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Drumming, Imitating and Rattling;
The «Old Ways» of a Sakha «shaman» of Siberia in Costume and Drum

This essay explores the ‘old ways’ in which the costume and drum were used by a Siberian Sakha ojun
(Sakha shaman), as described by the algus (ritual leader), and draws on the method of visual imagery with
photo images. However, in post-Soviet lives, the ‘old ways’ of shamanism have been consigned to ethnogra-
phy museums comprised of ethnographic materials of drums, costumes and photographs. If ‘shamanizing’
was known, few elders knew of the ojun ways, and if so, it was known with disconnected fragments of mem-
ories. Thus, it is not surprising an existence of ojun could not be proven or demonstrated to be genuine and

true. In post-Soviet or post-socialism, people of the Far North are still finding their way through the changes
and paradoxes in a newer political terrain of a post-shamanistic world.
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¢¢ iscalled ‘aitchelaan’, [a Sakha word. for blessing of a journey].”A ‘blessing of a journey’ is a
It way to strengthen the spirit and mind, and physically the body through the vast Siberian land
journeyedby foot, horse or.reindeer or by car. Before any journey, a person may seek a bless-

ing from an algus, a person who performs blessing rituals. The blessing can take place anywhere and any-
time of the season. When an algus performs an aitchelaan, the ritual comprises of ritual song or chant and
burning of a tree-bark made special by ‘spirits’. In the high northern latitudes of the Siberian taiga (a dense
coniferous forest), particular trees are marked by a distinct physical form, which is taken to be ‘from the spir-
its’. The tree chosen for rituals have tree-barks that are light in colour, lightweight and uniquely curved in
shape. The aitchelaanblessing follows the ‘way of nature’ involving the land, the forest, the spirits.

Figure 1. Tree-bark with horsehair used in the aitchelaan blessing.
All pictures © Pamela Strandberg

In an effort to understand roles of ‘shamanism’ in this contemporary world, I sat down with a family
friend who is an a/gus. He is a Yakut/Sakha elder who speaks in Sakha from the Republic of Sakha, of the
given name (either by Russian or Tungus), Yakutia, in Russia’s Far North, Siberia. In a position of elder, the
algus has knowledge of Sakha traditions preserved within him before Soviet rule. The rich cultural traditions
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that the Sakhapeople share are vocal or throat evocations of epic poems, music from the ancient khomus
(vargan or mouth-harp made of metal), and Sakha language. Belief is shamanism is also part of Sakha tradi-
tions. The Sakha word for ‘shaman’ is ojun. However, in post-Soviet lives, the ‘old ways’ of shamanism
have been consigned to ethnography museums comprised of ethnographic materials of drums, costumes and
photographs.

When I sat down in the office of the algus, he began taking out eleven archived photos that were photo-
graphed before 1930s preserved by the algus himself. Although the algus is an elderwho attends to affairs of
the Sakha community, the algus also preserves Sakha tradition bysafekeepingdrums, costumes
andphotographs of ‘shamans’ or gjun. On the wall hung photographs of deceasedojun. As the photo below
shows, the algus is an older man who has lived through Soviet rule. With not so many words, the
algusalluded to a poignant remark that ‘shamanism’ exists in obscurity in the minds of people; most:people
would say that no ojun are alive, that ojun have died out, they have never seenojun, and that they are afraid
to talk about ojun. From the remnants of Soviet rule, belief in shamanism is not easily expressed, uncertain,
vague, un-discovered and primarily kept from being known. Piers Vitebsky(1992, p. 244) has noted, with
regard to the Even peoples of Siberia that the peoples of Siberia may well be living in a “post-shamanistic
society’ [1].

Figure 4. In post-shamanistic society, the ojun costumes hangs between two modern sport jackets.

Vitebsky (1992, p. 244), pointed out that although shamanism died out as an organized public practice,
from the 1930s, socialism had confronted ‘shamanism’ to the point of possible extinction [1]. This is because
during 1930s, ojuncostume, paraphernalia, ceremony rituals, dance performances, the ‘inner’ knowledge of
ojun, ‘shamanic’ practices for trance, conjuring up spirit-helpers that ojun used disappeared or ceased to be
visible. After the 1990s, (post-Soviet rule) people were also seeking other forms of divination (seeking
knowledge of the other worlds). According to Vitebsky, what came after the ‘extinction’ of ojunwere other
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types of ritual leaders. The algus is one such example of a ritual leader. In the revival of Sakha traditions,
post-Soviet times, the attitude towards ‘shamanism’ were unsure, incomprehensible, ambiguous, doubtful,
reluctant, and obscure. If ‘shamanizing’ was known, few elders knew of the ojun ways,and if so, it was
known with disconnected fragments of memories. Thus, it is not surprising an existence of ojun could not be
proven or demonstrated to be genuine and true.

The question whether ‘shamanism’ is still alive is hard to unravel. Yet, one attitude towards ojun is of
prowessof a gift. During the interview, the algus mimicked the powerfulojunNikolai whocut off his head.
With hand gestures, the a/gus moved one hand over his neck and the other over his head in the gesture of
slicing off the head. The head then was placed inside the pocket of the algus ‘black jacket. The algus also
relayed that if someone has a ‘special relation to spirits,” that person would not say so. That is to say, giving
someone the label of ojun can mislead others. In the newly formed Republic of Sakha (1990s), people are
distrustful of labels. This is especially true for giving someone the ojunlabel since a young novice usually
will go through an initiation with an older ojun tutelary to become ojun. Moreover,ojunwent. missing or dis-
appeared since during Soviet ruleojun were imprisoned, eventually died in prison, and/or were killed. There
is of course the belief some ojun did escape the KGB during Soviet rule. Nowadays, the surviving relics of
ojun costume and drum are relegated to museums and replicated in theatrical performances.

While pointing to the ojun on the right,
the algus stated: “You can still feel the
energy.from these photographs. His
name was Nikolai. He was very power-
ful. Infront of people, he would cut his
head off and throw it away. The
Russians did not kill him, he killed
himself.”

Figure 5. Archived photo of powerful ojun
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Figure 6. Nikolai, b. 1897 - d. 1936
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The algus looked down and said: “All
these ojun were imprisoned by the Rus-
sians, except one udahan (female sham-

P - '_ an). She was Evenki and lived with them.
— w— — 1 met sister Vera and she cured me. She
= was very powerful.
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Figure 7. Udahan, powerful female ojun living with the Evenki peoples

Nonetheless, for the algus, the ojun costume and drum survived an earlier time, especially specific to
Sakha history(like all histories, Sakha history has different actors, e.g: the Sakha had ojun and the
Even,saman). Therefore, to put into perspective the greater potential for applying contemporary needs of
blessings, ceremony, ritual, or even ‘technique’ derived to some extent from ‘old ways’ of ojun, for instance
the aitchelaan journey blessing, or ‘therapeutic healing’, or understanding cultural aspects in mental illness,
from those who know of the ‘old ways’ (certain things can never be revived = a dead ojun); a good place to
start is with the algus, a ritual leader serving the community.dn"an effort to bring to light the ‘old ways’ in
which the costume and drum were usedby a Sakha ojun, as described by the al/gusin the interview, this essay
draws on the method of visual imagery with photo images.< This essay thus adds to the archive in a post-
shamanic world.

The costume and the drum are highly functional in the ‘act of shamanizing.” Therefore, it is important
to notethat this essay focuses on the affect of the costume and drum of the Sakha ojun in the operation or act
of ‘shamanizing,’ rather than the affect on the whole ‘belief system’ of ‘shamanism.” This essay acknowl-
edges the complexities and problematic natureof interpreting the ojun costume and drum to reveal the mean-
ing of ‘shamanism’ as a whole system. It is important to note this essay is not an ethnographic study, but an
essay in understanding the descriptive accounts.of ethnographic materials in a contemporary context.The
first section contextualizes the use of visual.images; the second situates the historical accounts of ‘shamans’
in Siberia; the third section concerns the‘old ways’ ofojun costume and drums described by the algus from
the interview. The photo images‘are placed throughout giving context to text.

Using Visual Methods

Sakha costume andthe Photocontext

With the silent position of ‘shamanism’ in post-Soviet times, the context of what is being described and
accounted for in images — the costume and drum — is therefore significant and problematic. Brian Winston
(1998, p. 64) [2] attested to the “partiality” of image and in referring to Allen Sekula, Winston stated: “pho-
tography offers at best partial evidence despite the richness of the data.” Siberian ‘shamanism’ and the
Sakha ojun are steeped in rich data from a variety of sources complied as “500 years of knowledge” (Narby
& Huxley, 2001) [3], “psychomental” eyewitness accounts (Shirokogoroff, 1935) [4], “archaic techniques of
ecstasy” (Eliade, 1964) [5], constructed and imagined (Hutton, 2001) [6], ethnographic collections (Didszegi
& Hoppal, 1978) [7], and “rite technique”(Siikala, 1978) [8]. Accordingly, ‘photocontext’ is to acknowledge
the context in how the photos came to be part of this essay, which was displayed and informed by the
algus.This photo essay tries to show the relationship between photo images and the context of which the
algus spoke, describing the old ways of ojun costume and drum detailing characteristics relating specifically
to Sakha peoples, from the perspective of Sakha tradition. Therefore, this essay briefly sketches an outline
of the old ways the Sakha ojunused the costume and drum that cannot be generalized for the other inhabit-
ants of Russia’s Far North.

A key component of ‘photocontext’ for Adelman (1998, p. 148) [9] is for the photographer to “give a
reflexive account” which recognizedhow the image was “discovered.”Following Clem Adelman (1998, p.
148), the “context in the making” is just as important as the context in which photos are viewed, if not more.
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The photo context is highly appropriate to understand the photograph. This essay placed the images of inter-
est in context that there is an incomplete picture of ‘shamanism’. A reflective account drawn from the inter-
view is to acknowledge from the images or photos that there is a no whole picture of the belief system of
‘shamanism’. The images of the costume and drums are given context with the written text opposite the im-
ages. All images are photos of the author.Once again, it is important to note, this essay does not suggest
conceiving of ‘shamanism’ as a belief system. Rather, the matter at hand is to give actual visual imagery to
the ojun costume presently preserved today as it is described by the algus. This is in hopes of drawing in-
sights into what other historical archival accounts have described.

Siberia and Shamans

First known image of ‘shaman’

One of the first known images from 1692 is of a Siberian Tungus speaking ‘shaman;’ superficially de-
scribed as “Priest of the Devil” comes from the Dutch traveller Nicholas Witsen (Hutton, 2001, p. 32). The
‘shaman’ is depicted with clawed feet, donning an antler headdress and beating a drum.~Witsen’s travel ac-
counts are known to have popularized the term ‘shaman’(Hutton, p. 32). Twenty years before, the word
‘shaman’ is first archived by Russian Priest exiled to Siberia in 1672, Aavukum Petrovichy who drew the
conclusion that ‘shamans’ were devil worshippers defined against his own beliefs (Stone, 2003, pp. 20-23)
[10]. In context, the image in Witsen’s book Noord en QostTataryen (1692) was a precursor to the 18C ac-
counts, which by then ‘shamans’ were fakes and charlatans. Unsympathetic:portrayals were taken up and
recorded as written accounts and drawingsby 18C European and Russian scientists to Siberia, that set ‘sham-
anism’ practices against ideas of modern western civilization (Hutton, pp. 29-55). To give definition to
‘shamanism’ is to recognize the social and cultural construct and by default, in the diverse use of the term,
admittedly, there is no general agreed definition [6].

Exiled to Siberia, the Russian Ethnographer and linguist, Vladimir ILich Jochelson in 1908(2001
[1908], p. 58), described the mysterious sounds of drumming and vocals emanating from everywhere [11].
Jochelson compared to other observers was one of the few ethnographers who did not ‘demonize’ ‘shaman-
ism.” In the following, Jochelson describes the sounds of drumming from a ‘shaman’:

“Suddenly he commences to beat the drum softly and to sing a plaintive voice: then the beat-
ing of the drum grew stronger and stronger; and his song — in which could be heard sounds
imitating the howling of the wolf; the groaning of the cargoose, and the voices of other ani-
mals, his guardian spirits — appeared to come sometimes from the corner nearest to my
seat, then from the opposite end, then again from the middle of the house, and then it seemed
to proceed from the ceiling. His drum also seemed to sound, now over my head, now at my
feet, now behind, now in front of me. I could see nothing; [...] All of the sudden the sound of
the drum and the singing ceased (Jochelson, 2001 [1908]).”

‘Cradle of Shamanism’

‘Shamanism’ has had a long relationship with scholars, which produced ethnographies that has been re-
worked to find generalization; universals that apparently connected back to Siberia as some sort of ‘cradle of
shamanism’ (Hutton, 2001); (Eliade, 1964); (Di6szegi & Hoppal, 1978). Although the natives and indige-
nous peoples of Russian’s Far North share similar beliefs of ‘shamanism,’ they also hold to diverse defining
‘techniques’ of shamanism. There is however, and argued by Eliade (1964) in the frame of comparative reli-
gious history-and Hutton(2001) view of the constructions of Siberia, that Siberian ‘shamanism’ was regarded
to have advantages in understanding a phenomenon of elements that exist independently elsewhere in the
world. The ideas about ‘shamanism’ and ‘Siberia’ are based on the knowledge that scholarship of shamans
has been mentally and culturally constructed from imagination, and from Hutton’s (2001, p. 3)point of view,
a western imagination. The archival material becomes more problematic once we realize why we think we
know of shamans and shamanism.
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The eminent scholar, Eliade noted that
for the perfect shaman, a Sakha ojun
“must be serious, possess tact, be able to
convince his neighbors, above all, he
must not be presumptuous, proud, ill-
tempered. One must feel an inner force
in him that does not offend yet is con-
scious of his power (1964, p. 29).”

Figure 8. The picture above portrays a possible image of a controlled state of ojun.

The Republic of Sakha and the Sakha peoples

When an algus performs the ritual blessing,aitchelaan, it is according to the matural movement of na-
ture, the ‘ways of nature’. For instance, when moving from summerhouse to winterhouse, aitchelaan is for
the journey within the natural land, the natural cycle of seasons and the immediate landscape, whether a
summer horse-breeding camp or a winter village settlement.Known for their vigor, Sakha horses are sought
after for their ability to withstand the extreme weather. Sakha-people pasture their cattle in the summer and
horse breed, which connects them to the regional area (u/us) of ' Yakutsk. A significant detail since the ‘Ya-
kut’ (name given to the Sakha) are considered conquerors (cénturies ago) to the region bringing their horses
to Siberia from the south.

The Sakha people’s history is of migration to the Lena River valley before the Russians came to Siberia
in search for fur in the 16C. Besides being identified as horse-breeders, a distinctive character of the Sakha
is their Turkic language. From their Tungus-speaking neighbors, the Sakha were given the name ‘Yakut.’
To a large degree, Sakha peoples would rather identify as being Sakha, not Yakut; as evident in the for-
mation of the Republic of Sakha (in the 1990s) formed after four centuries. Notwithstanding, the Sakha are
considered native to the land (similar to the Buryats), unlike other inhabitants of Siberia who the Rus-
sians(not the inhabitants) have determined as ‘indigenous’ peoples. The Tungus-speaking Eveny (or Even)
and Evenki who were and some still are primarily reindeer-herders, and the Yukaghirs of the upper and low-
er Kolyma river are a few of the categorized ‘indigenous’ peoples.

Making any journey through Siberia’s vastness, as the below map shows, requires knowing the‘ways of
nature’ for one to beware of the extreme climate and navigate the immense landscape. Intertwined with
theuniqueness of the Siberian landscape is the indigenous quality to live in and from the land. From the land,
the peoples of Russia’s Far North continue their survival allowing ideas of ‘personhood’ and revival of eth-
nic identity to flourish.  Similar to other natives and indigenous peoples of the North (Vitebsky, 1992, pp.
243 for 'Evenhood' or personhood of the Even reindeer-hearders), the Sakha have an intimate connection to
the land.
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Figure 9. World Fact Book map of Russia
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Interview: Ojun initiation, Costume, and Drumming

In the interview, the algus spoke of how ojun becomes ojun. The interview begins with the algus ex-
plaining the initiation or ojun tutelary of a young boy to become ojun. The interview continues with the
symbolism of the drums. Toward the finale of the interview, the algus performs on the drum wearing the
Sakha ojun costume. To give context of the Sakha ojun in the old ways of performing, the following dis-
cusses the ‘act of shamanizing’ as it relates to ojun tutelary in initiation and spirit-helpers or personal guardi-
ans (amagyat). In the old ways, ojun were specialist in a manner through dance performance that captivated
the community by highly being attuned to ‘mysterious forces’ or forces of nature.Once finding the right
rhythm in the method of drumming, ojun moves out of the body or out of one world of appearances into an-
other — the upper and the under world, while the middle world is the lived in world. Interestingly, the ‘a/gus
performing on the drum highlights a very important point. That is, the drumming appropriated-to the‘every-
day’, rather than the theatrical drumming.Keeping this in mind enables the reader a better perception of the
sounds of drumming that were not of exaggeration of excessiveness.

Ojun initiation

“During those days, the boy would have some
wounds and have some nightmares. During these
dreams, the bad sprits would‘come and take all
his flesh out. The boy would dream they ate it,
everything, blood, and flesh and all muscles and
everything.was taken out. After that, they [bad
sprits] would put in different things: different
blood, different flesh, different muscles. From
that day, he was a different person with different
capacities.”

Figure 10. Algus speaking about illness
as-part of initiation

The algus places special importance on the ‘tutelary” of the initiation for inner knowledge and the be-
ginnings of the relationship between the ojun and' spirit-helpers (amagyaf). Written sources on shamanic
initiation vary tremendously. Hutton’s perspective that the initiation can be thought of three successive ef-
fects relates to the interview. Hutton notes (2001, p. 75): “[The initiation] began with a general, culturally-
induced (illness of the boy), condition: that a shaman was called upon to assist the ill person or condition.
Once the other ojun heals the'boy, according to Hutton, there are three successive sequences: 1) the call of
the spirits; 2) the period of ‘training’ or gaining inner knowledge; 3) the process of acceptance. It is once
again noted, the circumstance surrounding the initiation varies across Siberia, and no such ‘tutelary’ form
can be treated as normative for the region. Hence, the algus interview serves only as an illustration.

After the account of ojun initiation, the algus
stands up, and walks to pick up the ojun cos-
tume, which hangs between two modern sport
Jjackets.

Figure 11. The algus taking the ojun costume off the jacket hanger
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Costume

The algus begins to describe the ojun costume. The analysis of the costume tends to surround symbol-
ism as a common framework. In the interview, the algus described the metal pendants and what they repre-
sent in ideas and qualities. Below, the algus noted the many symbolisms for the metal pendants.

“This one is called mother spirit. Or
mother animal. For shaman, it
comes to his vision twice in life —
when he becomes shaman and when
shaman dies.”

“These are woman's breast to
ward off hostile spirits. Spirits.do
not like women.”

“These areto scare away all
those bad spirits.”

Shaman would pierce [him-
self] with a knife [through
the round metal piece].”

“All these metal helps him
travel to the upper world
[represents feathers on arm
and back and winged arms

for soul flight].”

“[Inside] These are for spir-
it-helpers.”
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The ‘Old Ways’ of Ojun in Costume and Drum

According to Mihaly Hoppal (1987, pp. 93-95), ‘shamanism’ can better be thought in terms of a ‘belief
system’ that has a contemporary character socially integrated in everyday beliefs. The algus recognizes that
living with nature integrates aspects of ‘shamanism’ or belief in spirits with everyday beliefs [12]. In the
ritual quality of the aitchelaan in which ‘ways of nature’ are followed, there is an awareness of ‘being’ in the
open land that one must honor the land by making offerings to the fire with vodka or offerings to the land
with cigarettes in a space where one rests. For the algus, offerings to the spirits of the land are given for
people to heed the full worth of the human and nature relationship that there is no divide between nature and
being human. The algus continued: the young living in cities have no contact with nature and are in need of
knowing more about nature and living in the land; the yyasakh, the mid-summer festival is the most im-
portant event for the Sakha peoples; and noted the urgency of teaching the younger generation Sakha tradi-
tions. Thirty minutes into the conversation, he stated: “now I want to talk about ojun.”

According to the algus, for ojun: 1) ojun have inner knowledge known while living and being the vast
taiga lands; 2) ojun have helping spirits; 3) knowledge of ritual texts (songs, legends, myths, stories, epic
poems); 4) possesses technique for trance or performance as in drumming techniques to journey through the
under and upper worldsor technique of ecstasy, rituals, while still present in the lived-in world; 4)in proces-
sion of ojun paraphernalia usually given from ojun tutelary or hand crafted by someone in the community
(costumes, mirror, horse hair, drums, bow from horse hair, khomusor mouth-harp).

Vitebsky (1992, p. 244) makes a more interesting point stating, “I'also heard of expectations of the im-
minent reincarnation of deceased shamans, suggesting the persistence of ideas about cyclical time.” This
suggests that there are certainly aspects of shamanism that has survived. However it is also problematic in
the sense that passing down of tradition is not free of external-forces. From a perspective of comparative re-
ligious histories, Eliade (1964, pp. 61, 208n) references a ‘shaman’ has been known to have a ‘spiritual role’
with rites of the dead and possessed an inner light similar to Christian mystics.

The algus noted that although Russian Orthodox Christianity in Russian’s colonization process may
have forced a structured role of a shaman in the community, the shaman’s power cannot be held to foreign
standards of ‘religious leader’. And to suggest that the shaman’s role in the community resembled the struc-
ture of the Orthodox Church is to undermine the cultural belief system — shamans’ power could never be ‘in-
stitutionalized’.

Costume and the Consequences

Regarding the characteristic of thecostume, Hutton (2001, p. 80) mentioned that the Sakha costume
was a recognizable trait only for a Sakha ojun, and yet not all ojun choose to have one. This would also
mean ‘shaman’ costumes did not have to be worn to achieve ‘soul-flights,” as commonly mistaken. If the
ojun acquired one, it was handmade with metals ornaments, which had symbolisms of animals, body organs,
and ‘spirit’ trappings specifically associated to that one ojun. The algus noted that the ojun drum was made
from a special tree in the Siberian forest. The extreme climate in the summer allows rapid growth and in-
tense heat, which may give the wood an unusual form, and was seen as a sign from the spirits. Since ojun
costumes continue to be accounted for and were primarily preserved, this may suggest some have been repli-
cated. Yet, there‘was once/a time, when there was no confusion if this particular costume and drum be-
longed to that one ojun. Although Eliade contributed to the comparative history of religions in many ways,
Eliade’s (1964, pp. 147-176)generally sided accounts of diverse shaman’s costume and drum are rather pre-
sumptuous. Shaman paraphernalia (costumes, mirror, horse hair, drums, bow, khomus-mouth-harp) cannot
be generalized.

Although thoroughly fascinating, the algus refers to descriptionsthat can be found in ethnographic ac-
counts from Eliade, Shirokogoroff, and Hutton. This introduces a complication. I would like to think the
algus and by extension other Sakha peoples who also teach about the Sakha ojun history have lived experi-
ences and can account for them, however, it is certainly possible that the descriptive symbolism accounted
by the algus may have come from already produced ethnographic accounts. For instance, Hutton is not easi-
ly convinces of ojun evidence, accounts, histories and particularly Eliade’s analysis. Hutton(2001, p.
156)makes a valid acknowledgement of the problems in post-Soviet Siberianwith regard to revival, re-
creation, and re-imagining in the reversal of ideas about ‘shamanism.” Whether this revival takes place in
the space of museums or ‘heritage’ conferences, knowledge of the old ways must come from somewhere,
and this one consequence ofojun costume is the re-creation of such costume for performances, teaching, or
even the museum.
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Hence, it is not the case where ‘shamanism,’ like the costume, and the drums were the symbolism,
which discloses a microcosm of shaman beliefs. Eliade (1964, pp. 145-176) so eagerly generalized this
viewpoint even though Eliade refers to S.V. Ivanov’s comprehensive study of Siberian Shamans. The word
itself shaman or saman is a Tungusic word. Siikala (1978, pp. 14 citing Dioszegi, V., 1947) refers to the
Tungus-Manchurian verb sa orsacould mean ‘to know.” Much of the taiga and tundra of central and eastern
Siberia, roamed by reindeer herders like the Even and Evenki peoples speak Tungus. The Sakha ojun dis-
tinctly differs from Saman in word and in origins. Yet, the accounts by the algus can be associated to both
the Evenki and Sakha ojun. Again this is consequence of diluted known accounts, simplification, over-
generalization, and sadly, loss of knowledge. In the very first photo image of ojun with drum, ojun wears an
elaborate headdress, however headdress in the Sakha ojun are rarely mentioned. Ojun costume illustrates the
consequences in the post-shamanistic society.

It is no surprise ojun costumes are problematic since costumes spawned numerous studies.
Shirokogoroff’s (1935, p. 288) extensive record of the Tungus costume considers details and would admit
not one was absolutely like another observed of the southern Evenkis. Since the uses for costume (rattling of
the ornaments) in dance performances helped in the improvisation, this also affected the ‘shamanizing’ to
enter a state of ecstasy (Zornickaja, 1978, p. 305) [13]. Shirokogoroff (1935, p. 287) viewed that without the
paraphernalia the effectiveness to produce “self-excitement, self-hypnosis, and hypnotic influence of the au-
dience” would dramatically decrease. Both of these ethnographic accounts constitute another problem; the
conclusion they arrive at become self-fastening to a particular group and leaves little room for diverse ojun
practices.

Shirokogoroff (1935, p. 332) observed that the shamanizing was a form of hypnotherapy: illusions pro-
duced by the performer could succeed because the audience was to some degree in an altered state of con-
sciousness themselves, yet so was the shaman performing. Shirokogoroff stated that a shaman’s spirits were
created in the mind as reality, which made the performance into a condition relating to faculties that are ap-
parently unexplainable or in ones own mind or soul. Zornickaja (1978, p. 301) doubts the validity of the
informants citing that they were “extremely old,” accordingly, the notation points out her concerns. At a
closer look, both seem to record, investigate, examine, question significant aspects that relate to the
ethnographers themselves — not the Evenkis or Sakha peoples. This may be a product of their time noting
that they were writing for a European and Russian. audience.

Adding to another western account, Eliade’s (1964, p. 6) set of defining characteristics were: besides
the ‘shamanic’ special relations with the “spirits,” ecstatic capacities of soul flight, and ascents to the sky,
descents to the underworld, mastery over fire, and so on, Siberian (Eliade also includes central Asian)
‘shamanism’ validated specific techniques. The problem with this is that Eliade took the set and applied to
whole regions, for instance to include of Central Asia, ignores the complexities of Siberian ‘shamanism’
which is widely diverse within each family of ‘shamans.” Eliade (1964, pp. 146n, 147) would state that there
is a certain sense that the costume is ‘where spirits reside’ referring to Shirokogoroff’s study of the Tungus.
Shirokogoroff (1935, p. 301) refers to the Tungus costume as “a dress with spirits” that compels the same
respect for the ‘spirits:” Although Hutton (2001, p. 81) finds Eliade’s analysis of the symbolism of shaman
costume and drum.to'be ‘guesswork’ at best, Eliade (1964, pp. 145-176) refers to the symbolism as a key
component of how a shaman ascends and descends the other worlds (ecstatic journey) when indeed the Even
and the Sakha are not from the say group and practices cannot offer any generalizations.

Drumming

The photo images below ascribe to the sound descriptions. In the sound recording, when the algus be-
gins to perform'by drumming, he yawns, which means he is drawing in the helping-spirits (amagyat). He
then imitates animal sounds. One distinct sound is of the raven. This relates to Hoppal’s inclusion of ‘sham-
anism’ in the ‘sphere’ of the everyday. By the ‘everyday,” ‘shamanism’ was found to involve aspects of
sleep (unconscious), initiation (tutelary), performance of dance, drumming, gestures in yawning that was
symbolic of the taking the helping-spirits through the mouth, dreaming, altered states of consciousness
(ASC), and so on. Below are images depicting dance performance with drumming and rattling of iron
metals.
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“In the forest, the have a tree
this shape [of drum].”

“The metal represents the sun
rays and the four directions.
The drum also is made from
cow horns and hide. Through
the hole, shaman can see
illnesses.

44 BecTHuk KaparaHauHckoro yHusepcuTeTta



Drumming, Imitating and Rattling ...

The above pictures show the movement going.down to the under world with drumming loud and louder,
and louder, moving downwards with the one foot moved forward. Towards the end of the sound recording,
the sound grows louder, and louder, and louder ending with harsh beats moving towards the underworld.
The feet moves down and back to steadily move down and down, pounding the drum louder and louder.
Even though thesound recordingof the interview wasbrief, in the continuous drumming, one can get an idea
that the ojun must find an appropriate rhythm method of drumming,as noted by Siikala.

The sound recording highlights one element of how the shaman’s drum is the symbol of the ecstatic
journey in which the body can be transmitted to the upper, middle (lived-in) or under world. The drumming
reverberations, imitating of animals, and rattling capture the spirits and ‘shuts them in’ encapsulated in the
cone-shaped metal pendants is‘the ecstatic journey implicit in Eliade’s (1964, p. 173) portrayal of a “break-
through in plane and hence a ‘Center of the World’. As Rodney Needham (1967, p. 613) [14] would have us
ask, how can we think of the connection between percussion and transition?” It is important to note the
sound recording did not attempt to ethnographically describe the potential of sounds to formulate and ana-
lyze the ‘transition’ of one territory to another, as Van Gennep showed by territorial passage in percussion
drumming.~Yet, Needham states the general sounds of percussions to accompany a transition tended to be
more unhelpful without the social context (Needham, 1967, p. 612). Rather, the sound recording paid closer
attention to the percussion of distinctive sounds. The sound recording tried to capture the distinctive sounds
of therattling, banging, drumming, yawning, and imitating of animals.

‘Old ways’ of Sakha ojun Dance as Performance: ‘act of shamanizing’

In considering the ‘old ways’of the costume and the drum, this essay further examines the consequences
of old ethnographic accounts. There are descriptions of Russian ethnography that specifically accounted for
a Sakha ojun such as in Shamanism in Siberia(Diészegi & Hoppél, 1978). From this, I refer to Zornickaja’s
descriptions of a Sakha ojundance performance. Zornickaja essentially describes the dance performance as
spontaneous improvisation from the ethnographic accounts in the 1950s and 1960s (during a time of persecu-
tion). This Russian ethnographic source particularly mentioned the problematic accounts of informants that
were mainly due to their old age and reliable memories. From this perspective, Zornickaja draws attention to
the un-reliability in reviving and re-creating the old ways in post-Soviet Siberia. And, although polemic,
Zornickaja gives a partial view of an old Sakha ojundance performance exemplifying costume and drum in
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which Zornickaja compares to what can be ‘collected” in Soviet times. Thus, the following explores the ‘act
of shamanizing’ to give background on the uses of shaman costume and drum — captivating the community
as audience, duty of ojun, etc.

During the time of Zornickaja’s efforts, there were ongoing radical transformations in people’s lives
under Soviet rule (shamans were prohibited to practice and imprisoned) and therefore, the information and
informants were extremely old and could only produce fragmentary details. Zornickaja’s study accounted
for the dramatic and semi-public nature that ‘shamanizing’ was to call on the help of spirits for the communi-
ty. The performance also is an indication into why an audience was needed. Siikala (1978, p. 15) character-
ized reasons why the community called upon shamans. One ‘duty’ was to solve serious situations that may
bring the problem back to a normal state, and this required the summoning of spirits since the spirits were
regarded as causing the crisis in the first place (Siikala, 1978, p. 15); (Hutton, 2001, p. 51).

The ‘act of shamanizing’ necessitates a representative who can appease spirits and influence the world
beyond, and that representative, ojun, must have an effective relation with the world of spirits. This bridging
of worlds is essentially shamanizing. The ojun must first make contact with the spirits and this process is
reciprocal where the spirits select their recruit (Siikala, 1978, p. 16). As noted in the‘interview, the algus
elaborated on an ojun recruitment, which admitted a novice boy to the rank of ojun.

The ethnographic document from Zornickaja (1978, p. 299)dated 1768-69 revealed an:“interesting de-
scription of a shamanistic séance with dance as an inseparable part.”

“And so shamanism is carried on by the ojun, that is a [Sakha] shaman, beating the drum and jumping
about on his legs as much as he can and emitting unusual shouts, at the sametime, jerking his head and call-
ing on believers and worshippers, chasing demons and confusing the people [...]

Another source from 1785 noted:

“he [shaman] having donned a robe of dressed hide with severaliron rattles specially for shamanizing,
and having tousled his hair, runs about the yurta, shaking his head, and delivering loud talks unintelligible
to the Yakuts themselves [...] (Zornickaja, p. 299).”

These 18C accounts from archives collected from Zornickaja were considered part of a time when ojun
performance required their own sacred space and captivating the community as audience. To understand
ojun dance performances from archive sources dating back to the 18C, Zornickaja (pp. 299, 305) noted the
close feature of dance with the “act of shamanizing.” From the comparison of the ethnographic accounts
(observed in 1950, 51, 59, 60) with the 18C archived material, Zornickaja’s analysis concluded thatojun
“dance was a matter of entering trance and'on the other hand, improvised with a ‘clear’ rhythm where an ab-
rupt drumbeat corresponded to high jumps(pp. 299, 305)”. Interestingly, in recognizing spontaneous move-
ments, Zornickaja does leave some room for individuality.

Zornickaja’s(1978) descriptions of ojundance performances were of banging metal pendants from the
costume and each drumbeat accompanied with wild gesticulations. Ojun dance performance, although im-
provised, did ‘clearly’ have/a rhythm. The emphasis on ‘clearly’ extends to Siikala’s analysis on the effect
on the nervous system. For Siikala (1978, p. 45) it is possible to prove experimentally that rhythmic drum-
ming caused “a) change in the electric activity of the brain; b) unusual observations, as quoted by the test
persons, and ¢) muscle jerks in some of the test persons.” What is rather interesting is that Zornickaja points
of ‘spontaneity’ .of dance in preparing the whole body and mind to enter a trance-like, whereas Siikala points
to the controlled method for the shaman to find the right rhythm ‘method.” Siikala’s study on drumming is a
notable contribution. Siikala (p. 45) brings to light, referring to a study done by Neher, “it should be possible
to transmit more energy to the brain with a drum than with a stimulus of higher frequency.” The sounds of
the drumming are a practical exhibition that demonstrates the drum’s low frequency level [14].

Siikala goes as far as to suggest drums may well serve to be a central symbol in shamanism (p. 45).
Shaman drums of Siberia play a vital role in shamanistic rituals (Potapov, 1978). However, shaman drums
are not simply cultural relic. L.P. Potapov (1978, p. 169) [15] argues that shaman drums of Siberia are pow-
erful symbolic relics, precisely because they encapsulate a vital part of a larger understanding of the shaman-
ic journey. For Potapov (1978, p. 177), drums provide resources for rich ethnographic history in their con-
nection to “establishing the ancient genetic links between Altaians, Uigurs, Kirghizes, and Yakuts,” people
who share regional links between North and Central Asian and also Siberia since the Sakha moved upward to
settle around the Lena River. This becomes more fascinating knowing that ojun drums have a distinction in
how the Sakhaojun journeys through the multi-tiered world — that is, through the ‘shaman’s horse’- the sha-
manic journey.Likewise, the symbol of horses is also known within Buryat circles. In giving detailed varia-
tions in symbolism known to vary from group to group depending on wood material, re-animating of ani-
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mals, application of drawings, which constitute complex details, Potapov indicates that there was no com-
mon agreement of what such representation symbolized.

The algus stated: “The drum is the ojun horse.” For the Sakha, the combined imagery of horse and in
this case of the sound recording, the raven (although the horse is also imitated, besides other animals), the
soul takes flight. The costume depicts the animals with tipped feathers and wings, attached to the shoulders;
ojun may fly to the sky. Thus, the Sakha relate to the horse in a far deeper relationship than mere riding or
breeding. Ojun, during initiation may have visions of the horse, and through the drumbeats is guided by spir-
its. The drum in itself is culturally pattern made from cowhide stretched across a board and protruding horns,
the metal hand distinguishing the four directions and the small opening to see illnesses. Like the horse itself,
the drum comes to life capable of pulling up in air ojun with its pounding beat to nine heavens high. ' Ojun
costume in the long tresses resembles the horsehair. This is one of cultural ‘form’ in which the-Sakhapattern
their ‘act of shamanizing.’

The significance in understanding the complex distinctions of ‘cultural’ formbetween the diverse peo-
ples of the Far North is indeed to allow imagery of representation in how drums are used for what Eliade
would call the ‘ecstatic journey.’For instance, Eliade (1964, p. 172) noted of how the shaman of the Tungus
of the Trans Baikal uses his drum as a boat to cross the sea, thus indicating waters. When summoning up
spirits, at the start of the ‘ecstatic journey’ there is an implied ‘breakthrough’ into another plane, and hence
the ‘Center of the World’ (Eliade, 1964, p. 173). The drumbeats in the sound recording and images occupy
the upper world, middle world (lived-in world) and underworld. Thus, drums not only constitute the prepa-
ration into the ‘ecstatic journey,” drumming is a receptacle that encourages for:some kind of ‘breakthrough’
where a steed, like a Sakha horse carries them through.

Duly noted by Eliade (1964, p. 5), any ecstatic cannot be a shaman; the shaman is considered a shaman
through “specializing in a trance during which his soul is believed to leave the body and ascend to the sky or
descend to the underworld.” In this out-of-body-like experience; drumming and imitation in sounds domi-
nate the representation of this ecstatic journey into another worldly dimension. Nonetheless, Eliade (p. 180)
also acknowledged the use of drums and other sounds were not confined to summoning of spirits or the ec-
static journey, but many shamans also drummed and chanted for their own pleasure and performance. How-
ever, Eliade (p. 180) stressed the implications of these actions remaining the same; that is, ascending to the
sky or descending to the underworld to visit the.dead.. In this respect, drums and sounds have an autonomy
not strictly assigned to symbolism or a role in‘the ‘ecstatic journey.’

Ending: 500 years to re-shamanizing?

Intended in their compilation of “500 years on the path to knowledge,” for Narby and Huxley (2001),
the apparent complexity of ‘shamanism’ is constituted by an attempt to unravel the previous knowledge of
shamanism since the 17C beginnings of Russian colonization to the end of the Soviet Union and to the con-
temporary aspects which include, as Vitebsky (1992, p. 244) stated, “an element of re-shamanizing.” Alt-
hough Narby and Huxley confine ‘shamanism’ to elements of ‘mystery,” the above hoped to throw light on
the problems and consequences of re-accounting aspects of something that cannot be defined or captured or
fully known. The imagery of 'the Sakha ojun through symbolism of costume and drum, and relating the inter-
view with the algus to the:archived material of Hoppal, Siikala, Zornickaja, Hutton and Eliade, although po-
lemic, shows the consequences of a post-shamanistic society. The effort to bring out lived experiences of the
algus rather'seemed to hover over other ethnographic sources.

In post-Soviet or post-socialism, people of the Far North are still finding their way through the changes
and paradoxes_ in a newer political terrain which has allowed nationalist movements for native and indige-
nous peoples of Siberia all vying for land rights, local autonomy, revival of their ‘traditional culture’ specifi-
cally native and indigenous languages. There is an upside; scholars have published studies relating to ‘heal-
ing powers’ of ‘shamanism’ such as Jean Achterberg (1985) [16], Mihaly Hoppal in Hungarian (1992), and
Anna-Leena Siikala (1978) from a phenomenological approach touching on the neurophysiology and psy-
chology of shamanism in Siberia, which may well bring cross-cultural and more sympathetic views towards
medical anthropology.
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P.Ctpanbepr

JlanFBIpJIAaTY, eJiKTey KOHE TApChLIAATY;
cioipaik Caxa «mmaMaHHBIH» KHIMi MeH JaHFapPaChIHAAFbI
YPY Tacinaepi «ecki TIkipudesepininy Kkopinici

Maxkanana Cibipaeri sikyT anryc IIamMaHIapbIHBIH (FYpbIT Herepiepi) «ecki FYpPBINTHIK TKipuOenepi,
OJIapMeH TAlJajaHbUIFAaH apHAWbl KHIMAEpi MeH JaHrapHamapsl 3eprrenreH. COHBIMEH —Karap
(dorocyperTeperi BU3yaasl OcitHenepiMeH OaliTaHbICTHI FYPHINTapAbIH dJlicTepiHe epeKiIe KOHUT OeJIiHreH.
IocTkeHecTik 3aMaHAa IIAMAHIBIKTHIH «ECKI FYPBHINTHIK TOXXipuOenepi» >KOHBUIBIN, ©31HHIK aTpHOyTTaph!
STHOTPaUSUIBIK Mypa)kail Jkofireprepi peTiHae FaHa cakranabl. Bi3niH 3aMaHma MmaMaHIBIK TOXipHOe Tek
KaHa a3/laraH SKyT aKCaKaJIapbIMEH eCTeIKTepAiH y3iHnaiiepi perinae rana 6ap. CoHOBIKTaH 1a Kasip Oy
FYPBINTapIblH KOJNAAHBUIYBIH IIBIHIBIK OEN IdJeNiey MYMKiH emec. IlocTkeHecTik keHictiktre Kubip
COJITYCTIK XaJIBIKTaphl «IOCTHIAMAH/BIK OJIeMAe» Ka3ipri jkaHa 3aMaHfa, )KaHa CasCH JKOHE JJICYMETTIK
JKarjainapzia e3 TYTacTBIKTapblH AJIi KYHre JeHiH KeiOip «ecki, IaMaHIbIK» JTYHHETaHBIMAIBIK HesIapabl
yCTaHy apKbUIbI CaKTall OTHIP.

P.Ctpanbepr

Hrpa na 0yOHe, moapaxxaHue u rpoxor;
OTpPa’KeHHEe «CTAPBIX NPAKTHK» CHOMPCKOT0 «IIAMAHA
Caxu B KocTIOME U OyOHE

B crarbe nccienyrorcst «crapble pUTyanbHBIE MIPAKTHKNY SKYTCKUX [IAMAHOB — aJII'yCOB (PUTYaJIbHBIX JIHJE-
poB) Cubupu, B KOTOPBIX HCIIOIB30BAIHCH CIIEIUAIBHBIN KOCTIOMEI B OapabaH. Oco6oe BHUMaHUE yAEIeHO
METOJlaM PUTYaJIOB, CBSI3aHHBIX C BU3YaJbHBIMH oOpasamu, ¢ ¢ortorpaduii. OTMeuaeTcs, 4TO B IIOCTCOBET-
CKO€ BpeMsI «CTapble pUTyaJIbHbIE MIPAKTHKM MaMaHU3Ma ObIIM 0OpedeHbl Ha NCYe3HOBEHUE, U IIaMaHCKUe
aTpuOyThl OCTANUCH JIMIIb SKCIIOHATaMH 3THOTpadHYECKUX My3eeB. B Hamu JHM ImpakTHKa MIaMaHU3Ma U3-
BECTHA TOJIBKO HEMHOTOYMCJICHHBIM CTapeHIIMHAM SKYTOB, BCErO JIHMIIb 1O (GparMeHTaM HPOIUIBIX BOCIO-
MuHaHui. Takum 00pa3oM, ceiuac Hesb3sl OTHO3HAYHO J0Ka3aTh pealbHyro 3G ()EKTHBHOCTb STUX PUTYAJIOB.
B nocrcoserckom mpocTtpaHcTBe Hapoasl KpaitHero CeBepa 10 CHX MPHICPKUBAIOTCS HEKOTOPBIX «CTaphIX
IIaAMaHCKHUX» MHPOBO33PEHUYECKUX UJIEH, COXPAHSsl CBOIO HICHTHYHOCTD B HOBBIX NMOJUTHIECKUX M COLUAIb-
HBIX YCJIOBUSIX COBPEMEHHOTO, «IIOCTIIAMAaHCKOT0» MHUPA.
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