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Abstrakt

Diplomova prace “Samanské principy v tvorb& moderniho mima a herce” se
zabyva vyuzitim $Samanskych principl v uméleckém, tvar€im procesu.
Pojednava o hladinach védomi, které pomahaji koncentraci jak pfi vykonu, tak
pfi tvorbé a o dulezitosti ritualu pro jedince i skupinu. Zaobira se modernim,
zivym divadlem dotykajici se hlubokych vnitfnich lidskych potfeb a vénuje se
stejnym &i podobnym cilim ritualu a divadla.
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Abstract

The Master’s thesis “Shamanistic principles in the work of modern mime and
actor” is concerned with using the shamanistic principles in the artistic, creative
process. It deals with the levels of consciousness, that helps the concentration
during both, performing and creating and with the importance of a ritual for the
individual and a group. It looks into a modern, living theatre, that touches the
deep, inner human needs and it mentions the same or similar targets of ritual
and theatre.
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Uvod

Problematika mé prace hluboce souvisi s otazkami o lidském védomi,
podvédomi a nevédomi, které nam umozni nahlédnout vliv fyzického
a psychického dopadu ritualu na lidsky organismus.

Na zacatek k hlubSimu nahlédnuti tohoto tématu se budu zabyvat stavy
védomi, a frekvenci lidského mozku obecné. Pfihlédnu zaroven k pfikladim,
na kterych je znatelny dopad ritualu na lidskou mysl i fyzické télo jedince

a spolecnosti.

Za druhé pfihlédnu k obecnym definicim slova ritual, jeho charakteristice

a pfikladam. Popisi prubéh bézného Samanského ritualu a zamyslim se nad
jeho cilem a vyznamem. Vzhledem k tomu, Ze ritual obsahuje slozky
divadelni, hudebni, tanecni i vytvarné, budu srovnavat ritualni principy
obecné s principy performance nebo pfedstaveni v SirSim slova smyslu,
tedy i hudebniho pfestaveni, happeningu &i site-specific projektu i jakékoliv
jiné umélecké produkce, kde je primarni vztah performera a divaka a jejich
primy kontakt.

Dale se budu podrobnégji zabyvat prisecCiky divadla a ritualu a jejich
pfipadnych podobnosti. Ukazi na par pfikladd divadelnich souborl
pouzivajicich ritual Ci ritualni principy ve své tvorbé a pfihlédnu k dodnes
provadénym puvodnim ritualim Candomblé.

Uvazovani o podobnosti divadla a ritualu mné zcela logicky vede i k hledani
problematiky podobnosti Samana a herce, rozdilu mezi hercem a Samanem
a k hledani otazky, zda se objevuji i nékteré pruseciky podobnych i
stejnych principu a vlastnosti. Nejprve zkusim fici, kdo je to Saman, jaké
jsou jeho typické atributy, viastnosti a schopnosti. Budu se dale zabyvat
Samanskym odévem, vztahem mezi magickymi pfedstavami pomocnych
duchu a prlvodcu, ukazi na metody neoSamanismu a konkrétni pfiklady
modernich Samanu.

Poté se budu vénovat stavim lidského védomi, kterymi prochazi Saman pfi
vykonavani ritualu a herec pfi hrani pfedstaveni, pfipadnym souvislostem
a podobnostem ¢i pfimo prasec&ikum.

V druhé Casti prace pfidam osobni zkusenosti s neoSamanismem
a nonverbalnim divadlem. Ukazi jednotlivé principy a techniky, které se
pouzivaji pfi Samanském cestovani, ale i dalSi techniky, které jsme se ucili



na kurzu “Zakladny seminar - Cesta Samana”, ktery jsem absolvovala
22.-23. zafi 2017 v Bratislavé. Tento seminaf je soucasti jadrového
Samansimu od Michaela Harnera, ktery v roce 1983 zalozil nadaci pro
Samanska studia.

V treti ¢asti prace se budu zabyvat detailnim popisem pfipravy pfedstaveni
Osviliad. Na predstaveni ukazi moznost priseciku technik Samanismu
(nebo neoSamanismu) v pfipravé divadelniho pfedstaveni.

Zavérem uvadim rozhovor s umélcem zabyvajicim se Samanismem,
Tuomasem Rounakari z Finska, ktery je Samanskym houslistou.



1. Problematika védomi, nevédomi a hladin védomi

1.1. Védomi, podvédomi a nevédomi z pohledu Carla
Gustava Junga

Carl Jung byl zakladatelem analytické psychologie - mluvil o dusi, lidské
osobnosti a zplsobu nového mysSleni. Stejné tak jako divadlo, je
psychologie védou o vnitini podstaté véci, o néem nematerialnim

a neuchopitelném.

V Jungovych teoriich jsou rozebirany struktury nevédomi a jeho obsahy.
Tyto obsahy se podle C. Junga daji zkoumat vicerymi metodami. VSechny
tyto metody slouzi k lepSimu poznani vnitfniho Zivota. Je to metoda
asociaci, metoda analyzy sni a metoda aktivni imaginace. 1

K objasnéni termint védomi, podvédomi a nevédomi Clovéka, které budu

v této praci pouzivat, odkazuji na Jungovu sbirku prednasek. ? PFi popisu
nevédomi si musime uvédomit, Ze se mizeme pouze zabyvat jen jeho
védomymi produkty, které si myslime, Ze z nevédomi prameni. Kdyz se tedy
pokousSime popsat nevédomi, jakékoliv informace k jeho popisu jiz
pouzivame z védomi. :

Tyto védomeé produkty jsou patrné zejména v umeéni, tvorbé a v divadle.
Umélecky €in je sam o sobé zhmotnénym, védomym produktem naseho
Sirokého nevédomi.

Pfi pouzivani terminu nevédomi si musime pfipomenout, ze tento termin se
v Jungovské teorii pouziva ve dvojim vyznamu. Je to nevédomi individualni
a nevédomi kolektivni. Nevédomim individualnim Jung chape potlacenée,
zapomenuté osobni zazitky a zkusenosti, které se zrcadli v naSich snech

a fantaziich. Nevédomi kolektivni se da popsat jako spole¢na duSe vSech
lidi, ktefi sdileji urcité spolecné fantazie €i sny, ke které ma kazdy Clovék
stejny pfistup. * Z tohoto kolektivniho nev&domi pak také prameni
praobrazy, ze kterych se vyvinuly archetypalni postavy, myty a legendy Ci

' KERENYI, Karl a Carl Gustav JUNG. Véda o mytologii. Brno: Nakladatelstvi Tomase
Janecka, 1995. ISBN 80-85880-06-7. s. 79.

2 JUNG, Carl Gustav. Analyticka psychologie: jeji teorie a praxe : tavistocké prednasky.
Prelozil Karel PLOCEK, prelozil Kristiha CERNA. Praha: Academia, 1992. ISBN
80-200-0418-1.

% bid., s. 18

4 KERENYI, Karl a Carl Gustav JUNG. Vé&da o mytologii. Brno: Nakladatelstvi Tomase
Janecka, 1995. ISBN 80-85880-06-7. s.78.



pribéhy a pohadky, které svym obsahem a sdélenim I€Ci jak individualni, tak
kolektivni dusi. ° Jako pfiklad uméni, které se zabyva kolektivnim
nevédomim a jeho lé€enim, uvadim studii C. P. Estés, Ph.D., ktera na
Jungové teorii o kolektivnim nevédomi a archetypech sepsala knihu
obsahuijici pfibéhy uréené k Ié€eni kolektivni duse Zen. ® Témito pfibéhy se
dostavame blize ke svému vnitinimu, pfirozenému ja, které jiz vnimame na
urovni védomi. Skrze tyto teorie o kolektivnim nevédomi se nam vice
ukazuje dulezitost a skute¢na role umeéni pro kazdodenni, lidsky Zivot.

Do stavu nevédomi vstupujeme kazdou noc béhem spanku. Védomi je jen
malou casti nevédomé oblasti obrovského rozsahu. Jakmile popisujeme
nevédomi, pouze se vyjadfujeme k vnéjSimu popisu ¢ehosi neznamého

a ukrytého, co se nam zjevuje jen pomoci symboll ve snech &i skrze uméni.
Védomi je racionalni popis nevédomeé predtuchy, ktera je spise intuitivniho
a citového charakteru.

1.2. Mozkové viny a hladiny védomi

Rozeznavame mozkové viny, které v ur€itém kmitoCtu oznacujeme raznymi
jmény pro jednotlivé stavy lidského védomi. Razné hladiny védomi jsou
pfimo spjaté s vySe popsanym jevem védomi, nevédomi a podvédomi. Jsou
mnohé teorie, které Fikaji, Zze viny beta jsou lidskym védomim, alfa je
povazovana za branu mezi védomim a podvédomim, théta je oznacovana
za Cisté podvédomi a delta je jiz samotné nevédomi. " Zakladni védomosti

o tématu mozkovych vin jsou klicové pro budovani dalSich teorii

o Samanském stavu védomi &i stavu védomi umeélcl, ktefi jsou v tvofivém
procesu.

Existuje 5 frekvenci mozkovych vin - delta, beta, alfa, théta a gama. Existuji
i dalSi frekvence, a v rlznych zdrojich se jednotlivé udaje o 5-10 Hz [isi.
Téchto 5 typd mozkovych vin v Elovéku vzbuzuje rizné pocity a stavy
védomi. To v jaké frekvenci zrovna naSe mozkové viny kmitaji zalezi
pfedevS§im na naSem psychickém rozpolozeni. Stavy zménéného stavu
védomi, alfa az delta, tedy mozkové frekvence s nizSim kmitoCtem, se daji
védomé dosahnout meditaci. Existuji vyzkumy a teorie alternativni

® JUNG, Carl Gustav. Analyticka psychologie: jeji teorie a praxe : tavistocké prednasky.
Prelozil Karel PLOCEK, prelozil Kristiha CERNA. Praha: Academia, 1992. ISBN
80-200-0418-1. s. 49

® ESTES, Clarissa Pinkola. Zeny, které béhaly s viky: myty a pfib&hy : archetypy divokych
Zen. Pielozil Hana CATALANOVA. Praha: Pragma, 1999. ISBN 80-7205-648-4.

” Pfiloha ¢. 6
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mediciny, které na zakladé mozkové frekvence |€Ci psychické problémy, od
ADHD, uzkosti, deprese az po nespavost. Jedna takova studie o
porozumeéni mozkovym vinam je napsana Jeffrey L. Fanninem, Ph.D., ktery
pracuje na poli neurovédy. Zabyva se mapovanim a analyzou mozku po
vice nez 20 let. V této studii jsou zminény nejen ucinky jednotlivych
mozkovych frekvenci k Ié€eni vySe zminénych nemoci, ale i stavy mysli,
které jsou idealni pro predstaveni nebo jiny performativni vykon. Podle J. L.
Fannina je idealni frekvenci pfi performanci stav alfa, pro tvofeni je to
frekvence théta. °

Alfa viny (9 - 14 Hz)

Hladina alfa je obecné hladinou hlubokého uvolnéni. Mozek v této hladiné
ma zvySenou pamét, tvofivost, schopnost uceni, vizualizace a koncentrace.
Tato hladina by se dala povazovat za vstupni branu do naseho podvédomi.
Je silnégspojena s intuici, ktera se stava hlubsi a jasnéjsi pfi frekvenci kolem
7,5 Hz.

Vzhledem k omezenéjSi mozkové kontrole a hlubSimu stavu relaxace,

v porovnani s beta vinami, hladina védomi alfa slouzi nejlépe bé&hem
pfimého performativniho aktu. Mnoho problému s trémou a kolapsem na
jevisti vznika pravé z pfrilisné racionalni kontroly nad situaci a takzvanym
‘overanalysing”, “overthinking”, pfiliSnym analyzovanim, promyslenim
situace. Ve stavu alfa je mozné dostat se do tzv. “flow”, neboli viny, kdy je
Clovék absolutné koncentrovan, ponofen do urcité Cinnosti, kdy se nic jiného
nezda vice dulezité. Je to stav absolutniho byti tady a ted, kdy véci
pfirozené vznikaji bez pfiliSné racionalni kontroly. Navozeni stavu hladiny
alfa je mozné napfiklad poslouchanim danych frekvenci ¢i meditaci. Existuje
spousta nahravek a mobilnich aplikaci, které se tomuto tématu vénuji.
Performer hrajici pfedstaveni v hladiné alfa ma tu vysadu, Ze mnohem
spontannéji reaguje na danou, momentalné vznikajici situaci, na sve
spoluhrace i divaky. Hrani se v hladiné alfa posouva od pouhého
pfedvadeéni, ilustrovani k Zzivému, ZzZivelnému aktu, kdy spojeni mezi
performerem a divakem je nejen pfirozenym, ale i velmi pfijemnym

a obohacujicim zazitkem. V takovémto stavu védomi je mozné docilit zivého
divadla, pravdivé zrozené situace. Existuji ale znacné nesnaze k dosazeni

8 FANNIN, Jeffrey L. Ph.D. Understanding your brainvawes. In: drjoedispenza.com [online]
[vid. 10.3.2018] Dostupné z:
http://drjoedispenza.com/files/understanding-brainwaves_white_paper.pdf

9 FANNIN,Jeffrey L. Ph.D. The seven keys to great meditation: A Neuroscience
Perspective. In: drjoedispenza.com [online] [vid.11.3.2018] Dostupné z:
http://drjoedispenza.com/files/the_seven_keys to_great_meditation.pdf
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¢i udrzeni tohoto stavu na jevisti pfed divaky. S pfichodem divaka u lidi
automaticky nastava racionalni kontrola. Pfemyslime o tom, kdo pfiSel, jak
se jim to bude libit, jestli jsme dost perfektni, jestli je vSe pfipravené. Pfi
nedostatecné koncentraci dokonce o tom, co si po skonCeni dame k veceri
a jestli jsme nahodou doma nenechali zapnutou troubu. VSechny tyto
mys$lenky nas dostavaji daleko od stavu “flow”, daleko z hladiny alfa. Kli¢em
k udrzeni kyZzené pozornosti a hladiny védomi je dostateCha mentalni
pFiprava a koncentrace herce pfed pfedstavenim. Zde se objevuje dllezitost
ritualu pfed predstavenim k docileni intenzivnéjSiho a ucinnéjsiho vysledku
pfi samotné performanci. Ukazkovym pfikladem je asijské divadlo, zejména
Pekingska opera, kdy ritual "pfevtéleni se” do postav jen skrze bohaté li¢eni
trva kolem tfi hodin.

Théta viny (4 - 8 Hz)

Jsou vazany na sny, hlubokou meditaci, lehky spanek zahrnujici REM fazi
spanku '° a hypndzu. Jedna se o oblast naseho podvédomi. V hladiné théta
pocitujeme velkou inspiraci, Zivou vizualizaci, mimofadny vhled a hlubokou
kreativitu. Mezi 7 a 8 Hz nastava stav, ve kterém zacCiname tvofit vliastni
realitu. V bdélosti jsme si v tomto stavu plné védomi sveého okoli, a pfesto se
nachazime ve stavu hluboké relaxace. "

V tomto stavu jsme schopni vidét za fyzickou realitu a dostat se do hladiny
naseho podvédomi, kde se kontury fyzického svéta zacCinaji misit se
symbolickym a obrazovym jazykem, plnym metafor a znakd. Hladina théta
se rovna naSemu podvédomi, které jiz definoval C. G. Jung. Skrze
umeélecky, kreativni proces v hladiné théta mizeme lépe rozpoznavat nase
podvédomé a nevédomé hlubiny, které se nam snazi sdélit, Zze za
pfirozenym svétem je jeSté svét nadpfirozeny. Ve spojeni s touto mozkovou
vinou se dostavame do nejbliz§iho a nejpfirozenéjsiho kontaktu umélce

a umélecké tvorby. Stejné tak jako ostatni mozkové hladiny, i théta se da
navodit mimo jiné hudbou uréenou pravé k tomuto cili.

Performance a tvorba jsou tu v jasné pfi€inné souvislosti a zaroven jsou
disledkem propojeni vin alfa a théta. Timto zpusobem skrze vyzkum hladin

1 REM faze spanku - z anglického “Rapid eye movement” - faze spanku, ve které se

odehrava vétsina zivych snl

" Brainwaves Frequencies and their characteristics. In: Meditation is easy. com. [online]
[vid. 11.3.2018] Dostupné z:
http://www.meditationiseasy.com/binaural-beats/brainwaves-frequencies-and-their-characte
ristics/



védomi jsou exaktné potvrzeny teorie o podvédomi a nevédomi, jak je
teoreticky formuloval C. G. Jung.

J. L. Fanninova teorie, Ze hladina védomi alfa je nejlepSi stav pro
performanci a hladina védomi théta pro tvorbu, ve vétsSiné pripadd funguje.
T. Rounakari ovéem dopliuje, Ze proces tvorby i performance je tak velice
Siroky, Ze existuji i jisté vyjimky. Napfiklad kdybychom chtéli v performanci
jit hloubé&ji a vzali si jako pfiklad projekt Shaman violin 2 & jiné nejen
hudebni projekty, které se zabyvaji uvedenim divaka do hlubokého stavu
koncentrace, v téchto pfipadech nebude alfa hladina u performeru stacit. Je
tfeba jit hloubéji, alespon do hladiny théta. Na druhou stranu v procesu
tvorby mize byt i hladina alfa velmi prospésSna. Rounakari souhlasi, ze
kazda hladina ma svij uzZitek a zvlastni kvalitu, kterda muze byt vyuZita
mnoha rdznymi zplsoby. "

2 Shaman violin - sélovy projekt T. Rounakariho
'3 Pfiloha ¢. 6



2. Ritual, jeho vyznam a vliv na mozkové viny ¢lovéka

2. 1. Ritual

Ritual (z latinského ritualis = obfadny) je obfadni chovani, zalozené na
tradiCnich, uzakonénych normach. Ritualy mohou byt nabozenské, magicke,
individualni, spoleenské Ci dokonce firemni nebo organizacni.

Z antropologického hlediska je ritualem &in ktery slouzi jako €innost

k dosaZeni symbolického cile. Podle teorie T. Asada, ritual je symbolickou
¢innosti liSici se od instrumentalnich ¢innosti bézné povahy. " Ma ovéem
presné stanoveny, opakujici se postup a muze ziskat zcela rutinni
charakter.

Z psychologického hlediska je ritual kazdé lidské jednani, které vykazuje
stereotypni Cinnost, zaloZzené na pfedem danych pravidlech. V jistém
smyslu je takové chovani obvyklé u kazdého Clovéka. Existuje bézny ritual,
ktery je ceremonii, kterou lidé vykonavaji v béZzném Zivoté jako jsou svatby,
slavnosti, pohiby atd., ¢i dokonce osobni ritualy, které jsou jen pravidelnou
¢innosti lidského jednani, do kterych spadaji Cinnosti jako ranni kava Ci
gisténi zubt. *° Je ovem dulezité rozliovat tyto ritualy kazdodenni Cinnosti
a ritualy magické, kterym nalezi duchovni az magicky charakter.

Dulezitym pojmem, ktery se vaze k definici slova ritual je obrad.

Z naboZenského hlediska jsou obfady systémem chovani smluvenych
znaku. Obrady podle P. Balty navazuji na dfive spontanni €innosti jako je
napfiklad napodobovani prozivani smutku plackami pfi pohrbivani
zemfelého. '° Dale fika, Zze obfady maji zasvécovat a vychovavat nové
generace a predavat jim svou viru a tradice. Jsou kolektivni paméti
nabozenskych spolecenstvi. "

DalSim dualezitym pojmem spojenym se slovem ritual je slavnost. P. Balta
popisuje slavnost, jako branu do ubihajiciho Casu, kterou se Clovék dostane

“ASAD, cit. podle: BOWIE, Fiona. Antropologie naboZenstvi. Praha: Portal, 2008. ISBN
978-80-7367-378-9. s. 154

5 MURPHY, Robert F. Uvod do kulturni a socialni antropologie, Sociologické nakladatelstvi,
Praha 1998, s. 186-187.

6 Tomuto tématu se dale vénuje i T. Rounakari v rozmluvé o néfcich v rozhovoru pfidaném
k této praci v pfiloze €. 6

7 BALTA, Paul. Kniha o naboZenstvich: Hodnoty spoleéné lidem vdech dob. Praha:
Albatros, 1993. ISBN 80-00-00010-5. s. 29



k néfemu, co neumira, nepomiji. Pfi spojovani bézného Zivota s timto
‘néCim” si nabozenstvi nenechava uijit pfilezitost slavnosti pfi jakychkoliv
vyznamnych udalostech, at' uz se jedna o slunovrat, svatbu, mir, upinék ci
vzpominkové oslavy. Tyto vSechny udalosti jsou divodem k oslavam, jesté
pred tim, neZz se odebereme k tomu “néCemu” nepomijitelnému, k nikdy
nekongici slavnosti. "

Ritualy se objevuji i u zvifat. Podle R. Schechnera pfedstaveni néalezi jen
nékolika primatlim, v€etné ¢lovéka. OvSem ritualni chovani je zvlasté

u nizSich druhQ zvifat prototypem primitivniho predstaveni. " Tématu
zvifecich rituald se vénuji Cetné studie. Pfikladnou studii jsou napfiklad
rituélnl'zotanec":nl' namluvy jefabl, kde ptaCi pohyby pfipominaji az baletni
kroky.

V této praci se budeme zabyvat ritualy Samanskymi, tedy magickymi,
nabozenskymi, spoleCenskymi i individualnimi a jejich pfipadnému vyuZiti
k psychické pfipravé moderniho herce, mima Ci performera.

2. 2. Vyznam ritualu pro jedince a skupinu - vliv ritualu na
mozkové viny jedince a komunity #

Dimitri Xygalatas je experimentalni antropolog z University of Connecticut,
ktery se s dalSim tymem vyzkumnik( zabyva ucinky nejvice extrémnich
rituald po celém svété na lidskou mysl ana chovani individui i celych
spoleCnosti. Kombinaci antropologie, védy a technologie se ve svém
vyzkumu zabyva dopadem extrémnich, bolestivych rituald na lidskou
prosocialitu.

Tym D. Xygalatase zaklada svij vyzkum také na teorii E. Durkheima, ktery
vyslovil teorii o kolektivni energii. Tym se zabyval méfenim srdeCnich ozvu

8 BALTA, Paul. Kniha o nabozenstvich: Hodnoty spole¢né lidem v8ech dob. Praha:
Albatros, 1993. ISBN 80-00-00010-5., s 31

¥ SCHECHNER, Richard. Peformance theory. Routledge. 1988. ISBN 0-415-31455-0 (Print
edition) s. 98

V tomto odstavci R. Schechner popisuje, Ze lidé konaji védomé, pouZivajice mysleni,
zatimco zvifata jednaji pudové, automaticky.

20 “sandhill Cranes Dancing ~ Mating Dance and Calls” In: Youtube [online] 20.4.2014 [vid.
24 .4. 2018] Kanal uzivatele:Wandering Sole Images. Dostupné z:
https://www.youtube.com/watch?v=a_040AC9EpM

21 XYGALATAS, G., MITKIDIS, P., FISCHER, R. ad. Extreme Rituals Promote Prosociality
[online].  Psychological Science. 5.6.2013. [vid. 10.3. 2018] Dostupné z:
http://journals.sagepub.com/doi/full/10.1177/0956797612472910
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k méfeni této energie, tedy psychosomatické reakce Clovéka na ritual.
Ukazalo se, Ze jak u lidi fyzicky podstupuijici ritual, tak i u divakud je tempo
srde¢nich ozvu neobvykle synchronizované se vsemi uc¢astniky ritualu, a to

i pfes to, zZe jejich fyzicka aktivita byla odlisna. Jakym zplsobem se tato
synchronicita ukazuje v jednani je vidét na vyzkumu ktery probihal pfi
festivalu Kavadi.

Hinduisticky ritual Kavadi, coz doslovné znamena bfimé&, zkouska
extrémniho utrpeni, se odehrava na ostrové Mauricius. Lidé po cely den pfi
cesté k chramu Murugan stavi az 40ti kilogramové stanky a voziky, které

k chramu dopravuji. BEhem toho si do riznych &asti téla zapichuji zelezné
hacky, jehly, haky i ty€e. K tomu vSemu jdou zcela bosi na rozpaleném
asfaltu, nebo ve specidlnich botech, s hiebiky. # Antropologové nazyvaji
tyto ritualy “ritualy hrazy”. * \V mnoha pfipadech téchto rituall jsou lidé
povinni podstoupit tyto kruté postupy k ziskani svého mista ve spoleCnosti.
V pfipadé Kavadi se ale jedna o dobrovolnou ucast, coZz je velice
nepochopitelné z evoluéniho hlediska, protoZze timto utrpenim zdanlivé
uCastnici ritualu nic neziskaji.

Tym kolem D. Xyglatase se zajimal o to, jaky efekt maji extrémni ritualy na
lidskou prosocialitu sledovanim skute€nosti, jaky obnos penéz je Clovék
ochoten dat na charitu po ukon&eni rlznych druhu ritualu. Tento obnos
penéz se stal méfitkem lidské prosociality v tomto vyzkumu. Vysledkem je,
Ze po ukoncCeni bézneého ritualu jako je spoleCna modlitba, byli lidé ochotni
na charitu pfispét. OvSem po absolvovani extrémné bolestného ritualu byli
lidé ochotni darovat tfikrat vice, nez po absolvovani bézného ritualu. Tento
jev se nevztahoval pouze na pfimé uc€astniky ritualu, ale i na divaky, ktefi
fyzicky neabsolvovali tyto bolestné zkousky, ale po celou dobu ritualu
pfihlizeli. Po dosazZeni tohoto vysledku se nam nabizi jasna spojitost mezi
mirou bolesti a vySkou dotace darovanou pro socialni ucely.

Dalsim aspektem vyzkumu bylo méfeni stresu, prozivaného ucastniky
ritualu. Vysledkem studie je, Ze uroven stresu pfed ritudlem byla vyrazné
vySSi nez po ritualu samotném. Béhem ritualu byla uroven stresu extrémné
vysoka, coz jen dokazuje uroven fyzické bolesti, kterou u€astnici podstupuiji.
Po ukonc€eni ritualu byla ovSem extrémné snizena a tento stav snizené az
skoro Zzadné urovné stresu trval jesté nékolik dni po ukonceni ritualu. Studie

2 Ptiloha &. 2
2 Ritualy Hrazy, volné prelozeno z anglického “Rites of terror”
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prokazala, ze ¢im vice Clovék trpi b&éhem rituadlu, tim lepsi je jeho psychicky
stav po jeho ukonceni.

DalSi studie se vénovala spojitosti stresu a ritualu. Vysledkem bylo, Ze
performefi, ktefi vykonavaji ritualy pfed vykonem, mohou zlepSit vysledek
samotného performativniho aktu, at uz sportovniho zapasu ¢i divadelniho
pfedstaveni. Tento fakt je velice dullezity pro mou uméleckou praxi
Psychologové nachazi jistou spojitost mezi ritualizovanym chovanim

a nachazenim vlastni sebedlvéry. Vykonavanim ritualu Clovék ziskava vice
sebedlvéry a zaroven snizuje uroven stresu, coz umoznuje lepSi finalni
vysledek.

Prikladem ritualni koncentrace pfed pFedstavenim, ktera ma nesporné
kladny az stézejni vyznam pro intenzitu divadelniho pfedstaveni je napfiklad
praxe divadelniho souboru francouzské rezisérky Ariane Mnouchkine: kazda
produkce zahrnovala ritalni oblékani a maskovani pfimo na jevisti.
Mnouchkine byla nazoru, Ze jevisté je posvatnym mistem. Tento nazor Sifila
mezi Cleny své divadleni spoleCnosti Theatre du Soleil i divaky. VeSkeré
akce od liCeni oboCi, nasazovani paruky Ci oblékani kostymu bylo
provadéno ve velmi pomalém tempu, v tichém, védomém ritualnim
soustfedéni. **

Ukazuje to, Ze je ritudl velice silny nastroj mysli, ktery vS8ak mize byt pouzit
k dobrému i zlému. Zalezi na kontextu, ve kterém ritual provadime. B€hem
experimentu vyvijeném v Laboratofi pro experimentalni vyzkum nabozenstvi
pfi ustavu religionistiky Filozofické fakulty Masarykovy university v Brné
(LEVYNA), tym vyzkumnikd subjekty sméfoval bud k prosocialité Cdi
antisocialité, kde vyzkumnici po stejném ritualu zmanipulovali kontext.

a ukazalo se, Ze v subjektech se zvysila pravé ta vlastnost, ke které byli po
ritualu sméfovani.

Vzhledem k nepfedvidatelnosti a nejistoté pfi uméleckém pFedstaveni, kde
jsou proménnym faktorem divaci, jejich odliSné charaktery, myS$leni, vnimani
Ci koncentrace, ukazuji vysledky vyzkumu, ze ritual ma znacné pozitivni,
uklidhujici a koncentrujici uc€inek na lidskou mysl a psychiku. Tyto poznatky

24 ECKERSLEY, Mark. Ariane Mnouchkine and New Wave Theatre. In:
theatrestyles.blogspot.cz [online]20.12.2014 [vid.15.4.2018] Dostupné z:
http://theatrestyles.blogspot.cz/2014/12/ariane-mnouchkine-and-new-wave-theatre.html

% “The power of ritual | Dimitris Xygalatas | TEDxAthens.” In: Youtube [online] 1.4.2016
[vid. 5.3.2018] Kanal uzivatele: TEDx Talks. Dostupné Z:
https://www.youtube.com/watch?v=IrjCLvSQ_cw
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je mozné vztahnout i na divadelni Ci jinou uméleckou produkci a pfipravu
performera pfed vystoupenim.

Tyto studie nam naznacuji, jaky vyznam maji kolektivni ritualy na
synchronicitu komunity, spole€nosti, redukci stresu a zlepSeni socialniho
vnimani naseho okoli. VSechny zminéné ucinky ritualu maji velice pozitivni,
transformuijici u€inky a jsou ve spojitosti s divadlem katarzni.

V. Turner definuje spontanni spole¢enstvi communitas, jako kazdé

spolecCenstvi, kde se doCasné vytvaii komunita sledujici spoleény cil, kterym

je hledani spole€¢ného prozitku, ktery by hluboce zasahl kofeny kazdého
26

Clovéka.

Toto je za jistych okolnosti cil a ucel nejen ritualu, ale i divadla samotného.
Jako spojeni lidi, zijici v jedné spoleCnosti, diky kterému se z jejich
jednotlivych oddélenych energii stane energie kolektivni ; potom Iépe
chapeme a vnimame nejen sebe, ale pfedevsim druhé lidi. Stdvame se tak
otevienéjSimi, vnimavéjSimi bytostmi, ktefi ziji zivot ve spoleCnosti stejné
vnimavych a otevienych lidi. Stejné tak jako tyto ritualy, i divadlo by mélo
byt mistem, umoznujici toto vzajemné propojeni a spoleCenskou katarzi,
ktera vede k otevienosti a sounalezitosti.

% TURNER, Victor Witter. Prabéh ritualu. Brno: Computer Press, 2004. Eseje/studie. ISBN
80-7226-900-3.s. 135
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3. Rozdily mezi divadlem a ritualem

7

3. 1. Ritualy candomblé *

Candomblé jsou kulty brazilskych ¢ernochl. Doslovny pfeklad tohoto nazvu
znamena staré tance CernoSskych otrokd ve spojeni se slovem dum. Dalo
by se tedy fici, Zze candomblé je jakasi kultovni stavba. Tyto kulty propojuji
riizné prvky kultur odliSnych africkych kmenu. Jsou to tedy kulty

synkretické % Jednotlivé kulty se navzajem diferencuji zejména pribéhem
ritualu Ci vlastni mytologii. Existuji jednotlivé svatyné, které maji plnou
autonomii. Téchto svatyn bylo na pocatku 80. let kolem 1350 a sdruzovaly
vechny druhy bahijskych kultd.

Prubéh ritualu je nasledovny. Svatyné candomblé, zvana terreiro obsahuje
mistnost pro vefejné tance a ritualy zvanou barragao. Nasleduji pocetné
peji, oltare, které jsou vénovany jednotlivym bohum, tedy orixas (oriSoveé).
Dulezitou soucasti obfadu je stfedni ¢ast svatyné, vystlana listim

a podlozena kamenim, na kterém je udupana hlina. Takto oSetfena zemé je
velkym uloZistém pro silu axe (a$é), coz muzeme pfirovnat k bajné mané. *
Jedna se o silu, ktera je obsazena ve vSech rostlinach, kamenech, dokonce
v krvi. Tanecnici, ktefi jsou posedli bohy ji maji v téle po celou dobu

spojeni. 4

Ritualy candomblé jsou jasné strukturovany, maji jasnou hierarchii a rad.

K dalSimu popisu prubéhu ritualu se musime nejdfive vénovat samotnym
bohum oristm, které vyznavadci kultu candomblé uctivaji. PoCetné jorubské
bozstvo oriSové (600 - 1700 buzkul), je v ritualu omezené pouze na 16 boh,
které se pfipominaji v ritualu. BEhem ceremonie se bohové reinkarnuji do tél
vyznavacl kultu, ve kterych poté celou noc tanci. Kazdy oriSa je typicky
svym kostymem ¢i jinymi symbolickymi pfedméty charakteristickymi pro
osobu. Ritual se za€ina jiz rano jen mezi pfislusniky tereira, ovSem vecer se
kona hlavni ceremonie pfistupna i divakim. Prostfedniky mezi bohy a lidmi
jsou palicky a bubny, které strazi rytmus. B&hem ritualu je zapotrebi hned
nékolik roli. Jsou to obfadnici, bubenici, pfedzpévak a pomocnici starajici se

27 KOLANKIEWICZ, Leszek. Bahijské ritualy Condomblé a zku$enost divadelniho
antropologa. Divadlo v ¢lovéku/ ¢lovék v divadle. Sbornik referatli z 1. symposia divadelni
antropologie 1. vyd. JAMU. Brno: 1997. ISBN 80-85429-34-9 s. 41-45

% |bid., s. 45

2 |bid., s. 46

%0 Mana - bibilicka potrava z nebes

¥ lbid., s. 48
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o taneéniky v transu. Protagonisty samotného ritudlu jsou zasvécovani
taneCnici. Pomoci bubnl a zpévu se iniciovani tanec¢nici dostavaji do stavu
aktivniho transu, kdy béhem tance do jejich tél vstupuji oriSové. Takto
“posedli” tanecnici jsou odvadéni do bocni mistnosti, kde jsou oblékani do
typickych kostyml onoho samotného boha, vtéleného do konkrétniho
taneénika. Jednotlivi bohové se poznaji podle jim typické energie, kterou
kazdy z nich vyzafuje béhem tance. Tyto tance se popisuji jako extatické,
protoze jsou provadény ve stavu transu. V tomto stavu inkarnace boha do
Clovéka nastava transformace - transfigurace stézejni pro jakykoliv ritual,
kdy v to3r2nto konkrétnim pfipadé Clovék prestava byt Clovékem a stava se
bohem.

Candomblé ritualy jsou velice podobné divadlu. Veskeré tance typické pro
jednotlivé bohy maji pfedem urCené choreografie, kdy protagonisté
nadherné tanci v oné stfedni Casti chramu, spojeni s energii axe, pfed zraky
vSech divaki a pfi dunéni bubnd. V porovnani s jinymi kulty posedlosti,
napfiklad na Bali, Haiti €i v Etiopii, jsou tyto ritualy €istym uménim. Bohové
totiz v télech tanecnikl nedélaji nic jiného, nez jen vyjadfuji svou podstatu
skrze tanec pred divaky. Zadnym zptsobem nezasahuji do b&zného Zivota
ucastnikd €i pozorovatell. Nevésti, neléci, nepomahaji. Jen tanci. Ritualy
jsou predevSim estetickym a velmi silnym zazZitkem, jak pro samotné
iniciované tanecniky, tak pro pfihlizejici divaky. V tomto kultu znatelné
vidime ztotoznéni se se svymi bohy a pfedky v tom nejdoslovnéjSim slova
smyslu. Kulty candomblé jsou velice specialnim mistem, kdy nas trans

a extaze wuvadi do fiktivni, neskute¢né sféry. Osoby prochazejici
transformaci tancem jsou oddéleni od realného Zzivota divaka, ktery
transformaci jen pfihlizi. Jedna se o moment, kdy se sam Zivot stava
divadlem. *°

Na prfikladu rituald candomblé je znatelné, do jaké miry se nase
predstavivost a neutuchajici tvaréi duch osobnosti misi s nabozenskymi ¢i
povérCivymi predstavami a jaké spojeni muze nastat v téchto svou
odvétvich nabozenskych a ritualnich s divadelnimi. Podle R. Schechnera,
ritual je néco tak velice sofistikovaného a organizovaného, Ze jen stézi
muazeme tvrdit, Ze prvni byl ritual, z kterého se pozdé&ji néjakym zpusobem

%2 KOLANKIEWICZ, Leszek. Bahijské ritualy Condomblé a zku$enost divadelniho
antropologa. Divadlo v ¢lovéku/ ¢lovék v divadle. Sbornik referatli z 1. symposia divadelni
antropologie 1. vyd. JAMU. Brno: 1997. s. 47

* lbid., s. 48
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divadlo vyvinulo. . Zpochybriuje tak jednu z teorii o puvodu divadla,
pravdépodobné v souvislosti s principem konfliktu, jak jej nastinila americka
Skola obecné antropologie.

Kultury, podobné kulturam vyznavajicim kult candomblé, ale i jiné tradi¢ni
domorodé ritudly se obvykle nazyvaji mytové kultury. Takovéto kultury
muzeme oznacit za synkretické, jelikoz se, stejné tak jako divadelni kultury
prolinaji do vice oblasti, jako jsou sociologicka, pedagogicka, filosoficka Ci
psychologicka oblast. Také spojuji rizné umeélecké aspekty jako jsou loutky,
masky, tanec, pantomimické ¢i jiné herecké postavy, recitaci, zpév a hudbu.
Rytmus, tanec a zpév se povaZzuji za stézejni prvky mytovych kultur a jejich
rituald.

Podle A. Pernici, jsou mytové kultury ve spojeni s ustni naraci a obfady
zakladem pro Cim dal tim vice se osamostatnujici dramatické kultury se
stredem v divadle. *°

V mytovych kulturach se také objevuji typové postavy. Tyto postavy jsou
charakteristické nejen pro mytové kultury, ale i pro pohadky, fantasy
literaturu, &i filmy. *° Mazeme tvrdit, e i pro divadelni tvorbu urgitého
charakteru Ci obdobi jsou typové postavy charakteristické. Tento jev se
spojuje s archetypy, které popisuje jak Estés ve své teorii 0 archetypu
Divoké zeny " tak Jung *°, z kterého Estés vychazi.

“Archetypy jsou cosi jako organy preracionalni psyché. Jsou to vécné
dédéné, charakteristické zakladni struktury, zpocatku bez specifického
obsahu. Specificky obsah vznika teprve v individualnim Zivoté, kde se
osobni zkuSenost zachyti pravé v téchto formach.” %

% “From ritual to theatre” In: Youtube [online] 15.8.2014 (vid. 28.3.2018) Kanal uzivatele:
Schechner's Excerpts From Brazil - A Youtube Performance. Dostupné z:
https://www.youtube.com/watch?v=0WVtNVuH8X0

% PERNICA, Alexej. Mytové kofeny dramatickych postav. Mytus, ritual a magie- jeden ze
zakladi naSi kultury dotykany skrze divadelni oblast. Brno, 2003. Janackova akademie
muzickych uméni v Brné s. 6,7

% |bid., s. 10

37 ESTES, Clarissa Pinkola. Zeny, které bé&haly s viky: myty a pfib&hy : archetypy divokych
Zen. Pielozil Hana CATALANOVA. Praha: Pragma, 1999. ISBN 80-7205-648-4. s. 15.

3% JUNG, Carl Gustav, BARZ, Helmut, ed. Archetypy a nevédomi. Pielozil Eva BOSAKOVA,
prelozil Kristina CERNA, prelozil Jan CERNY. Brno: Nakladatelstvi Toméase Janec&ka, 1997.
ISBN 80-85880-11-3. s. 77.

39 JUNG, Carl Gustav. Clovék a duse. Praha: Academia, 1995. ISBN 80-200-0543-9. s. 43
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Problematikou archetypl ¢i mytovych kultur se nebudeme hloubéji zabyvat,
ovSem poukazanim na spojitosti mezi archetypy pramenici z naseho
nevédomi, typovymi postavami v mytovych kulturach a divadelnimi typovymi
postavami se muzeme dostat hloubéji do problematiky rozdilu mezi ritualem
a divadlem. K detailngéjSi uvaze o rozdilu mezi divadlem a rituadlem se
musime zabyvat primarné jejich odliSnymi €i stejnymi cily a ucinky na
jedince a spolecnost.

Podle teze A. Pernici ma kazda sou€asna kultura kofeny v nékteré

z mytovych kultur a pfes vSechnu snahu o vytésnéni naSich mytovych
kofenu se je nepodafilo znicit ani nahradit. Je to patrné zvlasté na vidéni
svéta pfirodnich spoleCenstvi a v jejich pfedliterarnim mytopoetickém vidéni
svéta, udrzované mytem, ritudlem a magii (tzv. mytovym triviem), ze kterého
vychazi pohadky i divadlo. Konkrétni mytova kultura dané spolecnosti je
pevné vazana na kulticko-ritualni a magické projevy, které se v dané
spoleCnosti projevuji a které pak maji pfimy vliv na hodnoty dané
spoleCnosti. Mytové trivium zajiStuje jedinci zafazeni se do kultury své
spolecnosti, procesem enkulturace. Tento proces umoznuje jedinci osvojit si
normy, hodnoty a kulturu spole¢nosti, ve které zZije a tim zmirnil socialni
tzkost na snesitelnou miru Gnosnosti. *° A. Pernica se socialni Uzkosti
vénuje v zavislosti na socialni podminénosti mytovych kultur. H

3. 2. Divadelni soubory zabyvajici se ritualem

3. 2. 1. Living Theatre

K dostateCnému pfiblizeni a popisu divadelniho souboru Living Theatre
musime zminit pfedevsim dva autory, zakladatele a vedouci souboru, velice
mladé, ambicidézni a nespokojené s tehdejsi divadelni situaci. Byli to Julian
Beck a Judith Malinova. Living Theatre byl zaloZen r. 1943, kdy Jeanu
Beckovi bylo jen 18 let. Chtéli délat divadlo jinak, a z tohoto odhodlani,
nastvani a presyceni tehdejSim divadlem vznikaly teze, které se znacné
vymezovaly vuci tehdejSimu divadlu. Chtéli tvofit Zzivé - experimentalni

40 PERNICA, Alexej. Mytové kofeny dramatickych postav. Mytus, ritual a magie- jeden ze
zakladd naSi kultury dotykany skrze divadelni oblast. Brno, 2003. Janackova akademie
muzickych uméni v Brné s. 35

“! Ibid., s. 26
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T . . v . 42 . v .
a moderni divadlo. Malinova se naucCila od E. Piscatora, =~ Ze nejlepSimi
. . - . T " C 43
divadelnimi prostfedky jsou radikalni politika a socialni akce.

Leitmotivem jejich celozZivotni cesty byla predevSim revoluce. Jakym
zpusobem se vymezit vici spole€nosti a najit svobodu v opravdovém, zivém
divadle a umeéni, které lidi oslovuje do jadra jejich srdci a které se spojuje se
Zivotem. Tato revoluce, projevena v divadelnich pfedstavenich Living
Theatre byla zhmotnénou myslenkou na zménu. Na zménu celého svéta,

a ne jen tak nékdy v budoucnosti, ale hned, v tento dany moment. V Living
Theatre byli umélci, ktefi potvrzovali svym zZivotem své umélecké predstavy,
diky ¢emuz pfitahovali pozornost nezcetnych hercli i divakl. Stale se
obménujici soubor tvofilo nejvice 45 hercl, v€etné déti a dalSich 2000 hercl
jen Cekalo, aby se do souboru mohli pfipojit. “ Byl to magnet pro lidi,
hledajici svobodu, rovnost a pravdu v divadle i v Zivoté. Misili uméni

a socialni akci, o ¢emz se jesté do konce 40. let minulého stoleti tvrdilo, ze
nejde dohromady. Velice kontroverzni, charizmatické, anarchistické

a pacifistické divadlo revoluce a citu.

Ve svych pracich se nejednou obraci K ritualu, mytim, snim, vizim a utopii.
Mozna pravé tato myslenka na idealni svét a divadlo vedla Living theatre

k tak extrémnim revoluénim ¢indm. Pravé v obdobi pfipravy predstaveni
Paradise Now je velice znatelny zajem J. Malinové o praci s nevédomim

a kolektivnim podvédomi. BEhem zkousek se mluvilo o vizich, snech, smrti
a zmrtvychvstani Indianu, cestovani do vesmiru, o proménach na zakladé
Funkce orgasmu Wilhelma Becka, totemech a dalSich metafyzickych

a existencialnich jevech lidské spolecnosti. * Predstaveni Pradise now je
také znacné ovlivnéné chasidskou virou, kabalistickym stupném
zdokonalovani, u€enim o tantrickych Cakrach a kosmologickym ucenim
Knihy promén. “ Podle explikace J. Malinové k predstaveni Paradise now,
se sceéna sestavala z osmi pficli, odpovidajicich pficlim Zzebfiku, ktery
spojuje nebesa se zemi. Kazda priCel byla sloZzena z ritualu, vize a akce.
Jsou to pficle: dobra a zla, modlitby, uceni, cesty, vykoupeni, lasky, nebes

42 PISCATOR Erwin- vyznamny némecky rezisér, predstavitel epického divadla. Byl pfedni
osobnosti tehdejSiho divadla, tvircem masového divadla, byl otevieny architektufe, cirkusu
aj.

# KORAN, Jaroslav a OSLZLY, Petr. Living Theatre: Divadlo Zivota: 1951-1980. Praha:
Jazzové sekce SH, 1982. Jazz Petit. s. 10

# KORAN, Jaroslav a OSLZLY, Petr. Living Theatre: Divadlo Zivota: 1951-1980. Praha:
Jazzova sekce SH, 1982. Jazz Petit. s.. 29-30

* |bid., s. 43

46 |-ting- &inska kniha vésteb napsana ve 2.st. pf. n. |.. Jedna se o véstby zaloZzené na

taoistickeé filosofii
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a zemé, boha a Clovéka. Tyto tfi aspekty ritualu, vize a akce tvofi podle
Malinové revoluci.

“‘Ritualy jsou télesné, duchovni obrady vrcholici zableskem. Vize jsou
mozkoveé projekce. Jsou to predstavy, symboly, sny. Uvédomeni vyplyvajici
Z proZitku ritualu a uvédoméni vyplyvajici z proZitku vize se propojuji a usti

. w47
v akci.”

Living Theatre se navratil zpét k zivotu, k pudovosti, a tedy i k ritualu, ktery
je pravé tim pojitkem mezi spoleCnosti, politickym dénim a lidskym
nevédomim. Prave ritual je v tomto kontextu pojitkem mezi uménim

a Zivotem.

Pudovost a svobodny zZivot, manifestovany ¢leny Living Theatre
neskryvanou nahotou a sexem v dennim zivoté i v pfedstavenich, byl pro
tehdejSi dobu nejvétsSim stfetem zajmu a nejvétSim problémem se
souborem spojenym. Tento fakt je zapotfebi nalezité vysvétlit a objasnit.
Neni pravda, Ze by v souboru vladla jakasi sexualni nespoutanost, jak se

v té dobé tvrdilo. V pfedstavenich bylo télesné vyjadfeni hlavnim vyrazovym
prostfedkem a obCas se i objevil simulovany pohlavni akt. Byla to ovSem
znamka vymezeni se vUC€i sexualnimu tabu, vnimanému jako forma
spoleCenského utlaku vaci jednotlivci. Bojem proti sexualnimu tabu zaroven
bojovali i proti vSem ostatnim formam represe a utlaku. 48

Jejich predstaveni jsou doslovnou definici slova ritual ¢i ceremonie. Podle

T. Rounakariho * je podminkou ritualu védoma transformace a iniciace
Clovéka, at uz divaka Ci performera. Tento pfedpoklad Living theatre spojuje
vSemi body. Na predstaveni Living Theatre, zejména Paradise now, ale

i Mistériich a na dalSich pfedstavenich je naprosto kliCovy az osobni,
davérny a zivelny vztah divaka a performera, kdy si oba skrze védomé
vypracovanou strukturu, ktera podnécuje zménu, projdou transformaci ;
mozna bychom mohli Fici onou katarzi, kterou ma divadlo vyvolat. Tato
zména je predevsim duchovniho, duSevniho razu.

47 KORAN, Jaroslav a OSLZLY, Petr. Living Theatre: Divadlo Zivota: 1951-1980. Praha:
Jazzova sekce SH, 1982. Jazz Petit. s. 44

8 KORAN, Jaroslav a OSLZLY, Petr. Living Theatre: Divadlo Zivota: 1951-1980. Praha:
Jazzova sekce SH, 1982. Jazz Petit., s. 55-56

4% Pfiloha ¢. 6
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Living Theatre svou praci nepfetrzité hledali odpovéd na otazku, zda muze
umeéni zménit svét. V rozhovoru s J. Malinovou a J. Beckem Beck na tuto
otazku odpovida:

“Samo o sobé urcité ne. Ale jako ritual osviceni, stimulator akce

a osvobozeni je divadlo mocnym nastrojem oteviené slouzicim revolucnim
zmeénam. Kazdé uméni je revolucni do té miry, nakolik podnécuje mysl

a odusevriuje existenci. A prave v tom je smysl divadla. %

3.2.2. Jerzy Grotowski

Jerzy Grotowski za€al se svou tvorbou z podobnych divodl jako Living
theatre. V dobé, kdy podle jeho minéni existujici divadlo nesplhovalo
pozadavky zivého divadla, Grotowski utvarel jakysi obraz o divadelnich
moznostech.

V prvni fazi hledani se Grotowski zajimal zda by se navratem k ritualu,

z kterého nejspi$ divadlo vzniklo, a které podmifiuje bezprostfedni Zivou
ucast a urcity druh vzajemnosti mezi divakem a hercem, ve které by bylo
mozné najit autentické, zivé a a svobodné reakce. Dulezité je nové pojeti
prostoru, které Grotowski navrhuje. Prostoru, ktery by se na kazdé
pfedstaveni organizoval jinym zplsobem. Kli€ové je zruSeni jevisté

a hledisté, které je svou podstatou proti konceptu vzajemnosti vzhledem

k jeho oddélujici funkci. Ze hry by se mél stat spontani impulz, ktery by vtahl
divaka do déje. Tato mysSlenka byla vyuZzita pfi predstaveni

Kordian (1962), o kdy se povedlo, aby divaci spolec¢né pfimo reagovali, hrali
roli, zpivali a u€inkovali spolu, jako herec s hercem. %

Pradavné poslani divaka je podle Grotowského skute€na emotivni
spoluucCast. Grotowski délal Cetné divadelni vyzkumy, bé&éhem kterych
pfichazel na praktické poznatky o tom, jakym zplsobem se co
nejopravdoveéji pfiblizit k ritualu a skuteCnému vztahu mezi hercem

a divakem, ktery produkuje nefalSované zahloubeni se do pfedstaveni. %
Béhem téchto vSech vyzkumu se snazil zjistit, co by mohlo byt skute&nou
osou ritualu. Tato osa je pfimo umérna Jungové archetypu, kolektivni

% KORAN, Jaroslav a OSLZLY, Petr. Living Theatre: Divadlo Zivota: 1951-1980. Praha:
Jazzova sekce SH, 1982. Jazz Petit. s. 89

%! Kordian- Juliusz Slowacky, revolucionafsky hrdina propadajici do skepse

%2 GROTOWSKI, Jerzy a [PREL. BARBORA ERTLOVA|. Divadio a rituél: texty 1965-1969.
Bratislava: Kalligram, 1999. ISBN 8071492760. s. 52-54

% |bid., s. 57
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pfedstavé, prvotni mySlence. Dullezité je pfipomenout si a ujasnit si vyznam
slova ritual v kontextu pouzivaného u Grotovského. Nejedna se zde

0 nabozenské divadlo, ale o tzv. laicky ritual, jak ho Grotowski nazval. Tento
laicky ritual mél slouzit ke konfrontaci se zkuSenostmi minulych generaci,
tzn. s mytem. Jednalo se o hledani archetypalnich obrazl, mytickych
obrazl (napfiklad zapalna obét, obétovani jednotlivce pro druhé aj.) >

V roce 1983 v rozhovoru pro Los Angeles Times, fekl Grotowski o svém cili:

“ Privolat velmi starou formu uméni, kdy ritual a umélecka tvorba byly to
stejné. Kdyz poezie byla zpévem a zpév inkantacii, pohyb tancem... uméni
pfed emancipaci, kdy puésobilo nejmocnéji. Dotykem s nim kaZdy z nas
muze, ngzévisle na filosofické a teologické motivaci, najit svoji vlastni
konexi.”

Grotowski, ktery se neustéle potyka s umélosti a autenti¢nosti reakci

a formy laického ritualniho divadla odkazuje také na Brechta, ktery podotkl,
Ze divadlo se stalo divadlem pravé tehdy, kdyz prestalo byt ritualem.
Grotowski tedy opustil mySlenky ritualniho divadla, jakou mél na pocatku,
aby mohl obnovit ritual divadelni, ne skrze viru, ale skrze lidsky akt a aby
mohl najit onu autenti¢nost a opravdovost v tomto ceremonialu zivé ucasti.
ProtoZze bézna terminologie ritualu v divadle je vZdy spojena se stereotypy
jako jsou: doslovna spoluucast, Silenstvi, kolektivni kfeCe, chaoticka
spontannost, obnoveni mytu, ekumenizmus zaloZzeny na spojovani motivu

Zz rlznych nabozenstvi €i riznych kultur, Grotowski uvazoval o potfebé
vytvofeni nové terminologie, ktera by se vymezila vié&i ritualu v divadle
pojimaném timto stereotypnim zplsobem. %

3.3. Zivé, mrtvé, svaté divadlo

Oba zminéné divadelni soubory se vymezuji vuci tehdejSimu klasickému
divadlu, které povazuji za mrtve, elitafské. Grotowski piSe, Ze toto divadlo
se stava konvenci mezi osvicenymi lidmi divadlo tvofici a osvicenymi lidmi
na divadlo chodici z kulturni povinnosti, ktera fika, ze do divadla se zkratka
chodit ma. Jedna se o urcity druh mechanismu vykonavany z konvence.

% GROTOWSKI, Jerzy a [PREL. BARBORA ERTLOVA]. Divadio a rituél: texty 1965-1969.
Bratislava: Kalligram, 1999. ISBN 8071492760., s. 58

% |bid.. s. 169

% Ibid., s. 71
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Mezi témito skupinami se pak nemulze udat nic zasadniho. Pro opravdové
v s s . v . , . 57
zivé divadlo je tfeba divadelni spontaneita.

K tomuto mrtvému divadlu se vyjadfil i Peter Brook, ktery svuj pojem
mrtvolné divadlo detailné popisuje.58 Fenomén mrtvolného divadla ma hned
nékolik vinikl. Vzdy se jedna o osobni ustrnuti na urcité drovni, at uz
mluvime o herci ¢i dramatikovi. Hlavnim bodem, jak se vyhnout mrtvolnému
divadlu, je neustrnout ve svych stereotypech, neustrnout jako Clovék.

P. Brook v divadle vidi naprosto jasnou spojitost mezi vyvojem v osobnim

a profesnim zivoté tvlrcl, aktérd. Miuvi o individualnich hereckych
metodach, které si kazdy herec musi najit podle svého charakteru (jedna
peCe kola€¢ a druhy vyjadfuje, co citi). Pfejimani hereckych metod bez
nalezeni vlastni identity v té Ci oné metodé plyne jen k dalSi strnulosti.
VSeobecné Brook vidi zastaveni vyvoje hercu, jakmile vyjdou ze Skoly; plini
energie a ambici se pfidaji do divadelni spole¢nosti, kde rutinnim zpusobem
zkous$eni a hrani pfichazi mlady herec o moznost dale se vyvijet, rist

a zlepSovat se. Tim se stava mrtvym jak herec, tak cela divadelni hra,
spolecnost. %

Mimo jiné zminil i dalSi druhy divadla jimiz jsou Svaté divadlo, kde se
zabyva stejné tak jako Grotowski ritualnim naplnénim divadelniho aktu.
Scéna je podle Brooka mistem, kde se muZzZe zjevovat neviditelné. Sen,
smysl divadla je pravé toto objevovani neviditelného svéta, ktery neni
obsazitelny pouze naSimi smysly. Kdyz nepocCitame orientalni divadla,
ritualy a obrady jiz z divadel vymizely nebo jsou v troskach. P. Brook
navrhuje hledani svatého divadla. Misto vzneSenosti a krasy hleda divadlo

zazrakl. Pojmem “vy$Si” tedy nemini “hez¢&i”, ale hlubsi, kde divadelni akce,
. . 60
sama udalost nahrazuje text a formu.

Podle Brookovych slov:
“l dnes bychom chtéli inscenovat pravé ritualy, ale aby ritualy udélaly

z divadla zkuSenost naplriujici naSe Zivoty, potfebovali bychom ty prave
formy. A téch se nam nedostava... Pozbyli jsme v§echen smysl pro ritual

5 GROTOWSKI, Jerzy a [PREL. BARBORA ERTLOVA]. Divadio a rituél: texty 1965-1969.
Bratislava: Kalligram, 1999. ISBN 8071492760. s. 52

% BROOK, Peter. Prazdny prostor ; z angl. orig. prel. Alois Bejblik ; dosl. naps. Lida
Engelova. Praha: Panorama, 1988. Dramatické uméni. s. 4- 18

% Ibid., s 12

% Ibid., s. 18, 20
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a obrad - at’ uz se pojil k vanocnim svatkum, narozenim ¢i pohfbim- slova

nam zustala a staré pudy nam haraji v morku kosti...Po letech a letech stale
v,y e . . v e . . , , 61

slabsich jsme se ocitli v situaci, kdy prosté odmitame pojem svaté scény.

To mé vede k opétovnému se zamysleni nad cilem divadla. Podle Brooka,
divadelni akt ma dva mozné cile. Jednim je boufliva oslava a druhym je
vrchol ticha, ktery znacCi pochopeni a proziti spolecné zkuSenosti. % Tyto
dva cile se zcela shoduji s cily spoleCenského obfadu ¢i ritualu. U obou,
divadla i ritualu je cilem propojeni bud skrze oslavu, nebo ticho. Ticho, které
rozumi a souciti tak hluboce, Ze nepotiebuje slov. Podle Artauda se Clovék
muze osvobodit ze svych zajetych forem jen v divadle. A praveé to déla z
divadla svaté misto, misto, kam lidé pfijdou ze svych béznych zZivotl a kde
je jim dana moznost nalézt hlubsi realitu. ®

3.4. Vykorenénost - divadlo jako nastroj k nalezeni
opétného stiredu

Slovensky prozaik, dramatik, diplomat a politik Jozef Banas$ se v komentafi

k vyuce cizim jazykim dostava k tématu vykofenéni. V &lanku jde

o postupné nahrazovani slovenskych slov anglickymi ekvivalenty. Jedna se
tedy o rozsSifovani lingvistickych schopnosti na ukor naseho matefského
jazyka. Banas upozoriuje na dulezitost narodniho jazyka faktem, Zze dokud
Zije jazyk, zije i narod. Ov8em kdyZz jazyk umfe, umira i narod a s nim i jeho
duch. Dale se nechava slySet, ze Clovék bez kofeni ma nékolik vyhod:
nema sebevédomi, hrdost, je manipulovatelny, ovladatelny, posloucha, drzi
hubu a krok a “maka”. ** V geském prostfedi se jedna o jev podobného razu.
Tato vykofenénost se ovSem nevztahuje pouze na narodni jazyk. Mizeme
zacit ztratou ritualniho vyznamu svatkd a dostat se aZ ke ztraté duchovniho
vyznamu kulturnich udalosti, které by pravé tento vyznam mély nést.

Tuomas Rounakari se k problematice ztraty kofenu dostava v otazce,
vysveétlujici slovni spojeni “being spirited”. Nejde tady o duchovnost jako
takovou, ale spiSe o napojeni se na svého vlastniho ducha, ducha pfirody,
zemé kolem nas, ducha naSich predkl, kolektivniho ducha. Timto
zpusobem se dostavame do svého stfedu a nachazime tak svou pfirozenou

¢ BROOK, Peter. Prazdny prostor ; z angl. orig. prel. Alois Bejblik ; dosl. naps. Lida
Engelova. Praha: Panorama, 1988. Dramatické uméni., s. 19

2 |bid., s. 19

& lbid., s. 23

% BANAS Jozef. In: Aktuélné. sk. [Online] 11.7.2016. [Vid 1.4.2018.] Dostupné z:
https://aktualne.centrum.sk/slovensko/skolstvo/komentar-jozefa-banasa-popcorncity-namie
sto-pukanca.htmi

22



podstatu. Na pfikladu rodokmenu arktickych rodin ukazuje, jakym zplsobem
ztracime kolektivni pamét, ponéti o svych predcich a spojeni s nimi. %

Tato uvaha o ztraté kofenl mé vede k mysSlence o skute¢ném, Zivém
divadle, které mély na mysli nejen vySe zminéné divadelni soubory. Vede
mé k mySlence o opravdovém Zivoté, kdy je divadlo prostiedkem

k setkavani se, k budovani komunity a k napojovani se zpét na nase kofeny.
K dostavani se zpét do sveho stfedu, k nalézani sama sebe a svého smyslu
zde na zemi. Skrze aktivni napojeni se na komunitu, ve které Zijeme,
stavame Zijicimi lidmi a dostavame se k prasmyslu divadla a ritualu.

Nasi pfedkové i pfiroda kolem nas, naSe kofeny jsou nasi silou. Je tedy
pfirozene, Ze odpojenim se od nich se stavame bezprizornimi, ztracenymi
jedinci bez kofenud. Divadlo jako komunitni, ritualni zaleZitost, kde jedinec
skrze katarzi proziva své i kolektivni emoce je nejvyssi formou umeéni, ktera
muUze existovat, protoze posouva sam zivot. Z mrtvého divadla se stava
divadlo Zivé, svaté, ménici, revolu¢ni. Revolu¢ni ne ve smyslu agresivni
zmény, ale konstantniho znovuobjevovani sebe i spoleCnosti, ve které se
nachazim, ve smyslu konstantni transformace, iniciace, zmény.

65 Z rozhovoru Pfiloha &. 6
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4. Kdo je to Saman

Podle T. Cowana Saman je slovo originalné pochazejici ze Sibife, oznaduijici
duchovni |éCitele, ktefi se vyskytuji v kmenovych kulturach nejen v sibifské
oblasti. *° Podle K. Ebelové,

“Samanismus je transkulturni fenomén, ktery se vyskytuje v tradicnich

animistickych spolec¢enstvich, vyznacuje se ruznymi formami extatickych
. , _ v, 567

duchovnich cest vedoucich k mytickému svétu.

P. Balta se zminuje, ze ¢lovek pridélil vy§Sim principim samostatnou oblast,
tzv. nadpfirozeny svét, aby mohl mit na jeho druhé strané vlastni prostor,
svét tzv. svétsky, pfirozeny. * Toto déleni na nadpfirozeny a pfirozeny svét
je typické pro lidské vnimani svéta a zivota v ném od pradavna. Jedna se

0 néco archetypalniho, co v lidském podvédomi stale panuje. A pravé
Samanismus se timto tématem nadpfirozeného svéta ve vztahu

s pfirozenym hluboce zabyva.

Antropologie se o Samanech vyjadfuje pfi popisu zejména osob

z nezapadnich kultur nosicich jména jako kouzelnik, IéCitel, medicinman,
védma, mag aj. Slovo Saman ale v nasi dobé& nenese zadny konfliktni
vyznam Ci pohrdlivy podtext, na rozdil od vySe zminé&nych pojmenovani. %
V minulosti, zejména za komunismu nejen v nasi zemi byli Samané
persekuovani, likvidovani a $Samanismus byl potlaCovan a vymitan.
Samanem muze byt nejen muz, ale i Zena. Podle T. Cowana, néktefi

z Samanskych praktiki dokonce obijevili, Ze Samanismus zvySuje hodnotu
toho nejlepsiho z jejich viry, v naboZenstvi, ve kterém byli vychovavani. &
Podle téchto teoretik(l je Saman prostiednikem mezi svétem nadpfirozena,
svétem duch( a svétem lidi. Pomoci $amanského stavu védomi (SSV), jinak
stavu zménéného védomi Ci stavu lehkého transu se dostava mezi oba
svéty a je tak schopen komunikovat s obémi stranami, vétSinou v ritualnim

66 COWAN, Thomas Dale. Pocket guide to Shamanism. Freedom, CA: Crossing Press,
c1997. ISBN 0895948451.s. 5

6 EBELOVA, Katefina. Maska: v promé&nach &asu a kultur. Praha: Grada, 2012.
ISBN: 978-80-247-2470-6. s. 16

68 BALTA, Paul. Kniha o naboZenstvich: Hodnoty spolec¢né lidem vs$ech dob. Praha:
Albatros, 1993. ISBN 80-00-00010-5. s. 19

% HARNER, Michael J. Cesta $amana: Jak probudit svij vnitini potencial. Praha:
DharmaGaia, 2010. Religio (DharmaGaia). ISBN 978-80-86685-81-6.s. 43

™ COWAN, Thomas Dale. Pocket guide to Shamanism. Freedom, CA: Crossing Press,
¢1997. ISBN 0895948451.s 43
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prostfedi. DetailngjSimu popisu SSV se budu vénovat v nasledujicich
kapitolach.

4.1. Moderni Samanismus

V Samanismu rozliSujeme dva pojmy, které se od sebe liSi stafim a vyvojem.
RozliSujeme klasicky Samanismus, ktery se vétSinou objevuje ve spojeni

s klasickymi kmenovymi kulturami a moderni Samanismus, (jinak také
neo-Samanismus, urban Samanismus) objevuje se i pod pojmem zakladni
Samanismus, ktery se vyvinul na zakladé potieby popsat klasické Samanske
techniky aplikované k vyuZziti moderni, urbalni spole€nosti. Z toho duvodu
vznikl systém neo-Samanismu, ktery utvofil Michael Harner, ktery rovnéz
zaloZil Nadaci pro Samanska studia (Foundation for Shamanic Studies).

“Samanskéa préace je stejna, lidské mysl, srdce a télo jsou stejné, pouze
kultury se razni.” m

V roce 1993 byl v republice Tuva na Sibifi organizovan Nadaci pro
Samanska studia a tuvinskou vladou sraz zhruba deseti Samanskych
praktiki a z USA, zapadni Evropy a riznych domorodych kmend, ktefi si
navzajem predvadéli IéCebné techniky a ritualy. Vysledkem bylo potvrzeni
faktu, Ze Samanské metody, které vznikly v kulturné neutralnim kontextu

a tradiéni Samanské metody, které vychazi z tradiCnich kmenovych kultur
mohou byt v praxi pfi |éCbé stejné ucinné. Existuji hlavni metody, které
zakladni Samanismus uziva. Jsou to:

1. zména védomi, “navozeni Samanského stavu védomi”

2. Cesta do neobvyklé reality

3. Navazani vztahu s pomocnymi duchy, privodci

4. LécCebné praktiky

5. VyuZiti pisné, tance, obleku k utvoreni ritualniho prostredi

6. Vyuzivani a uctivani specialnich pfedmétd a mist v pfirodé "

" HARNER, Michael J. Cesta $amana: Jak probudit svdj vnitini potencial. Praha:
DharmaGaia, 2010. Religio (DharmaGaia). ISBN 978-80-86685-81-6.s. 12

2 COWAN, Thomas Dale. Pocket guide to Shamanism. Freedom, CA: Crossing Press,
c1997. ISBN 0895948451.s 38
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T. Cowan popisuje, Zze Samanismus nejen Ze obsahuje souhrn védomosti,

ale zaroven je konanim, zalozenym na vnitinich schopnostech Clovéka,
P v v . ’ v P 73

které slouzi k vnitfnim lidskym potfebam.

4.2. Zména védomi, cesta do neobvyklé reality

Saman dokaZe vstupovat z b&zného, obvyklého stavu vé&domi (OSV) do
zménéného stavu védomi, neboli “§amanského stavu védomi” (SSV) , aby
cestoval do nadpfirozeného svéta, tzv. skryté reality, Ci vnitfniho svéta, tak
jak jej popisuje C. Castaneda. " Termin 8SV je zavedeny Michaelem
Harnerem. Tento stav najdeme i pod nazvem, stav “lehkého transu”. Jak ale
vidime nejen diky C. Castanedovi, stejny fakt se objevuje jiz u tradi¢nich,
kmenovych $amanid. K dosaZzeni SSV je tfeba podle terminologie dona
Juana, brazilského Samana, se kterym se C. Castaneda setkaval “zastavit
svét”. Don Juan tento akt popisuje takto:

“V tobé se vCera zastavilo to, Ze svét je takovy, jaky ti porad Fikaji, Ze je. Od
chvile, kdy se narodime, nam porad nékdo fika, Ze svét je takovy

a takovy...a proto pfirozené nemame jinou moznost, nez vidét svét tak, jak
nam fikaji.” "

Saman mlze cestovat do tohoto magického svéta za Géelem pomoci sobé,
druhému clovéku €i celé spole¢nosti, I€Ceni, ale i k nacerpani sily, ziskavani
informaci ad. Toto vstupovani do zménéného stavu védomi se pfimo
nerovna théta ¢i alfa viné, jedna se spide o stav “nékde mezi”, odkud mize
Saman provadét Samanské cesty do vnitiniho, fantaskniho svéta, ktery se
muze rovnat lidskému osobnimu i kolektivnimu podvédomi az nevédomi,
tak, jak ho popisuje C. Jung, kde svét funguje na symbolické, abstraktni
bazi. K dosazeni tohoto zménéného stavu védomi je ale prace

s mozkovymi vinami a védomé poznavani jednotlivych mozkovych frekvenci
a hladin vyhodou. K dosazeni SSV se v modernim $amanismu pouziva
zpév, rytmické bubnovani Ci Fachtani.

Tradi€ni kmenovi Samané zménéného stavu védomi dosahovali i mnohymi
fyzicky nepfijemnymi zplsoby jako zvladanim extrémnich teplot,

> COWAN, Thomas Dale. Pocket guide to Shamanism. Freedom, CA: Crossing Press,
c1997. ISBN 0895948451.s 39

" HARNER, Michael J. Cesta $amana: Jak probudit svidj vnitini potencial. Praha:
DharmaGaia, 2010. Religio (DharmaGaia). ISBN 978-80-86685-81-6.s.15

> CASTANEDA, Carlos. Cesta do Ixtlanu. Prelozil Lily CISAROVSKA. Praha: Volvox

Globator, 1996. ISBN 80-7207-017-7. s. 209
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hladovénim, holotropnim  dychanim, vyCerpavajicimi  pohyby Ci
halucinogeny.

Susanna Aarnio popisuje stav transu a Samanské cestovani, jako
., v , Py v 76
trojurovnové cestovani duse.

Dale C. Castaneda zmifiuje, jak je dulezité rozliSovat, vidét pravdivost Ci
nepravdivost jednotlivych svéta.

“Svét se véera stal takovy, jak jej popisuji Carodéjové. V tomto svété kojoti
mluvi a jeleni také, jak uz jsem ti fikal, i chiestySi a stromy a vSechny ostatni
Zivé bytosti. Ale ja chci, aby ses naucil vidét. Ted’ uz mozna vis, Ze vidéni
nastava jenom tehdy, kdyz se Clovék protahne mezi svéty, mezi svétem
obycejnych lidi a svétem Carodéji. Ty jsi ted’ primo uprostifed mezi obéma
svéty. VCera jsi byl pfesvédcen, Ze ten kojot na tebe mluvi. Kazdy ¢arodéj,
ktery nevidi, by tomu také véril, ale ten, kdo vidi, vi, ze vérit tomu znamena
uviznout v Fisi ¢arodéju. A podle stejné miry, nevéfit, Ze kojoti mluvi, zas
znamend uviznout v Fisi obyéejnych lidi.”

Samané méli v priib&hu historie i ne zcela pozitivni povést. V 19. st. byli
povazovani za podvodniky, ktefi klamou a okradaji pfislusniky kmene. Ve
20. st. byli dokonce povazovani vsSichni Samané za duSevné nemocné
jednince. " Vitebsky piSe, Ze nejpodobnéjSim stavem stavu transu, do
ktereho Saman védomé vstupuje a ze kterého opét vystupuje je pfipad
klinické schizofrenie. Na rozdil od klinické schizofrenie je ovSem Saman plné
pod kontrolou nad stavy, ve kterych se dobrovolné nachazi, narozdil od
Clovéka postizeném schizofrenii. " Kdyz tuto teorii P. Vitebskyho srovname
s dulezitosti “vidét”, jak ji, popisuje Don Juan, je zfejmé Ze neovladnuta Ci
neukotvena Samanska prace se mize zménit ve schizofrenni blouznéni,
které nerozliSuje jeden svét od druhé, €arovny svét od fyzického.

V tradi¢nich kulturach je uéeno ovladani tohoto stavu transu mistnim
Samanem jiZz od détstvi, v modernich kulturach takovy vycvik umoznuje
napfiklad jiz zminéna Nadace pro Samanska studia formou kurz(

76 “Susanna Aarnio - The Shaman’s Three Soul Levels/Shamaanin kolme sielunosaa ja
reitti takaisin kehoon” In: Youtube [online]. 9.2.2014 [vid. 24.4.2018] Kanal uzivatele:
WildHeart Vision. Dostupné z: https://www.youtube.com/watch?v=6RnM8_IRLOg

77 CASTANEDA, Carlos. Cesta do Ixtlanu. Prelozil Lily CISAROVSKA. Praha: Volvox
Globator, 1996. ISBN 80-7207-017-7. s. 209

8 VITEBSKY, Piers. Svét saman(l. Praha: Knizni klub, 1996. Magie, tradice, sou¢asnost.
ISBN 80-7176-303-9. s.140

7% Ibid., s. 138
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a vycvikovych programu. Lze se ovSem ucit i od tradi¢nich Samand, ktefi na
tuto formu vyuc€ovani pfistoupi. Jednou z forem uceni se 0 Samanismu

a hlub§imu porozumnéni Samanskym stavim védomi jsou média, ktera jsou
tradicnim kulturam, které jsou odkazany jen na oralni naraci nedostupna.
Jsou to knihy, videa, online rozhovory, ¢lanky, konference, které jsou psany
Ci pfednaseny tradi¢nimi Samany &i jejich zaky, tedy lidmi, ktefi maji se
Samanismem pfimou zkuSenost. VSechna tato média jsou v moderni
spole€nosti prostfedniky k nalézani informaci o Samanismu a dokonce
mohou byt i iniciatorem k “Samanskému povolani”, o kterém mluvi

T. Cowan. *

4.3. Samansti privodci a ochranci, pomucky, oblek

Vira starych narodu fika, ze pred svétem lidskych bytosti existoval svét
zvérolidi. Zvifeci FiSe je povazovana za kofeny lidské existence. o Koncept
duchovnich ochrancu a pravodcl v podobé zvifat je v Samanismu velmi
dllezity. Samané a lidé provadgjici $amanismus vé&fi, Ze kazdy ma alespon
jedno spfiznéné zvife, které mu déla ochrance, je jeho zdrojem energie, sily
a moci. Na oplatku vyzaduje obéti v podobé ritualu. Tato zvifata se vyskytuji
ve spodnim svété, do kterého Samané v mysli putuji. Tento spodni svét
symbolizuje nade kofeny, vnitfni silu a energii. Ziji tam nasi pfedkové, nase
silova a pomocna zvifata. Spodni i horni svét jsou mytickymi svéty, proto se
v nich mizeme setkat i s bajnymi & mytologickymi bytostmi. Silova zvifata
jsou osobni. Kazdy ma pro svuj zivot jedno osobni silové zvife, ale existuji

i pomocnici ve zvifeci podobé uréeni pouze k pomoci v ur€itych oblastech
nebo dovednostech. Napfiklad zpivat bude ucit slavik, moudrosti maze udit
drak.

Duchovni zvife je privodce duse, proto je mozné se s nim setkat pouze

v duSevni roviné. Technika navazani kontaktu se svym duchovnim, silovym
zvifetem je velmi uc€inna pro znovu obnoveni sily a energie. Zvife nam dava
silu kracCet dal, zvladat ukoly, které jsou pfed nami. UCi nas a ukazuje na
véci, které jsou tfeba vyresSit k dalSimu osobnimu vyvoji. Chrani nasi zivotni
energii, ukazuje nam cestu v duchovni FiSi a pomaha pfi 1éCeni %

8 COWAN, Thomas Dale. Pocket guide to Shamanism. Freedom, CA: Crossing Press,
c1997. ISBN 0895948451.s 42

8 RULAND, Jeanne. Du$e zvifat: pravodci nageho Zivota. Prelozil Jan HLAVICKA. Praha:
Beta, 2016. ISBN 978-80-7306-825-7. s. 16

® RULAND, Jeanne. Duse zvifat: privodci naseho Zivota. PFeloZil Jan HLAVICKA. Praha:
Beta, 2016. ISBN 978-80-7306-825-7. s. 18
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4. 4. Léceni- Samanskeé ritualy

Jednim z charakteristik $amana je nesporné jeho schopnost lé&it. Saman pfi

vykonavani cest a rituall za u€elem pomoci musi disponovat znaénou mirou

koncentrace a sebediscipliny. Podle P. Pletkové je na zakladé vyzkumu

logické vzhledem k ukolu starat se o fyzické a psychické dobro vSech ¢len(
P . 83

své komunity.

Tradi¢ni Samané IéCi pomoci léCivych bylin a hub, extrakci *a fyzickou
manipulaci s télem, pfipominajici masaze, rovnani kosti aj. Dale se
pouzivaji Cetné techniky k léCeni duSe. LéCi se pomoci vzpominek na
pfedky, pisni, tancem a dokonce i pfibéhem. Velice dllezitou technikou je
nalézani ztracené duSe a pfivadéni ji zpét. To jiz vyzaduje cestovani
Samanova ducha do fiSe snu, hledani kusu pacientovy duSe a pfivedeni ji
zpét fouknutim.

Podle finské Samanky, Susanny Aarnio, je pro ritual vzdy nezbytny ucel. Jak
fika, cilem Samanského ritualu ¢i obfadu je vzdy pomoc. Muze to byt pomoc
komunité, pfirodé, jedinci €i zemi, nebo samotnému vesmiru. Popisuje
pribéh takového Samanského ritualu, ktery ona sama vykonava. Kazdy
ritudl musi mit zadatek a konec. Saman se na zadatku ritualu napojuje na
své duchovni privodce, také se jim muze Fikat duchovni ochranci, duchovni
zvifata aj.. Ti se zase napojuji na své pruvodce, ducha komunity a dalSi
duchy a bytosti, které jsou ochotny pomoci v dané problematice. Poté se
napojuje na pfirodni duchy jednotlivych zivld: vzduchu, vody, zemé a ohné.
Kdyz je tato faze hotova, Saman zalne zpévem vyvolavat své pomocné
duchy a Zadat je o pomoc. Susanna k tomuto ucelu pouziva stara finska
kouzla. Poté pomalu zaCina s bubnovanim a zpévem. KdyZz je prace
dokoncena, je tfeba podékovat pomahajicim duchum. Kazdy ritual vzdy
potfebuje jasné zakonCeni. Susanna pouziva techniku uzavieni vSech &tyr
svétovych stran. %

8 PLETKOVA, Petra. Samanismus [online]. Ceské Budé&jovice, 2008 [cit. 2018-05-04].
Dostupné z: <https://theses.cz/id/7xpjyk/>. Bakalaiska prace. JihoCeska univerzita v
Ceskych Budgjovicich, Teologicka fakulta. Vedouci prace PhDr. Vit Erban.s. 10

84 Extrakce je metoda, kdy $8aman lokalizuje nemoc v pacientové téle a odstrani ji

8 “Susanna Aarnio - The Course of a Shamanistic Ritual / Shamanistisen rituaalin kulku.”
In: Youtube [online]. 9.2.2014 [vid. 8.3.2018] Kanal uzivatele: WildHeart Vision. Dostupné
z: https://www.youtube.com/watch?v=04N52wfCoZY
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V tomto vyctu léCivych technik vidime spoustu spojitosti s uméleckou
produkci. TotoZna je metoda tance, zpévu & vypravéni prib&hu. Samané se
stejné jako umélci musi ucCit uméleckym disciplinam tanci, zpévu,
bubnovani, vypraveni i hrani.
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5. Poznatky ze “Zakladniho seminare - Cesta Samana”

5.1. Zakladny seminar - Cesta Samana

V této kapitole se budu vénovat popisu dvoudenniho Samanského
seminare, ktery se konal 22- 23. 9. 2017 v Bratislavé v centru Rafael.
Tohoto seminare jsem se osobné zlGcastnila z nékolika divodd. Mimo snahu
0 sebezdokonaleni a sebeobjeveni mezi nimi byla i touha rozsifit si slovnik
v uméleckych tvofivych technikach. V kapitole o tvorbé predstaveni Osviliad
se proto budu zabyvat osobni aplikaci Samanskych principl a technik,
kterymi jsme na seminafi prosli, na vlastni uméleckou tvorbu.

Seminare se zucastnilo zhruba 13 lidi s tim, Ze nékolik z nich nepokracovalo
dale do druhého dne seminafe z osobnich i zdravotnich divodu. Skupina
byla rGznoroda, tvofena povétSinou z zen a divek, ale i jednoho chlapce
kolem 20 let. Lektofi byli tfi, jeden muz a dvé Zeny, cozZ je velice neobvyklé
(obvykle na seminafi vyuC€uje jeden, max. dva lidé). Tato kombinace se ale
pozdéji ukazala jako idealné vyvazena volba. VSichni zkuSeni lektofi prosli
intenzivnimi kurzy neoSamanismu od Michaela Harnera, néktefi se vénovali
neoSamanismu v praxi jiz pfes dvacet let.

Usazeni jsme byli vzdy v kruhu. Lektofi na sobé& neméli zadné zvlastni
kostymy, obleCeni byli do béZzného odévu lidi 21. stoleti. Uprostfed kruhu se
nachazel “oltai’- kruhova pomalovana kuze se sviCkami a miskou na
vykufovaci byliny - zejména Salvéj a veéjifem z velkych ptacich per,

pripominajici orli pera.

Na zaCatek seminafe hned po predstaveni kazdého Clena skupiny nastal
teoreticky uvod o plUvodu Samanismu, neoSamanismu, jeho vyvoiji,
fungovani bubn(, chiestidel, vykufovadel aj.

Po tomto teoretickém uvodu zacCal samotny kurz. Prvni véci, kterou jsme
prosli, bylo pouhé poslouchani uderd bubnud, kterym byl kazdy lektor
vybaven. Lektofi bubnovali ve frekvenci 4-5 uderl za sekundu, ktery nejlépe
dostane mysl| do stavu lehkého transu. U&astnici kurzu méli za kol pouze
pozorovat na svém téle ucinky bubnovani a zlstat v bézné realité. Pokazdé
kdyZz se bubnovalo, byli u€astnici povinni zavfit oCi pro odbourani rusivych
vjemu a impulzl z okoli. Toto prvotni bubnovani mohlo trvat 10 min, ne vice.
Na konci kazdého bubnovani zazniva tzv. navratovy signal, jako znameni
pro posluchace, Zze se ma vratit zpét do fyzické reality. Po kazdém cviCeni
probihala hromadna diskuze v kruhu, kde kazdy u€astnik mél sdélit, jak na
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n&j dané cvieni pusobilo, kam se dostal. Prvni cvieni poslouchani bubnu
slouzilo zejména k uklidnéni a synchronizaci obou mozkovych hemisfér,
tedy pfipravovalo u€astniky kurzu na dalsi, slozitéjSi ukony.

Jesté nez se zacnu zabyvat dalSimi cvi¢enimi, kterymi jsem na kurzu prosla,
zminim propracovanou metodologii, kterou tito tfi lektofi pouZzivali. Jednalo
se o velice uvédomélou a systematickou pfipravu jedince, kde bylo
vysvétleno v8e, co mél v danou chvili uc€astnik kurzu védét (kliCové
informace zaznély vétSinou alespor osmkrat), aby nenastalo zadné zmateni
Ci nezadana situace vyvolana zbrklosti. Metodika uceni zakladnich
Samanskych technik byla ukazkovou metodikou, kterou by se mohly
inspirovat i ostatni obory €i kurzy. Jisté svou roli hral fakt, Ze lektofi ucili ve
“svaté trojici”, ve které se krasné dopliiovali jak charakterové tak
pedagogicky.

Zakladni a stéZejni zasada pfi Samanské praci je, Ze vzdy je prvotni
druhého clovéka ¢i komunitu. Zamér neboli otazku, na kterou hledam
odpoveéd; otazku, kterou si opakuji po celou dobu cestovani do svého nitra,
pfi kterém hledam odpovéd bez které neodejdu.

K samotnému jadru Samanismu: zakladni cviceni, které kazdy musi ovladat
, je nalezeni svého putovniho mista. Mista odkud se bude dale Samansky
cestovat. Po nalezeni tohoto mista jsme jiz cestovali do dolniho svéta, kde
jsme hledali své silové zvife, svého spojence, privodce. AZ druhy den kurzu
jsme byli “pusténi” k cestovani do vysSiho svéta, k nalezeni naSich
duchovnich ucitelt a privodc.

Samanska prace je velice nebezpeéna, pokud $aman neni napojen na své
duchovni ochrance, pravodce. Z tohoto divodu jsme se primarné zabyvali
jejich nalezenim a navazanim kontaktu s nasimi pravodci. Dale jsme se

v kurzu ucili nékolikero technik, pouzivanych v Samanském poradenstvi.
Tyto techniky zahrnovaly cestovani pro duchovni zvife druhého CElovéka,
vésténi z kamene, skupinovou terapii, posilani energetickych “darkd”. Také
jsme se ucili tanCit tanec naseho silového zvifete, zpivat pisné slozené
nadaci pro Samanska studia, bubnovat, chrastit - pfedevSim nalézt
opétovné spojeni mezi sebou, svymi kofeny, privodci a ochranci, ale

i druhymi lidmi kolem nas.
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Tento kurz byl pro mne ztélesnénou kolektivni energii, o které se vyjadfuje
jiz vyse zminény Emile Durkheim *. Na tomto kurzu jsem se naucila nejen
techniky, které kazdy den pouzivam, ale pfedevSim jsem objevila spojeni
mezi lidmi a poprvé se mi ukazala dulezitost komunity a celku a tedy i smysl
mé umeélecké Cinnosti.

5.2. Aplikace Samanskych technik ze zakladniho kurzu
Cesta Samana na uméleckou tvorbu

22.-24.11. 2017 jsem ucCila na slovenském festivalu pantomimy

v Liptovském Mikulasi PAN tfi denni dilnu nesouci nazev “Fyzicko herecky
trénink”. Na tomto workshopu se ucastnily déti v po¢tu od 12 do 25 déti ve
véku 10 - 18 let. Skupina byla miSena, obsahovala divky i chlapce, vSechny
ze slovenskych ZUS & konzervatofi. Nékteré Ucastniky jsem jiz znala
nékolik let, jiné jsem vidéla poprvé.

Hlavni cile dilny bylo naucit uc€astniky co nejefektivnéjSimu cvi¢eni ke
zdokonaleni jejich fyzického postoje a pohybu na jevisti, zaloZzenych na
cvi¢enich pochazejicich z asijskych bojovych uméni a jégy, ktera pracuji

s Slachovo-svalovym systémem. Druhou c&asti workshopu byla herecka
cviceni na otevieni se spoluhra€um na jevisti i divakim a kreativni cvi¢eni
slouzici k autorské tvorbé.

S cviCenimi pro autorskou tvorbu jsme zacali az na konci druhého dne, kdy
byli vSichni uc€astnici nalezité zkoncentrovani a pfipraveni k tvofivému
procesu v ramci skupiny.

Prvnim cviCenim, kterym museli uCastnici projit bylo pouze poslouchani
hudby. Nepouzila jsem hudbu primarné ur€enou k Samanskému cestovani,
k meditaci i k navozeni jakéhokoliv jiného stavu védomi. Hudba byla pouze
klidnéjSiho charakteru, obsahujici smés moderni hudby inspirované
keltskymi nastroji a postupy az po lehky indie rock. Kazda skladba
obsahovala jasny “beat”, ktery drzi “flow”. Pfi poslechu hudby se hudba
dostavala stale vice do pozadi a v popfedi se rysoval ukol: zavfit si o€i, najit
i pohodlnou polohu a najit ve své mysli misto, na kterém je mi dobfe, kde se
citim v bezpeci. Tento prvni ukol slouZil stejné tak jako na Samanském
seminafi v Bratislavé k uklidnéni hemisfér a k nalezeni mista Samanského
cestovani. Hledani mista bez toho, aby détem bylo feCeno, Ze se jedna

8 Emile Durkheim a jeho teorie o kolektivni energii, zminény v souvislosti s vyzkumem
vyznamu ritualu pro jedince a spole¢nost.
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o Samanské misto. Ve srovnani s hledanim Samanského mista na seminafi
trvalo asi 5-10 min, o poznani krat$i dobu, nez na kurzu Samanismu

s dospélymi, kde toto cviCeni probihalo zhruba 30 min. V odliSnych
Casovych vysledcich mUze hrat roli mnoho faktoru: vék ucastniku, prostredi,
ze kterého pochazeji. Dulezitou roli hraje pred pfiprava pfed samotnym
tvofivym procesem. Na tomto hereckém workshopu jsme se dostali ke
kreativni slozce az druhy den samotného workshopu, coZz nam znacné
usnadnilo praci v samotné kreativni ¢asti. Nejdfive jsme museli projit vSemi
fazemi skupinové dynamiky, jak ji definuje Kurt Lewin. * Tyto faze jsou
podle teorie B. W. Tuckmana: vznik, formovani, boufeni ¢&i krize, normovani,
optimalni vykon a ukonc€eni €innosti. * Pro kazdou vyvojovou fazi skupiny
jsou vhodné i zakazané aktivity. Aktivity pro kreativitu a tvofeni se poprvé
objevuji az ve fazi normovani. Kdyz bychom urcité Cinnosti zaradili pfilis
brzo, mizou oddalit vyvoj skupiny a ztizit tak vyvoj schopnosti tvoreni

a kreativniho mysleni. Kdyz se ovSem kreativni aktivity zaradi v tom pravém
Case, mohou byt pochopeny a osvojeny mnohem spontannéji a dfive, nez
kdybychom na skupinu pfilis spéchali.

Nasledovalo cviceni podobné Samanské technice hledani silového zvifete.
Ugastnici ale nehledali silové zvife, hledali jen zvite, které je pratelské

a které chce spolupracovat. Muselo jim na znameni spoluprace ukazat Ctyfi
aspekty, tak jako silové zvife. OvSem necestovali jsme proto do spodniho
svéta. Hledali jsme ho v okoli svého pfijemného mista. Toto zvife jsme
nasledné zakomponovali do tvorby kratkého pfibéhu. Hledani opét trvalo do
10 min. Kazdy z uc€astnikl byl schopen vidét zvife, nebo alespon kus
zvifete, které se mu nasledné zjevilo celé a pomahalo v tvorbé etudy.
Pozoruhodné bylo, Ze typové si u€astnici vybirali zvifata, ktera by mohla byt
jejich silova zvifata. Po vzajemném sdéleni dojmu a zvifat, které k nam
pfisly, jsme se presunuli jiz k samotné tvorbé etudy.

Opét se zavienyma ocCima za zvuku hudby jsme hledali situaci.
Pozorovanim ¢i aktivnim vstupovanim do situace se tak pfirozené tvoril
pfib&h, ktery jsme si po dalSich 15 min mezi sebou sdélili. Slo o velice
napadité pfibéhy, na kterych se odrazela détska nespoutana imaginace

8 Kurt Lewin je americky psycholog némeckého putvodu. Jako prvni v roce 1943 priSel s
pojmem skupinové dynamiky.

8 Tuckman, B. W.; Jensen, M. A. Stages of small-group development revisited. Group &
Organization Studies [online]. 1977. Ro¢. 4, ¢is. 2, s. 419-427. Dostupné z:
http://faculty.wiu.edu/P-Schlag/articles/Stages_of Small_Group_Development.pdf
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a fantazie. Pozoruhodné to bylo u starSich u€astnikd od 15 let vySe, kdy uz
zaCiname myslet ponékud limitovanéji, realngji. U ucastnikd, které jsem jiz
dlouhodobé znala mohu fici, Ze samotné pribéhy byly velmi symbolické

z hlediska odrazu psychyckého stavu a vnitfniho Zivota ucastnikd.

Poslednim cviCenim byla fyzicka tvorba etudy. Cvi€eni jsme délali az druhy
den, jak z Casovych moznosti, tak k lepSimu ulezeni a zpracovani nové
nabytych vijemu. Opét pfi poslechu klidnéjSi hudby jsme tentokrat délali
pohybovou imrovizaci. Pohyby mély imitovat, co nejlépe znazornit nase
zvite, které prochazi vymysSlenym pfibéhem. Toto prvni praktické cviceni
oproti v8em ostatnim cvi¢enim nemélo takovou extrémé rychlou odezvu.
Bylo to zplsobeno nevhodnym €asovym umisténim v ramci workshopu to
se odrazelo na fyzické unavé u€astniku, pusobilo roztékanost. Koncentrace
oproti pfedesSlym cviCenim nebyla u nékterych ucastnikl tedy tak vyrazna.

| pfes to, Ze fyzicka unava nebyla velmi pozitivnim faktorem pro fyzickou
praci, ktera je namahavéjsi v porovnani s mentalni, néktefi méné unaveni
uCastnici se ukolu zhostili velice svédomité a krasnymi, at uz konkrétnimi
pantomimickymi obrazy, ¢i abstraktn&jSimi tane¢nimi pohyby znazornili svuj
pribéh ve velmi pékné, zivé formé. Na konci probéhlo hodnoceni a zpétna
vazba.
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6. Rozprava o predstaveni Osviliad

6.1. Prabéh a zpusob tvorby

Predstaveni Osviliad, je zdivadelnéna Samanska cesta do podvédomi
Clovéka. Osviliad je fiktivni nazev, ktery jsem vymyslela k popisu podvédomi
Clovéka a fantazijniho svéta, ktery ho symbolizuje. V tvofivém tymu

k pfedstaveni jsem byla ja se svym manzelem, Tomasem Kasprzykem.

S konceptem pro samotné téma Osviliadu jsem pfiSla v jednom ze
spontannich Samanskych cestovani, jesté pred tim, nez jsem se
Samanismem zacCala védomé zabyvat. V této meditaci se mi ukazal cely
svét Osviliadu s jeho kliCovymi postavami, charaktery. Prosla jsem cely
svét, ktery jsem na zakladé této cesty zakreslila do mapy. Vidéla jsem
zakladni obrazy scén, které jsem nasledné ve sledu, v jakém se mi ukazaly,
zahrnula do scénare. Na zakladé této meditace jsem dal premyslela, jak
jednotlivé scény a jejich emoc&ni a vyznamovy naboj pfevést do divadelniho
jazyka.

S timto problémem jsme se potykali dlouhé mésice. Jesté pfed zaCatkem
tvorby, a jeSté vice v prubé&hu tvorby samotné probihaly ¢etné diskuze, ve
kterych jsem probirala s vicerymi lidmi téma samotného Osviliadu, ucel

a formu predstaveni. Védéla jsem, Ze chci pracovat s maskami, které maji
jak ritualni vyznam, tak silné emotivni a pfedevsim obrazotvorny.

Celé predstaveni bylo tfeba jakoby rozSifrovat z pouhych symbolickych
obrazu a emoci, k ziskani skute¢ného fyzického materialu, ktery usti v zivou
divadelni akci. Zkonkrétnit bylo tfeba vSe od vybéru a poctu herct

a spolupracovnikl az po tvofeni scénare a vybér spravného materialu, * se
kterym pracujeme. V8echny tyto slozky proSly béhem rocniho procesu
Sirokou Skalou promén. Napf. pro spolupraci se svym manzelem jsem se
rozhodla az po 4 mésicnim myslenkovém procesu.

K rozklitovani jednotlivych charaktert jsme pouzili knihu Zeny, které béhaly
s viky, vyobrazujici archetypalni postavy, Casti lidské duSe, které kazda
individualni duSe obsahuje. * Pouzili jsme archetyp vlka jako symbol
predatora, ktery je tfeba Zivit kreativitou, jinak zniCi vSe, na ¢em se Clovék

8 Materidlem jsou mysleny sénografické a kostymové komponenty, na zakladé kterych
jsme tvofili urcité scény a které nam pomohly podtrhnout skute€ny i symbolicky vyznam
jednotlivych scén

% ESTES, Clarissa Pinkola. Zeny, které béhaly s viky: myty a pfib&hy : archetypy divokych
Zen. Prelozil Hana CATALANOVA. Praha: Pragma, 1999. ISBN 80-7205-648-4.
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podili. Dale jsme vyuZili archetyp modrovouse, symbol muZe ovladajici
Zenu, manipulatora, ktery chce jen vlastnit. Pod zaminkou domnélé svobody
se zmocni naivni Zzeny, ktera neni dostateéné spojena se svou intuici, ktera
by ji varovala. Jako posledni jsme pouzili symbol krale, v kontextu toho
pravého a jediného vladce nad Zivotem samotného Clovéka. V pfibéhu
ustradeny kral, uzurpovany v8emi archetypalnimi postavami a emocemi
musi zemfit, aby mu nasledné byl vdechnut znovu Zivot. Pouzivame i nami
vymysSleny symbol klaunikl, ktefi jsou zdanlivé hodni, ale jen do té miry,
nez ziskaji nad Clovékem nadvladu. Tehdy se proméni v zubaté Certy, které
opét Clovéka ovladaji. Klaunici v tomto kontextu symbolizuji lidské emoce.

Celé predstaveni ma byt pouti za u€elem o isty, zbaveni se cizich nanosu,
symbolizovanych jednotlivymi archetypalnimi postavami zobrazené maskou
Ci loutkou.

6. 2. Samanska podstata a metoda tvorby

Podle T. Rounakariho, Samanské predstaveni ma obsahovat iniciaci

a transformaci. Ma obsahovat ucel performera, ktery sam sebe vystavuje
tézké situaci, aby ji proSel a stal se nékym jinym. Kli¢ova v tvorbé Osviliad
byla tedy prace na sobé samém, abychom byli citlivéjSimi a otevieng&jSimi
lidmi. Abychom skutecné zazivali a vyfesili véci, o kterych mluvime

v pfibéhu Osviliad. Abychom skuteCnymi ritudly pfipravili sva téla i mysli na
tvofivy proces. V rozhovoru popisuje prvni herec Grotowského Ryszard
Cieslak télo, jako nastroj, ktery musi pravidelné cvi€it. BE€hem predstaveni
by se télo mélo citit oteviené. Performer by mél jit za hranice téla, za
prekazky, které mu télo pfipravuje. o

Na zacatku tvofeni pohybového materidlu byla kladena soustfedénost
primarné na zpusob kazdodenniho fyzického tréninku pfed zacatkem tvorby
pfedstaveni. Byl to trénink inspirovany videi z trénink( Odinn Teatret, “ ale

i jogovymi, taneCnimi, akrobatickymi Ci jinymi pohybovymi cvi¢enimi, které
nam jsou znamé. Ja osobné jsem pracovala i na vokalni, hlasové strance
tréninku. Mimo zpévni cvi€eni, ktera jiz dlouhodobé pouzivam, jsem pomoci
improvizovaného zpévu formovala svlj hlas i pro ucel zpévu intuitivnich
Samanskych pisni. Kazdy trénik jsem zacCala zpivanym ritualem k lepSimu

9 FESETTE, Nick. “Ryszard Cieslak on the Plastiques pt. 1" In: Youtube [online]. 11.3.
2009 [vid. 22.4.2018] Dostupné z
https://www.youtube.com/watch?v=C1IrAHA45Pc&t=340s

92 “Physical Training at Odin Teatret, 1972” In: Youtube [online]. 3.12. 2009 [vid. 22.4.2018]
Kanal uzivatele: Odin Teatret. Dostupné z
https://www.youtube.com/watch?v=s8dj4awiMJY
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naladéni na alfa az théta viny. V této klidové, intuitivni roviné jsme byli
schopni lepSi koncentrovanosti jak pfi rozcviCovani, tak pfi tvorbé samotné.

Béhem rozcviCky i pfi tvorbé jsme experimentovali s poslechem hudby
uréené k navedeni riznych hladin védomi. Pfi potfebé koncentrace jsme
vétSinou poslouchali théta viny.

V pozdéjSim stadiu pfipravy jsme zacali délat pfipravné ritualy pred
predstavenim dohromady. Vzdy se jednalo o spoleCny zpév v meditativhim
stavu, kdy jsme se pomoci zpivani harmonickych ténu ladili na vzajemné
frekvence.

6. 3. Ucel

Ugelem tvorby predstaveni bylo zjistit, zda je mozné zkombinovat ritual za
ucCelem léCeni a oCisty s divadelnim predstavenim a skrze pfibéh uvést
divaky do meditativniho, uvolnéného alfa Ci théta stavu, ve kterém jsou
schopni pfijimat podvédomé impulzy z pfedstaveni slouzici k jejich
osobnimu IéCeni.

Hlavnim cilem predstaveni bylo pomoci Samanskych a divadelnich technik,
znovu objevit vyznam a jadro ritualniho divadla a tedy i divadla jako
takového. Skrze propojeni ritualu a divadla jsme se chtéli dostat do
autentického pocitu, ktery ma ¢lovék z efektu Samanskych ritualt a zaroven
utvofit novy model pfedstaveni, ktery propojuje starodavné Samanské ritualy
(jakozto kofeny dnesniho divadla) a dnesni, sekularni divadlo.

Hlavnim ucelem bé&hem procesu tvorby predstaveni byla transformace.
Transformace ze stavu, ve kterém jsem se ja fyzicky, mentalné i duchovné
nachazela, do stavu proménéného, vyssSiho, kdy je fyzickd a mentalni
kondice moje i mého spoluhrace efektivnéjsi, silnéjsi, rychlejsi. V rozhovoru
s T. Rounakarim je zminéno, Ze uCelem Samanskeho pfedstaveni by méla
byt iniciace, transformace a léCeni.

6. 4. Inspiracni zdroje a forma
K tvorbé predstaveni Osviliad jsme prosli nékolika inspiracnimi vlivy. Prvnim

je vystava Jane Alexander v Modern Tate v Londyné African Adventure,
symbolicky zobrazujici rGzna historicka obdobi Evropy ve vztahu k Africe.
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Jane Alexander pracuje s kombinaci lidskych a zvifecich télesnych forem,
v . ’ ;s . ;s . , 93
sluCuje znamé i nezname fyzické elementy. .

DalSim inspiraCnim zdrojem je prace s pavoucimi sitémi od Alice Smith 94,
hmyzi pohyby v pfirodé, mimeze zvifat a podobnost mezi zvifecimi pohyby
a lidskymi charaktery, mezi pohyby jednotlivych postav a zvifat. Pfikladem
dokonalého pretélesnéni do rlznych druht zvifat je japonsky akrobat,
tane¢nik a Zonglér Hisashi Watanabe se svym predstavenim “Inverted tree”,
kde se snazi byt zvifetem v lidském téle.”

Znacnou obrazovou inspiraci pro nas byli i egypsti bohové a bohyné, které

maji lidské télo ale zvifeci hlavu, znacici spojeni animality i lidskosti, spojeni
v . 96

archetypu a soucasnosti.

Forma, kterou jsme si zvolili byla kombinaci fyzickych az animalnich
pohybu. Zvifeci, jmenovité vI€i pohyby nas inspirovali nejen k pohybovému
materialu, ale pfedevSim v praci s rytmem a napétim. Po shlédnuti nékolika
videi * % kde je podstatny vztah alfa a omega samce nam pfislo dulezité
hrat s rolemi dominance a submisivity a s neCekanym rytmem, ktery je
dusledkem vnitfnich zmén, nikoliv vnéjSich okolnosti. Na tomto zakladé
jsme vytvorili choreografie boje s vlkem, kam jsme chtéli zakomponovat co
nejvice z neuchopitelného vztahu dvou vika, ktefi maji ve smecce odlisny
socialni status. Inspirovali jsme se typickymi postoji vlkd, ktefi pouze
postavenim v prostoru naznacuji, jaka je jejich role a jaka je role jejich
“spoluhrace”. Druhou, velice podstatnou inspiraci byly rizné druhy stékani

a vrceni, pouzivané pfi rlznych situacich. Napfiklad hlidaci vlk alarmujici
smecku '* zni zcela jinak nez vici pfi souboji. !

% Priloha ¢. 5

%SMITH, Alice. Arbitrary. In: Vimeo [online] 2016 [vid. 21.4.2018] Dostupné z:
https://vimeo.com/165486712

% “Inverted Tree by Hisashi Watanabe” In: Youtube [online]. 20.5.2017 [vid. 21.3.2018]
Kanal uzivatele: Mirabilia Festival. Dostupné z:
https://www.youtube.com/watch?v=fSbWCIlloVWA

% Priloha ¢. 4

% “Omega-Wolf” In: Youtube.com [online] 29.12.2015 [vid. 3.4.2018] Kanal uzivatele:
oschu1000, Dostupné z: https://www.youtube.com/watch?v=4qyHoBacTC8

% “Wolf dominance display” In: Youtube.com [online] 29.12.2015 [vid. 3.4.2018] Kanal
uzivatele: EverythingWolf, Dostupné z: https://www.youtube.com/watch?v=MJvATG3bHbo
% “Alpha vs Oméga” In: Youtube.com [onling] 29.12.2015 [vid. 3.4.2018] Kanal uzivatele:
annabbl. Dostupné z: https://www.youtube.com/watch?v=1k9ikTmH5Xw

190 DIXON, Debi. “The alarm barking of an alpha male wolf in Yellowstone”

In: Youtube.com [online] 29.12.2015 [vid. 3.4.2018], Dostupné z:
https://www.youtube.com/watch?v=icDObrsrNr4

101 “Wolf Pack Teams Up to Fight Off Intruder”
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K tvorbé této archetypalni animalni stranky lidské duSe nam pomohly
masky, které v predstaveni hraji velkou roli. VytvaFi tak efekt napull zvifat,
napul lidi, ktefi symbolizuji spojeni nevyzpytatelné pfirody a Zivosti se
sofistikovanou lidskosti, spojeni mytologie a kouzel s béznym fyzickym
svétem. Priblizili jsme se tak mnohem vice k obrazim Jane Alexander Ci
egypskym bohdm.

K lepSimu vyobrazeni jednotlivych ¢asti duse, od kterych Saman Clovéka
ocCistuje, jsme si kromé masek vyhledali rizné divadelni formy. Pouzivame
loutky, objekty jako sité a pruzna lana, vysavac i zpév. Snazila jsem se co
nejvice konkretizovat symbol, ve kterém se mi scéna vzdy ukazala pro
souCasného divaka. Proto jsem v néjakych scénach pouzila i moderni Ci
absurdni rekvizity. Pouzivam i zpév a zvonky, které maji za ulohu Ccistit
prostor. V pfedstaveni se opét vztahujeme k symbolickému obrazu, ktery
muZze nabyt i realného efektu.

In: Youtube.com [online] 29.12.2015 [vid. 3.4.2018] Kanal uZzivatele: Nature on PBS.
Dostupné z: https://www.youtube.com/watch?v=VcTsWX0ZMzQ
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7. Rozhovor se Samanskym umélcem Tuomasem Rounakari

Tuomas Rounakari je finsky houslista a umélec. V roce 2006 vystudoval
obor Ethnomusicology.na Helsinki University. V souCasné dobé je
studentem PhD na katedfe Folk Music Sibelius Academy.Od roku 2002
hraje se svym solovym projektem Shamanviolin, od roku 2012 pusobi

s finskou hudebni kapelou Korpiklaani. Je jednim ze zakladatelt a ¢len(
divadelniho spolku Ruska Ensemble 102, ktery hraje divadlo a spolupracuje

s domorodymi kmeny po celé arktické oblasti. V pfedstaveni Arctic Odyssey
hrala Zena z kmene Chukchi, hudebnik z kmene Sami, a Zeny z Grénska.
Pfredstaveni pracuje s lidmi z domorodych kmen( pro utvofeni realné
vypoveédi Clenu téchto kmenu vuci zivotu v arktickych oblastech z jejich
vlastni perspektivy. Herci nemaji role, ale vypovidaji o svych Zivotech
zalozenych na problémech a zkuSenostech lidi zijici v arktické oblasti.
Ruska Ensemble uCinkoval i v Ob-Ugrian National Theatre
(Khanty-Mansijsk), Beaivvas Sami National Theatre (Kautokeino) a Inuit
National Theatre in Nuuk. Od r. 2001 je mentorem a klicovou postavou

v znovuobnovovani tradice Karelian lament (ve volném pfekladu Narek
Karélie ) '™ ve Finsku.

Rozhovor se vénuje osobni praxi T. Rounakariho se Samanismem

a uménim. Otazky jsou cilené kladeny k potvrzeni &i vyvraceni teze v této
praci. Cely rozhovor je pfepsany v pfidany do pfilohy €. 5. Rozhovor je
déleny na dvé Casti, kazda ¢ast obsahuje 18-20 otazek.

Prvnim tématem, které probirame, je osobni pojeti slova ritual. T.K. se

z minuje o upfednostiiovaném terminu ceremonie, ktery pro néj osobné
znacCi vétsi nepredvidatelnost a cokoliv menSiho co nemusi byt zrovna tak
velkého, jako ritual - od piti kavy aj.. Ceremonii spojuje s konceptem
celozZivotni oslavy.

Druhym tématem je koncept ceremonie Ci ritualu jako pfedstaveni, koncertu
Ci néjakého jiného uméleckého aktu. Rounakari zminuje svou divadelni
spoleCnost Ruska Ensemble, sva stfetnuti s lidmi zastavajici nazor spojeni
divadla a ritualu od lidi pracujici u Grotowského a E. Barby. Samanskou
stranu divadla vnima jako zfejmou, ovSem vnima i urcité rozdily mezi
tvofenim ritualu na jevisti a komunikaci s duchem pfi nedivadelnim ritualu.

192 Webové stranky Ruska Ensemble. Dostupné z: https://www.ruskaensemble.fi/
93 Karélie je zemé lezici v severni Evropé, v souCasné dobé rozdélena mezi Rusko a
Finsko.
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Ritual by meél obsahovat smrt a zrozeni. Néco, co pfestane existovat

a znovu se objevi ve zménéné formé. Uvadi i pfiklad ritualu na jevisti, ktery
obsahuje tuto osobni transformaci. Dale zmifiuje Utopii jako jedno z feSeni
nevyreSenych problému zminénych divadlem. Prvnim napadem pfi tvorbé
predstaveni Arctic Odyssey bylo pravé ukazani utopie jako vhled do
shromazdéni ruznych lidi z arktickych oblasti. Predstaveni zprvu
obsahovalo momenty, které znacily iniciaci v utopii, ale nakonec nebyly ve
finalnim pfedstaveni pouzity..

DalSim tématem je otazka zahrnuti ritualu do procesu tvorby. Jako pfiklad
ritualniho pfedstaveni uvadi Bear Feast, Ctyrhodinovou oslavu, ktera je
soucasti Rounakariho doktorské prace na Sibeliové Akademii. Bear Feast je
tradiCnim finskym ritualem provadénym puavodnimi obyvateli, pfi kterém
probiha dialog s medvédem, ™ b&hem kterého zjistuji vztah spolegnosti
vuci pfirodé a celkovy stav spolecnosti, jeji schopnost znovuzrozeni ad.
Déle Rounakari zminuje ztratu kolektivni paméti, spojeni s pfirodou a se
svymi predky. Vymezuje se vuci hledani duchovnosti, povazuje za
navazani vztahu s pfirodou a se svymi koreny. Klicovym méfitkem pro nase
akce by méla byt laska. Zminuje, Zze jsme tu z divodu lasky tisica, ktefi tu
byli pfed nami a Zze veskeré Ciny, které nejsou tvofeny z lasky nejsou

z naSeho stfedu a naseho ducha.

DalSi otazkou je vztah théta vin a stavu lehkého transu. Rounakari se
vénuje popisu jednotlivych vin a dostava se k vyuziti potencialu mozku
v théta viné k uceni aj.

Dalsim tématem je ztrata kontroly ve stavu hlubokého transu. Rounakari
zmifiuje pavodni ritudly a jejich pfesnou, védomé a bezpelné utvoifenou
strukturu. Uvadi, ze dnes v moderni spole¢nosti je v mnoha pfipadech
ztracena schopnost ritudly bezpecné vykonavat, a spolu se ztratou
odpovédnosti mohou ritualy i ublizit. Klade diraz na osobni schopnost

a odpovédnost vigci vlastnim &indm.

Poté fika, Ze umélec neni odpovédny za reakce, které jeho dilo vyvola
a ukazuje priklad svého koncertu, kdy se jedna ucCastnice dostala do stavu
psychozy. Dostava se k uvaze o tom, co je kontrola a ztrata kontroly,

%4 Medvéd je povaZovan za silné, mytologické zvife, blizké lesnim bGzkam, v urgitych
aspektech velmi podobné ¢lovéku. V plvodnim ritualu medvéda zabiji a oslavuji. Jde o
symbolickou schopnost medvéda vsat z mrtvych, ktera odrazi stav celé spole¢nosti.
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a k dulezitosti obCasné mozkové nekontroly, kdy nechavame véci vzniknout.
Jako pfiklad nepotfebné kontroly uvadi narky kdy se ucastnici ve stavu alfa
mohou uvolnit a spontannim zpé&vem projevit hluboké emoce. Na zakladé
toho se vénuje popisu prubéhu narkld a své osobni zkusenosti

s mentorovanim a ozivovanim této staré finské tradice.

Poté se vénuje tématu hrani v théta hladiné, popisuje pfirozenou schopnost
hrat v théta hladiné v détstvi, ktera se nasledné ztratila a musela byt
védomé obnovovana. Hrani v hladiné théta popisuje jako tok blazeného
vew 4o 105 , v ~ .. - , , v T v v
Stésti. ~ Nasledné se vénuje i tvofeni v théta viné a duchovni pfipravé pred
pfedstavenim a hrani v transu pfi pfedstaveni Shamanviolin. Také zminuje

i hrani v théta hladiné v dospélosti a uvadi pfiklady umélcl, ktefi popisuiji
stav hrani v transu, i kdyz nepouzivaji tento termin.

Nasledné mluvi o konceptu IéCeni, které vnima jaké zastaralé slovo. On
sam rads$i pouziva slovo “alignment’- usebrani. ' Zminuje narky jako
nastroj pro transformaci a Ié€eni a popisuje i svou vlastni transformaci
béhem poslednich 20 let.

Zaobira se smyslem ritualu pro komunitu a jedince a kolektivni emoce,
nemoce, traumata komunit i narodd. Déale se dostava k tématu ucelu
Samanského tvirce, jeho S8amanského predstaveni. Dulezity cil je podle
Rounakariho transformace, iniciace, rist usebrani Zmifnuje, Ze neveéfi

v teorii, Ze plvodni ritualy mohou délat jen plvodni obyvatelé. Mluvi

o potfebé vyvoje rituall a nebrani se pouziti tradi¢niho domorodého uméni
¢i tradic v moderni tvorbé. Dullezité je ovsem védomé hlasat své zdroje

a védét o tradici, ze kterych pochazi.

Ve druhé &asti rozhovoru upfesnuje, ze pfi pouziti tradiénich zdroju se neni
tfeba obavat spravnosti &i nepravnosti pouziti, pro umélce je dulezité
objevovani zdroju které nezna a vyjadfovani k tématim, ktera se umélce
dotykaji. Dale se vice vénuje hladiné védomi théta, jeji specifikace

a nasledné vhodnému & méné vhodnému pouziti v rlznych situacich.
Vénuje se i tématu volného rytmu a improvizace jako nastrojum k dosazeni
Zivé hudby, umoznujici hrani v hladiné théta.

195 QOriginalné “blissful flow”

16 Usebrani- zvlastni stav mysli, kdy se ¢lovék dostava do harmonie se sebou samym,
jasnéji vidi svuj cil a dostava se mu pokoje. Nejedna se o stav osviceni. Matka Tereza
popisuje stav usebrani jako zvlastni modlitbu, kdy Clovék vstupuje do svého nitra se svym
Bohem.
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Dostavame se k tématu vhodnosti ¢i nevhodnosti alfa vin pro performanci

a théta vin pro tvorbu. Toto téma povazZuje Raunakari za logické, ovSem ne
vzdy funkéni. Existuji i vyjimky zpusobu tvorby a hrani jiného typu
predstaveni, napfiklad $amanského, kdy vyuziti i jinych vin muze mit svj
kladny ucinek. Zminuje svou zkuSenost v tvofeni narkd v hladiné alfa i
hrani pfedstaveni Shaman violin v hladiné théta. Na tomto zakladé
podrobné popisuje jakym zplsobem tvorba narkd probiha. Uvadi i praktické
pFiklady tvorby v alfa ving, jako je napfiklad automatické psani a uvadi, ze
kazdy béhem dne projde alespon dvakrat stavem transu a to tésné pred
usnutim a po probuzeni. Dale zmiriuje efekt televize, smartphont a dalSich
vlivl na mozkové viny ¢lovéka a schopnost relaxace. Schopnost uvolnéni

v kontextu alfa a théta vin hraje kliCovou roli.

Dale se hloubéji vyjadfuje k tématu trénovani védomeého pronikani do
jednotlivych mozkovych hladin,k nejSirSimu vyuziti a benefitim tohoto
tréninku a pfirozené schopnosti déti do 5- 7 let byt v théta hladiné. Tim
vysvétluje obrovskou schopnost rychlého uc€eni se jazykl ad.

Na otazku jaké atributy by mél splhovat Samansky umélec, odpovida, Ze
kazdy Saman je umélcem, jelikoz umeéni je jazykem mytologie, s kterou
Saman pracuje. Dulezity je vyvoj, ktery neni tvofen jen zvédavosti, ale
chozenim za vlastni hranice pohodli.

Dale zminuje nékolik tradi€¢nich i modernich Samanskych umélcu. Jsou to
malifi, sochafi, vyrobce tradiCnich spiritualnich panenek, tanecCnici ad.
Dostava se i k pfikladim, kdy byla osoba nucena rozhodnout se mezi tim
byt umélcem a Samanem ve svém kmeni.

DalSim tématem jeho Uvah je Samansky kostym, odév, jeho funkce

a rozdilné ucely Samanského odévu u riznych Samanu s odliSnymi zameéry.
Samansky od&v ma v tomto pfipadé pfimou spojitost se $amanovym cilem.
Zmifuje i otdzku ochranného uc€elu Samanského odévu. Rounakari fika, ze
on sam, vzhledem k tomu, Ze se zadnym zpusobem nepfibliZzuje k nemocem
lidi, kterym by chtél pomoci se titmot zpusobem chranit nemusi.. Jedinym
Clovékem, pfed kterym by se mél ochranovat je on sam, kdyz jedna proti
svému pfirozenému postaveni. Dulezité je tedy myslet na usebrani.

Dale Raunakari probira otazku ochrannych spiritualnich priivodct
a dostavame se k tématu rozlicnych smysla a pfirozenych schopnosti

emocionalniho, kinetického €i jiného citéni.
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K otazce jakym zplUsobem tvofi svou hudbu Raunakari opét zmifiuje
usebrani a snahu byt jedno se svym duchem. Jakmile jde po své cesté, je
ve svem stfedu, véci automaticky vznikaji sami. Jakmile jde za radosti, jde

i za svym cilem, ktery mu byl pfedurCen. S kreativni &innosti zminuje
predatora uvnitf Clovéka, ktery je vytvafenim uméni sycen. Tim, Ze se
umélecky sytime, zaruCujeme nas dalsi osobni vyvoj.
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Zaver

Vysledkem prace “Samanské principy v tvorbé moderniho mima a herce” je
objevovani zfetelnych souvislosti mezi stavy lidského védomi, schopnosti
koncentrace, tvorby a performovani. Stavy lidského védomi muzeme
nahlizet z kontextu nevédomi a podvédomi, archetypl a symbold, kterym se
vénuje C. Jung.

Snazim se zde ukazat, ze trénovanim mysli v riznych hladinach védomi
pomoci ritudlu, pomahame nejen koncentraci ale i lepSimu propojeni
komunity a spole¢nosti.

Skrze priklady divadelnich spole€nosti, které propojuji koncept divadla

a ritualu se dostavam k pavodnimu cili divadla, ktery je srovnatelny s cilem
ritualt. Ukazuji na zivé divadlo a potfebu divadla spolec¢enského, ritualniho,
ktery skrze performativni akt, mluvi k naSemu kolektivnimu nevédomi. Tim
se dostavam k cili divadla, ktery je v nékterych aspektech obdobny, totiz tak
jako cil ritualu skrze katarzi dosahnout iniciace, transformace a IéCeni -
opétovné najiti svého stfedu. Dostavam se k jasné souvislosti umélce

a Samana, skrze jazyk, ktery oba vyuzivaji a tim je umeéni - produkt naseho
nevédomi.

Aplikaci zakladnich technik moderniho Samanismu na uméleckou tvorbu
béhem mého workshopu se ukazuje, Ze tyto techniky blahodarné pasobi na
koncentraci a tvorbu umélcu rozli€ného véku i pohlavi. Na pfikladu tvorby
svého predstaveni Osviliad ukazuji, jakym zplsobem se daji vyuzit ritualni
prvky v prfipravé divadelniho pfedstaveni a jak jsem prakticky aplikovala
principy Samanismu ke zlepSeni své umélecké i osobni koncentrace,
predstavivosti a prezentace na jevisti.
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Priloha €. 1
Mozkové viny- doplnéni

Lidsky mozek funguje na zakladé elektrickych impulzl. Kazdd mozkova
burfika spolu komunikuje pomoci elektrickych vyboja, které vznikaji na
zakladé elektrické aktivity neuronu. VSechny tyto signaly vytvari mozkovou
aktivitu. Elektricka aktivita produkovana mozkem je znama jako mozkové
viny a tyto viny se daji rozliSit pomoci pfistroje EEG. Kazda vina ma svou
frekvenci vyjadfovanou v jednotce Hz (Hertz). Hz zna€i kmity za sekundu,
které naSe mozkové viny vytvareji, tedy napfiklad 45 Hz znaci 45 kmitd za
sekundu. Tedy &€im vice kmitl za sekundu mozkové viny vykazuji, tim
rychlejSi je mozkova frekvence.

Gama viny (40 - 80 Hz)

Tato mozkova vina je nejbéznéji a jeji frekvence je nejrychlejSi. Neexistuje
nic jako stav mysli gama. Gama je frekvence, ktera je v mozku pfitomna
hlavné za bdélého stavu, ale je stale pfitomna i ve spanku, podporovana
dalSimi frekvencemi jako alfa, beta, théta €i delta. Viny gama jsou schopny
propojit informace ze vSech mist mozku. Gama je vina, ktera dava ¢lovéku
pocit, Ze je schopen dokazat cokoliv, jelikoz je charakterizovana vrcholnou
koncentraci a extrémné vysokou urovni kognitivnich funkci.

Beta viny (14 - 40 Hz)

Viny beta jsou produkovany ve stavu bdélosti.Jsou spojovany se zvySenym
stavem pozornosti, logiky a kritického mysleni. Vazi se na koncentraci
mentalni aktivity, jako tfeba FeSeni matematickych ukonu. Ve velké mife
pouzivani beta vin je zjiSténa u Clovéka nachylnost k uzkostem, stresu a
nepokoji. Cim dale jdeme ve zvySovani frekvence a nasich kognitivnich
funkci, tim vice je hlas beta viny silngjSi. Pfi takto nadmérné aktivité se
mozkové viny nachazi az mezi 25 a 30 Hz.

Delta viny (0.5 - 3 Hz)

Frekvence delta je nejpomalejSi ze vSech péti frekvenci. Je pfitomna v
hluboké meditaci a bezesném, hlubokém spanku. Delta je oblast naseho
nevédomi, kde jsou informace ukladany z podvédomi. Dosazeni frekvence
delta v meditaci je nesmirné obtizné zejména proto, Zze vstup do delta
hladiny musi byt pfi zachovani si plného védomi. V jéze se tento stav
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objevuje pod pojmem Samadhi, nejhlub$i stav meditace, stav nejvyssiho
107 108
védomi.

Brain Waves Graph

Gamrma Waves

31-120 cps

Hyper brain activity, which is
great for leaming,

Beta Waves

13-30 ¢ps

Here we are busily engaged
in activities and conversation.

Alpha Waves

8-12 cps

Very relaxed. Deepening into
meditation.

Theta Waves

4-7 cps

Drowsy and drifting down
into sleep and dreams.

Delta Waves

.5-3 cps
Deeply asleep and not dream-
ing.

Obraz mozkovych vin zapsany pfistrojem EEG, ukazujicich se pfi jednotlivych hladinach
védomi. Dostupné z: http://students.iitk.ac.in/projects/ media/brain_waves_graph.jpg

07 Fannin,Jeffrey L. Ph.D. The seven keys to great meditation: A Neuroscience Perspective
[online] [cit.11.3.2018] Dostupné z:

http://drjoedispenza.com/files/the_seven_keys to_great_meditation.pdf

198 “Brainwaves Frequencies and their characteristics” In: Meditation is easy. com [onling]
[cit. 11.3.2018] Dostupné z:
http://www.meditationiseasy.com/binaural-beats/brainwaves-frequencies-and-their-characte
ristics/
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Priloha €. 2

Ritual Kavadi

=

Chuze po ostrych hfebicich béhemi festivalu Kavadi pfi vystupu k chramu Murugan.
Dostupné z: https://today.uconn.edu/wp-content/uploads/2015/02/Ritual3.jpb_.jpg

Propychovani riznych télesnych partii béhem festivalu Kavadi pfi podstupovani co nejvétsi
miry bolesti a utrpeni za ucelem ocisty. Dostupné z:
http://www.sapiens.org/wp-content/uploads/2016/09/10-Loyalty-Signaling-1000x689.jpg
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Priloha ¢. 3

Plakat k predstaveni Osviliad

SAMANSKA CESTA DO SVEIA PODVEDOM

NAMET:HRAE: ELISKA KASPRZYK 23, 5. 2018 19:30
' TOMAS KASPRZYK ~ STUDIO ALTA

HUDEBNI A TANECN] FAKULTA - SLADDUNA
H = AKADEMIE MUZICKVCH 1\% gafinis Farir
= UMENIV PRAZE B g

Autor: Pavla Nazarska
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Priloha ¢. 4

Egypsti bohové, inspira€ni zdroje k tvorbé predstaveni Osviliad

o
HORUS SET  THOTH  KHNUM HATHOR  SOBEK RA AMON PTAH ANUBIS  OSIRIS  ISIS

Dostupné z:
https://empoweryourknowledgeandhappytrivia.files.wordpress.com/2014/10/egyptian-gods. |

P9
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Dostupné
z:http://cdn1-www.cattime.com/assets/uploads/2015/10/egyptian-goddess-bastet.jpg

Priloha €. 5

Jane Alexander a vystava African Adventure v Tate Modern navstivena 28.4.
2017 jako inspiraéni zdroje ke vzniku predstaveni Osviliad

Dostupné z:
https://www.artinamericamagazine.com/news-features/interviews/jane-alexander-cam-hous
ton/#slideshow_16673.1
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Dostupné z: http://www.artthrob.co.za/02dec/images/alexanderO1a.jpg

Dostupné z:
http://cmpgroupb.blogspot.cz/2017/09/adventure-1999-2002-jane-alexander-jane.html
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Priloha ¢. 6

ROZHOVOR s Tuomasem Rounakari Part 1: 15.3.2018 9:00- 12:00, Online-
Skype
ROZHOVOR s Tuomasem Rounakari Part 2. 19.3. 2018 9:00- 12.00, Online-
Skype

Interview part 1

1. What does the word ritual mean to you?

Lately I've started to prefer using the word Ceremony. And the reason for that
change is, that there are many rituals in the world, that have sort of lost their quality
as a ceremony. Someone pointed out, that when the ceremony loses its spirit, it
becomes a ritual. I'm not necessarily agreeing with that statement, but there’s
something interesting in it. Cause there is something that is called ritual, that is
something that is always done in the same way, always done with the same
limitations, always done with the same rules, and because of the act itself, it's
something we call ritual. Whereas in ceremony you always have the celebration.
And you always have the interaction of different elements. And also in the word
ceremony applies to me something that is more loose, then ritual, something that
can be more unexpected. Like for example the orthodox church masses ritual. It
always happens in the same way, the same rule. But in the ceremony, you would
have something unexpected to happen. And it would change the whole ritual. So
that's something that happened to me lately that | feel more comfortable while
talking about ceremonies than talking about the rituals. And also, another reason
for this change in my own vocabulary and thinking is that when we talk about
rituals, we open something grand, something big, whereas ceremony can be
anything. | can have a ceremony drinking my coffee, if | do it with spirit. | could spill
a little bit of this coffee as an offer for the spirits before drinking it and it makes it a
ceremony. And this kind of way of seeing ceremony has become increasingly
important in my own life in living the life as a celebration, living the life as a
ceremony.

As an unexpected joyful ride.

2. Is a concert or a theatrical artistic performance generally a
ceremony to you?

It absolutely depends on the director. I've been involved with the theatre. At the
moment, I'm one of the founding members of the Ruska Ensemble which works
together with indigenous cultures. We make theatre across the arctic areas. And
work in collaboration with many different indigenous theatres. So far we have
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worked with the Sami national theatre in Kautokeino, The Inuit national theatre in
Nuuk, Greenland and Hanty, the old Ukraine national theatre in siberian Hanty-
Mansijsk. And that's not the answer to the question, that's a little bit to my
background, but before that already in my teens, | was very into theatre. And for
some reason, |'ve always attracted people that have this ritualistic look on theatre.
So people who had been working with Grotowski himself. The theatre that worked
in my hometown, when | was a teen, the director of that was an assistant to
Eugenio Barba and was also working closely with the Odin theatre in Denmark.
And all of these are places, that have a very strong idea of the ritualistic theatre
and the way of seeing the stage as ritualistic space. And of course you know the
shamanic side of theatre is self evident. The first performances in the world
needed two people. It's needed a storyteller and a listener. So in that sense, that's
how | see where theatre has come from. But there's a big difference in sort of
forming ritual on stage or interacting with a spirit. Be it a mythical entity or anything
else. And to me a lot of rituals that are done in the theatre are sort of lacking this
quality of dialog with the unknown, dialog with the mythical entity. |'ve seen a lot of
theatre that is done in the ritualistic setting and forms of ritual but nothing happens.
It is like an artistic experience and the outcome is also artistic. Whereas in ritual
there is always dying and there's always birth. There's always something that
ceases to exist, transfigures or transforms itself into something else. So from my
own experience, there’s only one exception of theatre. It was called Solta. It was a
solo work for Heidi Syrjakari and the theatre ensemble was called Kuriton
Company. The reason | mention it is that this was Heidi's solo piece, and | wrote
the music to it. Heidi wanted to do a lament into it and I'm one of the leading
experts on Laments so | taught her to do a lament. And the last scene of the
performance, she improvised a lament. So every night it was different. And every
night she didn’t know, if she’s gonna make it to the point when she cries in the
lament or will it be sort of experimenting with singing, poetry and improvisation.
And that varied in every performance. But the difference with this was, that it was
very ritualistic in its setting and the difference with this with all other things that |
have seen in the theatre was that with this performance Heidi transform herself
from a person who’s recovering from depression to someone that is free from
depression. So there happened a transfiguration of the personality within the
process. And it was both, a conscious and unconscious way to look. So for me the
ritual needs this. The ritual needs initiation. It needs someone who is initiated and it
could be anyone. It could be the audience, it could be one of the performers, it
could be anyone. But it has to be conscious. And it has to be looked after and it
has to have earned element of trusting the ritual itself, sort of “I'm putting myself to
go through this in order to become something else, something different.” And that
something that is not visible in the performances. So there are a lot of forms and
habits, that make ritual. But to do a ritual, there has to be a initiation.

3. Tell me more about your company Ruska Ensemble
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What we've done with Ruska Ensemble, for me, it doesn't count as ritualistic
theatre. We do include ritual in our processes. And also the Arctic Odyssey, our
last work it had a greenlandic mask dance in it.

To me, | was a bit disappointed with that, because there was a huge potential to
make it ritual, to make it something much more than it was, but for some reason it
didn't happen. It's a hard one for myself because we were really close in achieving
something that is very difficult to achieve. And with sort of lack the time and bravery
to go all the way. But all in all, it's an important play, The Arctic Odyssey. There are
some things in the play | don't like and some things that are really fantastic. But
anyway, that play had a greenlandic mask dance at the end, so we took the
audience so we had them sitting in the circle on the stage and then Kony from
greenland was doing the greenlandic mask dance. At it's best, that was a moment
of true Kony’s work and performance. There was a ancestral connection that
happened there. And it was so beautiful to look at the audience, they had this fear
and laugh at the same time. And that's so unique. It's so beautiful to reach that
point when the audience is experiencing fear, laughter and sorrow at the same
time. So there were a few really beautiful moments in the performances, but it
could have been more conscious in some initiative practices. But | wasn't the
director for it, as I've never been the director. So | would say the director's vision of
what he wanted was different.

4, What was the director’s intention and what was the form of
the performance?

The performance was made in the devised way, cause we had Chukchi woman,
Sami musician, and Koni from Greenland, so they didn't play any roles, they were
themselves during the whole performance. And they talked about their own lives.
So for example, the Chukchi woman made a monologue about her difficulties to get
a child and especially because she didn't want to have a man she only wanted to
have a child. It is the most powerful monologue |'ve ever seen on stage. So it was
unique in this way. The director's intention was to create a play where different
indigenous cultures around the arctic can be witnessed and seen from their own
perspective. And that was very successful and well done in the play.

But one of our original ideas was that when we have this gathering of different
people around the arctic that there is a possibility of showing utopia. Cause that's
something I'm really interested in theatre. We have so much of this, that we
address problems in theatre but we don 't bring any solutions. And to me, utopia is
one of the possibilities. If you can show utopia, if you can make people to imagine
something that is utopist. And we had a lot of those utopia elements in the play,
possibilities, kind of initiation into utopia. But they didn't make it to the final piece.

5. Did you use the ritual in the process of the creation?
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It was made in the devised way, so some of the exercises we did had ritualistic
elements into them. That was not like in any specific ritual that we took from
somewhere. But we sort of created things together that had a ritualistic quality into
them. And it's some exercises that sort of helped that to happen. But that play is
not such a good example of that. If we want to be more specific, then the Bear
Feast that | did myself would give a lot better example of that. The Bear Feast that |
did in 2016, we still play it. We might have a performance in September. That's part
of my PhD work, the doctorate of arts. My dissertation will be called: Singing
through bear's eyes - techniques of mythical dialogue in the music of arctic
peoples. The Bear Feast was not a theatre, nor a ritual, nor a concert, but it was a
celebration. And it included ritual and dance, eating together and playing games
together. So it was a very immersive theatre piece. | guess | directed it, but | don't
see it that way. | didn't work with actors, | only worked with musicians. But all in all,
we had a lot of texts, a lot of poetry in the play. Bear Feast poem that lasts 30 min,
and that's included in the Bear feast. It's a four hour performance. That gives a lot
better idea of what we did, cause it's not relevant for me what was the beliefs of
anybody in the group as long as they were willing to play. And for me it's not about
the belief either. | don't have a religion, | don’t have a spiritual group that | belong
to. And | don't really care about the spirituality. But | care a lot about being spirited.
| care about the personal growth, self realisation. And | care a lot about freeing
oneself from the domestication of culture. Cause weve all been domesticated. We
all have that. We all have survival strategy, that we learn from our surroundings.
We all learn to be a good girl or bad girl in certain way, or a good boy or a bad boy
in certain way. We all have our survival strategy towards our own culture. And in
that we learn to be someone that we are not. We learn to be someone that we
were taught that we were supposed to be. So | care a lot about this. To me, the
process of self realization includes two important things. The first one is nature.
Because the more you are connected with the nature, the more you are connected
with your nature. So it is this old thing about As it is inside, it is outside. You look at
your surroundings and you make choices, where do you connect yourself, where
do you point yourself. And if you connect strongly with the environment that we
have in city and around other people, you connect to the cultures idea of who |
suppose to be. But when you connect to nature, the nature doesn't tell you, it
doesn't say that you shouldn’t be angry, you should not cry or do this or that. So
when you connect with nature, you automatically connect with your nature. And so
to me, ceremonies and rituals are ways to connect with nature.

And then the second thing is ancestors. We all have our ancestors, and one of the
things that is very visible in our time is that we are losing our memory.

I’ll show you something. This is from a musicology book Jarkko Niemi / Anastasia
Lapsui: Network of songs. And there's a little appendix in this book. There is a
family name called Lapsui. The triangle is a man and a circle is a female. And this
is a family tree. It goes to the cousins and their children and so on and every
marking in this map is a person. And not just a person, but this data is Anastasia
Lapsui’s mother, Maria Maximovna Lapsui and the network of songs, cause there's
a personal song to each of these people. So this is the map of her memory, of her
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relatives. And this is her husband’s family. And this are all songs to a person that
she is related to, that she knows. They can sing every one of these songs. Here is
the song of herself. This just an example. This is one person in siberia. And the
songs are the way how she knows her relatives. Instead of finding things in the
church books and official records, these maps are songs. These are poetry. That
she remembers of each of the individuals. So it's not only that she remembers their
names, the places of birth and where they lived, she knows them by a song. She
learns the songs as everybody learns the information about their relatives, by oral
tradition. Everybody has his personal song. And the personal song carries their
identity. It carries how they where as a person, the character, the most distinctive
features, the most distinctive personalities. The personal song is a complicated
thing. In this arctic area when a baby is born, it's given a preliminary song.
Something that will begin to develop, once they find out more about the person
itself. Some of these songs develop in a way, that they tell about some meaningful
events of their lives. For example one of the men in the Lapsui family was in the
second world war and was fighting all over in Finland. So he went across the Ural
mountains and he ended up in the front of Finland. So that's a meaningful event, an
exceptional event that ended up in his personal song. There are surprising things
about these people, that these songs carry. One of my favourite ones tells
presence of relationship where the woman is saying only bad things about her
husband and the husbands song is replying that he's married to a woman, that has
a very bad mouth, but everything she was saying was not quite true. So these
songs carry some emotional and also historical information about the people but
within the song in it’s melody they also carry traces of identity of those people. And
once you learn the system, if you learn the feeling, the melody, you actually learn
to know these people. You get a sensation, you get an emotion, you get a feel what
these people were really like. But you know, what | showed to you has about
hundred people in it. And these are not big families. They didn't make big families
in siberia, where you have ten kids in one family. Actually you can see it from here
directly, that the most common number of children is between two and three
children mostly. Just some have had five. So this is what | mean that weve been
ripped off of our memory. We don’t know our ancestors any more. I'd be very
curious to make one of those DNA tests. Cause the body remembers. Your body
remembers the ancestors. Your mind doesn't. You are not alive without your
ancestors. You wouldn't be. So when you connect with nature and you begin to
connect with your nature you also come closer to your ancestors. And the
ancestors is only one of the sides of whole story. it is possible to begin having
conversations and dialogues with these ancestors just by knowing the feel of them
and knowing something about them. Then, for myself | don’t get it at all where my
ancestors come from. My life seems to be such a weird mess of qualities and
inspirational things that it's pointing to the direction that | have ancestors a bit all
over. So who knows, what the genes, the DNA remembers. It's not necessarily in
the church books. For example in my own history the family tree of my family from
my father's side there's my father, his mother, and her father was a sailor capitan.
He sailed all over the world. When we started to search who his parents were,

63



there's already a mistake in the church books, or maybe it is not a mistake, we
don’t know. He has been born fifteen months later than his father died. So if the
person is born fifteen months later than his father died, there is either a mistake in
the church books, or we don’t know his father. So who knows where we come
from. So this is what | meant with us losing our memory. We have lost the sense
where we come from. So that's another side of it. So all of these things are up to
something that you are. The native tradition, it says, that we are the result of love of
thousands. And it means that thousands of ancestors walked before us and we are
result of their love. And if they didn’t love, we would not be here. And also it says,
the reason we have nature is because our ancestors loved that nature. And in
order to carry on the life, it's our responsibility to love forward, to love the nature. If
we don’t love the nature, the nature is not gonna be there for our grand grand
grand children. And it's kind of sad, that you can easily find evidence to this, by just
looking on how the world is now. There’s crazy actions towards nature that is not
carried through love. And because of it, we re facing mass extinction of animals as
we speak. So it seems that they know what are the natives talking about. So it's our
responsibility to love and carry on. So if we are the result of thousands of our
ancestors to have the connection with our ancestors is to have this love
connection. Knowing that you are loved by thousands of ancestors. And if you
manage to have a connection with the nature, you will end up having the
connection with the ancestors just as well. And the last part is that it opens up also
a dialog with the myths. The mythical entities such as the bear. That's the dialogue
that the ancestors had and that we still have, if just simply free ourselves from the
domestication from believing or having religious systems or being spiritual. So this
is what I'm talking about while being spirited. To be spirited is that you wake up to
your own uniqueness. When you are not alone, but with spirit. With your spirit and
the ancestor’s spirit and also the nature's spirit. All of it. Spirituality doesn't teach
you this. Spirituality is a method of achieving something, right? You meditate or you
pray or you diminiss one part of yourself to gain something. Many people get
trapped in spirituality because they get rewarded by it. But they lose themselves.
For example the way christianity is in Finland. Christianity rewards people for
belonging to the culture and doing certain things in a certain way, that has nothing
to do with their ancestors.

Well, this is just my way of seeing the world, nothing more important than that.

And that's what we were doing in the Bear Feast performance, cause Bear feast is
an ancient ritual in Finland an all over the siberia. A bear is a strong mythical being,
entity. A bear is human-like in many ways, physically, it can walk, climb trees,
swim. It's an animal with a lot of human qualities. So the native people see that as
sign of relationship. It's a powerful animal in the nature, one of the most powerful
animals, a beast and it's a mythical creature. In Finnish folk believes, it come close
to forest guards and forest deities. So it's not only an animal but it also carries
same powers as the forest deities do in the mythology. So the bear can be
addressed in all of these three ways. So in bear feast it's a celebration where a
bear is first killed, we didn't kill a bear we just had it and then the bear is celebrated
and addressed and witnessed in the ways that it wants to return, so it’s original
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home. And then it is sort of giving a celebration that it wants to come back, it wants
to reborn and come back to the world. So these are the traditional elements of the
bear feast. So essentially it is a dialogue with the bear. And the bear is
transformed, initiated to a new journey in a cycle of life. But in a bear feast, while
they do this to a bear, they do it to the community at the same time. It allows the
community to study it’s place in nature, in time, to study if the community has a
good relationship with the bear and if not, what can be done, what can be changed.
So it's a dialogue. It's not just a ritual when you pass one thing to another place but
it's also a place where you do self evaluation as an individual and as a community.
And you do the same things to the community that you do with the bear. What is
the communities capability of rebirth. What is it's capability of sustaining the circle
of life and so on. So that's the traditional bear feast. We made that as a sort of
performance as part of my doctorate of art study at the Sibelius academy.

6. Do you think that the light trance state of the shaman is
equal to the theta wave or another one?

Some people say that the theta wave equal the trans, but | don't see it so self
evident. Cause trans has a different kind of layers and qualities to it. So | think that
the light trans state is already sort of somewhere in between the alpha and theta
waves. When we do the laments, the participants in the lament workshops they
usually enter the alpha state when they do the lament. They don’t go deeper than
that, but still they benefit from it greatly. It's a bit confusing, because if you think the
greek letters they go in a different order. The beta is this level where we are now.
This active, talkative level. And the alpha is the relaxed version of this. It doesn't
follow the greek alphabet because these brain waves were found in the order, that
they were marked. So the alpha frequence was the first one they found when they
begun the EEG studies. So that's why it's confusing, the order beta, alpha, theta,
delta, gamma. The alpha state is already a relaxed state where your emotions can
actually heal. Just an easy example of it. Let's say you had a fight with someone.
And you come to a realisation that it is not a good thing. That | want to forgive and
let go. | understand that it's beneficial for me and for the situation. So | have
forgiven. This happens in your mind but it doesn't happen in your body. Your body
is still angry. So when you access the alpha state, that's the place where your body
forgives, where it's not only your mind and your intelligence that gives the
forgiveness but things happen in the cellular level. In the alpha state you are
emotionally open in a different way that you would be in the beta state. So this is
also an example of the value this states have. Different things happen to your
physical, social, psychological composition in different brain states. So there's a
huge potential in learning while using these mechanisms. Cause lots of stuff are
stuck with the head. We come up with wonderful things in our head, and
sometimes not so wonderful things. But we have difficulty to apply them to our
lives, because we don't physically become those ideas. So it means that you
change in the cellular level according to the idea you have. And this is a scientific
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way of speaking about the mechanism and technology that is the heart of
shamanism. So | would say that the trans state already begins in the alpha state,
then there's a place in between the alpha and theta waves, then there's the theta
and then there's the theta delta waves. The trans sort of covers all of those
variations and combinations. But when you are in the delta state, you are already
asleep so that doesn't count anymore. And when you are in the beta state you are
already so active in your brain in the linguistic area that there's no room for
symbolism and those parts of your brain that are very imaginative. Also when you
are in this beta state, you are socially aware in a very different way. The prefrontal
cortex is active, so it's also monitoring your social behavior and your social place.
So when you go to the alpha theta states this lessons and | witness this a million
times in the lament workshops, cause when you are supposed to cry in front of the
group, there's this social control that doesn't help. So when | take people with the
singing exercise, | take them to the alpha state, very easily just you know the guide
to the light relaxation and let them sing and make their voice natural, not to learn
what | sing but | initiate the exercice when they begun to use their voice, they're
very quickly in the alpha state. And all of the sudden it doesn’t matter their social
status. It doesn't matter to them anymore if they lose their phase, there is no fear
any more. So this is just like something that happens every time in those
workshops. But | think this is something that should be scientifically studied more
because | think that when you access the trans state it's not only that magnetic field
pulsations go in different rhythm, it's also a place where your brain fires up in the
most imaginative ways. Meaning that for example now we talk about prefrontal
cortex and what it does in your brain. In the trans state, especially when it's an
active trans, which means that you play something, you dance yourself to the trans,
your body is active active, not just meditating. It files u just like listening to music.
There are studies about it,that when you listen to music your brain area sort of
activates in a weird way. That they sort of highlight oll of brain activity. In trans
state it both changes the magnetic way how the brain functions, but it also creates
its rules in the brain that wouldn't happen otherwise, it's fantastic.

7. There is such a state as a light trance, that should be safe
and beneficial. But here are stories about shamans in the deep
trance making a ritual during which he lost control and wanted to
kill somebody, how can it happen?

Basically | think anything can happen. There’s a lot of layers that | need to take a
couple of breaths to take in. Because in the old times the rituals or ceremonies
were very carefully constructed. The place and the way that these were done were
done in absolute safety. They were done in a healthy way and there were people
who were responsible for creating it, so it's healthy. And unfortunately nowadays
everything seems to happen. We are sort of out of control in that sense. There are
things that are not done in a right way. And also the change of the society ... the
community, they knew each other, they grew together, also the shaman grew
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together with the community so it wasn’t like it is today. Like for example the
theater performance, we don’t know who is there in the audience. We don’t know
the psychological profile, we don’'t know the medications that they are under. We
don’'t know the traumas that they had in they're lives and we don’t have this
safeness. I've had a situation once in my life in one of the concerts that | was
playing, the person went into the psychosis in the audience. And it's a big
discussion about what is your responsibility because first of all if a person has
psychologically this mechanism that he can go to psychosis or is sensitive that way
that he can go into psychosis, it can happen. Anything can trigger it, absolutely
anything. And as a performer you are not responsible for it. You are not
responsible for reactions that your performance creates. But you are responsible
as an artist for your audience. And what | learned from that event was that we have
to make really difficult choices while the performance is going on and this
happened and because there was a person next to this one, she had means to
take care of her. We continued with the performance and I'm so happy we did
because our responsibility as an artist is to take it to the end. If we would have
ended the performance there, we would have wounded the hundred people that we
had there in the audience. We would have created something that does not resolve
for those 100 people in the audience. But only by carrying the performance to the
end we were capable and did resolve what happened. And then | personally dealt
with this person who went into psychosis myself. If | would have been someone
else | would not have the responsibility to even do that. But | had my reasons. But
that’s another story and also what her story and her psychosis was is something
that would be unethical for me to talk more. Why | say this is that you have to be
aware of your responsibilities. What do you mean by “psychosis”? She had this
kind of a seizure. She started screaming in the middle and totally lost the sense of
where she is and so. It was very scary. In my life, during the lament workshops I've
learned techniques to take people away from that. I'm not myself afraid of that
anymore - of someone going through the psychosis because | know | can handle it,
| know | can bring them back. And that being said it would be arrogant to say that |
can do it for 100%. | can do it if the person is not under the medication but if they
have strong medication... Medication does things that create things that create
triggering paths that are totally beyond control. So | am aware that if someone is
under some sort of medication that they can be beyond my reach.

Through the story you mentioned to some shaman entering the trans and
becoming violent the relevant question is: Did he become violent? Did he become
threatening or did he become violent? Because that’s a hell of a big difference. To
become very scary can be excellent and can be very needed. It can be something
that is very important. So if somebody fears for their life when someone is
threatening it sounds like a pretty strong performance to me. But did he do
something, did he go over the lines?

And this is really interesting because if we talk about control. It's not easy to define
what control means. Control could mean that we stick to the cultural code that we
have agreed. Or it could be that | go to the psychosis state, | don’t know what’s
going to happen to me, | will consciously go somewhere that | don’t know where |
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am but | can control it in a way that | can stop it whenever | want. And situations
where someone would be totally unconscious, sort of like a TV hypnosis,
possessed by an evil spirit and becoming a maniac doing things requires a lot more
than drumming. It doesn’t happen by accident.

But also in the laments it's a good example of this. In a lament you have to go to a
place where you are out of control, where you stop controlling your emotions in the
way you do it in normal life. But in a workshop the most important thing is that we
create a safe environment for anyone to do it. We have a rule there that you are
not supposed to touch anyone because sometimes when a person does a very
strong lament than the one sitting next to him or her might trigger this sort of
reaction that | need to do something because she/he is in so much pain. So | make
everybody always aware of it that | am the only one that interrupts if there is the
need to interrupt and just once there was a need to interrupt. Once | have
interrupted lament because the person just went in in a way that wasn’t beneficial
to her and | could see it and | interrupted and said to start over but with fistule and
it went well. But this is different. Also earlier when we weren’t so good at it we had
this person that went in a very deep grief and really shouting. And the person next
to him sort of touched her in order to support her but that was such a bad thing.
Because once you are there in that grief and you are letting it come, letting all of it
come out you are in a process where you are becoming someone who can carry it
by yourself. So when this person touched her in good intentions she read them as
“no, others are afraid and | have to stop. The others can’'t handle my emotions
anymore, it's not safe for them what | do” and she read it exactly right. That's
exactly what happened. The person next to her couldn’t handle the emotion and
thought projected that idea that she has to do something. This doesn’t happen
anymore because | take control of it and explain to people so they understand it
and they understand that whatever happens in those workshops, we need to let it
happen. That's a mechanism where people go out of control but still they aren’t
without control. It's just that control means a different thing, it's applied to a
different situation and certain reality.

And that is also like in performance, what Heidi did in the Solta performance that |
mentioned. It didn’t have a time, it could be 2 minutes and it could be 20 minutes, it
didn’t have a timeframe and no limitations of the performance that she would have
to control. In order to allow herself to be without controlling those things while on
stage. That she could control her lament or the path. It's a debate what does
control means, where do we set the borders of this control. And where are the
responsibilities of this and who is responsible. Having said this | must say that
irresponsible things happen in theater and especially in ritualistic theater. There are
directors that are so unaware of what are they doing but sort of getting the drill out
of it but not having the capability of doing it responsibly. Ugly things do happen
unfortunately but not because of the mechanisms of trans, just with the people
doing it irresponsibly.

And in my own life I've become quite capable nowadays. | can honestly say that |
have transfigured many peoples lives, I've helped many people but the beauty of it
is that the more | know, the more responsible and more aware of my
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responsibilities I've become. So in my own story these have grown together, the
sense of responsibility and the gifts that you have, they’ve grown together in me, in
my life. But then again it’s just me, it's not always like that. And lot of people are out
there saying that they are shamans and portraying. They are hungry for things to
happen and they persuade people in doing things that they are not ready to do
because they are hungry to witness it. These people are both irresponsible and
incapable in doing what they do. If they would be capable, they would be
responsible.

8. Can you tell me more about the lament workshops? Since
when do you do it, how do you do it, with who?

This is something that | am most proud of in my life. It's soon to be 20 years ago, |
was very young at the time but as | was starting in shamanistic music | came to
realise that | don’t have to travel to Siberia to go to a foreign culture and start to
understand that in order to learn the shamanistic way to use in approach to music
because Laments, my own tradition comes very close. The shaman songs and the
lament are family related. They are different but they are family related like a
brother and sister. So | understood that by starting laments | can actually both learn
something about my own culture and secondly learn to understand the shamanistic
mechanisms better. So that was my initial interest in laments but then in 2002 |
received a phone call from Pirkko Fihiman who is still leading Adnell itkijat Lament
association. This is to cry with the voice, this is what it means and it's a euphemism
to lament. So it’s also known as a Lament Association of Finland.

So she calls me and says that ('m in my 20s) we are holding a lament workshop
but we would need someone to teach the music. And I reply to her why are you
calling me? | have no qualification whatsoever, this is such a big topic and this is a
thing that | don’t know what to do and if | come over, | don’t know how to teach and
I’'m totally not qualified to teach and Pirkko replies: Well, Tuomas, do you
understand that nobody is but someone has to do it. She was absolutely right and
so | said yes and that I'll give it a try. And this workshop was really magical. People
did wonderful laments, it was very ready group already, very strong individuals who
were ready to do it and they basically just needed a place to do it, so we didn’t
really teach them that much, we were just very blessed.

But me and Pirkko, who is 40 years older than | am and a woman. We sort of
bonded, we connected in a marvelous way. We could finish each other's sentences
despite the age and all the differences. And then we became a team, we started to
teach laments together and in time we created a method how to teach laments to
anybody without any pre knowledge or prerequisite, anybody could learn a lament.
And during the next 15 years we thought over thousand people in Finland to do
laments and we revitalised the culture. Lament as a musical genre was already
close to extinction in Finland. That musical genre has ceased to exist in most parts
of the europe and we’ve revived it so it's something that I'm very proud of.
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Next month I’'m going to Ireland to start a revitalisation of Irish laments and it's so
exciting to see what's going to happen. There’s a group of people who were
dreaming of it for many years and one of them came to Finland to study what we
have done in Finland now it seems to be the time that I'm flying over there and
going to begin mentoring them in how to begin teaching it and how to revive the
Irish traditions.

And this is all needed, we so much need this in the world. Most of our problems in
the world are because of tears that are not shed, traumas that we haven'’t dealt
with. We just keep repeating this self-destructive way of living on this planet
because we haven’t come over the grief that is behind it. Things happen so fast
and this is especially true in Finland because 200 years ago were people in Finland
living pretty much the same way they lived in the iron age so the hunter/gatherer
communities in the rural areas pretty much lived the same kind of a life that they
did at that time. But then christianity came to Finland late and aggressively and it
came at the same time as the so called “civilisation”. People were learning to read
and learning the new religion at the same time.

And then the WW2 ... first it was the civil war 100 years ago and we haven’t dealt
with that trauma either. For example there’s the place called Hinnalla near
Tampere where 14 000 people were executed that belong to the working class
fighters. There’s no memorial, there’s no sign, there’s nothing that would tell you
that in this location happened the biggest mass execution in finnish history. It's not
acknowledged.

Winners write the history as always so we have these traumas in our society and
then the WW2 led to very fast industrialisation. We were always a very poor
country and a country where everybody had to work. We are not anymore equal
than any other country, we are just poor, we didn’t afford to lay of with it. And when
women are working together with men you can’t say they can’t vote so our equity is
founded in basic need to survive where you need everybody equally. So the
industrialisation happen very late too, a 100 years later than in other countries and
it happen very fast. So the 2. and 3. generation of war trauma is what we are
dealing with now. The actual post war trauma was dealt with alcohol and drugs.
When you look at Germany in 1960s, Germany dealt in arts and everywhere about
the war traumas but not in Finland. It was just silence and moving forward wielding
of the nation, wielding the industrialisation and saving the country. There was no
room for therapy, no room for tears.

9. In one of your videos, you talked about how you started to
play in theta waves, and since then your point of view changed,

what does it mean?

First of all, the shaman drumming is always done consciously to affect the brain
waves. They just don'’t talk in the scientific language of course. The language of
mythology is arts. But it's always consciously done. The beautiful proof for this
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actually is in the folk poetry. There are folk poetry that are quite detailed. They
describe the physical changes that happen when you fall in trans in it's archives.
I's quite amazing. But it is consciously done like the beating of the drumming or
anything. In Peru they use these shakers, they don’t use the drum but a shaker. So
anything where you have a certain approach to rhythm. Basically anyone can go to
trans with simply deciding that they want to change their brain frequency, they want
to experience the trans state, they want to allow themselves to enter. And then,
with that intention using anything that keeps the steady rhythm you can access the
alfa \ theta wave frequencies.It’ very simple and it's absolutely safe because it
doesn’t happen, for the previous question, that doesn’t happen when you go to
trans and you freak out. It doesn’t happen, it’s not dangerous. So if you freak out,
you freak out because of something else.

But then again it's all about the setting, if you enter the trans state in a setting that
now you go into your deepest wounds and you allow yourself to relive them. Then
you will have people freaking out so it’s all about the setting of how you do it or how
you take care of them.

Did I refer to a certain life event in that video or something else? No, you said that
you perform in theta brain waves for cca 10 years and since then everything
changed.

I’'m probably talking in a very personal way of my own path as learning to play in
the trans state basically. Because “everything changed” means that when your
perception of the world changes, everything changes. You are not the same person
anymore. That's what happened to me. And also the things that | was looking for
as a musician, | have found them finally.

As a child | was naturally experiencing trans states as | played but | needed the
audience to do that, i didn’t when | practiced at home. | needed the excitement of
performance for that to happen. So | don’t know you know, it could have been
partly an escaping the situation in my mechanism or whatever. But it was very
pleasant like those childhood memories, they were very pleasant. | love to perform.
| was afraid of it but | loved it.

Then | had to relearn it consciously because | lost my natural capability in my
teens, so | had to consciously learn it. As a child, it just happened and | didn’t
control it consciously. Nowadays | control it consciously. | can’t do it in every
setting like when we play with Korpiklaani some of the songs, | can’t play them in a
trance state. | have to pay attention to what others are doing and what’s happening
and | need to execute very specific line of notes in a very timid time and accuracy.
So it’'s not been the right structure for going in trans. Especially because it's not
repetitive. If it would be repetitive, because that's how they do it in south in the
voodoo cultures and africa and latin america. They have this groove that keeps you
moving and you dance yourself to that rhythm and you enter the trans state like
that. While in the north it's all about free meter, it doesn’t have the beat.

When my process of learning to play in trans was in a way that it happened very
quickly. | had this 2 year period in my life when | couldn’t play. | had an elephant
growth which means that | was growing more than one centimeter per month. So |
grew 14 centimeters within one year and it destroyed my physics. | couldn’t play, it
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just hurt too much to play. | had chronic tendonitis because of it. Then, when that
was gone | started to play again | didn’t go to trans state anymore. Instead of
child's natural way of going into trans while | was performing | was worried if | was
good enough. So instead of that blissful trans | had a very severe stage fright that
didn’t go away. | once played a second movement of Mozart's G major concerto
with my hands shaking so much that | didn’t make one clear note and | played it to
the end. That's how messed up | am, That's how much | demand of myself. But
that person that | was in that age ... nowadays | would be smart enough to stop
and say that this isn’'t working, thank you, goodbye and go home smiling. But that
teenage me struggled all the way. The experience was very painful and so |
stopped playing classical music because | felt that | can’t reach the trans. The
music is getting more and more demanding and more and more demanding me to
be in control of the instrument instead of the instrument being in control of me.
That’'s why | started to study improvisation and go on into those realms and go
away from the notes of the others but when | finally found the archived recordings
of the siberian shamans and started to listen to them | didn’t understand anything
of that music, it was so different. Some say that it’s like a organised speech but not
music. | don’t agree with that, for me it's very much music but anyway it was such a
different way to sing and all of that. But as a musician | had to try it out myself so |
started to play those songs on violin and try to find out the way to play it and before
| noticed | was in the trans alone and without the audience, just me and the violin.
And that’'s what | mean, in that moment everything changed and | knew what | was
supposed to do now. | found my bliss, | have found my way that this is the
mechanism, the tradition that will take me there, that | was searching for all of my
life. But you could play Sibelius violin concerto while you’re in a trance state and it
happens to some people sometimes. But only when you know that concerto so well
that your subconscious mind is doing the work. Only at that point your mind can go
off, your mind can go wherever and let the subconscious mind to play the whole
concerto. And those are the moments that are most memorable.

There’s a famous violinist in Finland called Reka Szilvay, her family is from
Hungary but they lived in Finland for centuries and she is one of the top violinist in
the world. There was radio interview with her and she was asked how does she
feel about her on performances and she says that after every concert she is not
happy, that there is something that could have been done better, or something that
didn’t go as she planned and 99% of the time it is like that. She is looking for things
that she can improve and she’s not feeling that good about them but once out of a
thousand happens that she got so lost in the music that she doesn’t remember so
much, she doesn’t remember the details. Everything just falls in the right place
naturally and it’s just a blissful flow. And at those she feels wonderful and those are
the moments she’s doing the best. Should we perhaps pay attention to those
moments? Because she just described the trans state. So for me, when | have my
shaman violin performances 99% of the time | come out of the stage thinking
absolutely wonderful, | reach that place she is talking about. And only very rarely
happens that there’s my mind in the way and | don’t go as deep as | would like to
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go. It happens very rarely and when it happens | know it happens because the
audience does not allow it to go any deep.

So in this way it changed everything. It changed my perspective of what am | after
as an artist. I'm not after perfection anymore, I’'m not after becoming the master
virtuoso, even though | do that work too. I'm after those blissful moments and |
make those blissful moments of trans my priority as a performer. It's a big decision.
(laughing)

10. Which way do you use the light trans state as a tool of your
performance and its creation?

First of all there’s the expressive quality which comes together with a state of mind.
So in theater you probably spoke a lot about presence and presence on stage but
this is very different, presence and this is some other kind of presence. It has a
quality to it and it manifests to the actual performance. The most important thing in
my work is that it allows me to leave control of many decisions to the trans. So |
give up a lot of control in order to create room for unexpected things to happen and
this is why |, for example in the shaman violin concerts, don’t control time and |
don’t control the length of the tunes. But also the structure of the songs and the
level of improvisation also varies. Sometimes after a song | feel like | want to just
do an improvisation and go with the flow and | have nothing as a basis of that song.
| just want to be in that state of mind where | sort of risk it but it's not risking it
anymore at this point. When you are practised risking it, there’s no risk anymore. It’
just a sort of way to be open for anything to come and wants to come at that
moment.

Then there is a spirit and ancestor connection to it, what | do and that’s the bigger
mechanism. It’ like taking a bigger responsibility of details that cannot be controlled
by sort of talking to the space, making some kind of offerings to the space,
acknowledging it. You come to a performance space, which has an ancestry as
well. It wouldn’t be there without loud and creative minds, it wouldn’t be there
without the effort of many different people and with those people and their
intentions, some of those people are connected to their ancestry and some of them
are not. And to this mixture of energies | come in and bring my own energy. So
there’s preparation before the show, preparations of working on the alignment to
perfection. And with perfection | mean the most beneficial balance that is possible
at the time in the space in the moment just before the performance so | address
and become aware of all these things and claim the space. | claim the space to be
supportive for trans, supportive of self realisation.

So how do you do it practically?

Everybody has to find their own way. The way | do it varies, | also do it very
intuitively but | give little offerings, it could be anything. The native americans use
tobacco as an offering. In Finland we use bread crumbs and eggs and some food.
So it’s an offering for the local spirits or for your guide spirits?
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For the place and the spirits of the place.

The way | look at the offerings is that if you want the non physical world to give you
concrete things, concrete physical feelings it is good and beneficial to give concrete
and real things to them. If | address things only by thoughts, | am only giving
thoughts and receiving thoughts but when | put physical material in it together with
the intention it just makes things happen in a more concrete way.

Carl Jung and Joseph Campbell are very important writers for me so that helps you
understand the way | am looking at it. Jung was often accused of “psycholising” the
religion and god but Jung replied that he is not doing it because for him it's not
such a thing that something is only in the psych. Because if something is in the
psych it is real. It's not that you diminished it to something that is only in the psych.
For Jung it was only in the psych but the psych was something much larger,
something much bigger than anybody comprehended in his time. So in this same
way I'm doing all these things to me to work my psych as well as I'm doing it
outside to work the energy of the space. And this is important.

This is again the difference of being spiritual and being spirited. If 'm doing it the
spiritual way I'm going there and talking to the angels and the angels will do this
and that and bla bla bla it’s all going to be wonderful. But if I'm spirited | come there
and | take responsibility. | come there and | say: “This is who | am, do you allow
me? I’'m here with these intentions. I'm here with these cause. Do you allow that? |
claim responsibility, do you work with me?” And this is a big difference. It's not that
| give it away for the fluffy ones to do with it what they want to.

But the opposite is like I'm here consciously to be the leader for this limited amount
of time if you allow me, if you work with me. One of the ancient mechanisms of
claiming the space is to circle the space three and a half times. And again it is on
the inside as it is on the outside. Three and a half times is what they do even in
some yoga practices for your kundalini cycle to become more aware. Just to
change the awareness of that inside of you. So the same things apply for the
spaces and homes.

Those are like preparational things where | prepare the stage but also myself. In
these preparations | wished and established certain feeling already. Feeling that
the intentions are clear and responsibilities are clear and when they are clear for
me | become more powerful in achievement.The mind is not wandering in details
that do not serve the performance. You are more centered, more focused. You are
more aligned with what you are wanting to accomplish. It's like working my entity in
alignment and when the audience come they get sort of sucked into that alignment
because it's there already. It's like an atmosphere. “Oh | like this atmosphere!” ; “|
give in to this atmosphere.” ; “Oh jesus, | don’t want to go there, let's go and have a
beer!”. So the audience is also responding to that alignment in their personal way
and that's something that | learned to trust in my life a lot that when your intentions
are clear, you also can become more responsible because when intentions are
clear you invite different people. When your intentions are unclear you attract
different audience. Then in the actual performance it’s just fun, it's just rock n’ roll,
just letting the mind go out and letting the things to happen and playing in trans is
very physical experience for me. Different songs actually have location in different
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parts of my body so when | start to play a song | start to think of that song going
into someplace in my body where that song is. | go into my physical memory of that
song and then | just hop in and play. This is not so uncommon. | think it was ltzhak
Perliman in some masterclass video saying that the music is out there and you are
here and the music is always there and you just allow the music to come to you
and you become that music and then, when it's time you allow the music to
continue its way and you let go.

So this is a very shamanistic way of looking at the music if you ask me and | feel
the same way. The songs are continuously existing somewhere so for me it's a
physical act of jumping into the song. Sometimes | invite the song, sometimes | call
that song to invite it to come. That’s just details.

And then in the shaman violin performance | sometimes surprise myself of going to
a deep place and | can’'t come back. And then | just don'’t care, | just rest there. |
know that my intentions have been cleared, | know that my responsibilities have
been claimed, | know that | can sit silently for two or four minutes doing nothing on
stage. And people usually find those moments very magical and | don’t do
anything. And it's such a beautiful thing to play a song that takes you to a deep
place and then allow yourself to go from the active trans state where you play and
your body is active to go to the passive, let your body just be and let your mind just
enjoy it and let the brain just be there in the trans state.

It also gives me sensations while | play. Sometimes | energetically feel very precise
things in the audience. In the individual members or just the part of the audience. |
don’t see things, | do usually have my eyes closed when | play so | can sense that
in right back corner of the audience these things are going on. Like there are three
people that have resistance to what | am doing now. There are people there that
are absolutely loving this and the flow and that part of audience is totally with me
on the same journey. These informations. And sometimes | can alter, with my
imagination, these energies. There is this old proverb from the chinese medicine
that deals with Chi as the energy. They say that: “Mind moves the Chi and the
imagination moves the mind.” So lot of it is while you are in a trance state you get
information that you wouldn’t get otherwise but that information can also trigger
your imagination to mold something new out of it and you can do it. If the situation
arise you can do pretty much with it, it's quite wonderful.

11. Have you ever experienced some kind of change in the
spectator while you were playing in the trance? Yes. Do you have
a concrete example?

One time | had this sensation that while | was playing | had the whole audience
here, really here. | had this sensation that they were so into what | was doing and
so focused in what | was doing that | was actually holding them, holding their souls
in my hands and | had this feeling what do | do with them? This is really precious,
there was about 40 people in that small place and | had all these people, their
souls, their hearts in my palms and what do | do now. Then the natural intuitive
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choice at that time was to just toss them up to the air, throw them up higher then
they ever experienced. And then while | was playing | imagined this, that | let them
all go on some unexpected joy. Then | do it in my mind that | lift them up and let
them just explode to the skies and as | do it with my mind | hear this sounds of all
as it comes as a response of the audience and maybe it was the biggest applause
of the evening so something happened there and it's not up to me to say if my
image was accurate. That's not the name of the game to be accurate or to be
factually right. It's to allow imagination to do greater things. Unexplainable things.
To love magic, | love magic.

12. Have you ever experienced the feeling of the healing on
someone performance or during your own performance?

To me as a performer, what | already talked a lot about is alignment. Finding
alignment with nature, with ancestors. For me, when I'm in the performative space |
challenge myself to be in alignment with more than | have ever been before and
when that is successful it's extremely healing, for me it's strengthens my alignment
in everyday life. The more aligned, the deeper | can go in the performance with
alignment, the more aligned | become as a person. Also the extremes of those
feelings of alignment become our new vocabulary, they become our new
possibilities that allows us to set new goals.

Right now as a performer my next goal is that when | do a performance | want it to
be an event that people who come they think their life before that concert and after
that concert. That's my goal, that's what | want to achieve as an performer
whatever it takes. And even to say this goal aloud 4 years ago it would feel
ridiculous but now it doesn't, it's solid, it's what | want. And | now that | have to aim
for everybody in order to reach someone. If | reach someone and | fail, | won’t
reach anybody. If | reach everyone and fail maybe | transfigured 80% of the
audience. But the capability of being daring in this sense also builds up.

13. Have you ever experienced the feeling of the trans on the
concert/ performance of someone else?

It's different when witnessing it and not doing it, it's always different but not in that
same sense but also in the lament workshops some of the deepest laments that
the participants have done have been very strong. In the lament workshop healing
happens often by witnessing. When we witness grief. When we are witnessing
someone’s inner grief it becomes healed. So sometimes in the lament workshops |
have been healed many times just by witnessing someone else’s lament. Because
it's not just the one who laments that heals herself, it's the whole community,
everybody who witnesses that lament is transfigured in a way. | can’t have the
same relationship to the topic that | have that lament witnessed. That part of my life
has changed. | don’t believe in individual grief anymore. | have been witnessing a
thousand laments and I've seen it so many times that every sorrow, every grief is
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always collective. Individual pain is an illusion. We are ashamed of what happened
to us and thus we hide it but when we take it away from the hiding place and it
becomes witnessed and seen by the others it becomes immediately recognised as
something that we all have. Something that we all carry whether we've had that
experience or not, that’s just beautiful. And a lot of healing happens just like that so
for me the strongest performance is, if you can call them performances anymore,
are the lament workshop participants who allowed themselves to go deep into their
core trauma. Witnessing them was the most healing. Teaching those workshops
has changed my personality throughout. When | started as a 20 years old | was
arrogant and | thought that I'm better than anybody else and | was very
judgemental. | was very quick to judge people and some features that they had,
looks or behavior. No more, | can’t afford it no more. When you witness the pain
inside the people and you become aware of the hell that anybody can be carrying
in their ancestry, in their family line, in their life. You can’t be judgemental anymore.
You simply cannot be. So that's one thing that was healed in me, my youth
arrogance, that was part of my family line, | was thought to be arrogant. | learned it
from my family line and the judgmentalism is everywhere. We feast in
judgmentalism. Just open the newspaper, it's a feast of judgmentalism. So that's a
big healing to be healed from judgement thoughts.

14. Do you think that ritual or ceremony has some kind of
meaning not only for the individual but also for the community?

Absolutely! The traditional way to see in the native communities and in Finland in
ancient times is that if someone was sick in the community they didn’t think that the
individual is sick. They thought that sickness has entered the community and the
one who is sick is the one who is making it visible for the community. The one who
is sick is sacrificing themselves for the community to realise what it needs to heal.
It very different nowadays. Take a pill and go alone. Don’t come to your workplace,
stay home. We’'ll detach you until you are well again. If there is a sick person in the
community, the community has the sickness so most of those rituals were not for
the one who is sick but for the community to find a way to heal the community
through the one who has the pain.

It's the same thing with the Bear feast again. It's that same element. So it can be
an initiation for the individual but it always has a community aspect in the old times
and it's partially because of changes that we had in the society we don’t see and
don’t understand so clearly. We don’t take responsibility of it clearly. We so often
claim ourselves as a victim of condition that is created by something that we are
not in control. But that's not the way that the elders were thinking in native
communities in indigenous cultures. | take responsibility of my victimhood. | find out
why this has entered the community but of course the things were a bit more
simple. The community was simple, the means of survival of the community was
much more simple.
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15. When you make the lament workshop, do you think it’s this
kind of ceremony for this whole community when there’s more
people?

At the best it is, not always but at the best. Almost every time the group of
participants become a community for that week or for longer time. The last
workshop | did became such a strong community that we’ve had an email group
that was continuing for a year and now we are meeting again the same people. It's
exception but so much fun to see it happen.

Usually after a week it becomes a community of itself and the people that change
bring it forward wherever they go and that's the beauty of this kind of work. You
never know the ripple effects what it causes. | have the story of the bear feast. In
the bear fest we have this “kaiaiuui kaiaioo, kaiaooi kaiaioo” (singing), this kind of
song that the whole audience is singing. We had a performance on saturday and
there happened to be a hospice worker in the audience who learned this song. She
went to the intensive care where her patient was, acted the performance and
thought the patient about the bear feast and started singing in an intensive care.
While the hospitals intensive care doesn’t have rooms, they have only curtains
there were six patients in that intensive care and while hospice worker was singing
this all for a sudden she realises that everybody in the intensive care is singing it,
every single one of them is singing this song and the next morning he receives a
phone call from the head doctor of the intensive care. The doctor asks him what
happened last night because every single patients every vitals in every sense has
risen. So that’s the ripple effect, when you woke something, you don’t know how far
it goes, you simply don’t know and the ripple effect is amazing. It's always the most
surprising thing to find out stories like this.

By the way, that is story that is careful, it is illegal for me to know this, this is
information that is classified in the hospitals so if you use this story you have to
erase everything that is traceable. It is unfortunate because scientifically we would
need this. | would just take a phone call and say we need those data and make a
report that this happened but law forbids it with patient protection.

16. What should be a purpose of shaman performer?

Initiation, growth, expansion, alignment.

Basically there is no disease. Every disease, every problem in the world is because
of misperception that brings us away from alignment. Disease is nothing more than
failing to align with health. To be angry with yourself is failing to align with the
wisdom of the situation. Failing to align with the intelligence of the universe that is
providing you with this experience so everything is about alignment for me. Every
ritual is about alignment. Alignment with nature and nature to me is what is natural,
what is aligned by its nature. Nature is always aligned. If you look at the life of the
bird for example while the climate change is going on. The migratory birds either

78



adapt to it or die so they are aligned with the climate change or they die. But there
is no inbetween. We humans have this in between, we can live a miserable life
without alignment. The animals can’t. So for me it’s all about this, whatever it is to
strength and alignment and the consciousness of alignment. Because that’'s what
healing is. | don’t believe in healing, | believe in alignment. When you become
aligned with your health, your body heals itself. | don’t heal, | can affect person’s
thinking, the person’s understanding of where they are and help them to align but |
don’t heal. They heal themselves by consciously linking into the alignment. So in
many ways healing is a bit outdated word in my world. Healing gives credit to
someone who doesn’t deserve it and takes responsibility away from one who
needs to claim the responsibility.

17. What do you think that should include performance that
claims to be shamanic?

| think it should include acknowledgement of the tradition. It should have some kind
of sense of where it's coming from and this doesn’t mean that it doesn’t repeat
itself. This is something that | don’t agree at all that | should be a Hanti in order to
do a Hanti ritual. This whole talk about cultural procreation is important but
somehow also missing the point. We need things to evolve, we need style to
evolve, we need to try out things that we've lost. We need to learn from other
cultures and if we start to claim that as a sin or cultural procreation we are going to
be screwed. We really need to start learning from each other and the best way to
learn is to try out and do things.

But then there is another side of it which is that you have to be aware of what you
do. You can't just read one poem and go somewhere to do your own thing and
claim it to be something. There has to be a traditional awareness, sort of base
where things are rooted, to what processes, it should be open, very open in
sense that people have the sense of what their participation is. That shouldn’t be
participation that is forced on the people, the audience or members of your play.
This is how it should be open. Everything should be based on the free will and also
conscious understanding of what we are doing. And in that way there are so many
things that claim the shamanism somehow and | don’t care but you have to explain
it. For example | have this problem in the shaman violin. | don't like it, | world rather
go away from it and name it Tuomas Rinakari solo. | don’t like it anymore but when
| was 20 years old nobody knew me, | had no name and then | do something that
nobody has done before and if | put my name and a violin it doesn’t tell anything to
anyone so it's like what is he playing Mozart? Then to explain sort of what | do, that
| play in trans state and that the music is based on archaic shaman recordings from
the siberia. Yes, that explanation is there if you look for it and you search it but how
many go that far. So that's why 20 years ago | started and my producer suggested
let’'s go with shaman violin and | said you're right and before | knew it people were
talking about me as of shaman violinist which is whole another thing. | just created
a performance that has name shaman violin, | wasn’t claiming anything for myself
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or need to be anything. The people did it. Now even when | do work here in
Finland, that's totally not related to shamanism as all press writes: Tuomas was
also known as a shaman violinist. | won’t get rid of it anymore.

But what | was saying is that it's ok to have shaman violin performances, you have
an answer why. My answer is that the music is based on archaic shaman
recordings from the siberia and the process of performance happens in trans state.
This is a solid answer. But there are so many times that there is no answer. This is
shamanistic because it sounds cool, this feel to it but you can’t specifically answer
but you should.

18. By the tradition awareness, do you mean that the creator
should only know about it or should it be visible on the
performance?

Preparably both, it's nasty if you don’t credit your sources so | think that ethically
you should credit your sources one way or the other. For example in the bear feast
the original poems that we used were as a list in the program. You could go back
from the creation to the original source of the poems very easily. For me it’s ethics.
| can’t claim the poem if | don’t tell the source of the poem.

Interview part 2

| have a feeling that | wasn’t clear enough for your last question What it takes to
make a shamanic performance. Cause the thing is that as an artist it's our
obligation to study things we don’t know, it's our obligation to go to places that we
don’t know. So | wouldn’t be too concerned about getting it right or doing it
properly. The process itself, following what inspires you is the most important thing.
And if you go to work with shamanistic things, then what | mentioned, be open with
the source. Cause that sort of gives it away. You can leave it to the audience to
decide whether it’s real or not or how it affects them or doesn’t affect them. And it
doesn’t have to be so self-conscious. For example today, because we became
more aware about the cultural appropriation and of the historical problems and the
political problems we have today, many artists are scared to do, what they want to
do, are scared to study, what they want to study. And for me that's very
unfortunate. So it doesn’t matter, if you have a traditional background or some
traditional training, it's good to be open about it. But if you don't, it's important to be
open about that as well. You could just as well do your shamanic performance
saying that | found this drum from a market and | have fun with it and decided to do
a performance out of it. But that's what | mean, if you are open where you are
coming from and how are you approaching the subject, it should be enough. It
doesn’t take a initiated shaman to do a shamanistic performance. Whole
shamanism is such a wide concept, wide world when you're never ready. So if you
just develop your knowledge and develop yourself, you’'ll never get anything done.
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Cause you're never ready. | think it's more important to follow your inspiration and
be open about what you are doing so that you don’t mislead people.

1. Do you get to the theta state during the meditation, during
your shamanic performances or also during totally ordinary
things like making your breakfast or walking in the nature etc. ?

There are many ways to go there. And for me as it's something I've been practiced
for quite a long while it's something that | can control by my intention and my
decision. So there are situations where it's difficult or | don’t find pleasure in the
idea of doing it. For example if | was in the middle of Vaarinpolkka in Korpiklaani
gig, which is one of the songs, where | really have to be super conscious about
where | have to be with the other musicians. It's not the comfortable idea to full
around with different mental states, cause it probably doesn’t produce a desired
outcome. Maybe that’s a difficult way to put it, but in some environments it's more
demanding than for the others. But if there’s a will, if | feel comfortable, and | feel
it's something | want to do, it only takes a decision. Whether I’'m baking eggs or
playing violin. But the environment affects a lot of it and you can enter the theta
state by meditation, many people do. And if you just go on youtube and put theta
wave meditation you could find a lot of those sound escapes, sound meditation
tapes, that support theta frequencies. They won’t do anything to you if you are not
willing to change your frequence. If you fight against it, nothing will happen. But if
you do want to feel it and get there those tapes can take you there just as well. But
| do it in meditation, | do it several different practices that | do, | do it by drumming, |
do it in the shaman violin performances. Nowadays even practice the shaman
violin things... the shaman violin songs aren’t finished before i try them in the trans
state. And also | do just improvisations, where | go to the theta state. In the
beginning, let's say 10 years ago, when | had bright lights, it made it more difficult,
but nowadays, it’s just different. it's not and obstacle, but it’s different.

For these things to work, it has to be comfortable. And in order for things to be
comfortable, you need to have this feeling inside of you that you are doing
something valuable, something that makes sense. So that’'s why i never try to bake
the eggs in the theta state. Cause one of the characteristics for the theta state is
that you lose track of space and time. So that might happen for only like twenty
seconds, but it depends what you are doing. If you are doing something that you
have to watch over by time, that it's simply not beneficial to try it. But the structure
of music in these genres that are shamanistic related, be them laments or shaman
songs. The structure of music is so that it permits things to happen. It permits that
you don’t need to be conscious or worry about, what others play around you, you
don’'t need to worried about staying in tune or keeping up a certain rhythm in
certain way. The rhythmical patterns are very important. But the patterns itself they
are alive. So it’s like you are with them instead of play them. if you play them in the
sense of playing the classical music, than you execute an idea. You have an ideal,
that you want to accomplish and execute it the right way. And that mentality leads
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to a dead music. Music that is fixed and is not alive. But these rhythms, the free
meter structure or the way that many of the shaman songs are composed, they
have a short motive and endless amount of variations of that motive. So that
means it's alive. it's changing all the time. And the rule and the exception sort of
like the comotive that repeats and those that variate, they are not separate from
each other but they are overlapping. So that creates situation where it’s alive. you
don’'t know where it goes. You don’'t execute a form, you don’'t need conscious
effort to do it. You just sort of follow the way the music naturally wants to unfold.

2. When you speak about the short motive and endless
amount of variations of it in the composition of the shaman
songs, what about jazz. Do you see the similarities?

Jazz is such a broad concept. Definitely in free jazz or those types of jazz, where
improvisation is not so fixed. But of course improvisation always allows this
possibility of unexpected and this liveness. Even when you are following a strict
quart changes. And that happens a lot of times. For example when | play jazz, |
don’t necessarily know where am | exactly in the course, or how many rounds have
| played already. i don’t necessarily pay attention to this if the situation allows it. For
example a good drummer will let you know when you change from one part to
another. A good bass player will let you now. So that allows a certain freedom to
just flow and go. So yeah, may be. There are degrees to it. So there is sort of thing
that makes any music dead or live. But it's more likely on how we approach it, what
do we make out of it and how do we approach the limitations of the given music.
But every folk music has an element of liveness in it.

3. Is alpha best for performing and theta best for creating
according to you?

It makes sense although performing and creating are wide subjects. When you are
doing a drum session or doing the shaman violin the alpha frequency is not enough
for it. | think that alpha state is very beneficial to a lot of creation processes so |
wouldn’t limit it to that but | do agree that every state has a benefit, a special quality
that can be applied in multiple ways.

4. Do you have practical experience with creating in alpha or
theta state?

The laments are very often created in alpha state but for me the theta state is very
colorful, strong and inspiring but alone | think that for creative work it's not enough
by itself. You have to go into analyse phase. For me the creative process is so
wide so | think you need all the levels to do your creative process from the
beginning to the end so | think it needs more than the theta state but for the source

82



of ideas or to strengthen one's sense direction where the piece is going and those
kind of things using the theta and applying those to the creating work is absolutely
beneficial. But again it depends on what are you looking for.

If 1 think in the world of arts and painters like someone like Jackson Pollock who
was probably pretty much in theta state when he did a lot of things where he was
just splashing the colours. He had a huge canvas and he was throwing the paint
over the canvas. His paintings are very powerful. There is a rhythm to it and you
sense that this is not random what he is doing, he’s not just throwing the paint on it.
There’s a rhythm and there’s intelligence to the rhythm. And for me, he must have
been in a theta state when he has done that. He could have been stoned, | don'’t
know but | can sense this quality in his work. But if you would create something like
an architecture or something like that, you would need different things to
accomplish that.

5. Could you describe more the ways how you make the
laments?

Lament is a process. It begins by choosing a topic that you know that is going to
make you cry, choosing an emotionally strong topic. Then there’s an element to
finding words to it. There’s many ways to do it. We go to nature and find symbols
and images in nature that support the emotional state because this was
traditionally done. The traditional lament texts are full of imagery, nature and
euphemisms so they don't tell straight what something is. They describe it either
openly or in a hidden way. For example if you do a lament about your father you
don’t say father but you describe the father in some other way. It could be a
physical description like “broad shouldered man with a funny looking beard”. You
describe him by the imagery. Or the mother. There is a language to the original
lament. The mother was described from the physical relation. So the mother was
“the one that carried the baby”, “one who laboured me to the world”, “one who
breast-feeded me” so there’s also the physical way of describing. But there are
psychic symbols as well. For example if | describe my mother as the one who has
breast-feeded me then | am aligned in my own psych to my mother in a very
different way. This is something that is important in a lament. To find the emotional
language that includes symbols but for some people this is extremely difficult
nowadays. Some people are very unimaginative these days.

We also do exercises of just writing down the stream of consciousness and this is
basically an alpha state exercise that is pretty well known, “the morning pages”.
Julia Cameron is the author, a best-selling writer who writes about overcoming
writer's block and these kind of things. She probably didn’t invent the morning
pages but she explains them really well. It’ easy actually, when you go to bed, you
prepare 3 empty pages and a pen next to your bed and when you wake up in the
morning, the first thing you do is that you start writing. You don’t think anything, you
don’t pick a topic or anything, you just start writing in that morning state and the
idea is that you start writing before you enter to the beta state, before your coffee
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andany morning rituals that get you going. That's a powerful place to be, the time
when the magic happens, before you fall asleep and before you fully awake. That's
the time when your brain is naturally in all of these states. Every single one of us
goes at least twice a day from beta to alpha, to theta, to delta. You wouldn’t sleep
otherwise. The brain cannot jump from beta state to delta state, it has to go in
stages. So every single one of us is in trance state at least twice a day. That’s how
natural it is. We have lived prolong time in our culture when we don’t appreciate nor
practice the prolonged being in these states other than meditation and mindfulness,
which are just the techniques to it. But we wake up to an alarm clock and that's a
shock for the brain. That's why you feel so horrible when the alarm goes off when
you are in a deep sleep. You feel horrible because the situation has caused the
brain to go fast through the theta and alpha states and it can’t do it, it's not healthy
for the brain. Then we feel uneffective so we go and have an espresso as fast as
possible. We have these habits that shorten the time we spend in alpha and theta
states. So the idea of the morning pages is that you don’t do this. You wake up
slowly and it takes extra time to wake up slowly and before you rise up and do your
things you write three pages of your stream of consciousness and the trick is that
you are not allowed to stop. The pen must be in movement all the time. If you don’t
have anything to say you must write “Now | don’t have any thoughts” but your pen
has to keep writing and what comes up is pretty interesting. Julia Cameron in her
books advices to do this at least two weeks in a row but you could do it as long as
you want. This idea of writing down your stream of consciousness is something
that we can do for an emotional topic and in a same way. By allowing yourself to
get sucked into it and you don’t judge, you don’t have opinions about what you
write, you don’t correct your mistakes that you write, you don’t care if your
language is understandable for anybody else, you don’t care if you jump to the next
topic mid-sentence. This alone is the process that will take you to the alpha state.
That's how we do the texts and then the lament melodies are usually descending
melodies and they pull out the breath so we have a teaching method to it where we
take people to the state of relaxation and we have breathing exercise that turns into
the singing exercise. And in this you sing the same way you would write down the
stream of consciousness. You don’t control your voice, you don’t think, you don’t
judge, you don’t have an opinion about how your singing is. So through the
relaxation we escape those patterns and ofcourse by allowing people to experience
it. Sometimes it takes quite a lot of explaining but often | begin the lament
workshops by saying that if you had been traumatised by singing in school you will
do very well in the workshop because a good lament includes everything that the
school teacher didn’t allow you to do. A good lament includes unfixed intonation so
it looks like you are singing the wrong notes. A good lament has words that nobody
can understands, your articulation is so poor that people would understand.
Breaking in the middle of the sentence is good. Not sticking to the rhythm is very
important. All the qualities that we learned are bad singing are wonderful in lament
and oddly enough for the trained singers the lament is the most challenging to do
because they have physical blocks to singing that way not to sound ugly. They
don’t allow themselves to sound out of tune, because they practised physically so
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they’re body is that way. All of those things together take people to the alpha state
and when you combine these with the emotional topic, framed language that
supports the emotional topic and the way of singing. When you combine all of
these three, it is difficult to do any other way than in the alpha state. The relaxation
and grounding exercises helps people to enter it.

We haven't lost the capability to go into alpha state in today society yet. Using the
theta state is rare but the alpha state is something we long for. Most of us do the
walks in the nature and have these habits that do take us in the alpha states. One
of the most harmful things for this in our society is television and smartphones
because they put you in the alpha state physically. You are on the couch, a place
where you would naturally fall into the alpha state but your brain is getting so much
stimulance that it doesn’t go there. That's the reason why do you feel awkward
after watching television for a long time. You are not relaxed, you have been
relaxing for hours but you are not relaxed. And there’s a study that shows that if
you watched television as the last thing that evening, your brain doesn’t relax until
very late in the night or even early in the morning. Your level of sleep goes down
because your brain is still sort of misplaced. The body has been relaxing and not
moving but | have all these stimulance so your brain doesn’t catch up. Then you go
to sleep and your brain is confused because the stimulance ended but it's still
going on in here and the body is all the same because it was on the couch and the
brain doesn’t know what to do. That's why the level of sleep worsens a lot. So
that's a big threat to the alpha state in today society. To seek chances to be
naturally in the alpha state are taken away from us because we watch television or
chat with our smartphones.

6 Are people in laments singing in their maternal language or
are they making the language up?

In finnish tradition the singer knows exactly what is he singing about but it's not
necessarily consciously crafted. In the beginners lament workshop we suggest that
they write down the lament because it takes a lot of talent to improvise. But then
again there are even beginners who improvise they’re lament for the first time but
they have background in theater improvisation or with these kinds of things so they
are comfortable in improvising texts already. But a lot of people aren’t so we advise
them to write them down. But then when they do the lament, it happens that they
begin with what have they written but then their motion and flow takes over and
they go somewhere totally else than what have they written. And when we open up
to the authentic cry we don’t know how far back it comes from. Our body, genes
and DNA remembers traumatic events generations behind so when we truly open
to the authentic, the original cry that is us crying, our pain. We actually activate our
body on such deep levels that we don’t know where it comes from, we don’t know
how far it comes from. So sometimes the lament that begins from one topic
becomes conscious of something bigger underneath and that gets exposed and it’s
very beautiful when it happens. Very beautiful.
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Then there are other cultures like Native American cultures. They use prevocables,
which are the language of a baby or a toddler that doesn’t know the language yet
and doesn’t speak it but do try. And the prevocables have a lot of sounds that are
in between the language. In Finnish language we have very distinct A, O, U, which
are very distinct in our language, they don’t mix and are very clear. In French
language, they have very mixed sense. The toddlers don’t know it so when the
babies do the prevocables they have all these levels of vocal range.

So the native americans use these prevocables and the sounds in between the
letters a lot in their songs and also in the laments so it’s cultural.

7. Would you recommend to people to train how to stay in
alpha or theta to increase their abilities?

Absolutely. There are some studies that disagree about children but children are
naturally in theta and alpha states all the time and they disagree a little bit if they
are there until the age of 5 or the age of 7 but it seems to be that the children don’t
go to the beta state in the early childhood but they dwell there in the theta state.
That might be the secret why they learn languages so quickly and it seems to be
the theta state that allows things to go to our subconscious mind quickly and in a
more effective way. This realisation is actually the art of energy medication which
will probably be the next step in human evolution. That we'll go away from
medicating as we know it and from healing as we know it into the energy
medication and genetics and DNA repair that will change the way that we look at
disease and healing altogether. This realisation about how the body and mind
connection works and how does the subconscious mind works is a massive topic
and this is not new to the shamanic cultures. Do you remember the ma that |
showed about the remembering. That means that those people at its best
remembered traumatic events that happened in their families 7 generations ago.
And when something repeats in the line into grandchildren they could easily sort of
understand the course and consequence relations that are so hidden nowadays.
But it’s interesting to see that the genetics are proving these things to be real and
to happen. But they have mechanisms and techniques to affect these things. So
the reprogramming of the subconscious mind as an idea seems to be cross-cultural
and universal from Dalai-lama to the Kuna of the Hawaii. The tradition of changing
the perception to change the world, you change your thoughts, you change your
world. That is essentially a very shamanic idea. The shamanism has a lot to do
with perception like what is our perception and how do we see the world and how
aligned we are with the spirit in our perception. Or how are we aligned with
something else like a family trauma. We often aren’t and to some extent we always
are.
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8. You said it’s not really clear when the children stop to be in
the permanent theta wave, if it’s 5 or 7 years old. Do you think it
has something to do when the children are going to school?
50:45

The schooling system and the pedagogy of today are relying a lot on the beta
state. But | think it's part of our path as a human but the environment and individual
go together, everything affects everything. That’s the answer.

It's interesting that the alpha state doesn’t take a lot of effort to be there while
learning. But for some reason the theta state seems to take quite a lot of effort to
learn to prolong it and to learn to consciously use it. | don’t know why it is so but
somehow | think that what we’re doing in our culture and in our schooling system,
what we deny and what we allow to our kids, it somehow supports the thing that we
reward them for being in the beta state and | think that it doesn’t have to be so
difficult because it is so natural for us but there is something in the time we live and
the culture we live that a lot of people in theta / delta state area just fall asleep very
quickly when they enter certain level. So it’s interesting that it takes no practise to
go into alpha states.

9. What atributes should have a shaman artist?

The shamans of any time were artists because the language of mythology is art
and also the many layers to artist ritual. In every art school you have these
students that do extremely well. They fit in really well and they are talented in the
eyes of the teachers and all goes smoothly and they find their place in the world of
arts effortlessly. The question is: Do they really grow? Do they really find
something? Do they really go to the outer reaches of their potential? Do they really
challenge themselves? Do they go through processes that at the end of the day are
the matters of life and death to them? Not all of us do. But | think that the attribute
of pure curiosity of going beyond and explore the outer reaches of who you are and
what can you do. The curiosity to find out if possible and impossible can be altered
ad not all of us have that curiosity. Some people are just simply happy to live an
ordinary life. They are really happy. Nothing ever happens to them but they are
happy. | used to be envious of them. It could manifest itself in any possible way, in
any possible character. This is the only decisive common element.

10. Does the curiosity leads to the transformation?

It's part of it but for me there is also a calling to it, life is not satisfying if you don’t
push yourself to those limits and when | say push yourself | don’t say that you have
to work hard and suffer. I’'m not saying that you have to have initiation disease that
nearly kills you. It might happen but it's not like you have to but this is again the
cultural conditionings that we are so tied to. It could just be a lot of fun. But there is
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this element that life is not satisfying, that life is not enough for me. And that is
something else than curiosity, it's more than curiosity but curiosity is part of it.

11. Do you know other shaman artists than you?

Oh, there are many. They are beautiful people in the world doing beautiful things.
There is a dancer that | worked with last year in Finland called Gabriela
Aldana-Kekoni. She is an immigrant from Chile and she is half Mapuche, an
indigenous tribe in Chile. While growing up, she spent a lot of time in Mapuche
community but she was a half-breed so she wasn't fully taken into the tribe but she
spent a lot of time with their shaman. Then she came to a crossroad in her life
where she had to decide if she’ll be a dancer or be initiated to live a life with
Mapuche. Beautiful person, beautiful work. For her, the dancing has been part of
her way to live the shamanic life and she does healing as well.

Then there is a Khanty painter Gennadi Raishev. Khanty is a siberian tribe and he
is the most exceptional person that | have met in my life. He has a gallery ina 3 or
4 story building, 700m2. | have visited the gallery before it was open and it was full
of his paintings, so | have asked him how many paintings have you done? He
started laughing and said that nobody knows, but until now this building has little
over 20 000 paintings.They realised that his paintings are national treasure but
they can’t let them to go rotten because most of his paintings didn’t have a place to
be so the government decided to build this museum and that’s where he works. He
has atelier on the top floor and he still keeps on painting. He is around 8 years old
but he keeps painting. He is one of the most productive artists and to me he is one
of those people that had figured it out. One of the people in the world that has an
answer to everything. And the level of mythology in his paintings is just absolutely
stunning. He would probably not be comfortable to be called shaman but I've seen
him work and paint and it’s just so beautiful. He had an exhibition about Earth and
it was quite naive paintings with a particle that means the whole world. So he had a
picture of tree leaves and the tree was blooming with the flowers and then in one
leaf is the whole glow. Then | asked him if he’s referring to the shamanic
knowledge that in every particle of life there is the knowledge of whole life and he
answered that imagination is key to everything. To be able to imagine the
information of whole life in those particles and he explains his process of painting.
As a child he thought it's too limiting to watch the world from the human
perspective so he changed into a bird in his imagination and started to look at
things from above and started painting things from the birds perspective and then
he changed into a fish and that was his way of becoming a painter.

There is also Jerry Honawa, a Hopi indian who crafted Katchina dolls, Hopi dolls
used to teach the children about spirits. In the rituals they dress up as the spirits
and look exactly as Katchina dolls so the dolls are very connected to the spirit and |
met him in Arizona in Hopi reservation and he is gone now. He was an elder and
said that when they nowadays craft the dolls they can’t bend them, they don’t stand
straight, they want to be carved bended. So for him the carving was a dialogue, the
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communication with the spirit so when he carved them, they told them in what
position they want to be and how they want to be presented. He expressed his
worry because all of them wanted to be bent down and he sense that the spirits are
fixing a lot of problems that we create and that they are wearing out, they have so
much work to do that they are getting tired. We need to become more responsible
and quickly because if these spirits can’t fix all the problems that we create, we are
screwed.
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12. How important is costume for you when you play, do you
have specific costume?

I've been changing my costumes this year and for me it's been problematic but the
costume is very important to me because when you are on stage you are not alone
there. There is also your alter-ego. In the Shaman violin performances | think that
the shaman that is on stage there is sort of an alter-ego of mine. And it is a person
to whom everything is possible. And that’s the beauty of an alter-ego, that you can
have qualities presented that you don’t necessarily have in your private life. But
those qualities can become very real, that’s the interesting thing.

What do you mean by alter-ego, a role?

Maybe a role is different thing. | see an alter-ego as an altered version of you. Like
when | leave this part of my identity on hold and | put an emphasis on these
qualities of my personality. Sometimes an alter-ego can go really far. Dame Edna
was a drag artist in Australia who had a TV show and it was like Conan O'Brien
today. She was the most famous drag artist ever. She was a drag queen. (He was
a man impersonating woman). He was not transvestite, not even trans-sexual, he
was an drag artist so he had an alter-ego that was so far beyond anything that it
was an older lady. But it was like a personality of it's own. It was so developed
artistically. So there was the Dame Edna show that was broadcasted all over the
world in 1980’s. It was the most successful talk shows, really funny. That's an
example of an alter-ego because it's a role but it's more than a role because it's
become a part of your reality and probably there is a dialogue between for example
Dame Edna and the real identity in the head.

So the costume changes you, it's a conscious process of transformation so it's
important element. My outfit was developed for quite a long time and I've had it for
ten years so I'm not happy with it because I'm a different person and | need a
different outfit but it's been difficult to find the right artist to help me design and
create it. My boots come from the Hanti artist, my belt has a lot of gifts that come
from people from all over the world and all these things. It is important.

13. Does it have any symbolic meaning?

For me yes. There are things in my outfit that are both my history and experiences,
it's very important to me. The pouch that | have on my belt, it's a Hanti pouch that
has a family symbol in it and it was a gift from my first field trip to siberia so when |
have it, it connects me with those people and memories of them and the part of me
who has traveled to siberia and been there. The boots are also from siberia and
have amazing story. | hope that | will be famous enough that those boots will be in
some museum when I'm gone because the boots deserve it. They were made by
Polder-Hanti woman. They are much smaller than | am because I'm a tall
scandinavian man so I’'m much bigger than Hanti people are. When | saw the
shoes she made for me, | knew that they were too small for me and | asked if she
could make them in my size and without any words she stood up and went away.
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Not in a way that would suggest a yes. In the last day of the field trip | decided to
go over to her place because | really wanted those boots but | didn’t know what'’s
going to happen. | entered the room on an exact time, when she had the boots
ready. She cuts the threads and they were ready and | came in. For her it was a
big spirit sign because who knows when is the right time to come intuitively. There
was this respect all for sudden towards me. | tried the boots and they were exactly
my size. Then she becomes terrified because only dead people wear shoes without
stuffing in them and | was trying them on without it. She was terrified because |
came in in the right moment and did thing that only a dead person would do so she
didn’t like that. These stories are important for me, they are part of my identity so
they carry a lot of spirit power. Then | have some things that | bought on my
journeys and some gifts that | was given by people and those gifts are like a
symbol of a meaningful exchange so there is always a chance to add
consciousness and meaning to anything you have.

14. Do you have anything in your costume for protection or
some connection with your spirits?

To connect yes. This is a theoretical question. There are different approaches in
shamanic traditions to protection and a lot of them do protection magic, which is a
big part of shamanic tradition.

The shamanic line that | relate to has a different consciousness. In my
consciousness the only thing that | need to protect myself from is myself. The world
is not a threat to me. No one can make me a victim except myself. The awareness
and consciousness that | have practised is so | don’t build walls between me and
the world. | don’t need protection in that sense but | need to be awake and
conscious to know what I'm doing and take responsibility. The alignment and
responsibility are two words that keep repeating in my speech and it's not an
accident because these are the most important things. When my perception is
aligned with my spirit I'm seeing things as the spirit sees them. There’s absolutely
no need for protection.

Do you know Susanna Aarnio?

Yes, she could count as an artist as well. She is not doing art as an artist. She’s
been studying under Johannes Setala all of her life and Johannes is an artist. He is
both a bass player and a sculptor and book writer. The native council that includes
a lot of different tribes and their shamans have named Johannes to be guardian of
the northern fire so he is very respected finnish in the native communities. And an
artist too.

Susanna is his disciple for more than 25 years and | know them both.

Susanna takes her costume very seriously. She has applied things to it that comes
from siberian tradition, Yakut and Nganasan traditions to be precise. Also a little bit
of Selkup. She is very drawn to them and for her protection it's very important.
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There are a lot of protective elements in her costume but this is where me and her
differ. We follow different lines of shamanism in this sense and for her it's really
appeal. It's fantastic costume but for me it's not appealing. But that’s an individual
preference. For Susanna the trans is different, it's about aligning with heal and for
me it’ aligning with performance and that’s a very big difference. She relates to the
person that she heals, to the deceased that he or she has. She approaches things
that are harmful.

| have a personal story to this. There was a Yakut shaman outfits that were
portrayed in a museum in Finland and there were outfits of the 7 different shamans.
The Selkup outfit was so appealing to me and beautiful that | could have spent the
rest of my life next to that ouffit. It was so beautiful to my eyes. Then there was the
Yakut outfit that | felt | don’t want to go near it. | felt something from it, that | don’t
want to go near it but | went anyway and i got a migraine. | left the museum in a
horrible pain but that was long ago and | wasn’t so conscious than about things and
| was very open in that time. | was not consciously chosen to practice the line and
ideas of protection at that moment, | was still sensitive to experience these kind of
things. But the interesting thing of this story is that the reason | reacted like this, the
reason | had the migrene, the reason why it all happened was that later | learned
that those decorations of Yakut costume was places where the shaman took the
disease. So symbolically there were places where the shaman imprisoned the
diseases and malfunctioning places. So there was a lot of conscious power in
those elements of costume that were carrying traces of consciousness of difficult
diseases. So this as an artist | don’t do, | don’t approach their illnesses, | don’t
approach their pain and if | would do it, | would have a different kind of costume
just as well.

But then again doing the lament workshops, there is a lot of pain and a lot of
trauma and a lot of disease that we address but for me | don’'t need any other
protection than a clear intention and the alignment, that'’s all.

15. Do you feel the presence of your protection and guidance
spirits when you play and do you ask them for help and
presence?

The presence alone is very helpful and powerful. in performance we all know the
dance that we are dancing so the communication doesn’t happen in words. But this
is also a personal thing. People often have an idea that communication with spirit
would be something, feel or be something. They have an idea that you hear voices
or see shapes. You have a fixed beliefs what the spirit communication will be like. It
can come from fairytales or whatever but in reality everyone of us has a leading
gift. For me as a musician | thought for long years that my leading gift is hearing
because as a musician I'm very auditive and | can hear the perfect pitch and all.
When | was young | thought that I'm supposed to hear the spirits but that is not my
lead. My lead is kinetic, | feel. | don’t see, there’s different people that see, but |
feel.
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There is a method of diagnosis, where you see a person and imagine his health
body, which is in a perfect health. That's the ideal health of a person and if he is
not aligned with his health body he is not healthy. It's an energy field around a
person that can be related to as a health body. Some people see the health body
and can say that they now want this part to be visible etc. and they see it.

And I'm not a person with the visual gift so if | try to do this it wouldn’t work like this.
But everyone of us has a leading sense and mine is to feel, to be kinetic. So when |
have the conversation with my ancestors or my helping spirit | feel it. | don’t hear
them, but | feel them or if | am aligned with them or not. | feel the presence different
realities, dead relatives. Sometimes when you start to talk about something, you
activate that energy and you call it hear. That's why the indigenous cultures were
very conscious of what they talk about. For example they didn’t talk about the bear
ever because a bear is such a strong beast that if you talk about the bear, you
might be calling the bear to come and cause problems or struggle in your living
space. That's why they were talking about the forest animal or the uncle in the
forest. Things that weren’t addressing the spirit directly. In every mythology naming
is the most effective way to call the spirit. When you call the spirit name, you call
it's consciousness immediately in your present space.

| feel emotions and it took me long time to learn when I'm feeling other people's
emotions and when I’'m feeling my own emotions because it’'s not always that clear.
Sometimes you are feeling an emotion of someone, who is thousands of miles
away but you are very energetically connected to this person in your thoughts and
with your energy and you think that these are my ideas but they aren’t.

That’'s why it’s difficult to describe how the things exactly happen and it’s also very
individual and it happens to everybody different way. So if you are a kinetic person,
you can understand me and it's useful to have this conversation. But if your lead is
visual this could be even harmful because you can start to have beliefs of
something that is not part of you.

The spirit wants us to learn who we are and not how he did it.

Everything can be practiced and everything can be developed and nothing
happens by itself.

16. How do you create your music, do you use any shamanic
principles, wavelengths or your spirits?

Whenever we are inspired, we are aligned with the spirit. For me joy is a very
essential thing in life and | value it above everything. The unconditional love is very
important in a way of being in this world but | think that unconditional joy should
recieve way more attention than it does. Whenever | follow joy or whenever there is
this thrill of joy, excitement and inspiration, not necessarily excitement because that
could be a different thing, but when there’s this delight of something | know that I'm
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connected with the spirit. I'm aligned with the spirit, | am doing what the spirit wants
me to do.

It's the same in proverbs like, when you begin to knit, the spirit provides the thread.
When you begin the action that is correct with your path, the spirit will be there to
help you. You will find doors where there never were doors before.

And if 'm not feeling the unconditional joy and aligned with the inspiration, what is
holding me back. Those are very spiritual questions. This is the principle | follow.
Another important principle that is there is the principle of predator and prey. In the
shamanic way the predator and prey are connected and all of us are both. The
creative work feeds my predator, it's safe and easy way to feed my predator. Good
example for this is a friend of mine, one of the best photographers in Finland.
When he took a photoshoot with us 2 years ago he turned into a beast. He was like
a hunter with his camera, all his senses were highlighted, he was like a true hunter
with that camera and he was having fun. It was feeding his predator and waking up
his predatory senses. But sometimes | need to do a creative work just for myself
that doesn’t make any sense. It doesn’t lead to publication, it doesn’t lead to
anything. It's only my own practise of feeding the predator so it's active and
activating things in me. So my entire psychic balance is dependant on certain kind
of working so if | would go away from this creative work for too long | don’t find a
way to be aligned or in balance. In a human psych the predator has to be fed. If
you don’t feed your predator it will go it's way and feed itself by itself by something.
So if you don't find a healthy way to feed your predator it will cause problems in
your life and for me art and creation is one of the ways of feeding the predator. So
those principles are essential. The principle of knowing that | follow the spirit when
I’'m in alignment with the spirit | feel inspiration. | know I'm in the right place and |
know I'm doing the right thing, following the bliss. To me that is a shamanic
principle. Because it's not very cultural. Often when you follow your bliss, it means
that you’re going to stumble the society’s square thoughts. You will have to evolve,
you will have to transfigure, you will have to find your way out of here. And that
going away from the comfort zone is feeding the unexpected and feeding your
predatory side. It's feeding the expansion of myself.

17. Does someone go to you with some problem like to to a
shaman?

That is not my decision, | meet thousands of people in a year in my travels and so
on and it really is a deal between my spirit and theirs. And if there is an
understanding that | can help them, then there is a spirit connection and it’s pretty
obvious that | have to do something. | don’t have an instruction book so | cannot
tell you that this is what | do. | never know and often this is the magic that you do
something without a clue, you trust the spirit. There is a story about a Sami
shaman who did not receive initiation to become a shaman because his relatives
were killed in the WW2 so he didn’t receive the initiations that he was supposed to
receive. A native american friend of mine met with him and just had an idea: How
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about we do the native american feeding ceremony to your ancestors, that we
make some offerings by burning food. How do you feel, would it be fun? And the
Sami man said that it sounds wonderful and that they should do it like their culture
is doing it. And they went to the Inari lake, put the fire on the ice of the lake and
made some offerings. He received all his initiations right there. It's an example that
there was a wish between those two people and there was the wish that he will
receive the initiations. There was constant looking after those but there was not
known conscious way of how it's done but they were inspired, they felt good and
they felt that giving the offerings to the ancestors is something that is needed and
something that is important and followed that. It resolved in a most beautiful way
that they couldn’t even imagine.

This is the way, you are consciously aware of the possibilities of the impossibilities,
you don't look what's possible and what's not because the cause and
consequences in the non physical world or in the spirit world are not logical to us.
My intuition says to me that | need to call my friend and say to him blue is important
today. It doesn’t make any sense and it's absolutely ridiculous to you to make a
phone call like that but when you give up and do it, the meaning of it unfolds and
that is how it works with the spirits. You have to trust your unknowing and not to
see that as an obstacle to knowing. How great it is to be surprised by the things
that you didn’t expect. This is again a shamanic heritage line that Suzanna for
example understands what I've said and had experienced it and has really big
respect to this. But her line is more straight forward like. My line is more exploring
and being open and holding the awareness and consciousness open for things to
happen because often we don’t have this. Most of the time we are unconsciously
and consciously tied to fixed idea of cause and consequence that has to be in
some way. So we don't allow things to happen, to realise, to manifest that are
outside of that field. For me it's inspiration if | feel that | have something to give to
someone, there’s inspiration tu it, it feels good, it's fun. There’s this unconditional

joy.

18. When someone needs help, does your spirit connect with
the one that needs help or is it that they knock on your door and
come physically to you for help because you are a shaman?

It happens in all variations that you can think of. It doesn’t by practise to me. My
wife is a shiatsu therapist and she has her office and practice downtown so she
has a reception. If people have a problem, they call but that’s not what | do.

I’'m committed to carry on with the lament tradition. I'm committed to that practice
so of course anyone open and interested in that practice | feel that it's my
obligation to keep the information and pass it on. What we do now is for me more
of a coincidence. | rarely talk about the shamanic side of my work but I'm rarely
asked. There is a native american saying which is very lovely about shamanic
teaching. When a person has a question, he is already equipped with everything he
needs to understand the answer. When you know what to ask, your consciousness
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is ready to receive the answer. There is the same saying in the shamanic training.
When a student stops asking, the teacher leaves. It's a beautiful way to put it
because there is a responsibility to it and very often people in shamanic practices
have an agenda. They are aware or unaware, they want to heal the world or
something as ridiculous as this. They have a personal agenda. This pains me and
therefore | do action to get rid of that pain and that person has to learn this now. It's
all very unhealthy and leads to the situation where people are not respectful
responsible doing what they do. They don’t understand the motives of why are they
doing it nor the ethics that are involved in doing it. So that's why | think this is a
beautiful way to say it. When a student stops asking, the teacher leaves. It’s alsop
the responsibility of the teacher. Don’t overwhelm people with your ideas. | don’t
practise openly, run ceremonies or something like that but then again | have
students where my approach is very psychological. And in lament workshops
healing happens, people heal themselves. That's also what | say in the video, |
don’t heal anybody. I've never heald anybody and | never will. | help people to align
with their health so that they can heal themselves.

| didn’t expect to give you a straight answer but that was a straight answer.
(laughing) I help them to help themselves.

19. There is a huge topic in the shamanism, the drugs,
mushrooms, alcohol or other things affecting shaman in his
work. You mentioned that you cannot work with people under
medication, because they don’t react naturally. Is it somehow
connected?

The native way of seeing the drugs is that there are plants that can be teachers.
You can go to an ayahuasca ceremony. The ayahuasca is a plant that traditionally
opens up the female goddess consciousness. That's why it's become such a
fashionable drug. And also because it's not pleasured. It makes you throw up,
diarrhea and shit into your pants before you get a vision so it's not a party drug.
You don’t use it unless you are sincerely looking for a transfiguration and it's one of
those plants that seem to carry the female goddess consciousness. It's over and
over again people under ayahuasca meeting with the feminine god, with the mother
god. And think that now when the neglected feminine power is coming back it's
very logical that this drug has become fashionable. Whether it's used responsibly
or not. | see this link and this fashion.

Native way is to see that plants are for healing and they take you to deep places.
And they are not taken for entertainment or escapism - escaping the reality. They
are not taken for fun and that’s very different.

Mushrooms are traditionally used in finnish culture, they have a tradition if Finland.
| don’t have much experience with them because when | was a child | played a
violin and fell to trans state and started learning this. For me, there is a big curiosity
about where can be human brain taken without the drugs. This interests me a lot
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and far more than taking the drugs. But | do respec these plants tremendously. And
in my life, there could come a point where | would need their help, really need the
plants to help me to make the next shift so | respect and acknowledge them a lot.
There is a problem with a white man. Like tobacco, it's an holy plant, one of the
holiest plants for the native americans. What will white man do? He smokes pack a
day. When we overuse something then it loses its holiness and effect. aNd tobacco
is originally for ceremony to change your brainwaves and to help you to rewire
some of the brain. But when you smoke it constantly you lose all the benefits of it
but you get all the bad effects of it. So it's a big discussion about drugs and the
Castaneda books have done so much harm to this. Their emphasis on the power
plants is so creative, so inviting. | think many people relayed their drug use in a
different ways because they’ve read Castaneda.

But | never had a calling to them, | never was so interested in how far we can go
and in a way the lament can take you so deep. You can go into psychosis inside
the lament and heal yourself from a psychosis in one lament. It is a mechanism
that can be emphasized so far that it's effect is so great as some of the drugs
would do in the most healthy and beneficial setting.

This is my experience and attitude to drugs so for me it's problematic because the
white people have taken the use of these plants into the level that they are
addicted to them and they are not healing anymore. that addiction is the problem,
not the drug. Why did you choose this addiction. That's where the problem is.

Are you talking about normal drugs like marihuana and alcohol too?

Anything can be used in a beneficial or destructive way, anything. It's not my job to
decide what is beneficial and what is hurtful. | used to be more judgemental about
these things but | have grown out of it.

20. Do you have any experience with neoshamanism of Michael
Harner?

Yes and no, | know the book and | think it's a pretty good book. It looks like here in
the west we have this need to define things, to say this belongs to that framework
and context and that’s what it is. But it’s really difficult in real life.

There are a lot of people who would like to see the shamanism as something that
only belongs to the traditional community and only can exist in the traditional
community. But that’s like saying that shamanism was ready and perfect at that
time of the world and it doesn’t evolve and it never changes and that’s not true. So
| think that there is in neoshamanism sort of shift and debate of what shamanism is
and what is it becoming. And what is shamanism in the urban culture or urban
white culture. These questions are really not answered. There are answers but are
they sufficient? For me they are not. It's also interesting to see what is happening
in the history. There is dialogue between the indigenous cultures and other
cultures. It's always been there. There is even a Hopi prophecy about white man
evolving into the state that we will come to them and ask for knowledge and they
will be responsible for providing us that knowledge and then we enter to a new
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phase of evolution of humanity. | don’t know what is true or not, all | know is that a
lot of different things happen and it's also interesting that this dialogue is needed
and very important and we have a place and role to it. It's not necessarily only
receiving knowledge. We have a gift to be given to the indigenous cultures just as
well. We just need to find a way to overcome the traumas of the history. And it's not
their trauma, it's our trauma just as well. It's common that the prey and the predator
go together, if we suppress their culture, we have a huge trauma in us. How will we
deal with that trauma, how do we deal with colonisation. We have to decolonise
ourselves too. These processes will take a lot of things. One man has talked once
to his son who was worried about the old ways disappearing and feeling sad about
the decline of the culture. The man told him not to ever do it. Don’t grieve for these
things because when they are needed, they will come back. They can’t disappear.
This is something that | personally think very carefully and have witnessed it in my
own life. The lament itself was extinct, it is extinct genre in most of the europe and
now it's coming back. It's coming back as something different that it was but the
essential mechanism is coming back.

When we speak about shamanism, hundred years back, in native community a
child was tested to become shaman, the child did not have a choice to say no. Now
they do. | sometimes wonder if someone like me exist just because too many
people say no. Somebody has to say yes. The spirit has to find those who say yes.
So maybe the balance in this world is shifting and it's not predictable anymore who
says yes and who says no.

This is just an idea, it's not my philosophy, it’'s just something that | think about.
Especially in the relations to the neoshamanism. Maybe it's time for shamanism to
evolve and become something else and we just need to find what it wants to be. To
invent the new forms for it. For myself there is no doubt whatsoever that we need it.
Not the world, | don’t want to save the world. | just see the value in holding different
awarenesses and maintaining consciousness in a certain way. There is value to it
in itself regardless what happens to the world. Surely it could change the world but
that is not the motivation.

| must give you credit for these pretty deep questions.

There are more but | think | cannot spend my whole life rewriting
this interview.
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