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Introduction

The  of April , two powerful events
were celebrated in Kárášjohka, a Sámi town-
ship on the Norwegian side of Sápmi.
Invited by RiddoDuottarMuseat – Sámiid
Vuorká-Dávvirat (RDM-SVD), the Sámi
Museum in Kárášjohka, Sámi elders organised
a ceremony to mark the formal handover of a
drum taken from Sápmi and placed in the
Royal Danish Art Chamber in Denmark
more than  years ago (Figs.  and ).

The celebration coincided with the th anni-
versary of the opening of the museum.
Founded in , as the first Sámi museum
in Norway, it was crucial in the political
movement and cultural revitalisation process
of the time. Soon after the opening, in ,
the museum began to negotiate with the
National Museum of Denmark to hand back
the drum. Thus, the establishment of the

museum and the transfer of the ownership
rights are intertwined.
The anniversary exhibition Ruoktot – The

Return of the Sámi Drums, on display in the
museum from April , , until Septem-
ber , , offers a rare opportunity to
study the original drum that now officially
belongs to the museum. In dim lighting,
the drum is displayed in a glass case, sur-
rounded by imageries of relatives that are
still resting in storerooms in museums
throughout Europe. These other drums are
“returned” in different ways, in the form of
D models and additional imageries in the
exhibition. Accompanied by the low sound
of drumbeat pulsing slowly in the back-
ground, five drums are projected on the
wall. They turn gradually in correlation
with the sound, so that their different sides
are revealed. Details are brought through in
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the three-dimensional images with a perspi-
cuity that makes the drums feel present, the
skins that cover them seem almost to
vibrate in rhythm with the sound. Even if
some drums have returned to Sápmi, only a

few of the total number of known entries
are in the custody of Sámi institutions or
caretakers.

Wall texts are other notable elements in the
exhibition, contextualising and grounding the

Fig. 1. Sámi Drum c. 1650. 44 x 33 x 10 cm. RiddoDuottarMuseat – Sámiid Vuorká-Dávvirat, Kárášjohka. Photo © Liv
Engholm/RiddoDuottarMuseat.

Fig. 2. Sámi Drum c. 1650. 44 x 33 x 10 cm. Sámiid Vuorká-Dávvirat/RiddoDuottarMuseat, Kárášjohka. Photo © Liv
Engholm/RiddoDuottarMuseat.
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drums in time and space. In the opening
speech, museum leader and main curator at
RDM–SVD, the Sámi scholar Jelena Porsan-
ger, highlighted the texts as important parts
of the exhibition; drums have biographies,
“because we think of them as persons”, she
emphasised. This perspective is also commu-
nicated in the wall text at the entrance of the
exhibition:

Drums are not merely objects of use but
rather they are considered as powerful non-
human beings with their own will and with
a voice. Therefore, the exhibition presents
the drums with respect, as persons. Their
life stories are told as biographies. In this
way the drums are coming home. After cen-
turies of voiceless time and silence, the drums
are once again getting a voice.

Taking a cue from Porsanger and the exhibi-
tion approach. I propose in this article to
recognise the returned drum as an individual,
to highlight its complex materiality, capacity,
and life story. In doing that, I adhere to the
robust discussion of notions of personhood
in Indigenous studies and anthropological lit-
erature that the exhibition quote is alluding to.

Once treated as individuals, the singularity
of each drum may come to the fore and coun-
terbalance the tendency in museums through-
out Europe to perceive Sámi drums as
interchangeable “samples”, intended to
prove characteristics of larger categories. For
instance, as art historian Mårten Snickare
has shown, by exhibiting them as “speci-
mens”, as examples of general types, rather
than as singular and aesthetically engaging
entities. Moreover, to recognise drums as
individuals may induce a respectful attitude
and contribute to confront the violence they
have been subjected to through looting and
efforts of destruction. Finally, it can help
articulate performative aspects of the drums,
to grasp them not only as passive objects to

be exposed and interpreted by humans, but
as complex agents with specific abilities and
affordances.
The Sámi homelands stretch across what is

today four national states, Finland, Norway,
Russia, and Sweden. The drum that is now
under the care of the Sámi museum is one
of very few extant drums from the Sámi-Nor-
wegian area. At the moment of the drum’s
seizure in , Norway and parts of Sápmi
belonged to Denmark and most of the
drums taken to the capital did not survive
the Copenhagen fires of ,  and
. Moreover, this particular drum is
exceptional because it is one of very few
drums accompanied by the written record of
a contemporaneous Sámi voice, that of its
owner at the time it was confiscated, Poala
Ánde, in Northern Sámi, or Anders Poulsen,
as he is known in Danish through the
written historical sources. Despite the exist-
ence of such material, there is a tendency
not to really accept, or to explain away this
and other coexisting indigenous sources to
Sámi drums, as historian of religion Håkan
Rydving has argued. I will return to this
point later, when I deal with the represen-
tation and reception of the drum. For now, I
want to acknowledge Poala Ánde/Anders
Poulsen as an important actor. Poala Ánde/
Anders Poulsen and the drum are co-
labourers, generating events and positioning
themselves in relational ways, also as forms
of resistance. In the article I aim to recognise
the agency and complexity of both.
Although historians like Rune Blix Hagen

and others have dealt extensively with the
sources in the context of the witch hunt
process, the drum has not been the focus.
Also, when the drum is discussed, there is a
tendency to focus the attention to the drum-
head and the painted figures on it, that is,
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on what they signify, and not on the material
and relational aspects. Sámi drums have pre-
dominantly been studied by theologians, eth-
nographers, and historians of religion, while
art historians have been curiously unaware
of, or disinterested in, the topic until
recently.

To begin with, I will briefly reflect upon ter-
minology and conceptual choices before I
start recounting the narrative and historical
context of Poala Ánde/Anders Poulsen and
the drum. Then, I move on to discuss the
particular materiality of the drum. I conceptu-
alise the drum as a “material assembly” to help
consider myriad and unfixed qualities. Here, I
try to acknowledge the drum as invaluable
material in its own right, not just as some-
thing that has to be illuminated by other
sources. This part coincides with the next
section where I consider the “distributed
agency” or “entangled personhood” of the
drum, inspired by conceptualisations that
stem from object biography and theories of
personhood and agency, and filtered
through Poala Ánde/Anders Poulsen’s pos-
ition. Finally, I present a few examples of
what I consider to be significant tendencies
in the representation of Poala Ánde/Anders
Poulsen and the drum. I contend that they
are interesting and multidimensional actors
with fluid positions, that have frequently
been fixated or “arrested” in reception.

Terminology, translations and
conceptualisations

How to best introduce, name and describe the
main subjects of this article, the “drum” and
its previous caretaker, “Poala Ánde/Anders
Poulsen”? In a much-repeated quote para-
phrasing Marilyn Strathern, Donna Haraway
asserts: “It matters which stories tell stories,

which concepts think concepts”. Haraway
calls upon Strathern’s notion to express a
way of articulation that accepts the risk of
relentless contingency; to get out of the
habit of trying to grasp wholes or enclosed
entities. It matters what words we choose;
what words, worlds, and concepts they gener-
ate, and what words, worlds, and concepts
they channel away. Some concepts “may over-
power, perhaps even kidnap the situation that
is up for description”, Marisol de la Cadena
maintains. She argues for perspectives that
encourage us to “slow down reasoning” to
strive to avoid such arrestations and that, con-
sequently, opens for the material to tell “a
much richer story”.

In this text I endeavour to narrate the
material in a manner that is “big enough”
(to borrow yet another phrase from
Haraway), striving to evade predetermined
interpretation and categorisation to the
extent that this is possible. In general, I try
to avoid the overtly religiously flavoured
vocabulary often associated with the drum.
In accordance with the exhibition text, and
some of the most recent texts written by
Sámi scholars in English, I often use the
word “Sámi drum”. I also experiment with
conceptualisations like “material assembly”
to highlight the drum as a meeting of
various materials with emerging properties,
and to avoid “arresting” it as a closed
entity. Thus, from time to time I intention-
ally slip between lingua to try to destabilise the
habit of grasping wholes. In Northern Sámi
goavddis, gobdis, rumbu, or meavrresgárri,
can be used to denote a (Sámi) drum. Other
terms to denote the drum in Sámi is
goabdes, in Lule Sámi, and gievrie, in Southern
Sámi. In the court document, the drum is
termed a runebomme in Danish/Norwegian,
based on an earlier association of the symbols
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on the drum as runes. Obviously, even see-
mingly neutral words like “drum” signal some-
thing, like a musical instrument. Still, I would
argue, it is not “kidnapping the situation” in
the way for example “shaman drum” would,
a term that comes with a lot of historical
baggage, a point to which I will return.

Also, the antecedent “Sámi”, and the larger fra-
mework and theoretical perspectives precludes
a simplified understanding of the drum term.
This is something that becomes clear in the
quote from the exhibition text, where “drum”
is used, but evidently not to signify only a
“musical instrument”.
An additional caveat concerning the

naming of the other main actor; the caretaker,
or owner, of the drum, hereto presented as
Poala Ánde/Anders Poulsen. He came into
to historical attention through the court docu-
ments, written in Danish, and many aspects
about him are unknown. As Håkan Rydving
and Siv Rasmussen have argued, there was a
tradition of using a double set of naming
practices in various places in Sápmi at the
time. The man known as “Anders
Poulsen” in the court document asserts that
he was born in Torne Lappmark, thus he
was probably known by a Swedish name in
the earliest documents. In addition, he
would have had a Sámi name, but exactly
what he was called by his family and friends
is difficult to pinpoint, due to different
languages and naming practices in various
parts of Sápmi, and because it is not possible
to say exactly where in the large district of
Torne Lappmark he originated from. There
is a tradition to write the name in Northern
Sámi, as Poala Ánde, or as Pávval Ánde or
Bávval-Ánde. I do not reckon myself to be
in a position to determine his name, and out
of respect for different Sámi habits and
languages (in time and place) I choose to

use the name that he is known by through
the historical sources for the remaining part,
but keeping the instability and contingency
of name giving in mind.

Historical contexts and life stories

The first written description of the drum now
owned by the RDM-SVD in appears in a
court-record from February  (Fig. ).

The use of the drum was the outward reason
for arresting the owner. He was detained in
Unjárga some months earlier and taken to
Čáhcesuolu, then the administrative centre
in Eastern Finnmark. Poulsen had kept
and used “an instrument, named a rune-
bomme, and thereby practiced the evil and
wicked art of witchcraft”, the record
stated. In other words, Poulsen and the
drum enters the official documents as actors
in the witchcraft cases in the northern part
of Europe of the time. They form part of a
grim statistic, as historians like Liv Helene
Willumsen and Rune Blix Hagen have
shown. The Finnmark witchcraft trials
took place throughout the s, with Poul-
sen’s case as the last one. According to Blix
Hagen,  persons were accused of practis-
ing witchcraft in Finnmark and  of them
were executed. Thus, many of the persons
accused of witchcraft were sentenced to
death and the number of cases is relatively
high compared to the total amount of
people living in Finnmark at the time. More-
over, a special feature of the prosecutions in
the northernmost part of Denmark-Norway
is the presence of Sámi people among those
tried.

The numerous witch trials in the high
north during the seventeenth century are
commonly viewed in the context of the
implementation of the Reformation and
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aspiring governmental aims. The Reforma-
tion in Norway was introduced when the
Lutheran king Christian III of Denmark
took control of the Norwegian Council of
the Realm in –. The King stated
that Norway should no longer be an indepen-
dent region but rather completely integrated
as a province of Denmark. The reorganis-
ation of the church as part of the governmen-
tal apparatus helped implement measures for
standardisation and regulation in the various
parts of the Danish kingdom. Exact borders
had not yet been drawn between Denmark-
Norway, Sweden-Finland, and the principal-
ity Muscovy in the northernmost region.

Blix Hagen argues that, as a collective, the
Sámi posed a threat to the territorial integrity

of Denmark-Norway, its state building, and
its efforts to spread Lutheranism in the far
North: “The Sámi and their special pattern
of mobility were considered by the Nordic
state authorities as subjects in need of
proper integration into the individual
realms”. As a consequence, the north faced
more extensive missionary activity and an
increased number of witch trials during the
“protracted reformation”. The Sámi drum
was a centre of attention for both the religious
and the political authorities, which were
tightly interwoven.
According to the court document, Poulsen

presents himself as almost one hundred years
old and born in “Torne Lappmark” on the
Swedish side of Sápmi. He had spent most

Fig. 3. Court document, Niels Tygesen Knag, 1692, in Justisprotokoll nr. 21 for Finnmark, 1692–1695, fol. 1a-8b, fol.
10b-15b. The National archive of Norway, Romsa.
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of his adult years in the coastal areas of
“Nordlandene” and in “Finnmarken”, where
he currently lived and paid taxes. He was
the father of many children, now adults
living in various parts of Sápmi. The drum
had travelled with him over the Swedish and
Danish-Norwegian borders. A resolution
from the interrogation conducted the day
after the arrest states that Poulsen first con-
fessed that he made the drum himself. While
on trial a couple of months later, he explained
that a man named Anders Pedersen gave the
drum to him in Torne Lappmark. He also
confessed to having used the drum, but only
to do good deeds. Poulsen held the testimony
mainly in Sámi, but he also used Karelian
language during the trial, according to the
court document.

The Sámi historian Siv Rasmussen has
studied additional documents, including
land registers from the Swedish side, and
she argues that Poulsen was born in the
southern part of the Torne lappmark and
suggests that he had connections to the
nearby Lule Sámi siida through the border
area Gáidum where he paid taxes for a
while. In any case, Poulsen’s command of
different languages, tax records showing that
he had paid taxes both to Norway-Denmark
and Sweden-Finland, and his own testament
in court give insight into the Sámi “pattern
of mobility”, emphasised by Blix Hagen.
The purpose of the trial was to determine if

Poulsen was a sorcerer and to what extent he
had performed the work of the devil. At the
end of the trial, no sentence was passed.
Although Poulsen possessed “great impiety”
and “knowledge of devilish art”, the precise
crime and idolatry to which Poulsen had con-
fessed was not mentioned in the legislation.
Besides, no one had witnessed that he had
actually harmed anyone with his drum.

While the court found it “highly necessary
to statute a repugnant example confronted
with such ungodliness”, they concluded that
the case was “very unusual” and required con-
sideration from superior authorities in
Copenhagen. Poulsen was to be kept in
custody in Čáhcesuolu until the answer
arrived. However, before the resolution from
Copenhagen came, Poulsen was killed;
struck with the back of an axe in his sleep.
The person who did this, a servant in the
regional governor’s household, was later
declared insane.
Whereas Poulsen was immobilised, killed,

in Čáhcesuolu, the drum travelled further.
In  it entered the Royal Danish Art
Chamber (Kunstkammer) in Copenhagen,
established around . This collection
formed a basis for later museums, including
the National Museum of Denmark. In ,
the king’s collection of artefacts from different
corners of the world was split and sent to
several newly instituted special museums.
Until recently, Poulsen’s drum was officially
owned by the National Museum of
Denmark as a part of its ethnographic collec-
tion, although on long term loan to Sámid
Vuorká-Dávvirat since .

The material assembly

In accordance with Haraway’s request to get
out of the habit of grasping things as wholes
or enclosed entities, in this part I conceptual-
ise the drum as an assembly, to acknowledge
that it is composed out of various materials
with different abilities. This move is also an
appeal to recognise the drum as something
that carries a force and which forms active
parts of relationships. Thinking alongside
W.J.T Mitchell, who considers the ability of
images to have requests and desires, one
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could ask: What does this particular assembly
want, or phrased in another way, what actions
and relationships does it establish, encourage
or demand?

Seen from a material perspective, in terms
of its affordances and the way they appeal to
human capacities, the drum invites to be
held and touched. Two oblong holes have
been cut in the curved shape of the pine
tree, so that a hand could easily slip through
and clutch the remaining piece of wood. The
pine is polished and oiled so that the shaft
feels good in the hand. Also, the size of the
drum ( ×  ×  cm) makes it possible to
hold and carry. Its outline is circular, or
rather, oval, symmetrical along the long axis
and curved toward the ends, one end slightly
narrower than the other. The wooden bowl is
carved of a single piece, a large pine burl,
hence the convex bow. Animal skin, in this
case prepared reindeer leather, probably
rawhide, is stretched over the open mouth
of the wooden bowl and fastened with sinew
onto the carved plait-patterned border on
the reverse side.
The skin is light in colour, like parchment,

and has painted drawings on it. Most likely
the membrane was greased to protect the
skin from drying out and the drawings to
fade. In the first interrogation Poulsen
supposedly explained that he made the
drawings with his own blood, tapped from
below his chest, while in the court record it
is stated that the paint is made of boiled
alder bark. The alder extract gives a
reddish-brown colour that contrasts with
the pale leather, although in some places
only traces of it are left on the worn skin. I
will return to the drawings and the discus-
sion of what they represent, but for now I
want to linger a little longer with the
material presence.

If we could touch the membrane with our
hand or with a tapper, we would produce
vibrations, or movements, in cooperation
with the drum, and thus sound. In this
sense, the material touches us, it reaches out
and affects us, not only mentally, but also
physically through the touch of sound on
our skin. This is vibrant material, in the
most basic meaning.
The drum too is touched by the relations

and actions it has participated in. An animal
claw is attached to its back, probably
remains from the indigenous Sámi practices
it was part of during Poulsen’s stewardship.
The court document mentions a fox face,
two fox ears and a fox claw attached to its
back. Other important actors that collabor-
ate with the drum are the veažir, a horn
tapper with a handle covered in tanned skin
from a young reindeer, and the vuorbi, a
small, convex brass disc, often referred to as
a pointer in English. They are companions
to the drum, not integrated into the material
assembly that constitute it, but accompanying
entities denoted as “ritual partners” in the
Ruoktot exhibition.
Like most individuals, the drum is changed

and marked by life in a corporeal sense. It has
scars, wounds and bruises, reminiscences of
injuries and assaults but also of efforts of
healing and repair. An open crack runs
along the handle on the back, there are
several fissures on the skin, and the dermis
is stitched several places to prevent the
surface from dissolving.
Very explicit evidence of the drum’s life as a

museum object are found in the inscriptions
added after the drum was taken from
Poulsen. For example, the code “BAf. ” is tat-
tooed with black ink onto the skin. It is placed
right above the head of a figure that he refers
to as the “Diermis” in the court documents, to
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which I will return. The same number is
repeated, in the same colour and style on
the reverse side of the drum skin, further
down and partly visible through the opening
in the wood on the back. Here, another
inscription appears; “La ” is written with a
lighter ink and has a different, more scrib-
ble-like character. The same number is
repeated in a tidier lettering style, this time
in white and with punctuation marks, L.a..,
on the wooden side of the drum. An acqui-
sition number is a unique identifying code
that provides information about when an
object was added to a collection. The
number is physically attached to the item
and appears on records which relate to it.
Organisations have their own code for acqui-
sitions, and when an artefact changes hands it
is assigned a new number. The “BAf. ” was
allotted to the drum when it entered the
Royal Danish Art Chamber towards the end
of the s, whereas the L.a.. refers to the
code it received in  when it was trans-
ferred to the ethnographic department in the
newly established National Museum in
Copenhagen.

In the fraught case of the drum, bearing in
mind the way it was taken from its owner by
force, and considering the prolonged owner-
ship discussion, it becomes especially poign-
ant how the labelling not only functions as a
practical tool, but as an explicit marker of
property. The prominent place of ownership
marks, especially the first-mentioned,
penned directly on what is commonly per-
ceived as the front side, and almost touching
one of the drum figures, underscores this
purpose.
Other remnants of the drum’s museum life

may not be visibly evident in the same way,
but the effect could be just as palpable. For a
long time, it was common practice for

museums to apply a variety of pesticide
agents to vulnerable items in their collections
to preserve them from dilapidation by micro-
organisms, fungi, and other pests. Because
such conservation was not always documen-
ted, it is often unknown whether specific
objects are contaminated before tests have
been conducted, but as the director for Riddo-
DuottarMuseat, Anne May Olli – who is
trained as a conservator – has shown, it is
commonly the case with the old Sámi
items. Recent tests indicate that much of
the material from the National Museum in
Copenhagen has been impregnated and con-
tains high levels of pesticides. Olli’s inquiry
reveals that even though the drum has been
cleaned, it should be regarded as infected
and come with prescriptions to prevent infest-
ing humans.Although invisible, this toxic
heritage adds to the material assembly of the
drum and governs its handling and
interactions.
Despite efforts of “arrest” through incar-

ceration and conservation, the double-edged
sword of care and detention, the drum is
still “alive”. It still has the capacity to stir
emotions and cause activities, to compel
others to act, behave, understand, and relate
in certain ways. It is not only arrested; it is
arresting. The drum has (among other
things) the power “to stop the viewer in his
or her tracks, to convey an arresting sense
of uniqueness, to evoke an exalted attention”,
to quote Stephen Greenblatt. Moreover, the
meeting of skin, sap, blood, sinew, bark,
wood, grease and other substances forms a
lively materiality in itself. But, there is
more to it than that, more than the organic
assembly and vigour of the physical sub-
stance. Like human actors, the drum can be
said to have an aura or a character, or a
special quality that makes it stand out as
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something more than the sum of its parts. In
the exhibition Ruoktot at RDM-SVD, the
drum energy is conceptualised in terms of
determination and expression, as the afore-
mentioned exhibition text states: “Drums
are not merely objects of use” they are
rather “considered as powerful non-human
beings with their own will and with a
voice”.

Distributed agency

Clearly, Poulsen saw his drum as something
more than “merely an object of use”. Accord-
ing to the records from the interrogation, he
said that “if he lost the drum it would cause
great misfortune for him, his wife, and chil-
dren, people and everything they had;
indeed, they would not know how to
worship [tilbede] or know how things would
go”. For Poulsen the drum obviously had a
capacity to act in the world; as a bearer of
knowledge, with healing and communicative
powers, and as a way to worship and pay
respect to one’s surroundings, with multiple
other sides to it. Importantly, it was to be
treated in a certain way, and had great per-
sonal value and emotional significance for
Poulsen as well as others that related to it.
He could communicate with his drum in the
same way as when two people speak with
each other, he explained in court. Through
the drum he could receive knowledge of
people, animals, places, and weather con-
ditions. He could also use the drum to help
people and animals, to interfere in and
improve their life. When he was asked if he
could cast a bad spell over someone, a curse
known as a gand, he admitted being able to
lift the spell out and send it back to the
person who cast it. He also acknowledged
that through the drum he could punish a

thief, make him become dry and weary like
a piece of dead wood. It is important to
note that even if Poulsen knew how to do
these things, he did not admit to having
carried it out, at least not in the realm in
which he was on trial, that is, in the
kingdom of Denmark-Norway.
When Poulsen was instructed to perform in

court, he first crossed himself, then the drum,
and recited Our Father, as well as several
other “prayers and adorations” using Karelian
and Sámi words and phrases. He did this with
dedication and tears in his eyes, and uttered
some of the words in a low voice, making
them difficult to decipher, according to the
judge Niels Tygesen Knag’s comments. He
recounts how Poulsen’s prayers were directed
towards the pictures on the drum, and that
some of the gods [en del af Guderne] did not
want to answer because he played in a Norwe-
gian house [spiller i Nordmands huus]. The
ritual partners were also set to work; the
court record describes how Poulsen rotates
the drum, lifts and lowers it, taps with the
veažir, and receives answers through the
vuorbi dancing on the top of the membrane.
Clearly, the vuorbi, or the palm, which is the
word Poulsen is reported to have used, was
an important companion. Knag once pre-
tended to have misplaced it and describes
how Poulsen was afraid and mourned until
he got it back and responded with laughter
and gratification.

Most of the court record centres around the
drawings, referred to as “the painted gods”.

In terms of composition, the pictorial space is
divided into five parts, created by the lines
that run horizontally over the surface. The
lines can be interpreted as the ground that
anchors most of the figures. To illustrate this
grounding, it is helpful to look at Ánde Muita-
lus (Anders Poulsen forteller), a woodprint by
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the Sámi artist Elle-Hánsa/Hans Ragnar
Mathisen from  (Fig. ). Here, the hori-
zontals of the drum paintings are connected,
indicating a slightly curved landscape that
ties the figures to the same track, with some
variations. The motive is repeated and some-
what altered in three sections on a rectangular
print. The title reads “Ánde’s narrative” and
“Ánde narrates” in Sámi and in Norwegian
respectively.
The court record describes the composition

on the drum from top to bottom. The first
figures are explained as the Ilmaris and the
Diermis, humanlike representations of bad
weather and thunder, and the Gvodde, a
wild reindeer. The next row shows a circle
divided by a vertical line, hovering over the
ground, it is Peive, the sun, Poulsen explains.
There is also a building, a cathedral, dom
Kirch, surrounded by figures explained as
Christ, or Jumal barn, and God the Father,
or Jumal Etziem, and The Holy Spirit, Engil.
Poulsen describes the two first figurations on
the middle line as St. Anne and St. Mary.
Next comes three figures, Julle peive, that
are connected to the three days of Christmas.
Above the fourth horizontal line, a circle
appears again, this time without the vertical
line, and this is the moon. Here is also
another building with crosses, explained as

Poulsen’s local church, the one to which he
and others have gifted votives such as wax
candles and money. On the left side of the
building are two men, “Olmoug Mane
Kirche”, on the way to church. On the other
side of the church is a figure placed on the
same level as the moon, and not connected
to the same line or ground as the others;
this is to be interpreted as someone approach-
ing the church. Shorter vertical lines are
painted on the side of many of the humanlike
figures, these are staffs or canes, Juncher
Sabbe or Stur Herr sabbe, that is, staffs to be
held by persons of importance: “Just like the
masters on earth carry staffs, so do these”,
Poulsen explains.

The lower part differs from the rest of the
pictorial space. Here, instead of a single hori-
zontal line connecting the figures, each figure
has its own, shorter line, and they are placed
at slightly different levels. This area is given
explanations that correspond with Christian
ideas of hell, purgatory, and punishment in
the afterlife. There are four humanlike
figures in this section. In the court document
they are referred to as devils or demons. One
that kills people and represents disease.
Another one is a devil that governs hell and
rummages around in the world. Yet another,
called Hvenaales Gvolisis, is connected to a

Fig. 4. Elle-Hánsa/Keviselie/Hans Ragnar Mathisen, Ánde Muitalus (Anders Poulsen forteller), 1983. Monoprint,
197 x 49 cm. RiddoDuottarMuseat – Sámi Dáiddamagasiidna, Kárášjohka. Photo ©Michael Miller/RiddoDuottarMu-
seat. © Hans Ragnar Mathisen / BONO 2023.
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stick, this is “the devil that was put in chains
when God created the world”, Poulsen
states. The fourth figure, the one dressed
in a similar way as the two first figures on
the third row, is a female figure, a woman
belonging to Hvenaales Gvolisis. There are
also three figures not shaped as humans.
One represents fire, the fire that consumes
human souls in hell. Then there is the
cauldron of boiling tar, where human souls
are boiled. Finally, there is the grave of hell,
Hilvet Haufd, where all the humans that
believe in the devil are thrown by God. In
the court record, the descriptions of these
figures (“the fire”, “the cauldron” and “the
grave”) are accompanied by drawings.

Even if, when pressed in court, Poulsen
asserts that he “has not forsworn God in
heaven or Christianity, but when he wor-
shiped the painted gods, he meant by them
God in heaven”, there is no simple, straight-
forward answer to where the power of the
drum resides. Poulsen is ascribing agency
to the drum itself, to its ritual partners, the
veažir and the vuorbi, and to the figures, the
“painted gods”, as well as to a nonmaterial
source, presented as “God in heaven” in the
court document.
Of course, agency must also be credited to

the person that knows how to handle the
drum, as well as to the act itself, and to the
process of making it. The knowledge about
handling the drum was transferred from
Poulsen’s mother and/or a man identified as
Anders Pedersen from Torne Lappmark, in
the court record. The position of the drum
maker is equally ambiguous, if it was made
by Poulsen or given to him by Pedersen.
Then there is of course the agency of the

material, on its own and assembled with
other materials. Some reflections by Iver
Jåks (–), a Sámi artist and skilled

duojar, come to mind when thinking about
this. He underlines how important it is to
consider

what options the raw material affords us
[…]. We also have to ensure that we shape
the raw material so that it is strengthened,
not weakened. […] If we are using several
materials in one object, we have to know
how they interact. What their sum total
creates, if they complete another structu-
rally. We must know what attributes the
material has, but also how it is to be
treated.

Such attention to material properties is
evident in Poulsen’s explanation, for
example he says that the drum must be
made of pine, “or else it will not do [den
duer intet, uden den er af Fyrretræ]”. This
can be interpreted in several ways, that pine
is the most functional material for the
purpose, but it could also point to the
drum’s efficacy. A rich tradition testifies to
the powers of some of the other materials con-
nected to the drum as well, such as the brass
and the alder. Brass is said to have healing
and protective powers, whereas sap from the
alder – considered a holy tree, “the tree that
bleeds”, as Jåks’ has phrased it – played
important roles in bear hunt rituals, for
example.

In addition, it is essential to consider Sámi
prescriptions on how to behave when gather-
ing the material, so as to not spoil either the
material or the surroundings. Here, other
agencies may come into play as well. For
example, as the Sámi philosopher Nils
Oskal has discussed in relation to the
concept of “reindeer luck”, it is important
to “get along well with the landscape”, to
behave in certain ways, for example by
asking for permission when drifting and
dwelling in the landscape, and to act
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humble and polite toward the siedi; a stone,
boulder, or another powerful formation in
nature, found throughout Sápmi, considered
important and to be treated with respect.

This could be done in various ways, for
example by gifting it bones, fish oil, coins,
or personal items, or simply by greeting it
when passing by.
One of the points I am trying to make here

is that various energies, agencies, realities,
beings, and personalities come into play
with regard to the drum, and that this is not
possible to render as simple one-to-one
causal relationships with clearly marked
boundaries between who (or what) is
moving whom (or what). I have endeavoured
to sketch out such complexities, enchant-
ments and entanglements without mystifying
or simplifying, but strived to present them in
a straightforward and descriptive way.
Similar to animal or human bodies the

drum’s body is multiple, its materiality is
shared between various organisms and enti-
ties. Also, like humans and animals, the
drum’s animacy, agency or personhood can
be described as dispersed and compound; it
is resting in, or attributed to, a variety of
sources and kins, and – as with humans and
animals – it is addressed in both thing-like
and person-like modes. Where the drum’s
power or agency ultimately “comes from”
cannot be pinpointed in one single answer,
or to one sole originator, even if that is what
the clergy and authorities tried to do when
they named the drum an “instrument of the
devil”.

Trapped in translation

As seen in the court records, one common
way the colonial authorities perceived Sámi
drums in the th and th centuries was as

“evil” and “pagan” tools. Through the drum,
the devil could act in the world and do
harm; this is how the authorities legitimised
the gathering and destruction of drums, and
the detainment and execution of their
owners. Paradoxically, in tandem with the
aspiration to abolish Sámi drums ran an
aspiration to conserve them. Thus, at the
same time as drums were confiscated and
destroyed, they were regarded as attractive
collectors’ items. They became prominent
parts of both scholarly and imperial collecting
and display practices, entered curiosity cabi-
nets or art chambers in various places of
Europe, and circulated as part of global and
colonial exchange patterns.

As already noted, the drum ended up in the
Royal Danish Art Chamber. It is included in
the printed catalogues of the collection, the
Museum Regium complex, four in total,
written by Holger Jacobaeus for Christian
V. The first edition was published in .
Here the drum is described together with a
Sámi drum that had entered the royal collec-
tion through the collecting of Ole Worm
after he died in . Evidently, Poulsen’s
drum had reached the King’s collection in
, when it was sent from Finnmark by a
missionary. Both drums are depicted in a
vignette, in what might be the first visual rep-
resentation of the drum in question (Fig. ).

As with textual translations, only some
aspects of the extant material are conveyed
through the visual translation. We only see
the front of the drum, though its presence as
a real-life body is hinted at; it is slightly
tilted, so that the side is visible and creates
an illusion of three-dimensionality. Still,
there is a lightness to the drawing that does
not bring forth the impression of the solid
material, nor the weight of the assembly of
wood, skin, sinew, and grease. Also, some of
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the drum figures are lost in the translation, the
“moon” is missing and two of the “demons”
are gone, and a building is added next to the
“church”. To be fair, the drawing was prob-
ably not intended as a detailed representation
of the drum, as part of a book vignette it func-
tioned to embellish, stimulate interest, and
present the topic. The symmetry and overall
impression clearly were important, still, the
selection of what to include in the picture
was not random and purely decorative. The

vignette refers to specific drums and other
objects located in the royal collection and is
an introduction to the chapter on what was
later translated as “ethnographical objects”
placed in the “Indian chamber” in the King’s
collection.

The next instance I have found of an illus-
tration of the drum is in the Norwegian lin-
guist Jens Andreas Friis’ book Lappisk
Mythologi, Eventyr og Folkesagn from 
(Fig. ). Here the focus is chiefly on the

Fig. 5. Book page with vignette in Holger Jacobaeus [Oligero Jocobæo], Museum Regium. Seu Catalogus rerum
tam naturalium, quam artificialium, quae in basilica bibliothecae augustissimi Daniae Norvegiaeque monarchae
Christiani quinti, Hafniae asservantur, Copenhagen: Literis Reg. Cels, Typogr. Joachim Schmetgen, 1696, p. 48.
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drumhead. Although illustrations of the back-
side of two other bowl drums are included, as
well as the drawing of two tappers taken from
Johannes Schefferus’ woodcuts in Lapponia
from , they act merely as general illus-
trations, or as examples of how these elements
look. Individual attention is only given to the
frontside of the drum, and not so much to the
front itself and its materiality, but rather to

the figures on it. Friis presents ten drums, or
more precisely, drum fronts, with Poulsen’s
drum as no. . The drawings are two-dimen-
sional and schematic; a line indicates the
outline of the drum on a flat surface as seen
from above, and the figures are rendered as
symbols, each with a numeral that matches a
brief explanation of what they presumably
represent. Friis’ image is re-used by the

Fig. 6. Illustration in Jens Andreas Friis, Lappisk mythologi, eventyr og folkesagn, Christiania: Cammermeyer,
1871, unpaginated page.
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Norwegian scholar and politician Just Qvig-
stad in Kildeskrifter til den lappiske mythologi,
from .

This representation technique is also fol-
lowed by the Swedish ethnographer, Ernst
Manker in his monumental work on Sámi
drums. Manker’s two volume work, Die Lap-
pische Zaubertrommel, could a fill an entire
research project, and I will point only to a
few aspects here. The first volume from
, Die Lappische Zaubertrommel: Die
Trommel als Denkmal Materieller Kultur,
maps all known existing drums, many of
them located by Manker in collections
throughout Europe, and he attends in detail
to their provenance, material, technique, and
construction. The main part of the book is
a meticulous comparison and contextualisa-
tion of techniques, constructions, and
materials in relation to various sources. This
book introduces an organisation and categor-
isation of the drums according to geographi-
cal origin and technique which is still in use
today, both in scholarly and popular reception
of drums. While the emphasis in the first book
is on material aspects, the second volume
from , Die Lappische Zaubertrommel:
Die Trommel als Urkunde geistigen Lebens,
attends more to the “spiritual” side of the
drums, as the title suggests, associated with
the frontside and the paintings. Here
Manker detaches the figures from the material
context, the drums on which they occur, and
organises them in themed groups according
to what they presumably represent. In other
words, they are treated as signs or symbols
(Fig. ).
Poulsen’s drum is included in both books,

as drum no. . In the first volume the
drum is illustrated using black and white
photos, displaying its front, its side, and its
back. Here provenance, material,

construction, and technique are in focus,
while the second volume is illustrated with
black and white drawings in the style of
Friis’ publication, focusing on its iconography
(Fig. ). That is, in a design that renders the
drumhead in a schematical way, as a flat and
uniform image, and the paintings on it as
symbols to be deciphered, numbered, and
attached to a corresponding explanation.
What is lost in such translations are of
course the weight and physicality, the
measures and the proportions, the effects of
shadow and shape, details such as fractures,
scratches, and other irregularities, in addition
to the other sensory aspects conveyed by the
actual material. This is not to say that
drawing cannot convey materiality and
sensory experience, my point here is that as
a rule such aspects have not been given atten-
tion in the drawings of drums, which has
focused on the figures on the drumhead,
and rendered the drum body in a schematical
way.

Something is also added in translation in a
very concrete way, as both Manker and Friis
have their own interpretations of the figures
that are not completely visible on the original
drum. In addition, to make them clearer and
more visible, they depict them in slightly
different ways. For example, the staffs are dis-
similar and “the cauldron” is indicated by a
closed ring in Friis’ drawing, whereas in
Manker’s it is marked by a dotted line.
Neither of them represents it with a smaller
circle on top, as is done in the court
document.
Manker also used the drawings in other,

more commonly available publications, such
as in the popular books Nåidkonst: Trolltrum-
mans bildvärld and Samefolkets konst. In the
course of time, the frontal representation of
drums and the individual figures from his
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books seem to have taken on a life of their
own; they have become parts of a broader
visual culture where the figures circulate
across various media and contexts. Illus-
trations and explanations that first occurred
in Manker’s second volume, are used today
almost by default on internet sites, in
museum exhibitions and tourist leaflets,

often without acknowledging where they are
taken from (Fig. ). Although for those who
know Die Lappische Zaubertrommel, it is
easy to recognise where they originated from.
As Håkan Rydving has pointed out, Ernst

Manker frequently substitutes the meanings
in the indigenous Sámi sources with what he
considers more authentic significations.

Fig. 7. Illustration in Ernst Manker, Die Lappische Zaubertrommel: Eine ethnologische Monografie, Vol. 2: Die
Trommel als Urkunde geistigen Lebens, Acta Lapponica, Stockholm: Thule, 1950, unpaginated page.
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Several of Poulsen’s explanations in the court
document have been replaced by Manker’s
scholarly presumptions. For example, figure
no.  in the drawing of the drum is not inter-
preted as a cathedral, as Poulsen said, “but
perhaps a reflex for the concept of saajve
(the world of the spirit helpers in South Sámi
belief)” and “no.  is not St. Anne, but the
goddess Maadteraahka, no.  not St. Mary,
but a counterpart to the goddess Saraahka,
etc”. Rydving argues that the rich imagery
of the drums should be regarded as Sámi inno-
vations and as resistance to the limitations set
by Christianity, a religion that demanded an
exclusiveness that many Sámi opposed by con-
tinuing to follow indigenous customs while
they were integrated into the ecclesial
system. Also, it should be noted that indigen-
ous ritual practices were not as problematic in

the Catholic church as they would later
become in the Lutheran, and that transcultural
entanglements are reflected in the material
and visual culture of the time and area. For
example, Sámi scholar Maja Dunfjeld main-
tains that a “Sámi cosmic world” became
entwined with Christian Catholic symbols,
and that emblems like the gothic A and M
silver coils (Fig. ), still in use today on the
Sámi gákti, would link Saaraakhaa and
Maadtheraka with St. Anne and St. Mary.

Thus, these symbols have several, concurrent
meanings, she concludes.
Such concurrences speak of dynamics and

preclude the idea of Sámi drums as products
of a stable and closed-off cultural unit. It
may be useful to grasp Poulsen’s drum
through the concept of “contact zones”,
coined by Mary Louise Pratt as “social

Fig. 8. Illustration in Ernst Manker, Die Lappische Zaubertrommel: Eine ethnologische Monografie, Vol. 2: Die
Trommel als Urkunde geistigen Lebens, Acta Lapponica, Stockholm: Thule, 1950, p. 431.
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spaces where cultures meet, clash and grapple
with each other, often in contexts of highly
asymmetrical relations of power”. What
Pratt terms “arts of the contact zone” incor-
porates pieces of the representational reper-
toire of the dominant society in a self-
determinate way, resulting in a polysemy, or
ambivalence, that impedes absolute

homogeneity of meaning. Pratt observes a
tendency in the reception of such art to
“clean it” in the analysis, to make it appear
as more uniform, or more in accordance
with established expectations, something
that is also noticeable in the reception of Poul-
sen’s drum and of other Sámi drums, as
Rydving has shown.

Fig. 9. Installation view, wall plate in the shaman display, part of the exhibition “Arctic: People of the Arctic and
Subarctic”, 2019. The Museum of Cultural History. Oslo. Photo: Monica Grini.
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In addition, not only the symbols, but also
the users of the drums are frequently framed
more uniformly than the sources imply. As a
rule, the users are denoted as male, even when
their identities are unknown and although
one drum could have had more than one user.
The authorities who interrogated the Sámi
focused on male practitioners, and the way
they questioned them and how it was phrased
obviously played a role in the framing. Still,
there are glimpses into female and other identi-
ties in the source material. As noted, Poulsen
acknowledged his mother as a teacher in the
art of using the drum. Also, other sources
point to female noaiddit, especially when
Sámi oral traditions are considered.

Moreover, the practice of using drums
tends to be communicated as more stream-
lined than the variety of sources testify to. A
paradigmatic example is the installation of a
copy of Poulsen’s drum in a display of “Sha-
manism” as “a common trait among the
Arctic people”, in the University of Oslo’s
Museum of Cultural History. Here a copy of
the drum is presented among diverse items,
texts, and images, from various times and
places, to demonstrate that it forms part of
the same practice of shamanism throughout
the vast area commonly referred to as the
Arctic Fig. . When drum practice is trans-
lated as “shamanism” it enters a category that
tends to homogenise it as “a ritualized

Fig. 10. Sámi silver collar with gothic M silver coils, NMA.0059176, Nordiska Museet, Stockholm. Photo © Terttu
Höglund/Nordiska Museet.
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practice to gain ecstasy”. The narrative con-
verts it into a uniform practice, notwithstand-
ing all the other actions the drum could be
involved in; for example, as a communicative,
orientational and curative device, as described
by Poulsen – who does not mention it as an
aid to enter a trance-like condition. This
idea of the ability of the drum to immobilise
its user hails back to the representation of
the drum as a sorcerer’s device and an instru-
ment of the devil. In a way, then, the drum
has been “religionized”, it has been turned
into a “demonic device” or a “mythical com-
pendium” while Sámi sources point to eco-
logical and therapeutic uses as parts of
practical life. In accordance, missionaries,
theologians, and historians of religion have
long been among the main contributors to
the scholarly study of Sámi drums.

Closing remarks

To summarise, there is a tendency to translate
actors like Poulsen and the drum into cat-
egories that immobilise them and prevent
actual historical configurations to enter the
narrative because they do not fit outsider-
established expectations and ideas concerning
Sámi authenticity. Moreover, I would argue
that the debate about what the drum figures
represent has steered the attention away
from individual aspects of the drums and
their vibrant materiality, perceiving them pre-
dominantly as passive transmitters of sym-
bolic content and turning them into two-
dimensional images.
In this article I have considered the particu-

lar materiality of the drum and its compound
agencies. I have tried to emphasise the
complex positions and agencies of Poulsen,
the drum, and their relations. This approach
is inspired by theoretical and methodological

attempts to find ways to get out of the habit
of grasping things as “wholes” or distinct
units. I found it useful to think along the
lines of Marisol de la Cadena and her method-
ology of “not only”, a formula “to acknowledge
the translation and signal its limits”. The
material assembly that has been the focus of
this study can be rendered as “a drum”, but it
is “not only” that; one of its most prominent
caretakers can be comprehended as a noaidi,
but he was also so much more than that, et
cetera. As de la Cadena maintains, “not only”
leaves the possibility open for other descrip-
tions, but also for what she calls “ontological
openings”, for that which may emerge
“beyond the limit of epistemic knowledge
and thus exceeds the way ‘we’ know”.

The most severe consequences of the con-
straint and translation of Sámi drums affected
their owners. Apparently, the young man who
killed Poulsen did so because, as he confessed
in court, “Poulsen was a sorcerer and, accord-
ingly, ought to die”. Undeniably, the eccle-
sial and governmental translation, the
othering of Poulsen, the drum, and their prac-
tices had effective and deadly consequences.

Notes
. Sámediggi, “Erenoamáš rumbočájáhus čájehuvvo Sámiid

Vuorká-Dávviris”, https://sametinget.no/aktuelt/unik-
samling-trommer-vises-pa-samiid-vuorka-davvirat.
.aspx?sprak= (last accessed August , ).
The museum changed the official name from Sámiid
Vuorká-Dávvirat to RiddoDuottarMuseat – Sámiid
Vuorká-Dávvirat (RDM-SVD) in , as part of a
merger of several Sámi museums into a larger
organisation, the RiddoDuottarMuseat. The current
physical location of the museum, the building from the
s, designed to house the museum, is often referred to
as the Sámiid Vuorká-Dávvirat. To ease the reading, I will
refer to the museum as RDM-SVD or simply as the Sámi
museum, or the Sámi museum in Kárášjohka, if a
specification is needed. When the overall organisation is
referred to, I use its name RiddoDuottarMuseat. When
the museum before the  merging is addressed, I will
use Sámiid Vuorká-Dávvirat.
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. For more about this restitution process, see Jelena
Porsanger, “An Indigenous Sámi Museum and
Repatriation of a Sámi Drum from the XVII Century”,
Dutkansarvvi dieđalaš áigečála, No., , pp. -.

. The largest collection of drums under Sámi
custodianship is in Ájtte (although ownership has not
been transferred), in Jåhkåmåhkke in the Swedish part of
Sápmi. When the museum opened in  some drums
were deposited on long term loans fromNordiska Museet
in Stockholm, Eva Silvén, “Contested Sami Heritage:
Drums and Sieidis on the Move”, in Dominique Poulot,
José María Lanzarote Guiral and Felicity Bodenstein
(eds.), National Museums and the Negotiation of Difficult
Pasts: Conference Proceedings from EuNaMus, Brussels,
January –, , Linköping: Linköping University,
, pp. -. The most thorough survey of Sámi
drums in museum collections is still Ernst Manker’s. In
the beginning of the s he searched collections in
Europe and found around  Sámi drums (some of them
only fragments, others he deemed “inauthentic”), Ernst
Manker, Die Lappische Zaubertrommel: Eine
ethnologische Monografie, Vol. : Die Trommel als
Denkmal materieller Kultur, Acta Lapponica Stockholm:
Thule, ; Ernst Manker, Die Lappische
Zaubertrommel: Eine ethnologische Monografie, Vol. :
Die Trommel als Urkunde geistigen Lebens, Acta
Lapponica, Stockholm: Thule, . Gunilla Edbom has
followed up on Manker’s research and located additional
drums in museums in St. Petersburg, Moscow, and
Madrid, Gunilla Edbom, Samiskt kulturarv i samlingar:
Rapport från ett projekt om återföringsfrågor gällande
samiska föremål, Jåhkåmåhkke: Ájtte, . Drums and
drum fragments have emerged after Manker and Edbom
did their surveys, but most authors continue to quote
Manker, since no updated overview has been made.

. Jelena Porsanger, opening speech, RDM-SVD,
Kárášjohka, April .. I followed the live streaming
of the event.

. Quoted from wall text at the entrance of the exhibition.

. Consult e.g., Laura P. Appell-Warren, Personhood: An
Examination of the History and Use of an Anthropological
Concept, Lewiston: The Edwin Mellen Press, , for an
overview over this discussion; Maureen Anne Matthews,
Naamiwan’s Drum: The Story of a Contested Repatriation
of Anishinaabe Artefacts, Toronto: University of Toronto
Press, , offers a thoughtful discussion of Anishinaabe
notions of personhood in relation to a drum; Arkotong
Longkumer, “Spirits in a Material World: Mediation and
Revitalization of Woodcarvings in a Naga Village”, in
Numen, Vol. , No. -, , pp. -, discusses
Naga conceptions of personhood in relation to
woodcarving.

. Mårten Snickare, Colonial Objects in Early Modern
Sweden and Beyond: From the Kunstkammer to the
Current Museum Crisis, Amsterdam: Amsterdam
University Press, , p. .

. For a discussion of the Sámi area in Danish territorial and
colonial history, see e.g., Mathias Danbolt, “Grænsen går
her: Metodisk nationalisme og omfordeling af ansvar i
historieskrivningen om koloniseringen af Sápmi”, in
Søren Rud and Søren Ivarsson (eds.), Globale og
postkoloniale perspektiver på dansk kolonihistorie,
Aarhus: Aarhus University Press, , pp. -.

. Håkan Rydving, “The Saami Drums and the Religious
Encounter in the th and th Centuries”, in Scripta
Instituti Donneriani Aboensis, Vol. , , pp. -;
Håkan Rydving, Tracing Sami Traditions: In Search of the
Indigenous Religion among the Western Sami during the
th and th Centuries, Oslo: Novus forlag, , pp. -
. Carlo Ginzburg has famously pointed out the
problems inherent in telling the stories of marginalised
individuals based in oral cultures; like the story of
Menocchio, a th century miller persecuted for heresy,
portrayed by Ginzburg in The Cheese and the Worms. A
book that emerged from Inquisitorial documents, two
trial transcripts from  and , in the archives of
the Curia Arcivescovile in Udine, Italy. Although
historians are often dependent on sources produced by
the authorities, Ginzburg encourage to see past the
“filters” imposed by the persecutors’ questions in search
of the voice of the marginalised, Carlo Ginzburg, The
Cheese and the Worms: The Cosmos of a Sixteenth-
Century Miller, Baltimore: John Hopkins University
Press, , p. x-xi. (Translated from the  Italian
edition by John and Anne C. Tedeschi).

. To my knowing, besides myself, Mårten Snickare,
Rognald Heiseldal Bergesen, and Maja Dunfjeld, are the
only art historians who have studied Sámi drums. A few
more art historical works touch upon drums through the
Sámi artists that have explored the theme in their art
works, still, both the drums in themselves and as an
artistic theme remains an understudied topic in art
history.

. E.g., Arjun Appadurai (ed.), The Social Life of Things:
Commodities in Cultural Perspective, Cambridge:
Cambridge University Press, ; Marilyn Strathern,
The Gender of the Gift: Problems with Women and
Problems with Society in Melanesia, Berkeley: University
of California Press, ; Marilyn Strathern, Partial
Connections, Maryland: Rowman & Little, ; Alfred
Gell, Art and Agency: An Anthropological Theory, Oxford:
Clarendon Press, ; Marisol de la Cadena, Earth
Beings: Ecologies of Practice across Andean Worlds,
Durham: Duke University Press, .

. Donna Haraway, “Anthropocene, Capitalocene,
Plantationocene, Chthulucene: Making Kin”, in
Environmental Humanities, , Vol , No., p. . She
has another spin on the phrase with direct reference to
Strathern in Donna Haraway, Staying with the Trouble:
Making Kin in the Chthulucene, , p. .

. Marisol de la Cadena, “Matters of Method; Or, why
Method Matters Toward a Not Only Colonial
Anthropology”, in Hau: Journal of Ethnographic Theory,
Vol. , No. , , p. . For a case study on how
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wordings and conceptual choices may enable and delimit,
see e.g., Bjørn Ola Tafjord, “Defining Religion, Defying
Tradition? Concord and Conflict about the Role of
Religion in a Costa Rican Indigenous Community”, in
Scripta Instituti Donneriani Aboensis, Vol. , ,
pp. -.

. Marisol de la Cadena, “Indigenous Cosmopolitics in the
Andes: Conceptual Reflections beyond ‘Politics’”, in
Cultural Anthropology, Vol. , No. , , pp. -;
Arjun Appadurai, “Museum Objects as Accidental
Refugees”, in Historische Anthropologie, Vol. , No. ,
, p. .

. As Haraway writes “all names are too big or too small”,
but we should strive to narrate in a way that is “big
enough to gather up the complexities and keep the edges
open and greedy for surprising new and old
connections”, Haraway , p. .

. E.g., Porsanger, ; Liisa-Rávná Finbog, It Speaks to
You: Making Kin of People, Duodji and Stories in Sámi
Museums [Doctoral thesis], Oslo: University of Oslo,
.

. Jane Bennet, Vibrant Matter: A Political Ecology of
Things, Durham: Duke University Press, , p. .

. E.g., Aage Solbakk, “What We Believe In”, in Ellen Marie
Jensen (ed.), In What We Believe In: Sámi Religious
Experience and Beliefs From  to the Present,
Kárášjohka: ČálliidLágádus, , pp. -.

. For critique of the shaman concept as an academical
analytical category, consult e.g., Håkan Rydving, “Le
chamanisme aujourd’hui: Constructions et
déconstructions d’une illusion scientifique”, in Études
Mongoles et Sibériennes, Centrasiatiques et Tibétaines,
Vol. , , pp. -; Jelena Porsanger, “Sámi
eamioskkoldaga doahpagastin”, in Dîn: Tidsskrift for
Religion og Kultur, , pp. -; Konsta Kaikkonen,
“Sámi indigenous(?) Religion(s)(?): Some Observations
and Suggestions Concerning Term Use”, in Religions Vol.
, No. , , p. ; Liudmila Nikanorova, “The Role
of Academia in Finding, Claiming, and Authorizing
Sakha Religions,” in Håkan Rydving and Konsta
I. Kaikkonen (eds.), Religions around the Arctic: Source
Criticism and Comparisons, Stockholm: Stockholm
University Press, , pp. -.

. Siv Rasmussen, Samisk integrering i norsk og svensk kirke i
tidlig nytid. En komparasjon mellom Finnmark og Torne
lappmark [Doctoral thesis], Romsa: UiT The Arctic
University of Norway, ; Håkan Rydving, The End of
Drum-time: Religious Change Among the Lule Saami,
’s–’s, Uppsala: Acta Universitatis Upsaliensis,
, pp. -.

. “Torne Lappmark” was an area in the Swedish Lappmark
system; a way to divide and control the northern area of
the Swedish empire. The area denoted as “Torne
Lappmark” stretched over parts of today’s Norway,
Finland, and Sweden. In this text I will use the term
Sápmi, which includes a larger part of the traditional

Sámi area, when I am not referring to the old system or to
specific regional places and place names. The trial
document shows that “Anders Poulsen” was also in
command of Karelian language, which further
complicates the name giving issue. It should also be kept
in mind that the standardised way if writing names is a
more recent practice.

. Ruoktot. Sámi rumbbuid máhcaheapmi/Tilbakeføring av
samiske trommer/The Return of the Sámi Drums
[exhibition leaflet], Kárášjohka: RiddoDuottarMuseat –
Sámiid Vuorká Dávvirat, , unpaginated. This part is
also based on informal discussions with Siv Rasmussen
and other experts in the field over the years.

. Niels Tygesen Knag, Justisprotokoll nr.  for Finnmark,
–, fol. a-b, fol. b-b, The National archive
of Norway, Romsa. The account from bailiff and court
judge Niels Tygesen Knag, is transcribed by Liv Helene
Willumsen in Kilder til trolldomsprosessene i Finnmark:
Modernisert språklig utgave, Romsa: Skald forlag, . I
have consulted the original court document, but for the
sake of transparency I will refer to Willumsen’s
transcriptions in a modernised language, if not otherwise
stated. There is also an account from  by Knag that
includes details from the interrogation conducted in
December , as well as aspects not included in the
court record: Relation af Niels Knag om et paa Vadsøe den
 Dec:  optaget Forhør over den hundreaarige Fin
Anders Poulsen, og Dennes Bekiendelse om hans Rune
Bomme og sammes Brug og Benyttelse. dat. Kiøbenhavn
den de December []. The original has not been
identified. Knag’s Relation is only available through
transcripts (No. , Kallske Samling and No. ,
Thottske samling), both located in The Royal Danish
Library, Copenhagen. Knag’s  account is published
in Just Qvigstad, Kildeskrifter til den Lappiske Mythologi,
Kristiania: Det Kongelige norske videnskabers selskab,
, pp. -.

. As a rule, I follow the advice from Sámi artist and
cartographer Elle-Hánsa/Hans Ragnar Mathisen to use
Sámi placenames when writing about Sámi issues in
English. For example, the name Čáhcesuolo, refers to an
island with water in both Sámi and Norwegian, as well as
in Kven. As the historian Einar Niemi points out, it is
impossible to say whether the Sámi or the Norwegian
name is oldest. The area was used as summer grazing land
before the Norwegian/Danish settlement and access to
fresh water was equally important to Sámi users, thus, it
could be assumed that the Sámi name is earlier, Einar
Niemi, Vadsøs historie: Fra øyvær til kjøpstad (inntil
), Čáhcesuolo: Vadsø kommune, , p. .
However, I have retained the name of the county,
Finnmark, Finnmárkku in Sámi, which comes from the
old Norse term for the Sámi, to emphasise the colonial
and nationalised reality of the place. The area was a part
of Vardøhus amt in the Danish-Norwegian
administration system, from  called Finmarkens
amt.

. Knag  [Willumsen, ], p. .
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. E.g., Rune Blix Hagen, “Harmløs dissenter eller djevelsk
trollmann? Trolldomsprosessen mot samen Anders
Poulsen i ”, Historisk tidsskrift, Vol. , No. –,
, p. ; Liv Helene Willumsen, “The Witchcraft
Trial against Anders Poulsen, Vadsø : Critical
Perspectives”, in Rydving and Kaikkonen, . p. .

. Rune Blix Hagen, “Seventeenth Century Persecution of
Sorcery and Witches in the High North”, in Sigrun
Høgetveit Berg, Rognald Heiseldal Bergesen and Roald
E. Kristiansen (eds.), The Protracted Reformation in the
North: Volume III from the Project “The Protracted
Reformation in Northern Norway”, Berlin: De Gruyter,
, p. .

. Blix Hagen, , p. .

. Lars Ivar Hansen and Sigrun Høgetveit Berg,
“Introduction”, in Sigrun Høgetveit Berg, Rognald
Heiseldal Bergesen and Roald E. Kristiansen (eds.), The
Protracted Reformation in the North: Volume III from the
Project “The Protracted Reformation in Northern
Norway”, Berlin: De Gruyter, , p. .

. Hansen and Høgetveit Berg , pp. -.

. Blix Hagen, , p. .

. Hansen and Høgetveit Berg , pp. -.

. Knag  [Willumsen, ], p. . “Nordlandene” or
“Nordlandene len”, included roughly what is today
Nordland County, but also parts of Troms and Finnmark.

. Blix Hagen, , p. ; Knag  [Willumsen, ],
p. .

. Poulsen is reported to have prayed Our Father in
Karelian (Knag  [Willumsen, ], p. ). The
testimony was translated into Danish by the Sámi district
sheriff, Poul Iversen. It is difficult to determine exactly
which Sámi language Poulsen used within the
categorisation of languages today, but he probably spoke
a variant of Torne Sámi, which is now considered part of
the Northern Sámi language. Some Sámi words and
names that Poulsen used are retained in the court
document, and parts of his vocabulary can also be related
to the Lule Sámi area. He was probably able to adapt to
several languages, due to his travels over large parts of
Sápmi.

. Siv Rasmussen, “The Protracted Sámi Reformation – or
the Protracted Christianizing Process”, in Lars Ivar
Hansen, Rognald Heiseldal Bergesen, Ingebjørg Hage
(eds.), The Protracted Reformation in Northern Norway:
Introductory Studies, Stamsund: Orkana akademisk,
, pp. -.

. Knag  [Willumsen, ], p. .

. The placement, representation, and reception of the
drum during the centuries spent in Copenhagen are
largely unaccounted for and form a topic for one of my
forthcoming articles.

. W. J. T. Mitchell, “What do Pictures ‘Really’ Want?”, in
October, Vol. , , pp. -. See also Heiseldal

Bergesen, who map and contrasts affordances of the
drum with that of a book (Lapponia, ), Rognald
Heiseldal Bergesen, “Lapponia and the Drum:
Instruments of Integration and Othering in the
Confessionalisation of Northern Sweden”, in Sigrun
Høgetveit Berg Rognald Heiseldal Bergesen og Roald
E. Kristiansen (eds.), The Protracted Reformation in
Northern Norway: Towards a Protestant North, Hanover:
Wehrhahn Verlag, , pp. -. For a conceptual
update on affordance theory, see e.g., Jenny L. Davis,How
Artifacts Afford: The Power and Politics of Everyday
Things, Massachusetts: The MIT Press, .

. Contemporary masters of duodji, of Sámi art and
handicraft, are among the most prominent researchers in
this field, and provides important insights into the
techniques and materials of drum making. For example,
the duojar Jon Ole Andersen (–) has explained
that he rubbed mineral jelly into the skin surface on the
drum he made for Ringve Museum in , https://
digitaltmuseum.org//runebomme (last
accessed July , ).

. Knag  [Qvigstad ], pp. -; Knag 
[Willumsen, ], p. .

. Rolf Christoffersson has explored the often-overlooked
sonar aspect of Sámi drums. He argues that the drums
functioned as musical instruments in addition to other
uses, Rolf Christoffersson, Med tre röster och tusende
bilder: Om den samiska trumman [Doctoral thesis],
Uppsala: Uppsala University, .

. “Ved endene av den henger et reveøre, så enda et reveøre,
et revetryne og en reveklo”, Knag  [Willumsen,
], p. .

. The court report mentions two horn tappers, named as
Qiarve vetzier, and one brass pointer, named palm and
dechel in the record. According to Manker it is not
possible to determine which of the five tappers in the
Danish National Museum that originally accompanied
the drum, Manker, , p. .

. Manker, , p. 

. Anne May Olli, Pesticider i samisk gjenstandsmateriale:
Prosjektbasert masteroppgave [Master’s thesis]. Institutt
for arkeologi, konservering og historie, Universitetet i
Oslo, 

. Olli, , pp. -, p. . Thanks to Mathias Danbolt
for reminding me to consider this specific effort of
“arresting the drum”. See e.g., Torgeir Rinke Bangstad,
“Pollution and Permanence: Museum Repair in Toxic
Worlds”, in Museums & Social Issues, Vol , No. -,
, pp. -; Maria Puig de la Bellacasa, “Matters of
Care in Technoscience: Assembling Neglected Things” in
Social Studies of Science, Vol. , No. , , pp. -,
for similar perspectives.

. Stephen Greenblatt, “Resonance and Wonder”, in Ivan
Karp and Steven D. Lavin (eds.), Exhibiting Cultures: The
Poetics and Politics of Museum Display, Washington:
Smithsonian Institution Press, , p. 
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ABSTRACT

The article centres around a well-known
artefact in Sámi history, the more than
-year-old drum that once belonged to
Poala Ánde/Anders Poulsen, that has
recently been returned to Sápmi after a
long restitution process. Sámi drums were
deemed sorcerers’ devices and routinely
confiscated and destroyed during
seventeenth century Danish autocracy;
their users prosecuted and sometimes
executed. In the early s, the drum
was seized and sent to Copenhagen and
the Royal Danish Art Chamber, whereas
the owner was killed in custody while
awaiting the judicial decision. The case
involves one of very few preserved Sámi
drums accompanied by a contemporaneous
indigenous voice conveyed in the trial
document.
Paradoxically, at the same time as Sámi drums
were confiscated and, in many cases,

destroyed, some were embarking on journeys
as attractive collectors’ items. Today, Sámi
drums are frequently “arrested” in museum
exhibitions as “shamanistic devices”, often
echoing old tools and tropes of othering. The
article argues that there is a tendency to
translate actors like Poala Ánde/Anders
Poulsen and the drum into categories that
immobilise them, and which prevent
historical configurations to enter the
narrative. It also contends that discussions
about what the figures on the drumhead
represent have dominated the reception and
steered attention away from individual
aspects of the drum and its vibrant
materiality. In line with the biographical
approach of the exhibition Ruoktot – The
Return of the Sámi Drums by the Sámi
Museum in Kárášjohka, I explore the
entangled agency of the drum to help consider
material aspects and concurrent meanings.
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