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ARTICLE

GHOSTS, HOLES AND HYBRID SPACES: 
IMAGINING SÁMI-OWNED FUTURES 
THROUGH SÁMI CREATIVE PRACTICES

ALESSIA MARZANO

Abstract 
Identifying colonialism as the “dispossessor of Sámi futures,” the research on which 

this paper draws investigates the role of Sámi creative expressions in decolonizing/

indigenizing Sápmi and imagining possible futures through a decolonial framework 

encompassing decolonizing methodologies and critical arts-based research. The artistic 

practices of Sámi artists Elina Waage Mikalsen and Joar Nango were discussed through 

in-depth conversations held with them and in light of decolonizing theories seeking 

to de-link artistic expressions from the “colonizing gaze of authenticity” fostered by 

Western modernity and coloniality.

Furthermore, the paper argues for considering decolonization and indigenization 

as complex and interlaced processes, part of a global-local spectrum. While Sámi creative 

expressions are political in a transformative and healing way, they can foster the creation 

of Sámi-owned spaces, where to discuss both local and cosmopolitical concerns while 

considering Sámi sovereignty as the right to pursue Sámi’s self-determined futures. 

Keywords: Indigenous futures, Decolonization, Indigenization, Sámi creative practices, 
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INTRODUCTION

6JG�UVTCKIJVLCEMGV�=UKE?�QH�CWVJGPVKEKV[��CU�FGƒPGF�D[�QVJGTU��KU�VQQ�TGUVTKEVKXG��#�RWUJ�
toward Indigenous methodologies, as I see it, would not replace one conservative 
HTCOGYQTM�YKVJ�CPQVJGT�DWV�ƒPCNN[�IKXG�WU� VJG�URCEG�VQ�FKUEWUU��FGDCVG��CPF�ƒPF�
answers and ask questions in our own words, on our own terms. 


-CPCMQ��������������

Denying “multiple ontologies of human diversity,” colonialism destroyed Indigenous 
epistemologies1, including Sámi2 ways of being in the world. In this essay3, I 
analyze the role of Sámi creative expressions in decolonizing/ indigenizing Sápmi 
and imagining possible futures. The paper proposes to do so through a decolonial 
lens whilst seeking to close the gap between theoretical understandings of 
what it means to decolonize/indigenize and the way Sámi artists relate to these 
processes through the world-making potential of creative expressions. Hence, 
this paper reads the contemporary struggles for Indigenous self-determination 
CPF�UQXGTGKIPV[�CU�ƒTUV�CPF�HQTGOQUV�QPVQNQIKECN�UVTWIINGU�VQYCTFU�VJG�pluriverse, 
C�YQTNF�YJGTG�OCP[�YQTNFU�ECP�ƒV��5KIPKƒECPVN[��YJKNG�FGEQNQPK\CVKQP� KU�JGTGD[�
considered “in epistemic terms,” self-determination and sovereignty are addressed 
in relation to the right of the Sámi to determine their own futures according to 
Sámi epistemologies, ontologies, and relationality.4 Referring to the Sámi artistic 
context and to the conversations held with two Sámi contemporary artists and 
considering the poietic, transformative, and healing potential of Sámi creative 
practices, I argue that the latter can be understood as sites of articulations 
- and disarticulations - of traditions, hybridity, Indigenous sovereignty, and self-
determination. By creating bridges over cultural divides and “opening new avenues 
for learning about our shared histories, responsibilities and visions of the future,”5 
creative practices are inextricably connected with the radical need for social 
justice. Multi-artist John Akomfrah6 claims that artists – by making alternative 
futurities visible and holding historical failings accountable, act as “custodians of 
a possible future.”7 

Nonetheless, I wonder with Todd8, who has the right to imagine different 
HWVWTGU!�ū9JQ�KU�FQOKPCVKPI�VJG�EQPXGTUCVKQPU�CDQWV�JQY�VQ�EJCPIG�VJG�UVCVG�QH�
VJKPIU!Ŭ�.CVQWT9 considered climate a “cosmopolitical concern”; however, as not 
all humans are equally responsible for ecological disasters, “not all humans are 
equally invited into the conceptual spaces where these disasters are theorized or 
responses to disaster formulated.”10 Hence, this project draws upon a critique of 
capitalism and Western modernity, considering the role of creative expressions 
and artists in decolonization as “creators of spaces where other worlds, other 
orders can become thinkable.”11

In fact, colonialism in Sápmi “is not a temporality that has passed; it is a far-
reaching structure that persists”; the logic of colonialism alters how life itself is 
conceived, impeding:
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how Sámi people know and form kinship with lands, waters, and other more-
VJCP��JWOCP�DGKPIU��CPF�JQY�VJG[�ECP�HWNƒNN�VJGKT�QDNKICVKQPU�VQ�VJQUG�MKPUJKRU�
within a colonial economy in which nature is capitalised and Sámi relations 
to land are penalised by colonial law. These are all-encompassing forms of 
dispossession. As the dispossessor of futures, colonialism today prevents Sámi 
people from imagining the future within their own ways of knowing, being, doing 
and thinking.12

This paper addresses the multidimensionality of Sámi contemporary creative 
expressions and identities taking Sámi artists Elina Waage Mikalsen and Joar 
Nango’s productions as a reference. After summarizing the interpretive and 
methodological framework, the article outlines and discusses some of the outcomes 
of the conversations held with the two artists while arguing for considering 
decolonization and indigenization as complex and interlaced processes, part of 
a spectrum encompassing global and local contexts. Finally, the paper argues 
that Sámi creative expressions have healing potential, transforming “holes” and 
losses into “possibilities”; furthermore, they hold the capacity to foster the creation 
of Sámi-owned spaces and frameworks, where it becomes possible to discuss 
both local and cosmopolitical concerns while allowing criticalities that eventually 
strengthen Sámi sovereignty as the right to pursue Sámi’s self-determined futures.

UNMASKING WESTERN MODERNITY AS JUST-ONE-HISTORY-AMONG-OTHERS13

Framing Norway in the context of ‘Nordic colonial complicity’ and ‘Nordic colonial 
exceptionalism,’ as alleged by Loftsdottir and Jensen14, in this paper I interpret 
Sámi contemporary artistic expressions through a decolonial framework, 
CNDGKV� EQPVGZVWCNK\KPI� VJG� URGEKƒEKVKGU� QH� EQNQPKCN� RTQEGUUGU� KP� 5ECPFKPCXKC� CU�
“typically more insidious, gradual and less physically violent.”15 Nevertheless, 
this paper builds on the concept of epistemicide, the deliberate destruction of 
Sámi Indigenous epistemologies, “their memories and ancestral links and their 
manner of relating to others and to the land”16 and coloniality, a term proposed 
by Quijano17 to describe and unveil the persistent and colonial Western logic of 
domination which continuously undervalues Indigenous peoples’ perspectives. 
Despite epistemicide and coloniality representing a common struggle for the Sámi 
and other Indigenous Peoples, I approach indigeneity as articulated, arguing with 
Clifford18 for the necessity of contextualizing the struggles and acknowledging 
the diversity of Indigenous cultures.19 In this study, decolonization is intended as 
“epistemic reconstitution,” which implies the de-linking from “the Western values of 
EQOOQFKƒECVKQP�CPF�GZRNQKVCVKQP�CPF�VJG�TGEGPVTKPI�QH�+PFKIGPQWU�GRKUVGOGU�CPF�
values such as relationality, reciprocity, and responsibility.”20

The idea of traditional futures21 provided a starting point to re-think 
tradition as a non-dichotomic and complex site of re-articulations and cultural 
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transmission, useful in reclaiming Indigenous peoples’ present and future(s). This 
paper additionally draws on Indigenous futurism22, which describes the Indigenous 
creative expressions that imagine and create Indigenous futurities based on the 
re-articulation of traditions, where futurities represent “a place on their own terms 
– an imagination cut free of the constructs of colonialism.”23 Acknowledging the 
danger of recent years, noted by Tuck and Yang24 among others, related to the 
inflated status of the terminology connected with decolonization, which is often 
used to provide “a radical shell to familiar ideas and practices of multiculturalism 
that operate well within the comfort zone of established institutions,”25 I move away 
from the general deconstructing critique, which does not reflect on the “epistemic, 
GZKUVGPVKCN�QT�CGUVJGVKE�FGNKPMKPIŬ�GPUJTKPGF�KP�VJG�QTKIKPCN�UKIPKƒECPEG�QH�FGEQNQPKCN�
thinking.26 Moreover, I argue for a “re-politicization of decoloniality as foremost 
concerned with the struggles of Indigenous Peoples.”27 Epistemic decolonization 
implies the “recovery of epistemic rights, the destruction of Eurocentrism, de-
westernization” and indigenization.28 As Smith stated, indigenizing implies two 
dimensions: a disconnection from the “colonial ties,” followed by a recentring of 
“landscapes, images, languages, themes, metaphors and stories of the indigenous 
world” rooted in “alternative conceptions of world view and value systems.”29 

Nevertheless, aiming at closing the gap between theoretical understandings of 
what it means to decolonize/indigenize and the way Sámi artists perceive and 
relate to these processes through their creative practices, in the following sections 
I introduce the artists with whom I had in-depth conversations.30

Answering the call by Denzin, Lincoln, and Smith31 about the need for dialogue 
between Indigenous methodologies and critical methodologies, the methodology 
used for this inquiry was auto-constructed drawing on decolonial methodologies, 
inspired by Indigenous methodologies32 and critical perspectives. For the purpose 
of my research, I choose ‘conversations’ over the term ‘interviews,’ which I believe 
minimizes the hierarchical feeling that the term ‘interview’ alone communicates 
while creating a relaxed atmosphere of dialogue.33 Referring to bell hooks, “dialogue 
implies a talk between two subjects, not the speech of subject and object. It is a 
humanizing speech, one that challenges and resists domination.”34

ELINA WAAGE MIKALSEN: HOLES-AS-POSSIBILITIES AND THE HEALING 
POTENTIAL OF PERFORMANCES35

In her work, Sámi/Norwegian multi-artist Elina Waage Mikalsen addresses topics 
that are crucial for people who ‘stand in between’, who, like her, are both Norwegian 
and Sámi or come from heavily assimilated areas.36 At the same time, Mikalsen 
UVTKXGU�VQ�FGƒPG�QVJGT�YC[U�QH�DGKPI�5ȄOK�� ūCU� KV� KU�UQ�GCU[�VQ�IGV� NQUV� KP� VJQUG�
UVGTGQV[RGU�VJCV�JCXG�DGGP�FGƒPGF�D[�VJG�OCLQTKV[�EWNVWTG��QP�JQY�5ȄOK�EWNVWTG��
Sámi artists should look like.” Mikalsen, with her creative practice, seeks to break 
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those chains.37 One of the central themes she works with is the lost connection 
between humans and their environment – which includes other non-human 
presences, particularly referring to the loss of Sámi ancestral knowledge, one of 
the devastating consequences of coloniality. Sámi philosophies should be taken 
into account, particularly in this moment in which it becomes urgent to look at 
and care for the planet with a different gaze. Fostering Indigenous thinking and 
Indigenous gaze could represent a crucial turn in “re-orienting the current state of 
things and envision[ing] different futures by emphasizing Indigenous values, such 
as relationality between humans and other beings.”38 In fact, relationality between 
all beings, including “the land, the rivers, our ancestors long passed, animals 
and other creatures,”39 is a crucial value embedded in Sámi epistemologies. 
In turn, relationality is intertwined with reciprocity and responsibility, requiring 
us to be humble and accept what comes from nature and life circumstances. 
Consequently, Mikalsen came to look at the noises, scratches, and vibrations from 
JGT�ƒGNF�TGEQTFKPIU��HQT�GZCORNG��ūVJG�VJWPFGTKPI�PQKUG�QH�YKPF�KP�VJG�OKETQRJQPG�
membrane,” not as ‘unwanted sounds’ but rather as ‘small gifts’ occurring in the 
“encounter with an environment,” and thus, as co-creators.40 Mikalsen traced a 
parallel between these ‘unforeseen sounds,’ and holes “in the veil,” drawn on by 
VJG�OWNVK�CTVKUV�CU�C�RQGVKE�CPF�RTCIOCVKE�ƒIWTG� HQT� ūDQVJ� NQUU�QH�OGOQT[�� NQUU�
of knowledge, history, silence, entrances, portals.”41At the same time, the poietic 
potential of artistic expressions allows the artist to consider these holes as 
possibilities; beyond what is not�� VJG� HQEWU� ITQYU� VQ� DG� QP� ƒNNKPI� VJG� JQNGU� D[�
imagining what could have been. For Mikalsen, holes “in the veil,” as cavities, 
cracks, and hollows, are to be considered openings leading to other dimensions. 
Representing possibilities, these portals bring together different temporalities – 
and spatialities – acting as a bridge between what once was or could have been 
– the no longer – and the QRW�\HW�42 Mikalsen refers to these two dimensions as 
hauntology43, for which both the abrupted pasts and the aborted futures haunt the 
present, and to Sámi cosmo-spatialities, encompassing the worlds beyond and 
underneath the earth.

+P� QPG� QH�/KMCNUGPŨU� GZRGTKOGPVCN� VTCEMU�� PCOGF� 4QϥW� )QXMMKV�)NGPPGT� K�
Vier, these presences coming from above and from below are acknowledged and 
deeply felt as part of the artist’s physical and emotional experience and as a source 
of personal growth:

Now I know. I know now. Some things come from below. I’ve been alone for a 
couple of days. sssh... Some things come from above. sssh... I hurried home one 
evening. He was standing on top of the park. I feel like he was there for a reason. 
*G�YCU�VJGTG�HQT�OG�VQ�NKUVGP��UUUJ����%CP�+�NKUVGP�VQ!�.KUVGP�VQ�O[�JGCTV��6JKU�KU�
my heart.44

1P�C�ƒIWTCVKXG�NGXGN��IJQUVU�EQOG�VQ�TGRTGUGPV�VJG�NQUV�RCUVU�CPF�HWVWTGU�D[�VJG�
hand of colonialism and coloniality; in this sense, as Akomfrah45 contends, the 
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specters “refuse to rest because they are continually newly conjured and produced 
in the ongoing tragedies of the now.”46 On a more ontological and visual level, these 
openings are considered by Mikalsen as portals to the underworld, embodying 
the Sámi perspective on “how we think about the dead, or our relationship with 
the underworld,”47 while envisaging the underworld people as ghosts coming 
back from the pre-colonial past.48 Connecting past and future, these ‘holes-as-
portals’ can also be conceived as spaces in which it becomes possible to re-
imagine and create different futures. In this regard, the concept of hauntology 
can be linked to Indigenous futurism, concerned with the creation of alternative 
futures. epite However, as Quijano argued, these alternative futures are not to 
be envisioned as “mystical or magical” by transcending history.49 Representing 
RQUUKDKNKVKGU� KP� VJG� HQTO� QH� RQUUKDNG� HWVWTGU�� VJG� RTQEGUU� QH� ŧƒNNKPI� VJG� JQNGUŨ�
can symbolize a transformative type of world-making50 while confronting the 
ongoing consequences of colonialism, embodied by epistemicide and ecocide. 
%QPUGSWGPVN[�� HQT�/KMCNUGP�� KOCIKPKPI�FKHHGTGPV� HWVWTGU� CU� ŧƒNNKPI� VJG�JQNGUŨ� ECP�
be seen as a decolonizing strategy.51 The artist argues that the initial phase is 
‘visualizing the holes’, acknowledging what is lost, and that “we have the right to 
be angry and sad.”52 Accordingly, indigenizing would come after this crucial step, 
although Mikalsen questions the whole idea of indigenizing, particularly referring 
to highly assimilated areas as the Sea Sámi ones53, where the effects of the Second 
World War and the following Norwegianization were particularly destructive.54 So 
much is lost, not only in terms of language, but of the knowledge embedded in it 
regarding the culture and the relationship between humans and non-humans.55 

The only thing it is possible to do is try to “reconnect to this lost knowledge in 
different ways,”56 drawing on the remaining local traditions and the Indigenous 
global narratives, albeit this reconnection does not give the knowledge back. For 
instance, the knowledge connected with “how to behave around sacred places... is 
forever lost, and it haunts.”57�%QORCTGF�VQ�FGEQNQPK\KPI��YJQUG�RTGƒZ�de- implies 
‘to take away something’, Mikalsen visualizes indigenizing as both ‘making space 
for�UQOGVJKPIŨ�CPF�ŧƒNNKPI�VJG�JQNGU�with something.’58 If holes are possibilities, re-
imagining what was and what could have been implies a reconnection with the 
past.

Mikalsen’s performance59 Mii golggahit joga, bálgá, njuvccaid, váriid/ We Pour 
the River, the Path, the Swans, the Mountains (August 10, 2022) moves along these 
lines. The joik60 performance was part of the new Norwegian National Museum’s 
inaugurating exhibition in Oslo, named Jeg Kaller Det Kunst (I call that art). As a 
moving flow, it traversed the museum’s collection, following “a path of absences”61 

while making evident the erasure of Sámi history from the Norwegian one because 
of coloniality and epistemicide, which silenced, suppressed and marginalized some 
realities, producing them as “non-existent.”62 By acknowledging these absences, 
ūVJG�RGTHQTOGTU�UQWIJV�VQ�ƒNN�VJG�JQNGU�NGHV�D[�EQNQPKCNKUO�YKVJ�VJG�NKXKPI�RTGUGPEG�
of joik canalized in their bodies” and spread to the audience, from ear to ear, as a 
healing word.63
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Figure 1. 
Elina Waage Mikalsen whispers a joik 
as part of the performance Mii golggahit 
joga, bálgá, njuvccaid, váriid/ We Pour the 
River, the Path, the Swans, the Mountains 

(August 10, 2022). 
© Annar Bjørgli/Nasjonalmuseet

This healing flow was seeking to repair a relation. Recalling the words of Kwame 
Anthony Appiah, Mbembe argued that despite some losses being beyond repair, “to 
compensate is about offering to repair the relation.”64�2WV�KP�FKHHGTGPV�YQTFU��ƒNNKPI�
holes can symbolize creating the space for healing: acknowledging absences, 
recognizing the losses, and sharing the “colonial wounds”65 while “generating 
knowledge and creativity.”66

Consequently, the decolonizing – indigenizing practices can be understood 
as a healing process if “the absences, through the performances, are transformed 
into living ‘statements of presence’.”67 In fact, as Diana Taylor has argued, 
performances function as an episteme, a way of knowing and bringing together 
what has “historically been kept separate.”68
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%QPEWTTGPVN[�� HQT� +PFKIGPQWU� RGQRNGU� ŤCPF� VJG� 5ȄOK� KP� VJKU� URGEKƒE� EQPVGZV��
performative practices and the “performative spaces within, symbolize a form of 
JGCNKPI�CPF�RTQITGUU�VJCV�JGNR�TGFGƒPG�YJCV�+PFKIGPQWU�VTCFKVKQP�KU��CPF�YJCV�KV�
can be to the people who create and perform it.”69

JOAR NANGO: SÁMI-OWNED SPACES AND NITTY-GRITTY AESTHETICS70

0DÓÓL, a collective, artistic and cultural space in Romsa/Tromsø71, opened its 
doors on December 10, 2021. The building is articulated like a body, with a central 
corridor opening to several rooms; in each of them, one could breathe poetry and 
music while exchanging “aesthetic, social, and political points of view, embodied in 
performances and conversations.”72 A week later, I had a conversation with Sámi 
artist and architect Joar Nango, during which we reflected upon the importance of 
0DÓÓL, and the value enshrined in the creation of Indigenous-owned spaces.

Nango shared the impression that too often Sámi artists run the risk of 
being tokenized when invited to represent ‘alternative perspectives’ in spaces that 
possess “the real power and meaning.”73 By accommodating Indigenous artists’ 
perspectives, these formats aim at being portrayed as diverse and inclusive 
without promoting a real change.74 The art world, which Nango considers a parallel 
dimension, “a mirror-image of the world,” grants a space for Sámi artists to freely 
express and create new formats owned by themselves.75 Away from being one-
dimensional, these Sámi or – broadly speaking – Indigenous-owned spaces 
should both “possess and invite criticality,” integrating different perspectives “as 
deep as possible into the conversation.”76

Figure 2. 
Elina Waage Mikalsen, Katarina 
Barruk, Viktor Bomstad, Ingrid Frivold, 
and Trine Hansen, joiking on the roof 
of Nasjonalmuseet at the end of the 
performance, (August 10, 2022). 
© Alessia Marzano
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For Nango, while artists should feel free to play with the formats and “be more 
‘dangerous,’” the art world needs artistic practices that allow their perspectives to 
be strengthened by being criticized, challenged, “deconstructed, talked about, and 
investigated from as many angles as possible.”77

The 0DÓÓL project intends to build a Sámi institution, a space where to “invite 
other contributors while owning the conversation”; it is key to emphasize how 
this space is “portraying itself, and that it exists as a very generous space, where 
self-criticality is welcomed, including critical voices towards what it means to be 
Sámi.”78

Figure 3. 
One of the exhibition rooms in the 
FROOHFWLYH�DUWLVWLF� VSDFH�0DÓÓL�� 7KH�
room reproduced the circular space 
of the traditional Sámi tent, lavvu, 
where to have conversations while 
sharing coffee and food. Romsa/

Tromsø (December 10-12, 2021). 
© Alessia Marzano

‘Owning the conversation’ implicates allowing people that have different 
perspectives – on colonialism for example, into the conversation, “challenging 
them into a space whose boundaries are Sámi-owned”: “that’s when you can really 
talk about decolonization.”79 Reflecting on the meaning of indigenizing and its 
relationship with decolonizing, Nango wonders if indigenizing may be compatible 
with “acts of creation on a smaller, collaborative, even impulsive, and truthful way 
YJKNG�DTKPIKPI� +PFKIGPQWU�EQUOQNQIKGU�CV� VJG�HQTGHTQPV�Ŭ� TGNCVKPI� KV� VQ� VJG�/CϥϥK�
project.80 In this regard, indigenizing would not focus on the acts but on “people 
creating something together, people who also happen to be Indigenous put[ting] 
themselves out there.”81 Nango further suggests how being Indigenous sometimes 
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can be an abstraction, wondering “if the constant framing of everything as 
Indigenous can also bind or suffocate the artists instead of liberating them.”82

Over the years, Nango gathered books and various materials to assemble 
Girjegumpi - the Sámi architectural library (2018- ), a multi-dimensional and 
continuously growing project. Girjegumpi – in northern Sámi ‘girje’ means book, 
YJKNG�ŧIWORKŨ�FGUETKDGU�C�ūOQXCDNG�JGTFGTŨU�JWV�QP�UNGF�TWPPGTUŬ�Ť�FGƒPGU�DQVJ�VJG�
book collection and the structure containing and transporting it.83

Figure 4. 
Detail of the movable herder’s 
hut on sled runners / Girjegumpi, 
the Sámi architectural library by 
Joar Nango. Nasjonal-Museet 
Arkitektur, Oslo (October 14, 2021) 
© Alessia Marzano

The wide book collection embraces different topics and publications, such as Sámi 
architecture and literature, Indigenous Peoples’ traditions, decolonization, and 
Indigenous futurism. More than a library, Girjegumpi exists as an itinerant space 
for discussions and decolonial practice and a Sámi-owned space of encounter 
for different cultures and perspectives, demanding “the inclusion of indigenous 
peoples’ perspectives by itself being inclusive.”84

Despite Nango being inspired by global narratives like Indigenous futurism, 
he cautions Indigenous artists and activists from applying them uncritically. The 
global Indigenous dimension is indeed crucial in the struggle against coloniality, 
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allowing crucial questions to circulate and strengthening the connections between 
different contexts.85

Figure 5. 
7KH�ERRNV� LQ� WKH�SRHWU\�	�ͤFWLRQ�
section, Detail of Girjegumpi, 
the Sámi architectural library by 
Joar Nango, Nasjonal-Museet 
Arkitektur, Oslo (October 14, 2021) 

© Alessia Marzano

Nevertheless, he particularly encourages contextualization to be able “to develop 
our own perspectives and our own language” around our own futures. 86

To materialize these futures, Nango works with different types of spatialities, 
reviling how Sámi cosmology is not standing apart from pragmatic and material 
spaces. Nango’s projects foreground a “nitty-gritty, dirty, very pragmatic type of 
aesthetical space,”87 combining some ‘romanticized’ aspects of nature “with other 
elements that are not romanticized at all” but are nonetheless part of Sámi culture. 
Hence, “the motorized petrol fuel vehicles used in traditional reindeer herding” or 
“the snowmobile and the smell of exos, and gasoline... and the noise it makes” 
depict an image that is distant from the ones typically associated with reindeer 
herding.88 These elements prompt a complex, articulated and multidimensional 
understanding of Sámi culture, against and beyond the colonial “gaze of 
authenticity,”89 bringing about the acknowledgment of existing hybridities. Along 
these lines, Nango recognizes the influence of Western commercial culture in 
everyday life by combining it with more ‘traditional elements’ emphasizing the 
closeness of Sámi culture to nature. Post-Capitalist Architecture TV (Nango and 
Bongo, 2020-), a streaming series made in response to the pandemic, addresses 
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the decolonizing role of architecture – conceived in the broad sense of “how 
Indigenous cultures relate to a broader discussion on space”90 - “after the fall of 
capitalism.” Nango looks at the world with a unique gaze which takes him to be 
curious and ask questions to everyone. The format of Post-Capitalist Architecture 
TV embodies this gaze, involving conversations between Nango and contributors 
encompassing different spheres, “academics, but also your car mechanic, or your 
neighbor, or your grandfather.”91

Indigenous lifestyles are still too often looked at as ‘folkloristic’ or as 
pertaining to the past, according to an allochronistic idea. However, traditional 
knowledge is alive and evolving, and Nango believes there is a lot to learn from 
these “flexible and future-looking traditional lifestyles and attitudes”, looking at 
these examples, society could re-orient itself.92 This is in line with Clifford’s idea 
of tradition as a flexible, pragmatic, and critical selection, having the capacity for 
changes while circling “resourcefully between present dilemmas and remembered 
answers: a pragmatic, not a messianic orientation.”93

Nango’s response to the global crisis is very pragmatic and situated; 
“working locally, with movement and material, and the flow” – of materials 
and flow of people – also implies learning from and listening to “people who 
OCKPVCKPGF� VJG�EQPPGEVGFPGUU�YKVJ� VJG� NKHGE[ENGU�� CYC[� HTQO� VJG�EQOOQFKƒGF�
way of seeing space and materiality.”94 Post-Capitalist Architecture TV aims to 
look beyond the “globalized and commercial capitalistic system that has eaten 
us as cultures all over the place.”95 The capitalist system is built upon a “linear, 
WPKFKTGEVKQPCN��OCVGTKCNŬ�EQPEGRVKQP�QH�FGXGNQROGPV�CU�ƒPCPEKCN�ITQYVJ�YJKEJ�KU�
ūFTKXGP�D[�EQOOQFKƒECVKQP�CPF�ECRKVCNKUV�OCTMGVUŬ�� KP�VJKU�UEGPCTKQ��RTQITGUU� KU�
conceived as an indicator of a “pretentiously-universal well- being.”96 This “ever-
expanding idea of evolution” is reflected in the idea of nature as an object and a 
mere resource. Looking beyond and beneath the capitalist system, Nango’s Post-
Capitalist Architecture TV draws attention to other economic flows embedded in 
smaller-scale livelihoods: in fact, “economy exists everywhere.”97 Moreover, as 
Nango argues, humans cannot control nature if they think of themselves as living 
in a world of relations.98 From a relational perspective “things and beings are their 
relations.”99 Working with practicalities implies a reflection on the “institutionalized 
idea of control in our society” and the importance of being able “to adapt more 
flexibly and elastically to whatever happens around us.”100 To always be prepared 
for changes is part of Sámi philosophies and pedagogy; ecological knowledge 
KU� XKVCN� VQ� ƒPF� UQNWVKQPU� HQT� ūCNN� MKPFU� QH� EJCNNGPIGU�� GURGEKCNN[� KP� WPWUWCN� QT�
unexpected circumstances.”101 Adaptability also upholds indigenuity102, described 
by Wildcat as the pragmatic application of Indigenous transgenerational and 
experiential knowledge to the lived environment to solve everyday problems. As 
Nango103 CTIWGU��ūKVŨU�VJG�UOCNN�CEVU��ƒZKPI�CPF�EQRKPI�UVTCVGIKGU�WUGF�KP�GXGT[FC[�
life” specifying that “it’s a response to lived reality, not an intellectual cognition.”104
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CONCLUSIVE REMARKS

It is hard to imagine different futures – particularly bright ones – in the midst of 
CP�GPXKTQPOGPVCN�CPF�INQDCN�ETKUKU��6Q�ƒPF�CP�CNVGTPCVKXG�VQ�VJG�ECRKVCNKUV�YC[�QH�
KPJCDKVKPI�VJG�'CTVJ��YJKEJ�ūGZRNCKPU�GXGT[VJKPI�CPF�LWUVKƒGU�VJG�EWTTGPV�UVCVG�QH�
affairs as the only possible one,”105 Elina Waage Mikalsen argues for the necessity 
of integrating Indigenous voices and ways of relating with nature while considering 
other economies centered on sharing, borrowing and exchanging.106 The multi-artist 
further claims that for a radical change to truly occur, the resistance ought to be 
WPKƒGF�CPF�QTICPK\GF�ūCETQUU�ITQWRU�CPF�GVJPKEKV[�DCEMITQWPFU�Ŭ�NKPMKPI�FKHHGTGPV�
movements and struggles.107 Regardless, epistemic reconstitution, emerging 
from the space opened by the decolonial option, implies thinking beyond Western 
“pretentious universality”108 from the intersections of “spaces that modernity could 
not and still cannot imagine.”109 I agree with Joar Nango when he argues that the 
future is “related to the context in which the future is supposed to happen.”110 To 
be truly healing and transformative, creative expressions ought to be connected to 
local contexts; in this way, they can contribute to reclaiming Sámi-owned spaces 
and self-determined futures.

One of the main preoccupations of the research behind this paper was 
to narrow the gap between “the what - academic and theoretical understanding 
of decolonizing/indigenizing - and the how – the way they are embodied in 
Sámi creative practices.”111 I believe decolonizing/indigenizing practices to be 
possibilities – for questioning, unlearning, and learning, imagining, with Tuck and 
Yang112�� FGEQNQPK\CVKQP� CU� C� ETGCVKXG� RTQEGUU�� EQPVGZVWCN�� RNCEG�URGEKƒE�� CPF�
requiring constant questioning. Thinking with Nango, decolonization demands 
“tuning in another type of presence...listening to the world instead of controlling 
it.”113 Indigenizing is centered on the creation of Indigenous-owned spaces, rooted 
in Indigenous values and epistemologies and embedded in collaborative acts of 
creation.114 Both processes, conceived by the author as part of a spectrum rather 
than separate projects, are concerned with recalibrating the gaze toward the world, 
which entails listening to and integrating Indigenous epistemologies, “lowering 
your shoulders and try [sic] to be a bit more open to what surrounds you because... 
it is already there, and it is around everyone.”115
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