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A Comparative analysis of linguistic
characteristics of historical Saami vocal
music traditions and storytelling in Finland

Marko Jouste, Sierge Rasmus, Jukka Mettovaara & Markus Juutinen
Giellagas-Institute, University of Oulu

Abstract

There exists a vast collection of historical spoken Saami language material preserved in
sound archives in Finland, Norway, Sweden, Russia, and Estonia. Two types of
performances dominate the historical archive collections: recordings of storytelling and
Saami music traditions. In this article, we focus on three Saami languages spoken in
Finland: North Saami, Aanaar Saami, and Skolt Saami, and their traditional vocal music
respectively. We look more closely at the municipality of Aanaar (Inari), where all the three
language groups have existed after the Second World War. We compare the linguistic
characteristics of historical Saami storytelling and music across these languages and point
out various ways how language and singing intersect. Since these are sung traditions, the
linguistic features play a crucial role beside music, and it is evident that analysis of
structures of performances require co-operation of both music studies and linguistic
research. This approach provides a comprehensive understanding of how words and
melodies are constructed in the performance.

Keywords:
linguistics, music research, oral history, archives, Saami music
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Introduction

There is a vast collection of historical spoken Saami language material preserved in sound
archives across Finland, Norway, Sweden, Russia, and Estonia. The earliest audio
recordings date back to the early 20th century, and to this day, hundreds of hours of
language data have been preserved thanks to extensive scientific fieldwork and the
publishing efforts of modern Saami media. Two types of performances dominate the
historical archive collections: recordings of storytelling and Saami music traditions.
Historically, these materials have significantly influenced linguistic research, such as the
development of grammars and normative orthographies for Saami languages. However, the
linguistic study of these materials as examples of specific performance types remains
relatively limited.*

In our paper, we focus on three Saami languages spoken in Finland: North Saami, Skolt
Saami, and Aanaar Saami and their traditional vocal music respectively. Our aim is to study
these comparatively and point out various ways how language and singing intersect.
Furthermore, we look more closely at the municipality of Aanaar (Inari), where all the three
language groups have existed after the Second World War. One must remember that
especially North Saami is a large language group, and it is spoken in a wide geographical
area containing several local dialects and different musical traditions. We have chosen only
the North Saami of Inari. Also, we focus only on historical material from the 20th century,
and we have chosen mainly examples from interviews, in which the same informants have
performed both singing and storytelling.

First, we examine the musical and linguistic characteristics of the vocal music traditions in
these language groups, addressing questions such as: What principles guide the construction
of musical performances, and how do the musical and linguistic elements interact? Second,
we analyze the structural, lexical, and morphological features found in texts used within
musical traditions. Finally, we explore the commonalities between the language of Saami
music traditions and storytelling in each of the three languages. We conclude by comparing
the linguistic characteristics of historical Saami storytelling and music across these
languages. Additionally, we propose interpretations of the similarities and differences in
how language is used in these two distinct types of linguistic performance.

As a general term, “singing” refers to “the activity of making musical sounds with one’s
voice.” 2 However, in all Saami cultures, there are distinct terms for singing in the Saami
way versus singing in a non-Saami manner, such as performing “Finnish songs,” “Lutheran
psalms,” or “Russian dance songs.” Similarly, there are specific terms for both “Saami
songs” and other types of songs. The first set of terms is particularly relevant to our
investigation. Overall, three main categories of names exist for “Saami song,” as determined
by etymological and historical linguistic analyses. The names of regional traditions can be
considered subtypes of these main categories. The southern name type derives from PSaa
*vuolé and pre-PSaa and PU *wala (Aikio 2006, 26-27). It is used in regional traditions in
three variants: SaaS vuolie, SaaU vuéllie, and SaaP, Saal vuolle. The northern name type
derives from PNwGerm */gta- sound’ (>Swedish and Norwegian: 1at). It has been borrowed
into Proto-Saami as */uote (> SaaN luohti, SaaA lyeti). The eastern name type derives from

! However, one starting point for this research was the analysis presented in Jouste et al. 2020. See also
Saastamoinen et al. 2024; Jouste 2006.
2 https://www.oxfordlearnersdictionaries.com/definition/american_english/singing
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Early Norse *liuda and has a notable number of attestations in historical language forms:
ONo 1jéo “verse of a song’; Icel 1j6d ‘poem’; PGerm *leupa; OEngl leap ‘song, poem’;
OHGerm liod ‘song’; (>Germ lied ‘song’). Its variants are SaaA, livde (liut) SaaSk leu'dd,
SaaK li'vvd, and SaaT lu'vvde. (Aikio 2023.) (See Figure 1.)

: 3. Eastern type: < Early Norse *liuda
25 North.ern ly‘pc: b *  SaaA livde ONo [jéd “verse of a song’
: EZZ?;:?,”“ i) 2?{ L + SaaSk leu'dd Icel l[jod ‘poem’

> : *  SaaK li'vwd PGerm *leupa

* PSaa *luoté

< PNwGerm */ata- ‘sound’ D‘ll:‘b

vrt. Swedish and Norwegian: lat vars:
s Luohti
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=+ VN e
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+ SaaT lu'vvde OEngl leap ‘song, poem’
OHGerm liod ‘song’
(> Germ Lied ‘song’)
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vusiie. Ve
1. Southern type:
Violle * Saa8 vuolie
+ Saal SaaP vuolle
+  SaaU vuéllie ¥ =
< PSaa *vuole :
pre-PSaa and PU *wala

Figure 1. Three main name types for “Saami song”. The names of regional traditions can be seen
as subtypes of these main types.?

In research on Saami cultures, particularly during the 20th century, it was common to refer
to all Saami singing using the term yoik meaning “Saami song” (Korhonen 1983, 134; T. I.
Itkonen 1948 11, 559; see also Liderwaldt 2001, 206—208), which comes either directly or
via Finnish or Scandinavian languages from the North Saami verb juoigat ‘to yoik’.
However, as shown above, each Saami group has specific names for its own musical
traditions (also mentioned in T. I. Itkonen 1948, 559). Using the correct terminology is
crucial for adhering to the ethical principles of Indigenous research, avoiding the imposition
of Western concepts on cultural features that have distinct terms within Saami culture.
Moreover, these traditions vary significantly, as demonstrated in recent scientific literature,
and as further discussed in this paper.

Our hypothesis is that many linguistic features present in music traditions can also be found
in colloquial language. Thus, by comparing these different performance types, we gain a
better understanding of the linguistic characteristics of musical traditions. We compare the
language used in music with the spoken language of the same era, focusing particularly on
performance language, which is tied to storytelling and fairytale traditions. Additionally,
we examine the stylistic and aesthetic choices made by the performers in the analyzed
material, operating under the assumption that they are drawing on traditions passed down
to them. For the North and Skolt Saami examples, we were able to analyze both spoken and
sung language recorded from the same performers. However, for Aanaar Saami, no such
individual was found in the historical archive materials. Instead, we analyzed recordings
from the same era performed by different individuals.

In addition to analyzing the material itself, we aim to develop a model for analysis that
integrates music and language research. This is particularly important because Saami

3 Remarks on the language history of the names: See Aikio 2023.
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musical traditions are primarily based on singing, where words and melody are produced
simultaneously. Both areas require distinct attention, as the words influence the melody and
rhythm, and vice versa. Structural analysis of recorded performances enables us to identify
their typical characteristics. The primary method for analyzing musical performances is
paradigmatic structural analysis (Niemi & Jouste 2013), which involves arranging similar
structural elements in parallel to examine repetition and variation. This method is especially
effective for music based on iterative principles, where the same or similar melody is
repeated throughout the performance, while various textual elements are combined with the
recurring melody. This characteristic is common to all the musical traditions studied here.
It is important to note that the three musical traditions discussed in this study are stylistically
diverse and exhibit significant variation, both regionally and individually. This divergence
is not only a defining feature of various local Saami musical traditions, but it can be seen
also in many other local culture features, e.g. language, clothing, customs of livelihood and
manners of living. Naturally, counterexamples to the practices identified in this analysis
also exist.

North Saami luohti tradition

The luohti tradition holds a central place in the musical culture of North Saami speakers.
Historical sources document Saami singing as early as the 17th century, such as Olaus
Sirma’s texts included in Johannes Schefferus’s Lapponia (1673). However, Sirma’s
tradition represents the now-extinct Kemi Saami music culture, rather than North Saami.*
The earliest musical transcriptions of luohti date to 1799. Both the Italian traveler Giuseppe
Acerbi (1773-1846) and the Swedish military officer Anders Fredrik Skjoldebrand (1757-
1834) made competing transcriptions of the same luohti performance by an anonymous
Saami yoiker near Guovdageaidnu, Norway. In the 19th century, most documentation
focused on the texts of luohtis rather than on the music itself. The earliest audio recordings,
made in the early 20th century, captured both North Saami music and storytelling. To this
day, hundreds of hours of North Saami language data are preserved in archives in Finland
and other countries (Valtonen et al. 2019; Jouste 2011, 21-27. See also Skjoldebrand 1986;
Saarenheimo 1989).

For our analysis, we used interviews conducted in 1956. The Finnish Literature Society
carried out fieldwork in the Ohcejohka and Anar® regions, recording 147 stories and 37
luohtis. Two of the six interviewees, siblings Elli-Marja Jomppanen (b. 1900) and Niila
Kitti (b. 1886), performed both luohtis and stories during the interviews. They lived in the
MeneSjavri region of the Anadr municipality. The interviews were conducted by Erkki
Itkonen (1913-1992), Professor of Finno-Ugric Studies at the University of Helsinki, and
Jouko Hautala (1910-1983), Professor of Folklore Studies and head of the Finnish
Literature Society's folklore archive. Jomppanen performed 25 luohtis and 22 stories, while
Kitti performed 12 luohtis and 33 stories.®

4 In earlier research the origins of Olaus Sirma and his language have been defined to be in Sodankyl4 region
which was a part of historical area of Kemi Lapland (Valtonen et al. 2019, 112).
® The name Andr is used of Inari when talking about the North Saami tradition. The name Aanaar is used when
talking about the Aanaar Saami tradition.
% The material is preserved in the archives of the Finnish Literature Society and The Finno-Ugrian Society. Due to
recent research project in The Saami Culture Archive in the University of Oulu, the material has been transcribed
in standard North Saami orthography and the language data is also structured in XML-format (ELAN Multimedia
Annotator environment).
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The luohti tradition is the most extensively studied of all Saami music traditions, with
descriptions and analyses spanning over a century (Jouste 2014; 2008; Launis 1908). A
luohti performance is a communicative, and sometimes auto-communicative, event where
the yoiker describes the referent of a specific luohti musically and verbally. According to a
North Saami yoiker Ante Mihkkal Gaup (1995, 75; 79) in traditional cultural context a
luohti melody can be defined as luohtenamma ‘luohti-name’, thus a “musical name”, of the
referent (See also Hirvasvuopio 2008, 44). The melody alone can define the referent, even
if the performer chooses not to use words. Changing the melody would alter the meaning,
akin to calling a person by the wrong name. As a result, once a yoiker selects a melody;, it
remains consistent throughout the performance. The words are arranged to fit the pre-
existing melody and its metric structure. In the following example of Elli-Marja
Jomppanen’s Déakterdiddu luohti ‘A luohti of a Skinny Old Reindeer’’, a luohti melody

consisting of two musical phrases (a and b) is performed with a different set of words each
time. (See Figure 2.)

Melodynhrase ;| S — I S —]
A Y] ; {3 = r i l. = s i Melody-phrase o= ! ! I - i
) ) [ S— = ——— S —
Text-phrase a: Dik - te mi - dun ki jwo  go Text-phraseb: o . 1o ool b k6 - lGe! ‘Ko - Ib
rEs > — b > P— —
Melody-phraseal: ZA—pr—@—F—F F @ & 1 Melody-phrmseb: fF—p—f = e
o i ; . =
Text-phrase a': Guov - da - geid - muivel Jea  lol - lol Text-phrase b: lo - lo ool - lo loo - loo oo - lo
y =P — = e o ]
Melody-phrase a?; y — e : { = » 1 Melody-phrase b: f t — = = i ]
e == 1 —_———
Text-phrase a': Dk - 1 riid - du  gea - s - hii Text-phrase ¢': Guov - da - geid - nui vel ka - aa  juo
e >
Melody-phrase a*: i — T £ ]
i B == i ; :
) ——
Text-phrase b': ol - lol dool - o loo - loo - o

Figure 2. Example of how the words are placed in the luohti melody. Déakteraiddu luohti by
Elli Maria Jomppanen 1956 (SKSA, A 322/8). Transcribed by Marko Jouste.

The linguistic features of luohti texts

In general, luohti texts consist of three categories of linguistic elements:

1. Words with lexical meaning®, which can form sentences. In the Dakteraiddu luohti,
these include the following: Daékterdidun ‘as an old skinny reindeer’,
Guovdageidnui ‘to Guovdageaidnu’, Dakteraiddu geasihii Guovdageidnui ‘a skinny
old reindeer was pulled to Guovdageaidnu’.

2. Luohti syllables, which are words used instead of meaningful language. These
syllables often form the majority of luohti texts and contribute to the phonetic
aesthetics of the lullaby:

e.g., lul-luu, lol-loo, lal-laa, etc.

3. Little words, whose function is to structure the text so that the stressed syllables of the
words align with the stressed parts of the melody. These can belong to various word
classes:

a) Adverbs and particles form the majority: vel ~ vela “still’, jo ~ juo ‘already’, gal
‘indeed’, dalle ‘then’, na ‘well’, go, jo, vel, de ‘when, yes, yet, then’

" Dékteraidu means literally "a queue of bones’.
8 Words with lexical meaning have a definable meaning in contrast to luohti syllables e.g. lo or la, which occur
mainly in the performance of a luohti.
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b) Demonstrative pronoun dat ‘it’,

c) Conjunctions: de, ‘so; then’, go “as, when; than’

d) Copula verbs: lea ~ la “is’, lij id., lei ‘was’
This group of little words that we have decided to call wordlets, is particularly interesting
because their functions can vary depending on the textual and musical context of the luohti.
They can carry meaning as part of a lexical phrase: Hdvga dat lei jo fierbmdi ¢dknan ‘A
pike, it had already got stuck in a fishing net’; They can replace lexical words or syllables
within the same rhythmic units; They are used to fill rhythmic units if the lexical words do
not provide enough syllables; They can also have rhythmic significance, forming recurring
elements within particular rhythmic units. For example, the go syllable appears as the final
part of a three-syllable rhythmic unit in Elli-Marja Jomppanen’s Havgga luohti “A luohti of
a pike’. (See Figure 3.)

2 3 2 2 (+1)

1. Buika- leamen go havga vel jo.

Lul-luu, lul-lul- go lul-luu, lul-luu.

2. Héavga dat lei jo fierbmai Cdakyan.
Lul-luu, lul-lul- go lul-luu, lul-luu.

3.  Buika- leamen  go buika- leamen go
fierbmai Canai go lul-luu, lul-luu.
Lul-luu, lul-lul go lul-luu, lul-luu.

4.  Havga dat lei go vel jo, vel jo.

Buika- leamen  go nun-nun- nuu. [-]

Figure 3. Havgga luohti by Elli Maria Jomppanen 1961 (Kper, AK/0533/05).°

Usually, wordlets appear in luohti texts either individually or in a series of several wordlets.
Common idiomatic expressions include e.g. dat lei juo, dat lei go, and vel jo vel jo.
Sometimes these elements appear within compound words, for example: Gihtti-Hansa —
Gihtti-jo-Hansa; JavrraSduoddaris — Javrras-jo-duoddaris. Since luohti texts incorporate
various linguistic elements, words with lexical meanings are often dispersed throughout the
performance, interspersed with wordlets and luohti syllables.

From the material analyzed, we identified three types of sentence structures. Firstly, there
are list-like structures: In this type, lexical words refer only to a specific referent by its name
(e.g. a person, animal, or place) or include an epithet describing it. These lines do not form
complete sentences but instead function as lists of words describing the referent and its
attributes. For example, in Elli Maria Jomppanen’s luohti of the Leammi River, the text is
constructed from four lines. The first and fourth lines are place names, while the second and
third lines are epithets describing the place. The fourth line also includes an epithet.

Leammi-jo-roggi, lo-loo-lo loo-lo.
‘Leammi (already) gorge, [luohti syllables]’

° The black parts are the text, the green the luohti syllables and red wordlets.
45



Dutkansearvvi diedalas digecala

Dolin aigin, jo jo stuorra jo ¢oaléi, lo-loo-lo loo-lo.
‘From ancient times (already already) big (already) graceful, [luohti syllables].’

Dolin aigin, jo vel stuorra jo éoaléi, lo-loo-lo loo-lo.
‘From ancient times (already still) big (already) graceful, [luohti syllables].’

Leammi-jo-roggi, jo, helveha roggi, lo-loo-lo loo-lo.
‘Leammi (already) gorge (already), hell’s gorge, [luohti syllables].” (SKSA
A322/19.)

Secondly, luohti texts can include complete sentences. These are interspersed with little
words and luohti syllables. For example, Bavllosa luohti by Niila Kitti is composed of four
complete sentences.

1. Na, Béavllosa[t] ledge ve-la juo go Seade-jo-qgili riggét vel jo, lo-lo, lool-lo, lol-lo, lol-lo.
‘Well, Bavllosa[t] were (still already when) Soade-(already)-gili rich [people] (still
already) [luohti syllables].’

2. Dat lei dakkéar addja vel jo, gal dat jo lei gol niestebohccu valdit jo, loo-lo, lol-lo, lo.
‘It was such a man (still already yes already) it had (when) taken a reindeer for a supply
(already), [luohti syllables].”

3. Na, dal lei jo dakkéar addja, gal dat jo oadéui valdit niestibohccu jo.
‘Well, now was (already) such a man, (yes) it (already) was permitted to take a
reindeer for a supply (already).’

4. 1j ja darbbaSan jo ballat ahte ladnai bidjat, lo-lo-lol, lool-lo, lool-lo, lo.
‘[He] did not (and) have to fear that [he was] put to jail, [luohti syllables].” (SKSA
A322/15.)

Thirdly, luohti texts may also contain incomplete or fragmentary sentences, where some
words appear to be missing or where only a copula verb is present. Elli-Marja Jomppanen’s
Dakteraiddu luohti begins with a sentence that can be analyzed in two ways, depending on
the interpretation of the wordlets. If the wordlets are excluded, the phrase Dakteraidun lei
jo go Guovdageidnui vel la forms a fragmentary sentence meaning: ‘As an old skinny
reindeer -- to Guovdageaidnu.” However, if the word lei ‘was’ is considered a copula verb,
it allows for the inference of a possible main verb in the sentence. For instance: Dakteraidun
lei [ruohttan? mannan?] jo go Guovdageidnui vel la *As an old skinny reindeer, it had [been
pulled? gone?] to Guovdageaidnu’.

Researchers of Saami music traditions in the beginning of the 20th century suggested that
North Saami luohti texts represent the most “archaic” or “undeveloped” form of poetic
metric, as they often contain only a few words with lexical meaning. This was contrasted
with “advanced” or “developed” poetry, such as the Kalevala runic songs, which often
consist of tens or hundreds of text lines and are structured according to the distinctive poetic
measure known as “Kalevala meter.” Finnish linguist T. I. Itkonen even suggested that the
most primitive form of poetry was exemplified by the Saami reindeer herder’s
cry: “beautiful cattle, beautiful cattle.” (T. I. Itkonen 1948 I1, 562; 1921, 214; Kuusi 1963,
135. See Jouste 2001; 2004.) This example was allegedly derived from Armas
Launis’ Lappische Juoigos-Melodien, which includes a luohti text with this phrase among
over 800 examples of North Saami luohti and Aanaar Saami livde (Launis 1908; Jouste
2011, 56-59).

Such an interpretation may be understandable if one considers only the words with lexical
meaning while disregarding the other elements of a luohti performance. However, when all
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the elements are analyzed—musically and linguistically—it becomes clear
that luohti performances often follow specific recurrent rhythmic patterns. The rhythm of
the melody establishes a specific and relatively stable “luohti meter”, which
the yoiker adheres to throughout the performance. This repeating pattern consists of
rhythmic units of two or three beats, which can combine in various ways, such as 2+2, 2+3,
3+2, 3+3, 2+2+2, 2+2+3, or 3+3+2. In Dakterdiddu luohti, for example, the meter
comprises four beats (a: 2+2 | b: 2+2). The syllables of the words align with this metric
model, demonstrating the structured and deliberate nature of the performance.
(See Figure 4.)

2 2 2 2
1. Dak-te- rai-(i)- dun lei jogo
lo-lo lool-lo loo-loo loo-lo.
2. Guov-da- geid-nui vella lol-lol
lo-lo lool-lo loo-loo loo-lo.
3. Dak-te- ra-(id)- du gea- si-hii
Guov-da- geid-nui vel la- aajo
lol-lol lool-lo loo-loo- lo. [-]
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Figure 4. The organization of words according the “luohti meter” in Dakteraiddu luohti
(SKSA 322/8).
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Figure 5. Havgga luohti by Elli Maria Jomppanen 1956 (AK/0533). Transcribed by
Marko Jouste.

However, it is not possible to reconstruct the rhythmic meter of the melody by the text
alone. In some cases, there are differences between the amount of the syllables in the text
and the beat-structure of the melody. In the next example of Elli Maria Jomppanen’s
Héavgga luohti ‘A luohti of a pike’, the rhythmical pattern of the text is 2+3+2+2 syllables,
but the meter of the melody is 2+2+3 | 2+2+3 beats. (See Figure 5.)

Comparing the language of luohti and storytelling

Research on the characteristics of historical narrative language is rather marginal. For this
reason, we will apply the observations made by Pauli Saukkonen (1970), a professor of
Finnish language, and compare them to the North Saami language found in the recorded
material of Elli-Marja Jomppanen and Niila Kitti from 1956. In our analysis, we found
notable similarities between the language used in luohti performances and storytelling. A
common feature of both luohti and storytelling, or fairy tales, is that sentences are often
linked together in such a way that determining sentence completeness can be challenging.
This reflects the findings in the analysis of the luohti language. In storytelling, many
sentences are connected to one another through conjunctions, pronouns, and adverbs such
asna, ja, vel, and jo. This can be seen in the following example from Elli-Marja Jomppanen:
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Mubhtin, dat lei Andaras-boadnja, ledje muhtin suhttan ja noidon dan ala jameziid,
na. Jameziid noidon dan ala doppe havddis valdan ja bidjan mulddi ammal Na, ja
dette jAmeSat Saddan dan olbmo ala, dat ii balle go nohka, delle bohtet ja nu deddet
ja carvot ja dat ii balle oaddit goasge. Na, ferte dan lihkkat. Ja go das nohka, delle
dat girdit ala ja ¢arvot. Guokte lea. Na, dat ii balle oaddit, ii goasge. Ja jahkebealle
jo jahkebealle dat givssidedie.

Na. Mo son daiguin galga lahttet go, muhto, na. De johtalii, dat lei goahti gos dal
lea. Na, de johtaledje dat dal dat goahteolbmot buot, ja dot dan gok&e dohko, dan
Andaras-boadnja dohko duorggaid vuollai. Na, ahte dat lea jabméan. Na, de bohte
dat jamezat” diedus, deaddithan aiggosedje ja ¢arvut. Na, de goaivuba duorggaid
vuolde. Andaras-boadnja lea sanga njangan. Ja goaivuba daid duorggaid ere, na:
Dot dohppii gitta, snadjestii guktuiguin gieda, eaba Sat sahttan geaidit, eabage. De,
de vélddii dat reangan: ahte jahkebeale galgaba repgot su. - -

“There was one... it was old Andreas... there were some angry people, and... they had
bewitched the dead against him, so... they had bewitched the dead to attack him,
taken them from the grave and put them..., probably... into the earth, and then the
dead came upon that man — he could find no peace... When he fell asleep, then they
would come and press and squeeze him so hard, and he could never find rest to sleep.
Well, he always had to wake up from time to time. And when he fell asleep again,
then they would fly onto him and squeeze him... there were two of them. Well, he
couldn’t sleep, never. And half a year already... for half a year they tormented him.

Well, what could one do about them, when... But... well, then they set out... It was a
goahti-hut, the one where it is now. So then the people of the goahti-hut moved to
another place (with reindeer), and that one... they covered him — old Andreas —
under the twigs there. So that he was dead. Well then, of course, the dead came; they
were going to press and squeeze him as usual. So they dug under the twigs. Old
Andreas was lying there straight and still... They dug the twigs away, and then he
grabbed hold, slashed off both their hands, and they could no longer hide, nor... So...
Then he took them as his servants: that for half a year they would have to serve him,
since for half a year they had tormented him. And so they became his servants. - -’
(SKSA A321/18.)

Secondly, there are fragmentary sentences in storytelling. These can remain in unfinished

form:

Na, de mandtges cierastedje ovtto ja stallu bidja lavkka dohko dearpme vuollai.
Ammal lea vilges lavka go eai... Olbmut cieras- dan lavkii ja buot javke.
‘Well, then the children in turn are constantly sliding down the hill [with a sledge],
and the stallu puts a bag there at the bottom of the hill. | suppose it’s a white bag,
since they don’t...[see it on the snow?] The people slide right into that bag, and all
of them disappear.” (SKSA A320/34.)

Na suoli manne mapyis, dalle dat doalvu, dohko ammat henygii dohko, manai dohko
viehka guhkds... Mayga vdrri ja... De hepgii beahceoaksdi, ie$ vuolgohko muhtin
véri duohkai.
‘Well, she secretly follows behind. Then he carries it — now he hung it there. He
went quite far off, across many hills and... So he hung it on a pine branch, and he
himself went off behind some distant hill.” (SKSA A320/32.)
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A fragmentary sentence can end with a copula verb (missing a predicative expression or the
main verb). These resemble the sentence structures described earlier.

Na, de lei muhtin addja, mii lei... Ja eamit lei mannan markanii girkui.
“There was once an old man who was... And his wife had gone to the market there
at the church place.” (SKSA A320/32.)

Thirdly, storytelling employs in general a similar set of wordlets that are used in the luohti-
language. For example:

Na, de muhtin nieida oaidnd, girkus lea ihkku ¢uovggat. Na, mobat dat lea go dél
lea juo girkui mannan olbmot? Ahte dat lea juo njuiken drraidit.
“Then a girl sees that there are lights in the church at night. Well, how can that be,
when people have already gone to church? That they must have already risen
[jumped up] very early in the morning.” (SKSA A321/7.)

When these wordlets are examined closely, many of the same features appear. Thus, the
language of luohti has similar features as the language of storytelling.

1. Doubling the subject with the demonstrative pronoun dat ‘that’. Dat can appear after
a noun to which it refers. More often it follows person pronoun son ‘he’ or ‘she’. In
storytelling, this is commonly found feature:

Son dat gal mdhttd Sierrut go su valddat.
‘He certainly knows how to lament when you take him.” (SKSA A321/16.)

Na, muhto son go njuovva eambbo bohccuid, son dat fidne vel eanet, ahte go son
dohko mannd varracoavjjiiguin, go sus lea eanet, son dat riggu eambbo.
‘Well, but when he slaughters several reindeer, he gets even more, because when
he goes there with all those blood-stomachs, since he has more of them, he grows
all the richer.” (SKSA A321/20.)

Dat manai dat addja. ‘It went, the grandfather.” (SKSA A321/32.)

One can find it also in luohti texts: Hdvga dat lei jo fierbmdi éaknan ‘A pike, it had
already gotten stuck in a fishing net’. According to Saukkonen (1970), the repetition
of a sentence with other words is a characteristic of spoken language. E.g. subject can
be: noun + pronoun.

Dat dat gal nohka, muhto dot lea guhkes mainnas dat, dat Mikko Miehel&inen dat.
‘That that, yes, comes to an end, but that’s a long story that that, Mikko
Mieheldinen that.” (SKSA A320/31.)

Ja nu dat manai dat gobmi.
’And so it went, that ghost.” (SKSA A321/35.)

2. Particle na “well” appears in the beginning of a sentence.

Na, de leigga guokte ahku, Njavezanahkku ja HahceSanahkku.
‘Well, there were two old women, Njavezanahkku and Hahcesanahkku.” (SKSA
A321/1.)

Na, delle dat lea goappdsge dldu maid dal bahciba.
‘Well, then they both have the reindeer cow, that they are now milking.” (SKSA
A321/1.)
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Na, delles, de jugahii ges dat oabba dan vielja. - - Na jo, gal son jugaha. De eitto
juhk-, na Sattai juhkan ja. De valddiiga dan miehki, das bonjasteigga.
‘Well then, that sister gives her brother a drink. - - Yes well, she does give him a
drink. So then he drinks, becomes drunk, and... Then they took the sword and
struck him with it.” (SKSA A321/10.)

Na jalobeavri: Gal son juo didii ehte du dat fille sorbmdi! Sonhan dajai juo.” —
”Na mo dal galggd?” — Na gal son doalvu du mearragdddai dohko ja. Ja orru
dassai go skiipa oidnogoahta doppe, de son cuorvu, na...
‘Well, the lion said: “He already knew that she would trick you into the jaws of
death — he told you so already.” — “Well, what should he do now?” — “Well, he
will take you to the seashore there, and... and you must stay there until a ship begins
to appear.” Then he will shout, well...” (SKSA A321/10.)

Aanaar Saami livde tradition

The earliest sources of the Aanaar Saami musical tradition and storytelling date back to the
19th century. Three texts written by Jacob Fellman (1795-1875) in the 1820s mention
Aanaar or a person from Aanaar: Kuvva, Kuwva, kulukas noaidde, Einaran Antti, and
Anara$ juoiggam. The singers of these texts are unknown. The first materials explicitly
representing the Aanaar Saami livde and song traditions date to 1886, when A. V.
Koskimies (1856-1929) traveled to Aanaar to collect Aanaar Saami language material. The
earliest recordings of spoken language and musical traditions were made in the 1910s during
an exhibition of Saami culture in Hamburg, Germany. In 1913, T. I. Itkonen recorded 20
phonograph cylinders, about 20 minutes in total, containing Aanaar Saami fairy tales and
stories. Some of these were published in 1918 in written form in a collection of texts edited
by A. V. Koskimies and T. I. Itkonen. A significant portion of livde material — around 100
recordings — was recorded from a single performer, Anna Briitta Mattus (formerly
Morottaja), during the 1910s, 1940s, and 1950s. As a result, the analysis of livde-texts
heavily depends on her personal tradition. However, for unknown reasons, her recordings
lack storytelling. (Fellman 1906; Koskimies & T. I. Itkonen 1918, XV; Jouste 2011.)
Despite this, a vast collection of Aanaar Saami stories and fairy tales from the same period
allows for comparisons between the language used in livde and storytelling.
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Due to significant cultural changes in Aanaar, the livde tradition began to decline after the
1960s. However, the situation improved in the early 2000s, thanks to efforts to revitalize
the language and culture. From the perspective of music research, the discovery and
utilization of historical archival materials was particularly significant. Based on these

in 2011. A distinctive feature of the Aanaar Saami music tradition is the presence of two
different “styles” or “principles” governing the relationship between melodies and the
referents; livde and lyeti. While livde is a profoundly Aanaar Saami concept, the
term lyeti refers to a luohti type musical expression. These concepts belong to two distinct
types: Northern and Eastern. An interesting characteristic of the livde tradition is that
multiple livdes associated with different referents can share the same basic melodical
model, which Jouste has suggested to be called the “Aanaar tune” (Jouste 2011, 86).
Although there is often melodic variation depending on the referent, this tradition differs
significantly from the North Saami luohti tradition, where a single melody typically refers
to only one referent. In this sense, variations of the Aanaar tune describing different
referents can be seen as multiple expressions of “Aanaarness” rather than fixed musical
identifiers. Below are two examples of the Aanaar tune: Cudnnjagds livde (‘A
goose livde’), and Kuobzd livde (*A bear livde’), both performed by Anna Briitta Mattus
(1884-1955). (See Figures 6-7.)
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Figure 6. Cuannjagas livde ‘A goose livde’ by Anna Briitta Mattus 1945 (SKSA, Viisinen 1946,
Prl 1e). Transcribed by Marko Jouste.
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Figure 7. Kuobza livde by Anna Briitta Mattus 1945 (SKSA, Viisinen 1946, Prl 1c). Transcribed

by Marko Jouste
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The linguistic features of livde texts

The linguistic elements of livde texts'® share many features with North Saami luohti texts,
but there are also some important differences:

1. Words with lexical meaning can form sentences or refer solely to the referent of
the livde. There can be variation in the length of the phrases, particularly at the
beginnings of the text lines. Even though the melodic model is “fixed”, it does not
constrain the text.

Viljazam, viljazam koccaa jo naa.  ‘My brother, my brother, wake up [yet, well].’

Pidivas jo vaarijd pasta. ‘Sun is [already] shining onto the mountains.’
Lol-lo-lo, loo-loo, lol-loo, [livde-syllables...]

lol-lo-lo, loo-loo, lol-loo. [livde-syllables...]

(Kuobza livde by Anna Briitta Mattus. SKSA, Prl 1c)

Poccus, poccus, poccus, poccus, ‘reindeer, reindeer, reindeer, reindeer’
naa-na, naa-na, naa-na, naa-na. [livde-syllables...]

(Poccus livde by Anna Briitta Mattus. SKSA Prl 8e)

Te kumppi lol-lol-loo, ‘So a wolf’ [livde-syllables...]

laa-a laa-la, lol-lol-loo. [livde-syllables...]

(Kumppi livde by Anna Briitta Mattus. SKSA Prl 1d)

2. The so-called “livde syllables” are words whose function is not verbal but to carry the
melody forward. In general, these syllables are similar to those in luohti, such as naa-
naa, loo-loo, and laa-laa.

3. The addition of wordlets increases the number of syllables in the verses. As in the North
Saami luohti tradition, the metric structure of a livde melody is maintained throughout
the performance. When new lyrics are incorporated into the melody during the
performance, the performer ensures they align with the existing metric structure.
These wordlets can come from various grammatical categories.

a. Adverbs and particles: vel ~ val(a) ‘still’, jo ~ juo ‘already’, kal ~ kale ‘indeed’,
talle ‘then’

b. Conjunctions: te ‘so; then’, ko “as; when; than’

c. Demonstrative pronoun: tot ‘it’

d. Copula verb: lai ~ lei ‘was’

In some cases, the wordlets can form almost the whole verse:

Te tot jo te kirda “so it already, so flies’
Te tot vel jo lei jo, cdppa'! kanda lei jo ‘[So it still already was already jo], handsome
boy was [already]’.

4. The frequent use of nouns with diminutive suffixes is a feature, which differs from
luohti tradition. These are noun derivations expressing smallness or insignificance,

e.g. kanda ‘boy’ — kaandas ‘little boy, kid’. The following examples are from livde
texts:

10 Jukka Mettovaara has checked all the Aanaar Saami transcriptions and transliterated some of them to modern
Aanaar Saami orthography.
1 The word ¢dppa is in North Saami.
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Parnazamma vuatum ‘I lull my [little] child.’
Kuavzurazza, kuavzurazza, kuheskaaibas lei ‘[little] trout, trout, long-jawed was’

my [little] brother’ / - - / “the ants are already running along the stumps’

Diminutives have also the meaning of showing kindness towards the addressee or
referent. In storytelling, they also appear to function as indicators of definiteness or
salience:

iatd, addelid munjin kudmuicudavidaa toided ‘[after butchering the reindeer, the fox]
says: give me the rumen to wash’ (Uula Morottaja. Kotus 17561 [00:55])

sun piejai syele saittsuabbad roi ruuldin kummood ‘He secretly put the spear in their
fire to heat up’ (Kotus 17557 [02:22])

5. The number of syllables in the inflectional form of a word is increased by adding an
additional syllable to the end of the word. Typically, this is used to turn monosyllabic
word forms into disyllabic and trisyllabic into quadrisyllabic, i.e. odd-syllable forms
into even-syllable ones:

teenna® munna (pro mun) vuatum ‘This is how I lull [a child]’
kualas, kualas vuojadamma (pro vuojadam) “Little fish, little fish, I swim’

This modification is not restricted to specific words or word forms but can occur in a
wide variety of inflectional and derivational forms. It seems to have no effect on the
semantics of the word:

Personal pronouns: Ele tunna (pro tun) cidru ‘Don’t you cry’
Possessive suffixes: parnd&zamma (pro parnazam) ‘my child’
Verb forms: Ohtii ko aasdimma (pro aasaim) ‘Once upon a time we lived’

Other monosyllabic forms: Pyeidi mun kal jiema (pro jiem) lah ‘I’m not fat’

Some of the forms can be interpreted as archaic: the additional syllable contains older
language material that has been “restored” to the modified forms. These elements are
either rare in ordinary colloquial language or have disappeared entirely:

te tot 1ai monadaméz (pro monadam «— moonném) ‘so it had gone’
kuusa (pro kuus) irge kalga istad / - - / maide (pro maid) irge kalga puurrdad ‘where
may the groom sit / - - / what may the groom eat’

The lyrics of livdes are often organized so that the beginning of each “verse” consists
of a sentence with a lexical meaning and is followed by livde-syllables, which
“singsong” words or single additional syllables that differ from ordinary word forms
or are separate from their colloquial usage contexts:

Viljazam, viljazam koccda jo naa. My brother, my brother, wake up [yet, well].’

Pi&ivas jo vaarijd pasta. ‘Sun is [already] shining onto the mountains.’
Lol-lo-lo, loo-loo, lol-loo, [livde-syllables...]
lol-lo-lo, loo-loo, lol-loo. [livde-syllables...]

Kuudhah jo muoréi mield ryettih,  “Ants [already] are running along the trees,’
Lol-lo-lo, loo-loo, lol-loo. [livde-syllables...]

12 Another interpretation could be te na ‘so well’.
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kallah jo kidvuidis rahtih. ‘old men [already] are preparing their [fishing] shuttles.’

Lol-lo-lo, loo-loo, lol-loo, [livde-syllables...]

lol-lo-lo, loo-loo, lol-loo, [livde-syllables...]

lol-lo-lo, loo-loo, lol-loo. [livde-syllables...]

(Kuobza livde by Anna Briitta Mattus. SKSA Prl 1c)

Cuddgi te kirda te “The scaup (so) flies (s0).’
Tuuvijd sun oca te, ‘She searches for rooms (s0)’
na-na-na, na-na-na, naa, [livde-syllables...]

na-na-na, na-na-na, naa. [livde-syllables...]
Vuovdaid sun keejad kal. ‘Looks for hollow [trees] (yes).”
Moonijd sun mannee toh, ‘She lays eggs there,’
na-na-na, na-na-na, naa, [livde-syllables...]

na-na-na, na-na-na, naa. [livde-syllables...]

(Cuadgi livde by Anna Briitta Mattus. SKSA Prl 8f)

Livde texts can include complete sentences. These are interspersed with wordlets and
livde-syllables.

Cudnnjagas, cudnnjagas, ‘Goose, goose’

lal-la-la-lal laa

te tot jo te kird4, ‘(so) it (already so) flies’
laal-la lal-laa lal-laa

olgoenamaid[a] ‘abroad’

loddelos jo vel jo ‘a bird (already still already)’

lal-la-la lal-laa

lal-la-la lal-laa

kale tot jo uaina, ‘yes it (already) sees’
kiadas tot mana ‘to summer it goes’
laal-la lal-laa lal-laa

laal-la lal-laa lal-laa

(Cudnja livde by Anna Briitta Mattus. SKSA Prl 1e)

Sometimes livdes are performed with only lexical words:

Ridvska, riavska, ridvska, riavska.  “Willow grouse, Willow grouse, ...”
Ridvska, ridvska, ridvska, ridvska.  “Willow grouse, Willow grouse, ...’

Kird4, kird, kirda, kirda. “flies, flies...”
Kird4, kird4, kirda, kirda. “flies, flies...”
Kield mun kal vialtam viéltam ‘I will avoid the trap.’
Kield mun kal vialtam viéltam ‘I will avoid the trap.’

(Ridivska livde bt Anna Briitta Mattus. Transcriptions by Anna Briitta Mattus. SKS
A. O. Véisénen Collection, Folder 6)

There are sentence structures, which can be analyzed in various ways: fragmentary,
list-like or with a copula verb, which can be noticed in the livde of a trout:

1. Kuavzurazza lai-ja, “Trout was and’

2. ja-ja, ja-ja, ja-ja,

3. kuhes-kaaibas lai-ja, ‘long-jawed was and’

4. ja-ja, ja-ja, ja-ja,

5. kirjecuomaz(zi) ldi-(ja), ‘mottled-scaled was and’
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6. ja-ja, ja-ja, ja-ja,

7. ruopsis-cuopaz(zi) lai-ja ‘red-meated was and’
8. ja-ja, ja-ja, ja-ja,
9. Tullicalmaas kirdaccij ‘with fire eyes it flew’

(Koskimies & T. I. Itkonen 1917, 251-252; 1978, 7-8.)
A list-like text with livde syllables:

Henda Matti, Henda Matti, ‘Henda Matti, Henda Matti,’
nun-nu, nun-nu, NuN-nu, NuUN-nu.
RiSsa hiarrd, Rissa hiarra, ‘A branch lord, a branch lord,’

nun-nu, nun-nu, NUN-nu, NUN-Nu. o
(Henda Matti livde by Matti Mattus. Launis 1908, nr. 16a.)

Livde has common linguistic features with both North Saami luohti and Skolt Saami
leu'dd. However, it stands out from both in its own way.

Comparing the language of livde and storytelling

In our analysis, we examined features shared between livde texts and the language of
Aanaar Saami storytelling. A common feature is that sentences are often connected into
long sequences using the wordlets ja and na. Often there are series of little words both in
storytelling and livde. In the next examples there are also fragmentary sentences, repetition
of particles:

Muu eeci maindstij tovle ko mun lijjim pdrni, te maindstij tain Laurukaisest Ko tot

pd... ja viggii tussadid sammilijd nuuvt ennuv ko appadii ja... te. Lavrukas lai ohta
sammilas... taggaar uali viijses almai ja ja ja... tot smietdi et maht sun algddcij ko

toid porgadm maiden tavgipisoigijn ja... te tot Lavrukas smietéi et taal ij davti muh
ko dlgid, dlgid konstaigijn tussddid taid ja ja nuuvt tot smietdi ohtuunis tom &asi...
tot ii kidssan tom sarnum et maid sun smiatta ja... ja maid sun lii digumin... ij jieijas
vanhimaidgin sarnum tom j& ja ko tot lii valmasin smiettdm tom et maht sun alga
taid tussddid taid ¢uudijd et vuoimijn taid ij dppdd tussadid ko pisoh id lah muh ko
tavgipisoh ja... Na ja te te tego tot valmasin uazzum puoh tom et maht sun alga...
valmdsin smiettdm tom maht sun dlga taid tussadid te te sdarnui... eeddi jieijds
vanhimdid sun vudlgd tddl sun vudlgad tddl rengdn ja ja... ja tij kolgdvetted eellid
sun vudlgd repgadn ja... ja nuuvthan tot vuolgij ja... ja te 1ai smiettdm nuuvt et sun...
sun valda ohtdavuoda... ohtdvuoda toi... toi cudijguin ja... j& sun maka lii toi Cuudij
cuudij pele ja sun lii uapis alga uapisin toid ja sun uapist taid tagaraid paihijd kost
laa riges sammiliih asamin ja ...j& ja kost &asih ennuv s&mmiliih ja... Na, nuuvthan
tot udzui taid ¢uudijd oskod tom - -.

‘My father told before, when I was a child, he talked about those... about Laurukas,
when he... how he destroyed chudes when Lapland was full of chudes and... and...
and they tried to destroy Saamis as much as they could and... so. Laurukas was a
Saami... a very wise man and and and... he thought how he should start, because the
Saamis had no guns, other than bows that they did have... but they [chudes] had
slightly better guns after all and... and there were so many of them that the Saamis
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could not do anything to them with bows, and... so Laurukas thought that there is no
other choice but to start destroying them with tricks, and and so he thought about it
by himself... he did not tell anyone what he is thinking, and... and what he is
planning... he did not even tell his own parents, and and when he had finished
thinking about how he will start destroying them, the chudes, that they cannot be
destroyed by force as there are no other guns but bows and... So and then then when
he [had] prepared everything how he will start... finished thinking about how he will
start destroying them, so so [he] said... told his parents he is leaving now, he is
leaving now [to be] a farmhand and and... and you will have to live your life, that
that he may be gone for long, but he will come [back] from there when he has the
time, he will be a farmhand and... and so he left and... and he had planned so that
he... he will make contact with the chudes and... and he will pretend to be on their
side, that he is a guide, he will become a guide for them and guide them to such
places where rich Saamis live, and and where there are many Saamis... and so he
indeed made the chudes believe it [...]

(Lavrukas ja cudeh by lisakki Paadar. E. Itkonen 1992, 15. English translation by
Jukka Mettovaara.)

Other features include doubling the subject with the demonstrative pronoun tot ‘that’,
which can appear after the noun it refers to.

Nubbe vaaldij eenab, nube-uv ewvisijd kepidij jieijas laavkan ja tot nuordb Aaslak
tot Juhhaan-Aaslak tot eeddi et sun ldi pyeri cuoigdd et sun valda vaha keppisub...
keppisub laavha ja sust lii Siev pisso ko sust lii maavser j& ton nube Aaslakisthan ij
lamas ko taggaar ohtii piccee luodapisso ja ja nubbe Aaslak tot Jompa Aaslak lai
kal pyeri kuobzapivdee ja ja tot nuorab Aaslék ij lamas koddam vala oovtagin,
kuobZa mut tot luotij et sun lii pyeri cyeigee j& pyeri pisso ja j& pyeri pdccee et kalhdn
toh kuobZah njeejih j& na te miibahan tast 15 lamas te ko rahttdddin tot lai eehid
jo j& vaibam Se lain mut toh smiettain suoi cuoigdv kuittdg toho aldelad jd orroov
iija tobbeen ja udiniv maggaar Sonnd pudta pidivan ja ja te suoi cuoigdin toho - -.
‘Another one took more provisions from the other [and put them] in his own bag,
and the younger Aslak, Juhhaan Aslak, he said that he was a good skier, that he will
take a slightly lighter bag and he has a good gun as he has a Mauser, and the other
Aslak does not have anything else than a single-shot rifle, and and the other Aslak,
Jomppa-Aslak was a good bear-hunter and and the younger Aslak had not yet killed
any bears but he was confident that he is a good skier and [has] a good gun and [is]
a good shooter that surely the bears will tumble. It was evening already, and they
were also tired, but they thought: they will ski closer anyway and spend the night
there and see what the weather will be like during the day and and then they skied
there [...T°

(Juhhdan-Aaslak kuobzapiivdost by lisakki Paadar. E. Itkonen 1992, 45. English
translation by Jukka Mettovaara.)

Here is a similar example in a livde-text:

Aaila Jussa, tot kievhis kand4, ‘Aaila Jussa, that poor boy,’

ohta lii ergi ja kuarus pumba. ‘one is bull [has only one reindeer bull] and an empty
chest.’

(Aaila Jussa livde by Mikko Aikio (1886). Koskimies & T. I. Itkonen 1978, 46-47.)
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Particle na ‘well” appears in the beginning of a sentence.

-- Na, mun paaccim moottoran, sun moonai tohon kaavpugan nisonijd uuccad. Na,
j& mun vuo$8im kéaahvi, padhui kadhvi vuo$§ad. Mun vuo$sim kdahvi ja jurdaééim
ja vuardam et tola-uv tibi te myersseidiskuin te puata! Na, lijjim lijjim lijjim, ama
taa suha, kyehti nissoon puéhtda, udivist val. Na, moonai toos moottor paaldan ja:
“Taal mun te puhtim moarssijd.”*®* Na, mun kejastistim: nubbe &almepeeli lii ja
nubbe nuuvt pudris et! Mun [ee]dam: “O vadivan tuu myersseid et mun kal jiem
huold.” Na, na nuuvt poodijn tietenki ja ja toh juvvain kaghvi tast ja, na nubbe iata,
et sun kal aigu vyelgid kaavpugan.

‘So, | stayed on the motorboat, he went to the city to look for women. So, | made
coffee, he told me to make coffee. | made coffee and | thought and waited for if he
would soon be back with his brides! So, | was was was, he is rowing right here,
bringing two women, and drunk ewen. So, he moved next to the boat and [said]:
“Now | have brought brides!” Well, 1 took a look: the other one is one-eyed, and the
other is very old. I say: “Oh to hell with your brides, | do not care [for them].” So,
so they came [in] of course and drank coffee and, so the other one says that she is
going to leave for the city.’

(Srimppe-vuoras Veerast by Jouni Musta. E. Itkonen 1992, 87. English translation
by Jukka Mettovaara.)

Similarly, particle na, no or vuoi can begin a sentence in a livde.

Na, Ristin, laa-la, laa-la, ‘Well, Ristin, ...’

la-laa, laa-la, laa-laa.

tullahelmijguin tot lai ja ‘with fire skirt hem it was (and)’
vazacéamdas joo ko, ‘walked (already when)’

la-l1a, laa-la, laa-aa-la, laa-la,
laa-la, laa-la, laa-laa.
La-la, laa-la, laa-aa-la, laa-la,
laa-la, laa-la, laa-laa.

Vuoi ja ko Ristina ko vel jo ‘Oh, (and when) Ristin (when still already)’
N00-no, N00-NO-N00-NO.
No, ko RistinaSa vel jo, ‘Well, when Little-Ristin (still already)’

loo-lo, loo-lo, loo-loo.
(Ristin Morottaja livde by A. B. Mattus. SKSA, Vaisinen 1946, Prl 80)

Skolt Saami leu'dd tradition

The earliest sources of Skolt Saami music date back to 1857, when Finnish researcher D.
E. D. Europaeus gathered material in the Kola Peninsula and transcribed some lyrics and
melodies. T. I. Itkonen recorded Skolt Saami music for the first time in Sud'nn’jel in 1913.
Since then, recordings and transcriptions have been made frequently. A significant
historical collection was gathered in the Pa¢¢jokk region during the 1910s and 1920s by
Isak Saba (1875-1921), Armas Launis (1884-1959), and Armas Otto Vdisanen (1890-
1969). Finnish research has placed special focus on the tradition of Sud'nn’jel, as it was

13 The words “puhtim moarssijd” are not either Aanaar Saami or North Saami but most likely the speaker refers
to a North Saami speaker and imitates the words in North Saami.
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considered the most unique and authentic form of Skolt Saami culture during the 1920s and
1930s. After the forced migration following the Second World War, these efforts shifted to
the Ce'vetjdu'rr region, where the inhabitants of Sud'nn’jel were resettled. Two performers
from this region, Jaakk Sverloff and Naskk Moshnikoff, were extensively recorded between
the 1950s and 1970s. During the Soviet era, Russian and Estonian folklorists gathered Skolt
Saami music from the Nud'ttjdu'rr region. Most of the following analysis focus on material
recorded in 1961 by The Finnish Broadcasting Company [YLE] in Aanaar. (Jouste 2011,
23-24; Jouste et al. 2007, 15.)

Traditional Skolt Saami music consists of various genres. Many of these belong to a group
of traditions shared with Karelians and Russians living in the northwestern Russia. At the
core of the Skolt Saami musical tradition is the genre of unaccompanied songs known
as leu'dd. It has equivalents in other Eastern Saami individual song traditions, such as Kildin
Saami luvvjt and Aanaar Saami livde. Through leu’dd, singers refer to actual people, their
life stories, and historical events, which can be studied within the broader context of local
oral tradition. (Jouste 2017, 40-41.)

In historical leu'dds, two types of melody use can be observed. The “traditional model” was
likely based on both the referent’s musical name and the “local point of view melody,” as
seen in the Aanaar Saami tradition. These melodies typically feature a special fragmentary
phrase structure, in which the length of a given text-line can vary notably. This
characteristic gives leu'dd a relatively notable freedom to lengthen words by adding
syllables, as the melody does not impose any strict metrical pattern. Alongside this, a new
“melodic model” emerged during the 1920s and most likely by the influence of men
returning from World War 1. In “melodic model” leu'dd-texts were often performed with
melodies deriving for example from Russian dance songs like Yablochko ‘Little Apple’
(Hoppu 2020, 34-37; (Jouste 2017, 43-48; Zemtsovsky 2001, 9). In this case, the possible
concept of the melody aligning with referent’s musical name is no longer relevant, at least
not in the same way as in older traditions. These newer melodies have a more fixed rhythmic
structure, but the typical structural features of leu'dd language still appear, and the tunes
can vary significantly.4

Next, we shall have a more precise look to an example of first leu’dd type, in which the
structures can appear quite complex. It is easy to see, that even as a part of a Saami music,
leu’dds form notably different form of tradition than luohtis and livdes. In the following
example of OfootaZz Evvan nijdd leu'dd performed by Naskk Moshnikoff one can observe
these special features. The most obvious notion is that the whole texts consist of complete
sentences. Fragmentary or even list-like sentences, which were quite common in both
luohtis and livdes are very rare in leu'dds, as can be seen in the following Ofootaz Evvan
nijdd leu'dd by Naskk Moshnikoff (1961).

0O-g-Ofootaz, vuanak Evvan-a nijdd-d, ma't le'2Zem vue'lgge-d-ed-e otstavnai paarn-
a-ze. |

‘Ofootaz, look, Evvan’s daughter. How would | have gone to a boy, retired from
army.’

M060zz-d ledk muu njeess-a-zam ouddama-z-a kdlmm-a iissmiar-a rid- | du?

‘Why have you handed me to the cold shore of Arctic Ocean?’

Niskk-a-jaz mu'st lij jedrg-a-za-m-a viblggad-a g-aéldaz-a.

‘I have a reindeer calf, [called] Niskkjaz, a little reindeer cow.’

A, ma't leezz ve't poor-a-Skue'tted-de-ed ra'htti zemljova jedkk-a-1a-la.

14 See Jouste 2017, 78-80 for a more detailed description of the fragmentary phrase structure.
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‘Well, how the reindeer would have eaten lichen of a poor rocky land.’

De, t00zz leeZz-a pdci'cced-e-de vue'm-e Solkk-a-jedkk-a-laz.

‘Well, the silky lichen of forest would have been left behind.’

Ma'te lecik njeess-a-Zzam muu g-ouddam-az kdlmm-d g-iiss-a&-miarr-a riddu, kairrav-
a k6lmm-a peézz-a-ze-g-e.

‘How have you, my mother, handed me to the cold shore of Arctic Ocean, to a

seaguls cold nest.”

T66zz le'ze piid'cce-1e-0-e viilj-a-zan-i keihnmés roodd. Kudadd-a-je'ked, pid'cced

tiérvan.

“There would have stayed my brothers and the worst family. Stay, stay in good

health.”

Cuess-e-ti, Cuess-e-ti-i de ciokk-a-rest picd'res jie'rji-d 60ut- ped'l-e g-aa'lm pee'v.
‘He [the groom] forced the reindeers to stay on their feet for half of a day.’

(The lyrics of Ofootaz Evvan nijdd leu'dd by Naskk Moshnikoff in 1961 (AK/0548).
Transcribed by Eino Koponen, Markus Juutinen and Marko Jouste (Jouste et al.

2020, Appendix 1)).

Ofootaz Evvan nijdd leu'dd consists of three melodic phrases (A, B, C). When the structure
of the performance is examined through paradigmatic analysis, it can be observed how the
overall phrase structure varies. This is a distinctive feature specifically associated with the

older,

“traditional” type of leu’dd melodies and a fragmentary phrase structure. During a

performance, the phrase structure can be repeated in such a way that, when repeating the
iterative melody, the performer does not necessarily repeat all the musical phrases but only
some of them. For example, phrase A might be repeated twice in a row, phrase B three times
in a row, and phrase C twice in a row. In this case, the overall phrase structure of the
performance is: ABC-AB-ABC-B-B-B-C-C-A-ABC-ABC. (See Figure 9).
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Figure 9. Ofootaz Evvan nijdd leu’dd by Néskk Moshnikoff

fin 1961 (AK/0548). Transcribed by

Marko Jouste. (See Valtonen et al. 2019, 138-139.)
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There is also melodic and rhythmic variation within the verses. The beat structures vary so
much within the verses that in only three out of 19 cases does the same beat structure occur
within a single verse. Even in these cases, the melody shows considerable variation. (See
Figure 10).

Phrase A Phrase B Phrase C

233222(14) 33332(10) 223209 33
22223(11) 222222(12) - 23
213223(12) 32232|(12) 322232(14) 38
- 22222223|(17) - 17
- 2332(10) - 10
- 33222|(12) - 12
- - 2332(10) 10
222322(13) - - 12
31322(10) 32232(12) 2223(9) 31
212232(11) 32232(12) 3322(10)] 33

Figure 10. The variative beat structure of Ofootaz Evvan nijdd leu'dd by Naskk Moshnikoff in 1961.

The manner how words are attached to a melody differs also heavily from luohti and livde
traditions.

Usually in leu'dd-texts the sentences are complete, but there is a special feature, in which
the ends and beginnings of sentences do not align with the phrases in the melody or the beat
structure. This is shown by mark (| ), which can be seen also in the earlier presented Ofootaz
Evvan nijdd leu’dd. One reason for this might be the practice of breathing and its relation to
a text-phrase. It is a common practice to stop the leu’dd and breathe before the last syllable
of a sentence. After this the performer begins a new musical phrase with the last syllable of

the previous text-phrase. (See Figure 11).

Phrase A Phrase B Phrase C

O-g-Ofootaz, vudnak Evvan-a | d-d, ma't le’?2em vue'lgged- Do

nijd- (9) ed-¢ (8) otstavnai paarn-a-ze. | (6)
M0606zz-d leiik muu njeess-a- -Z-a kBlmm-a iissmiéar-a rid- )

Zam ouddama- (10) (7

du? | Niskk-a-jaz mu'st lij
jedrgaza- (9)

-ma viblggad-a g-aéldaz-a. |

()

A, ma't leezz ve't poor-a-
Skue'tted- (8)

-de-ed ra'htti zemljova jedkk-
a-la-la. | (10)

De, t80zz lee?z-a pdd'cced-e-
de (8)

vue'm-e S0lkk-a-jedkk-a-laz. |

()

Ma'te lecik njeess-a-Zzam muu
g-ouddamaz (10)

k8lmm-g g-iiss-a-miarr-a rid-

()

du, kéirrav-a k6lmm-4 peézz-
a-Ze- (8)

-g-e. | Toozz le'2Ze pdid'cce-1e-

@)

-d-e viilj-a-zan-i kecihnmés
roodd. (8)

Kuddd-a-je'ked, pid'cced
tiér- (7)

van. | Cuess-e-ti, cue3i-e-ti-

(@)

-i de Ciokk-&-rest pdd'res jie'r-

(8)

ji-d 80ut-d ped'l-e g-ad'lm
peev. | (7)

Figure 11. The syllable structures of Ofootaz Evvan nijdd leu'dd by Naskk Moshnikoff in 1961.
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When “traditional model” is compared to the “melodic model”, one can notice, that in the
latter musical and textual features are structurally more aligned. For example, in the
following Jadkk Sverloff’s and Duna Gerasimoff’s leu’dd all melodical phrases consist of
six beats and these phrases align perfectly with verbal sentences. However, there is some
variation in the overall phrase structure: AC, ABCC, ABCC, ABCC, ABCCC. (See Figure
12.)
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Figure 12. Excerpt of Duna Duna leu'dd by Vass Semenoja 1961 (Kper, AK-0563). Transcription:
Marko Jouste.

The linguistic features of leu'dd texts

In this section, we shall examine the linguistic structures of leu’dds. In general, leu’dds are
more focused on verbal “storytelling” than the luohti and livde texts. Usually, leu’dds
consist of long sets of complete sentences avoiding the use of non-lexical song-syllables.
However, words are often modified to align with the musical expression in ways that differ
significantly from spoken Skolt Saami.® The main linguistic features of the leu’dd language
are:

1. The texts consist of complete sentences with lexical meanings (See Figure 8).
Sometimes in the beginnings of leu'dds, one can also find a list-like structure, usually
referring to the names of people described in the leu'dd. For example:

A, MiklaiaZz Ahnas-jo &'sg-e di Tadjjan Evvan-jo nijdd-a di vué‘mm-e lokk-u-
cud'rvvi® 4éld-a jedrgal.

‘Well, Miklaiaz Ahnas’ (yo) son and Tadjjan Evvan’s daughter and an old reindeer
cow-bull with inwards-curving-antlers.’

However, even these lists of names can be presented as full sentences:
O'kkmi lij Jadggar jo nijdd-a.
‘O'kkmi is Jadggar’s (yo) daughter.’

2. The use of any “leu’dd syllables” equivalent to luohti’s and livde’s are rare at least in
the tradition of Sud'nn’jel. However, these are used sometimes in dance-songs and in
laments.

3. The use of wordlets between or after lexical words or inside of lexical words is
comparable to that of luohti and livde:

15 The following analysis is based on the article Kolttasaamelaisen Néiskk Moshnikoffin leu'dd-kielen idiolekti ‘The
Idiolect of leu'dd Language of Skolt Saami Niskk Moshnikoff® (Jouste et. al 2020; Jouste 2022).
16 Lokkcud'rwv, See T. I. Itkonen 1958, 220.
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A, Vi'skk at ve't-a lif gu gu kue'mm vedlain vudlg-a-jo-go-cik.’
‘Well, Vi'skk is (when when) a godfather you would (yo-when) go.” (Maa'renaZ
leu'dd by Naskk Moshnikoff. SKSA A503/11.)

These contain words from different grammatical categories.

a) Adverbs and particles: vol “still’, ju'n “already’, kd'l ‘indeed’, te'l ‘then’; vuanak
‘see’, 6'skke ‘as’, na ‘well’, pai ‘only; always’, ve't

b) Conjunctions: di ‘and’, de ‘so; then’, go, gu “as; when; than’
c) Demonstrative pronoun: tot “it’
d) Copula verb: lij “is’
4. The frequent use of nouns with diminutive suffix, -aZ
Md'rjj — Méaarjaz-a

5. A notable number of words are modified: Adding additional vowels to second syllables
e.g., nijdd — nijdd-a& ‘girl, daughter’ or third syllables kud'ckkem ‘eagle’ —
kud'ckkem-e.

6. Retention of language historical verbal suffix (e.g. -aded): ristteed ‘baptize’ — ristta-
jo-ded-e.

7. The use of y- or g-prothesis: y-aa'ljim ‘we begun’

All these features are present at the same time as is seen in the following examples. First is
an excerpt from a leu’dd performed by Jaakk Sverloff:

Makri vuanak ve't $66dda-jo-di-ja. Mék-a-ri ve't go $66dda-jo-di-ja.

‘Makkri [see] was born [yo-and-jaa]. Méakkri was born [yo-and-jaa].’
Risttvear g-60lg-a-¢i vd'ldd-a-jo-d-ed-e.

‘A Christian religion he should ta-[yo]-ke.’
A, Vi'skk at ve't-a lij gu gu kue'mm vealain.

‘Well, Vi'skk is a [when when] godfather.’
Mij ve't 9o y-aa'ljim go ristté-jo-ded-e. Mék-a-ri algg ristta-d-jo-ded-a.

‘We [when] begun [when] to bapti-[yo]-ze him. Makkri must be bapti-[yo]-zed.’
(Makri Titoff leu'dd by Jadkk Sverloff (DAUM SOFI, Bd 1128a). See Jouste 2022,
59-67.)

The second example is an excerpt from a leu'dd performed by Naskk Moshnikoff:

Méaarjaz-a, Madrjaz-a Meekk-a nijdd-a, ton go mu'nne vudlg-a-jo-go-cik.
‘Little Maa'ren, little Maa'ren, Mekk’s daughter, if you would choose [yo-when] me.’
De mon ve't tuu-ja vaald-a-cem ton go mu'nne vudlg-a-jo-go-cik.
‘Well, I would take you, if you would choose [yo-when] me.’
Gu ton Adpp-a-lan-a ledk rd'kk-e, kud'ckkem-e vié'lgges-e vol vudivaz.
‘[When] you Aéppalan are pitiful, eagle’s white [still] head.’
(Maa'renaz leu'dd by Naskk Moshnikoff (SKSA A503/11). Jouste et al. 2020, 41)

It is important to notice that in leu’dd, all modifications on word-structure or the use of extra
syllables occur inside a sentence. This is a major difference to luohti and livde, where these
elements are found both inside and outside sentence.

7 See Jouste et al. 2020, 42-43.
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Comparing the language of leu’dd and storytelling

A common feature of leu’'dd and storytelling or fairy tales is that sentences are often
sequenced to long periods with wordlets na, di or ja.

Ouddal ledi sd'mmlaz kauppjos redugast. Na, son redugai to'st ja ld'djj puo'di,
salkskuo'tte ja ja sa... sa'lkke ja mdttam kué'dde sidkkid ja cie'lkke Sto ij tot ticii'ben
nakam oummu kaunnu ettd kook ko kuadd kuoi'ti siakki mutta cedlkk, sd'mmlaz
cedlkk §to no kdunn'je mdkam oummu kook Skuu'l kue'dde no, k'l see'st lie oummu

ooumaz, ko sij nu'bb vudra pue'dze la'djj pudo'dez, Sto kd'l tot viousds ooumaz su'nne
haavai son-ke no ij, méoni e'pet ned'ttel vee'rd Gi'ss pud'di e'pet 1d'djj de puo'di
see'st jonn viohss de ced'like, na, tid'l ka'l ij si'mmlaz pi'réged heibbad etti ted
sd'mmlast de o.. occkaz heibbamvudrr lij ko ij viokk vudl ton, tdin oummin heibbad,
kdd'tt da'n mee'st puo'di

“There used to be a Saami merchant working there. Well, he was working, and a
barge arrived. They started unloading the cargo — they unloaded it, and some men
were carrying sacks and said, “There isn’t a single person around here who can carry
two sacks.” But the Saami said, “Well, there are people who can carry
a “kuli.” Kuli means a sack of flour. “They do have people like that.” He took
a kuli under both arms and started walking. Naturally, they were amazed, saying,
“He’s incredibly strong.” “Well, next time the barge comes, they’ll bring someone
even stronger, and that strong man will beat him too. About a week later, the barge
came again, and they had brought a big strongman with them. They said, “Now the
Saami doesn’t stand a chance in wrestling. The Saami’s going to have a tough time
wrestling now — he doesn’t have the strength to take on this man we’ve brought.’

(Sa’'mmlaz kauppjos by Jadkk Sverloff. Kotus 0631/1bz)

In leu’dds, the most often used conjunctions are di ‘and’, a ‘well’, na ‘so’. One can see this
practice in the following leu’dd of Ir§kaz Sverloff performed by Jaaffaz Semenoff:

A, mij vet vublgg-6-pai-loottdp teddast njeess-a-Zam, na, ristt-a-jednnam lij Evvan
nijdd-a.
‘Well, we go, of course mother, well, godsister is Evvan’s daughter.’
- - Maid vaa'sz-e-ze-3kud’dim Feddat nijdd da Evvan-a niijdd da mij pai vad'ss-e-
gu-tep mij Huéttar 8&'lj nuérmaos niode drra?
‘Why begin to walk Feddat’s daughter and Evvan’s daughter and we begin to walk
to our Huéttar’s son’s youngest daughter?”
(Ir8kaz Sverloff leu'dd by Jaaffaz Semenoff (AK/0566). Jouste & al. 2007, 56.)

Another feature, common to leu'dds and storytelling is the frequent use of various narrative
types, e.g. citations, dialogues of several people, and monologues beside the voice of a
narrator. In the next fairy tale, a mosquito speaks and explains how she has lost her soldiers.
In this example, there are wordlets combining sentences.

Cudskk Se sédrnai: - - Na, cuéskk a'tte cedlkk, §to son ka'l evvanpeivva pudtt, puditt.

Vaikka pieljjee'l. Vaikka sue'bbin vaikka pie'jjee'l, mutta puditt son evvanpeivva. Na,

tot evvanpei'vv lij johnds. Na, son pudtt. No, de puatt. De su'st ko d'lgge, de eidd ko

lij pudittam, tu'Skkédm ko lij, cuésk ko kd'dste, kaa'pper tiudd lie'skkai cuoskid $a'dde

nu'tt jiannai. Jiannai, ked'pper tiu'dd lie'Skkai, cuoskid lie'Skkai. Na, son t6t, son ka'l
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ledii vi'gzed rosttov rdjja, evvanpeivva pue'di, pue'di mutta rosttov rdjja ledi vi'szed.
- - Rosttov rdjja ledi vi'szed, mut ledi cuu't, pihttaz le'jje cuu't vud'nik.

Na, ted mooni madust, cedlkk: “Na, son mu'st eidd kolmm oummu hidvvne.

Ta'lk: “Puk pue'tte mddust, na gu jéoski ke'rddmen. Puk pue'tte, koumm oummu
higvvne. Ohtt ooumaZ hiavvni d'kk-keamnna. A'kk-kedmnna ké6cci. A'kk-kedamnna
k60¢ci ohtt ooumaz. Nu'bb ooumaz ddkk... ddkk ju'sse topploovi. Kudlmad ooumaz
niéd njee'ss vudlla tedddji.” (CudSkk 3e sdéarnai by Niskk Moshnikoff. Kotus
09843bz [0.26.39])

To understand the fluctuation of dialogues, monologues and narration, here is a broad
outline translation:

‘Mosquito says: - - Well, the mosquito says that he will come by Midsummer. Even
if he must lean on a stick or crawl, he will make it by Midsummer. [Narrator:] There
are so many mosquitoes that when you kill them, you could fill a hat with their
bodies. He would have kept walking until Christmas, even if Midsummer had come
and gone. However, his clothes were too short, so he turned back. He [mosquito]
says: “Three comrades died because of me. Everyone else returned, but three were
lost. One comrade fell into an old woman’s cauldron. Another suffocated in an old
woman's fart. The third was flattened under a girl's breast.”

Similar narrative and dialogue periods are seen in Jddkk Sverloff's leu'dd performed by
Va'ss Semenoja in 1961. In the first part, the main characters, Duna Gerasimoff and Kiurral
Sverloff and the beginning of the described events are presented by a voice of a narrator.
Here too, one can see a lot of wordlets combining sentences.

Duna, Duna lij Sid'vu njidd-a di Kiurrulaz-a 6'skke I'llep-i g-a'lgg.
‘Duna, Duna is the daughter of Sa4'vu and Kiurral is the son of I'lep.’

A, kooum-d vudra ned'tt-a-lest-a pai A'llep-i jedrgaz di luddu kid'cke 6'skke pdi-i
vudigg-a-skud'tted-di Dunuza-ji Scicivu niéd-u arra.
‘Three times a week only a reindeer bull named “Butterfly”” and the one that nature
had castrated began to run to see little Duna, the daughter of Séa'vu.’

In the second part, Duna's sister Sandra and aunt Sandra are presented. They ask Duna about
her plans of marriage with Jadkk Sverloff:

A, Sandra emman di Sandra vudbbam di sij d'tte pai-i 6'skke cie'lke-sa'stt-a: “*Di

mai'd-&-di Dunusaz ton tddjudak-a ” di “mdcd'n jos-i ton-u jiok ni vue'rdd-a-ldd'st.”
‘Well, Sandra sister-in-law and Sandra sister, and then they say: “Well, why are
you Duna acting aimlessly?” and “Why can’t you wait?””’

The third part is Duna's reply to two Sandras. In the middle of the sentence, the narrator
refers to Duna.

“Sadldat-i mooccas Jidkku-ja-ja di rudss-d jannam lij dkkalaz di ton ve't-i mon-a
Jjiom ni tie'ttdddast”,

“”A brisk soldier Jadkk and the Russian land is dkkalaz and that | don’t know,””
da pai Dunusaz-i cie'lk-a-saast:

‘and little Duna says:’
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“Hd't su'nne le'2ze gu ¢onnumaz-Za di rudé'psses-i pirr-u cedppat-i reppuka-ja di
vi'lgges-i pirr-u cedppat repp-a-ka-ja di pue'rab-i mon-a é&'skke vue'lsgadam-a pai
pd'rnnu pud'res-i Kiurrulaz-e.”
‘Whether there is a red scarf tied around his neck or a white scarf tied around his
neck and maybe it is better to go only to old man Kiurral”.’

(Jaakk Sverloff's leu’dd by Va'ss Semenoja. Kper, A-K 0563) 8

The role of wordlets in Saami music and storytelling
versus modern written language

In the examples above, we have described various practices related to these words and their
specific uses in three Saami musical traditions. In our analysis, we have emphasized the
significance of wordlets, as they play a highly important role in both the musical tradition
and storytelling. As the final part of this review, we conducted a comparison between Saami
music and storytelling and modern written language to acquire quantitative data on this
phenomenon. When spoken narrative language was compared to written language in
SIKOR-Saami corpus it was observed that colloquial language contains significantly more
wordlets than written language. In North Saami, colloquial language includes 14.5%
wordlets, whereas written language contains only 1.7%. In Aanaar Saami storytelling,
12.5% of the words are wordlets, compared to 2.8% in written language. The corresponding
percentages in Skolt Saami are 8.3% and 1.4%, respectively (See Figure 13).

North Saami

Spoken language Written language
EMJ & NK 1956* SIKOR 2024
Word count: f=16 395 100 % =38,94 M 100 %
dat + dathan 920 5,6 % 126 889 0,3 %
de 504 3,1% 139 879 0,4 %
na 420 2,6 % 1298 0,0 %
go 354 2,2% 320615 0,8 %
vel 119 0,7 % 40512 0,1 %
jto + jo 54 0,3 % 37339 0,1 %
2371 14,5 % 666 532 1,7 %
Aanaar Saami
Spoken language Written language
Aanaarkiela cajttuzeh** SIKOR 2024

Word count: f=42778 100 % 2,88 M 100 %
fot, ton, tom 1557 3,6 % 26510 0,9 %
te 1383 32% 10 818 0,4 %
ko 1028 24 % 22737 0,8 %
na ~ naa 635 1,5% 173 <0,1 %
val ~ vala 208 0,5% 6448 0,2 %
jo ~juo 159 0.4 % 5884 0,2 %
5336 12,5 % 79 217 2,8 %

Figure 13. The amount of wordlets in spoken and written Saami corpora (SIKOR).

'8 Transcription: Elias Moshnikoff, Seija Sivertsen. English translation: Marko Jouste. See: Jouste 2022, 58.
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Conclusions

The purpose of this article has been to highlight the unique features of each of the three
Saami musical traditions in Aanaar (Inari) region in Finland. Since these are sung traditions,
the linguistic features play a crucial role beside the music, and it is evident that analyzing
the structures of performances require co-operation of both music studies and linguistic
research. This approach provides a comprehensive understanding of how words and
melodies are constructed in the performance.

Learning traditional forms of Saami music involve much more than theoretical knowledge.
It encompasses understanding of practices, aesthetics, storytelling methods, and cultural
norms inherent to the community. Nonetheless, we believe that the analysis presented here
offers both to contemporary Saami generations and to the academia valuable insights into
understanding and interpreting the traditions found in historical recordings. As Saami music
has been evolving over time, it can be challenging to interpret historical traditions through
the lens of modern musical culture. Several generations after the performers discussed here
have grown up immersed in the influence of Western music. The same applies to language.
Contemporary Saami languages are modern, and often shaped by factors such as the
development of literary forms and normative language. For instance, some aesthetics and
lexical aspects of storytelling from the 1950s may be difficult to understand for people
living 70 years later. However, the present time is unique compared to many other periods
in history, as archive recordings allow us to familiarize ourselves with the traditions and
linguistic practices of previous generations.

All three traditions discussed here have distinctive linguistic variants for singing and they
all differ from spoken language respectively. We have examined the relationship of singing
language and colloquial language through several phenomena. It is crucial to examine if the
words in a tradition are altered in some way while singing. There are hardly any changes in
the case of North Saami luohti language, which is why we see many similarities between
the colloquial language and the singing language, except for the meaningful role of the
luohti syllables. The wordlets complement the texts of luohtis more abundantly than in
colloquial speech. wordlets or groups of them are used to complete sentences. There are
different stylistic areas that are known for luohti styles in Finland and the surrounding
regions. In general, it can be said that in the western styles (Guovdageaidnu, Kérasjohka,
Western and Eastern Eanodat), the sound structure of luohti is emphasized in favor of luohti
syllables, and luohtis are often performed without words. In more eastern styles, such as
Northern Anar (this analysis), Deatnu, Vérjjat, and Vuohééu, words historically played a
more significant role, at least according to archival material.

On a structural level, there are some common features in Aanaar Saami livde and North
Saami luohti as both share characteristics of how words and phrases are formed into melody.
The use of wordlets is one such characteristics, albeit in livde their role is sometimes more
pronounced. A distinctive feature of livde, compared to luohti, is the abundant use of
diminutives and the occasional variation in the syllable structure of words by adding
syllables and vowels. These two features connect livde and Skolt Saami leu'dd. The
relationship of livde with colloquial Aanaar Saami language is similar to the case of North
Saami. wordlets appear abundantly in both, completing sentences that would otherwise be
too short for the melody.

The leu’dd language is the most peculiar of the three and differs the most from colloquial
language. While it shares features with both luohti and livde, especially in the case of
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wordlets (which are mostly the same in all three languages), leu’dd language can be defined
as a special song language. It is more complex and richer in linguistic means and structures
than the colloquial language of storytelling. While the luohti and livde languages are similar
to spoken language, leu’dd language has its own grammatical features, as already linguist
Mikko Korhonen (1983, 146) has noted.

The influence of the elements of musical performance on the language used in singing is
crucial. In luohti, the meter of the melody is relatively fixed and referentially linked to its
object, and the words must be arranged within this predetermined structure. The “art” of
luohti likely lies in choosing appropriate words in a way that this does not disrupt the rhythm
of the melody. This is in contrast to livde, in which sometimes different referents can be
sometimes sung with a similar melody, or at least with variations of the same melodic
model. This brings us to the question of the difference between livde and the lyeti, and when
the performance emphasizes the lyeti-luohti side or the livde side. This ambiguity, where
luohti and livde overlap, is perhaps one of the most the fascinating aspects of Aanaar Saami
musical tradition and should be examined in the further research.

It is important to consider that all three Saami languages have gone through changes during
the past 50 years, particularly as they have been adapted to the modern society. The role of
language instruction in schools, both as a written language and a foreign language, has
become more significant compared to the early 20th century when most of the language
learning took place orally. During that time, oral traditions — especially colloquial language,
storytelling, and musical language — were learned as the first language. With this
comparison we have sought to demonstrate that there is a connection between the language
used in music traditions and the colloquial language. However, as spoken language has
developed toward written forms, the gap between contemporary spoken language and
language used in traditional music has grown. Korhonen (1983, 149-150) already
highlighted this in the case of leu’dd, where the difference is most pronounced, particularly
in the 1970s. We have proposed a model for analyzing language features, starting with
leu’'dd (Jouste et al. 2020) and extending it to include other traditions. In the future, it would
be interesting to incorporate other styles and local traditions into similar analyses and
broaden our understanding of the role of language features in different Saami musical
traditions. There is also room to refine the model itself, for instance, by incorporating
prosodic features of storytelling and their potential equivalents in the language of music.

Abbreviations

Icel Icelandic

OEngl Old England

OHGerm Old High German

ONo Old Norse

PGerm Proto-Germanic
PNwGerm Proto-Northwest-Germanic
Pre-PSaa Pre-Proto-Saami

PSaa Proto-Saami
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PU Proto-Uralic
SaaA Aanaar (Inari) Saami
SaaK Kildin Saami
SaalL Lule Saami
SaaN North Saami
SaaP Pite Saami
SaaS South Saami
SaaSk Skolt Saami
SaaT Ter Saami
SaaU Ume Saami
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