silent, every sound felt
strangely disconnected. They felt fragmented, mirroring t he fragmentation of the
landscape. And between these sounds, | could indeed find it: silence. Perhaps one
of the most intense impressions | have encountered so far in my time in Sapmi.
When the bird calls were quiet all at once, | could almost perceive sokly the
sounds generated by my bodyi an experience that led John Cage to realize that
absolute silence is impossiblei in life. Yet, today | have found silence in Sapmi.
It was in those places where the extraction of natural resources has stripped away
all but a cemetery of dead trees who could left nothing to hear, but an empty
acoustic space for the mourning of some birds [track no. 21 in Muitalusat
guldaleami birra ).

150 years ago, Stephen Sommier described the sonic quality of this same, albeit
heal t hy, bor eal f o r3& $¢Sommies 188Y: 30),dredacthg teei | enc e 0
natural quietude of these places to a lifeless stillness. This perspective,de facto,
reflects a dominant narrative that has for centuries associated the Arctic with a
pristine emptiness, where the silence of the land is equated with the silence of its
inhabitants (Grim 2001 44 -45; Ligi 2016: 99-100; Ulturgasheva, Bodenhorn 2022:
27). As Ellen-Johanne Kvalsvik fittingly notes, «[hJow you experience a silent,
untouched nature is connected to ways of knowing» that starkly separate nature
from culture and may lead to forms of epistemic ignorance (Kvalsvik 2019: 10; cf.
Finbog 2022b; Kanngieser 2023). Completely oblivious of the Sami i who
nonetheless accompanied (and served) him throughout his Arctic expedition T in
his travelogue, Giuseppe Acerbi delegitimizes the history and heritage of
Indigenous communities on their land, questioni ng the existential significance of
such an emptied geographic expanse:

That profound solitude and silence which every where reigns, will every
instant suggest the question, to what good end do those places serve? To
what purpose all that beautiful scenery of lakes, rivers, rivulets, and

3B5fisi |l enzi o di morteo
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cascades, if those deserts are never, as would seem to be the case, to be
peopled by human beings? (Acerbi 1802b: 130)

The written accounts of settlers and explorers reaching the northernmost areas of

continental Europe clearly reinforced an idea of terra nullius , seemingly justifying

settler claims to these territories (cf. Finbog 2022b: 6), where the mystified

emptiness was, and still is, paradoxically associated with «utterly imaginable

riches» (Ulturgasheva, Bodenhorn 2022: 27). These exotifying and commodifying
descriptions often relied on sublime i mpres:
sil enceo t hhgvacuityesethé sage far éxtensive exploration, conquest

and exploitation of the Arctic (Grim 2001; Finbog 2022b; Ulturgasheva, Bodenhorn

2022; Kanngieser 2023). Consequently, these accounts underlie a dominant and

pervasive history of listening to th e Arctic that, in the complete absence of sounds

and life, fossilized the idea of a silent North, still recently advocated by Schafer

within dominant scientific framewoirthas ( see
in Schafer delegitimizes every declinaton of snowmobile usesi is at the core of an
acoustemological conquest of the region, which deliberately ignores or silences «the

knowledge and cultures of Indigenous populations, of their memories and ancestral

links and their manner of relating to other s and to the land» (Finbog 2022b: 5).

Such narrative tropes as the silent North have thus contributed to a deep epistemic

divide that even molded contemporary ecoacoustic scholarship, where reductive
interpretations of boreal echosystems still linger. Schaf er 6 s mysti fying pe
exemplifies this, while for ecoacoustic researcher and practitioner David Monacchi,

[ é] anche dopo varie escursioni verso il I
|l sl and, ri masi del us o, cberano pochi ssi mi
punto di vista sonoro, fu scarso, ma a quella fredda, sterminata e

silenziosa foresta devo moltissimo: fu lei che mi fece definitivamente

capire che in futuro avrei dovuto concentrarmi soltanto sui Tropici 316

(Monacchi 2019: 47).

Through the epistemic criticalities presented by the sound of the snowmobile and
the counter-narrative on silence offered by the Sdmi concept ofjaskatvuohta , | have
sought to highlight how Sami histories of listening emphasize the vitality of never -
voiceless echosystems. From these narratives, an Indigenous acoustemology
emerge where silence is solely an illusion that does not exist even where life end$
aseven in its lifeless stillness, a cleared forest of skeletal trees can continue to pass
down stories as long as someone is ready to listen with them:

36fi[| €] even after several excursions to the ifar Nort
there were very few sounds. [ é] The 6l oot 6, from a
much to that cold, vast, and silent forest: it taught me that in the future | would need to focus solely

on the Tropicsbo
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ja go visot lea meaddel
i gull o gat mi hkkege
ii mihkkege
ja dat gullo31”

(Valkeapaa 1988, 8571)

S"famnmhen everything is over |/ nothing is heard any
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(In)conclusions

Dr awi ng o n edndtgo musihkkadbm oc o i n did Skhlye advbacautious
encapsulation of the all-encompassing (in)definition for juoiggus, this dissertation

explored the theoretical -thamdanusppbi & ¢-
with Sami echosystems, acoustemologies and histories of listening. While

ethnographic literature has historically stripped juoiggus of other-than-human

agencyi categorizing it as an exclusively cultural (inherently human) heritage i

Sami onto-epistemologies demonstrate that this tradition transcends human

exceptionalism, rather characterizing juoiggus as a biocultural heritage shared
among the Sami and other Earth beings inhabiting the northernmost regions of

continental Europe. This recognition, in the dissertation, urged the adoption of a

biocultural approach to trace relational ontologies where othe r-than-human beings
and the Land cannot be separated from the sociccultural sphere. These relational
ontologies notably find privileged manifestation in the practice of juoiggus, where
luohti represents a sonic relationship between human and other-than human

subjectivities, communities and place. Although luohti sounds like music, it conveys
much more; thus, it cannot be uncritically reduced to this singular top -down
category, historically situated within dominant acoustemologies. More -than-music
emerges as an Indigenous countertheory and describes a bottom-up concept that,
from Sapmi, challenges a scholarly exhaustion determined by early and
contemporary ethnographic accounts that have essentialized juoiggus as solely a
musical phenomenon.

The Introduction 7 which sets a theoretical foundation for this dissertation 1

hosit 20

preemptively answer s hdwhcan jubiggasdbe explaingdiass t i o n,

something more-than-music?6 . H @uoiggys is portrayed as a holistic
phenomenon, a complex network of sonic reciprocities that develop over time
within a certain area, involving all the entities that characterize it, and the ways they
influence each other [echosystem]. Thus, establishing and reinforcing an inter -
subjective kinship that extends beyond the human, juoiggus can be explained as
something more than just music. In this same section, juoiggus also theoretically
surfaces as an acoustemological paradigm; a wayof-knowing the world through
listening and sounding practices that encompass the Land and all its subjectivity
[acoustemology]. Because environmental soundsi as other-than-human voices or,
rather, luoL i beyond human voicesi carry valuable knowledge and messages for
those attuned to them and able to interpret them, juoiggus is explained in Sapmi as
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something that might take on musical form; yet, cannot be simplified to melody
alone and preserved as such. Finally, staying on an exquisitely theoretical
dimension, juoiggus is described as engaging with nonlinear time-spaces by
tracing and encoding ecosystemic genealogies within specific formulas that ensured
the preservation of not only the memory of individuals, communities and places,
but also of practices and long-standing connections people have had with the land
[history of listening]. These traces, acoustically woven into the landscape,
represents a biocultural heritage that older and younger generations of Sami
continue to reassemble and pass on in the creative and evefadapting performance.
However, according to Sami orality, such transmission is fostered also among other
Earth beings i wind, rivers, mosquitoes and, why not, snowmobiles too i where the
words Otraditiond and Oheritaged are
and extends to entire ecosystems. Challenging human exceptionalsm intrinsic to

nsepa

t he domi nant ¢ onc e pjuoiggus as éometrsng madie thammusid, i o n s

where human and other-than-human juoigit , together with the Land, embody living

archives for the safeguard and transmission of ancestral knowledge, while also
providing key insights into how this knowledge and the natural landscape of Sapmi

have transformed over time. The Land vitally participat es into the safeguard and
transmission of ancestral knowledge, and this urges the acknowledgement of its
subjective will through the promotion of bottom -up heritagization and

conservation practices.

To extend the theoretical horizons of juoiggus 6 a s -thanrneu si ¢ 6 |

nto t

sphere of practice, this studywiatdiv@a ncedadt ed m

the osmotic exchange and sense of togetherness that are inherent in stories and

juoiggus ( c f . Jensen 20®00h (caeedLasdedMuital us

b i r rSadh)a.posture of listening engages academic research with reciprocal
responsibilites, i nvi ting to know the world and
when conventional scientific frameworks fail to address or even exacerbate
planetary breakdown, theories and methods rooted in linear objectification appear
increasingly inadequate. Top-d own terms | i ke &dmusi cbo

its r

and O0s

ethnographic descriptors of juoiggus, similarly fall short, stripping biegga,|l uoj k a

mohtorgielka and other Earth beings from their recognition as rightsholders to the
same, bioculturally shared juoiggus heritage. The three case studies presented in

this thesis (1. Biegga [wind], 2. Luoi ka [ m

have highlighted through sonic relations in -practice how settler perceptions have
led to ontological and acoustemological disaepancies, endangering the consulted
other-than-human subijectivities and their broader echosystem. With its animacy

and capacity to joik dismissed, biegga is heard solely as a discrete, controllable
resource. Fossilized as a nuisancel u o ibdc@mes something undesired and easily
swatted away. Labeled as acoustic pollution, mohtorgielkd has its local
technophonic significance overlooked, with the risk of potential harm through

erasure or ecoacoustic restriction. In contrast, Sami histories of listening weave
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positive relationships with the other -than-human, constructing an interconnected

echosystem where each entity, place, and event relates through privileged sonic

bondsi | u o L ihdt foster inter -subjective kinships. Beyond presenting isolated
idiosyncrasies and sonic conflictualities, in fact, biegga, | u o iahkdanohtorgielka

reveal essential sonic relationships and ecological reciprocities, within the bohccuin

echosystemi described as a network of multispecies sonic interactions that moves

Awi t h teheer & .eiThhde vpresedt caretaker, @ovides the reindeer with

an enduring compass, guiding them along anc:
the windd, provokes the reindeer pushing th
atop the duoddarat during summer. The snowmobile, in turn, inherits the role of

the mosquito during the winter, also driving the herd from behind.

In conclusion, (in)conclusion. The histories of listening and acoustemologies
presented in this thesis demonstrated how juoiggus resists any singular or inert
definition, challenging prevailing assumptions in dominant academic research. The
nature of juoiggussuggests Ano begiaventomttemmsratdisowo e nd o
definition. It encompasses all that has been discussed here and yet remains beyond
it. Juoiggus lea eanet go musihkka.
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Figure 1 Map of Sapmi with place names in the respective Sami language (based on
cartographic data from Nordregio).
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Figure 5 Gaup, Aage,Sculpture | & Il , 1979, Wood, paint, screws, and wires Nordnorsk
Kunstmuseum, Tromsg, Norway (featured at The Milk of Dreams i 59th International Art
Exhibition La Biennale di Venezia, April 23 i November 27, 2022) (Renzi 2022).

Figure 7 Roman lakovlev holding a super-cardioid microphone (Sennheiser ME66) during
one of the dialogic recording sessions (Guovdageaidnu, 13.08.2023)Renzi 2023)
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Figure 8 Arina Shaborshina sampling herrisku dur i ng a &éDuoji(Rgniienat 6 w
2023).

Figure 9 Omnidirectional stereo (A -B) field recording setup at Niipavarri, Muosat (Renzi
2023).



Figure 10 Omnidirectional stereo (A -B) field recording setup at turbine T9, Haveygavlen,
Awva (Renzi 2023).

Figure 11 Omnidirectional stereo (A -B) field recording setup at Leviduottar, Levi (Renzi
2022).
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Figure 12 Fishing sounds with hydro - Figure 13 Recording wind -water
phone at Alttavuonna, Alta interactions with hydrophone at Ballas -
(Renzi 2023). javri, Muona (Renzi 2022).

'///777771 //777777

Figure 14 Underwater recording of the rattling sound from the trap -fence system
installed in Deanudgal di Orncarhynghusegoreusaha) framn
migrating up the Deatnu (Renzi 2023).
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Figure 15Geophone recording of water runni(Renziunder
2023).
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Figure 16 Geophone and contact recording of snow being windswept on frosty ground in
Guovdageaidnu (Renzi 2023).
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Figure 17 Spiked geophone picks up soil vibrations from reindeer feeding on green grass in
Awvil-Méhtte (Renzi 2023).

Figure 18 Contact mic clipped to a branch picks up tree-wind interactions on top of
Leviduottar, Levi (Renzi 2022).
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Figure 19Br eakdown of the AAural Tr gRenzi2028) hni que, at



Figure 21 Roman lakovlev whistles to
summon the wind at Guhkesjavri,
Guovdageaidnu (Renzi 2023).

Figure 20 Gust of wind (biegganjunni ) lifts
the snow in Skéidi (Renzi 2023).
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