Introduction: Return of human remains and Indigenous cosmopolitics

The return of human remains from museums to indigenous populations as a part of broader processes of postcolonial transformations has attracted a growing body of research in anthropology. Most of these studies focused on the phase preceding the return, in particular on the colonial history of collections, on the evolution of legal frames of repatriation, or on indigenous activism and ceremonies of repatriation [START_REF] Bray | The Future of the Past. Archaeologists, Native Americans, and Repatriation[END_REF][START_REF] Curtis | Thinking about the Right Home -Reaptriation and the University of Aberdeen[END_REF][START_REF] Fforde | The Dead and Their Possessions. Repatriations in Principle, Policy and Practice[END_REF][START_REF] Gagné | Musées et restes humains: Analyses comparées de cérémonies maori de rapatriement en sols québécois et français[END_REF][START_REF] Nakamura | Redressing injustice of the past: the repatriation of Ainu human remains[END_REF][START_REF] Turnbull | The Long Way Home.The Meaning and Values of Repatriation[END_REF]. Longer effects of the repatriation of human remains on indigenous societies have been somehow out of the focus in this literature, as if the repatriation did not raise internal debates within indigenous societies and always had a happy ending in these often complicated stories. This chapter is an ethnographic contribution to the study of the post-return phase from a religious and ritual angle. It is organized around two main questions: first, does the return of archaeological human remains that are considered ancestors of indigenous populations trigger transformations within indigenous religiosities1 ? Second, when the reburial is impossible for various reasons and is replaced by museification on indigenous lands, how do local museums contextualize human remains and how do they manage the agencies of these unburied dead?

In this chapter, I show how human remains are powerful actors of cosmopolitics that include human and other-than-human beings into a common collective of coexisting subjects (see Dussart and Poirier in this volume;[START_REF] Latour | Politiques de la nature[END_REF][START_REF] Stengers | Cosmopolitiques II[END_REF][START_REF] Poirier | Reflections on Indigenous cosmopolitics/poetics[END_REF]). The approach to human remains is also inspired by Katherine Verdery's seminal work on the political lives of dead bodies that became symbolic vehicles for political and moral change in Eastern Europe after Socialism (1999). The ancient human remains claimed for return are political symbols, too, since they perfectly embody the conceptions of ancestrality, kinship and locality, and allow thus for the modelling and re-modelling of ethnic, cultural and religious identities. Yet, as we shall see, human remains and dead persons are more than symbols, but actors and partners within various ritual practices that take place in the museum since the mummy's return. This chapter draws upon the story of the so-called Altai Princess, a 2500-years old female mummy found in 1993 by Russian archaeologists in an ice-filled grave in the Altai Republic (Southern Siberia, Russia)2 . After the excavations she was transferred to the Institute of Archaeology and Ethnography (Russian Academy of Sciences -RAS) in Novosibirsk, Russia's third largest city and capital of Western Siberia, where she was studied and displayed for about twenty years. The mummy belongs to the Pazyryk archaeological culture (VI-III centuries BCE), a branch of the Scythian people of mostly Iranian origins, who lived in the Eurasian steppes during the Iron Age. Russian academic archaeologists do not consider contemporary Altaian people as heirs of the Pazyryk, and deny cultural and genetic continuity between these two populations. For them, this particularly well-preserved mummy was a valuable find because of her exceptional state of conservation which shed new light on the art of tattooing, techniques of mummification, genetics, life styles and commercial networks of the Pazyryk [START_REF] Molodin | Fenomen altajskikh mumij[END_REF]. But for the Altaian people, the Princess was one of them, an unburied ancestor from the sacred land of Altai where, they claimed, she belonged. This entanglement of ancestrality, kinship and locality is the main feature of the importance of the Princess for the Altaian people, and allows for comparison with other different uses in the past to affirm and reshape contemporary cultural identities around the globe (see also chapters by Laugrand, Tassinari and Vaarzon-Morel in this volume).

In 2012, after almost two decades of protests, the Princess's mummy was returned to Gorno-Altaisk, capital town of the Altai Republic. In this problematic return process [START_REF] Plets | Repatriation, Doxa, and Contested Heritages: The Return of the Altai Princess in an International Perspective[END_REF], Altaian requests for the reburial were respectively rebuffed by academic archaeologists and denied due to her legal status as heritage of Russian Federation. The museification in Altai was therefore a negotiated compromise to respond to both the claims for her return and the heritage conservation logic. Anokhin national museum of Altai Republic in Gorno-Altaisk (Figure 1) became the repository of the mummy for an indefinite period of time. Today, several years after her return, some Altaian people recognize the museum as a place where the she can be both preserved for future science and at home in Altai. However, most -and in particular several religious leaders -consider the museification only as a temporary solution and express a strong wish to see the mummy reburied. Apocalyptic oral narratives continue to depict her as an angry and a vindictive entity who asks for reburial according to Altaian funerary traditions and who will send diseases, deaths and natural disasters, such as earthquakes and floods, until her wish is granted [START_REF] Doronin | Chto opyat' ne tak s "altajskoj printsessoj"? Novye fakty iz njuslornoj biografii Ak Kadyn[END_REF][START_REF] Pimenova | Un paradis à reconquérir: critique sociale et utopie dans les discours sur la « Princesse altaïenne[END_REF]see also Halemba 2008). These claims for reburial tightly connect human actions to the other-than-human realm, reminding us that Indigenous discourses on the end of times re-activate moral norms (see also Crépeau in this volume). In other terms, the return of the Princess to the Altaian museum has been perceived as a good step forward in the recognition of Indigenous cultural rights. However, Altaian people lived the return of the Princess to a museum as morally and cosmologically unsatisfactory Figure 1: The Anokhin National Museum of the Altai Republic (Gorno-Altaisk), Siberia, Russia. On the right side of the building, the wing with a sloped roof houses the "Ukok Plateau" exhibition space where the Princess lays. Photo : Ksenia Pimenova, 2017.

One of the purposes of the ethnographic fieldwork I have carried out in the Anokhin museum3 , was to understand how visitors and employees relate to the presence of the Princess's body and what meanings they attribute to her persona. Initially I did not expect to find many ritual practices in the museum since Altaian people have multiple taboos concerning dead people and death itself and do not worship ancestral remains. Neither do they grant them with any positive power of protection, as Catholics or Orthodox Christians do with the relics of saints. On the contrary, dead bodies and any material traces of death are considered dangerous for the living. The same concerns the souls -and in particular the souls of recent dead people-who can turn into dangerous ghosts taking the life of their relatives. Only ritual specialists can deal with them during rituals that aim at expelling the souls of the dead from the world of the living. Laypeople are not supposed to interact with these beings and should avoid any contact with them. Yet, I have found that the Princess in the museum attracted a broad spectrum of ritual attitudes and practices: these included strategies of avoidance, but also more positive actions such as verbal communication with the mummy, different ritual gestures and elaborated offerings.

These gestures and formulas (normally used in other ritual contexts) can be analysed as a process of establishing relations to the Princess, a sign of ongoing ritual transformations. One way to explain this phenomenon is that her presence in the museum challenges Altaian traditions that assume the burials of all remains and their concealment from the public eye. People therefore feel the need to address the Princess in the museum, but cannot draw upon funerary traditions. The complex status of the Princess's persona is another way to understand these ritual relations. Since her discovery in 1993, the inhabitants of Altai Republic considered the Princess as being at the same time as an ancestor of the Altaian nation and as a powerful, dangerous and vindictive dead soul. While establishing their own ritual attitudes to her body, people also seek to solve complexities and contradictions of her ontological status. Drawing on the relational approach to the ritual [START_REF] Houseman | Relationality[END_REF][START_REF] Houseman | Naven ou le donner à voir. Essaie d'interprétation de l'action rituelle[END_REF] I argue here that ritual practices reflect both the complex status of the Princess and the lack of traditional ritualization of the unburied dead person.

The Anokhin museum also plays an active role in these transformations. It does not only recognize the legitimacy of Altaian interpretations of the Princess's persona, but also actively reproduces them. The concept of media cosmology, as developed by Nepton Hotte and Jérôme, is helpful here since "it allows for the articulation between pragmatic actions and Indigenous cosmologies (see p.XXX and passim, this volume). The museum takes indeed decisions on exhibition settings and makes implicit and explicit rules of visiting and behaving next to the Princess' remains. Cosmological conceptions can take here the shape of material displays and precise actions. This role of the Anokhin museum has something to do with its particular nature as a "Museum of Selves, using the term proposed by Bénoît de l'Estoile (2007). The "Museums of Selves" represent and construct the identity of the community (or few communities) in which they are located, in contrast with the "Museums of Others" that represent indigenous cultures as seen by former colonial empires. Western museums of ethnography, most of which fall into the second category, try to fulfill their function of "contact zones", to use Louise Pratt and James Clifford's expression [START_REF] Clifford | Routes. Travel and Translation in the Late Twentieth Century[END_REF], between their mostly Western audiences and the source communities. They develop a sense of guardianship and implement indigenous protocols for the curation of objects; and they have also become more receptive to repatriation claims [START_REF] Morphy | Scientific Knowledge and Rights in Skeletal Remains -Dilemmas in the Curation of 'Other' Peoples' Bones[END_REF][START_REF] Poirier | Drawing Lines in the Museum: Plains Cree Ontology as Political Practice[END_REF]. However, the "participative" projects within Western museums often encounter limits in the representation of indigenous meanings [START_REF] Jérôme | Représentations de soi et décolonisation dans les musées: quelles voix pour les objets de l'exposition C'est notre histoire. Premières Nations et Inuit du XXIe siècle (Québec)?[END_REF] and are criticized for reproducing the dissymmetry between "Western us" and the "others" [START_REF] Boast | Neocolonial Collaboration: Museum as Contact Zone Revizited[END_REF].

Unlike Western museums of ethnography, the Anokhin museum is an indigenous institution, linked to (and dependent on) other cultural and political institutions, such as the Ministry of culture of the Altai Republic. The scenography of the Princess after her return in Altai in 2012 did not actually result from any collaboration with external indigenous groups. It rather stemmed from two converging factors: first, the personal habitus of the employees-most of whom are Altaians or Altaian-born Russians-and second, the instrumentalization of the museum within local political agendas of construction and representation of local ethnic identities. Although Anokhin is bound by Russian heritage law to curate a human remain that Altaian people would rather rebury, these two converging factors informed the museum "recontextualization" of the mummy [START_REF] Myers | Introduction. The Empire of Things[END_REF][START_REF] Thomas | Entangled Objects: Exchange, Material Culture, and Colonialism in the Pacific[END_REF]. While "recontextualizing" the Princess, the museum took into consideration contemporary Altaian perspectives and allowed for the creation of ritual relationships with her within the museum space. In doing so, I argue, it has become not only a new location for ritual practices, but also an institutional actor that maintains religious meanings of the Princess and shapes ritual change.

The first section of the chapter is an overview of the complex Altaian ethnic and religious funerary traditions. The second section analyzes lay ritual relations towards the Princess that reveal her complex ontological status. The third section draws upon experiences of communication with the Princess to analyze her role in new ritual careers. The fourth section focuses on the Anokhin museum as a material and institutional environment that encourages multiple readings of the Princess's persona and ritual relations towards her. Finally, the conclusion outlines the role of the museum as new space of cosmological reconfigurations and ritual transformations.

Altaian funerary traditions: The Princess between ghosts and ancestors

Altai is a Central Asian crossroads located in South-Western Siberia, on the borders of Russia, Mongolia, China and Kazakhstan. The territory of the contemporary Altai Republic has been a Russian colony from the XVIII century. It is populated nowadays by a majority of Russians, by the Turkic-speaking Altaians (approximately 35%), and by a significant minority of Kazakhs (6%) who live mostly in the Southern Altai next to the Kazakh border4 . The Altaian people all-together count about 70000 individuals and are composed by several close ethnic groups, speaking dominant southern Altaian languages (Altai-kizhi and Telengits) and other northern ones. The relative unity of different Altaian groups has been shaped by Russian imperial and Soviet policies, though Southern and Northern groups still display economic, cultural and ritual differences. Although all the inhabitants of the Altai -including the Russians and the Kazakhs -were concerned with the fate of the Princess (Halemba 2008), her story has embodied specific Altaian ethical conceptions and ideas of spiritual power.

Nowadays the main religions practiced by the Altaian people are Shamanism, the Ak Jang ("White Faith") movement, as well as Tibetan Buddhism. They overlap in many ritual areas, but also compete for the role in defining Altaian identity [START_REF] Post | Contemporary religious life in the Republic of Altai: the interaction of Buddhism and Shamanism[END_REF]. Shamanism is represented in Altai by individual shamans (kamdar) and other "inspirational" specialists, such as "people who know something" (neme biler ulus) able to see or sense the spirits. They all claim a connection with different other-thanhuman beings that may include evil spirits and souls of the dead. Some Altaian shamans and neme biler ulus communicate with the Princess and transmit her messages [START_REF] Doronin | Chto opyat' ne tak s "altajskoj printsessoj"? Novye fakty iz njuslornoj biografii Ak Kadyn[END_REF]. The contemporary Ak Jang (« White Faith ») religious networks draw upon the legacy of the messianic Ak Jang movement (known also as burkhanism) that appeared in 1904 and had an anti-colonial (i.e. anti-Russian) and anti-shamanic dimension, aiming at re-establishing morality and purifying the Altaian ritual practice and faith from the worship of malevolent entities [START_REF] Znamenski | Power of Myth: Popular Ethnonationalism and Nationality Building in Mountain Altai, 1904-1922[END_REF]). Today's Ak Jang promotes regular collective rituals, the respect of morality and customs as the basis of the "Altaian way of life". Some Ak Jang leaders have particularly been active in claiming the return of the Princess and her reburial. Finally, Buddhism is supported essentially by Altaian intelligentsia as an institutionalized religion with clear ritual and moral rules: a quality that puts it in competition with the Ak Jang movement (Halemba 2003), but does not exclude shamans and "people of knowledge" who might be inspired by Buddhist ideas and ritual practices and are part of Buddhist networks.

It is important to stress at this point that lay discourses and simple rituals represent a rich domain of spiritual life beyond these three "denominations" with their specific religious authority. Laypersons can either endorse or contest discourses and practices of religious leaders. They are traditionally granted with the ability to perform simple rituals. Whereas the story of the Altai Princess pushed Altaian shamans and Ak Jang leaders to take moral stances and to develop new ritual practices, it also triggered lay ritual agency, for instance, in museum.

The attitude to dead bodies and to death is a point of convergence between these different denominations and between ritual specialists and laypeople. As other indigenous populations of Siberia and Mongolia (D'jakonova 1975;[START_REF] Delaplace | L'invention des morts[END_REF], the Altaians transported their dead to isolated places and put them in shallow graves, or left them on the ground to be eaten by wild animals [START_REF] Toshakova | Tradicionnye tcherty narodnoj kul'tury altajcev (XIXnachalo XX v.)[END_REF]). These burial sites were known and avoided. Soviet funerary reforms introduced the obligation to bury in cemeteries the dead in deep Russian-style graves, yet traditional conceptualizations of death persisted. Unlike Russians who regularly decorate tombs of their dead relatives, Altaians do not visit cemeteries or burial sites. Contemporary cemeteries, ancient burial places and sites of fatal road accidents are sites of avoidance.

Regardless of personal affinities with Shamanism, Buddhism or Ak Jang, death is tightly linked with the notion of danger. The souls of the dead are believed to wander on earth for a certain period of time and turn into ghosts or evil spirits (alt. sing. Körmös). They are particularly dangerous for their relatives and neighbours, and may also attack persons who are not their kin (Broz 2018). There are numerous techniques poised to disconnect the bond between the deceased and his/her family. To prevent the return of the dead soul of crucial importance are shamanic rituals called "last meals", organized 40 days after the death: shamans "speak" to the deceased and then send the souls away for good from the world of the living to deactivate their danger. The attachment of the dead to the living -and in particular to the living kin -explains why ghosts are the most important figures in Altaian relationship to death. The concept of ancestors, on the other hand, is much less elaborated and seems to apply only to those remote dead whose memory is pacified by time.

With regard to this distinction, archaeological human remains such as the Princess occupy a complex and uncertain position. They are unburied bodies and no one knows what rituals (if any) have been performed for their souls. They are perceived therefore as animate, still "in our world", and gifted with harmful agencies. From this perspective, archaeological digs disturbed the Princess who became a great danger for all inhabitants of Altai, especially those who lived in Southern Altai next to the Ukok Plateau.

Her persona, however, has been also more positively interpreted as an emblem of cultural identity. After the fall of the USSR in 1991 Altaian nationalism appropriated the Pazyryks as a deep history of the Altaians [START_REF] Mikhajlov | Altai Nationalism and Archeology[END_REF]. The latter now perceive the former as their ancestors and predecessors either in a narrow genetic sense or more broadly in terms of historic and cultural continuity [START_REF] Broz | Substance, Conduct and History: "Altaianness" in the 21 Century[END_REF]. The Princess also lived and was buried in the sacred land of Altai, and thus shares the mystic essence of "altaianness" with its contemporary inhabitants regardless of their ethnic origins.

These two contrasting perspectives converge towards reburial as a respectful way to treat her as an ancestor and to deactivate the danger the Princess represents as a dangerous ghost. Since the reburial remains impossible for legal reasons, the presence of the dead body in the museum continuously challenges Altaian funerary conceptions and fosters new ritualizations that reflect the plurality of the Princess' meanings.

Ritual creativity and relations with the Princess

Françoise Dussart and Sylvie Poirier rightly remind us that "cosmologies are reproduced, transformed and legitimated through people's experiences, including dream experiences, as well as ritual and pragmatic actions" (XXX). Rituals, rather than beliefs, are therefore one of the main domains of life where the entanglement of cosmological continuities and change can be observed anthropologically. In the studies of rituals, a growing body of research does not consider rituals as stable and unchanging events, but rather focuses on ritual invention and creativity (for example [START_REF] Bell | Ritual: Perspectives and Dimensions[END_REF][START_REF] Fedele | Looking for Mary Magdalene. Alternative Pilgrimages and Ritual Creativity at Catholic Shrines in France[END_REF]Grimes 2000). Forms of ritual creativity can be observed in different confessional and ethnic contexts. It can express itself as an adjustment of existing ritual techniques and tools to repressive political contexts, as it has been in the case in Soviet Siberia, where pieces of fabric were used as substitutes for shamanic drums (Znamenski 2007: 342). It allows for the new contents created by an individual (e.g. in a dream) to be introduced into existing community rituals (Dussart 2000: 139-176). Ritual creativity is also a means to address unprecedented situations of individual or collective life, for which no ritual model exists. For example, in Western countries, rituals can emerge when people feel a need for new rites de passage, or as a way to relate to the disasters to which no one could be prepared (Grimes 2000;[START_REF] Post | Contemporary religious life in the Republic of Altai: the interaction of Buddhism and Shamanism[END_REF]. Other newly invented rituals can also fill in the lack of religious conceptualization, as for instance in the case of women bodily experiences in Christianity [START_REF] Fedele | Looking for Mary Magdalene. Alternative Pilgrimages and Ritual Creativity at Catholic Shrines in France[END_REF]Houseman 2007).

The concept of ritual creativity can help us understand how both the Princess's polysemic agencies and the lack of pre-existing ritual models in dealing with her excavated buried body foster multiple ritual gestures and attitudes. Yet ritual creativity does not mean a boundless invention, since rituals are always created from the standpoints of the performers and enact relationships between performers and nonhuman entities. These relationships, as Houseman puts it, are "an ongoing reciprocal involvement between subjects implying … the attendant qualities of agency, interaction, intentionality, affect and accountability " (2006: 415). In other words, when people elaborate attitudes and practices towards the Princess, they classify her as belonging to a certain category of Altaian ontology: dangerous souls of the dead, venerated ancestors or even entities similar to shamanic spirit-helpers. Relations with the Princess are also reflexive since they also build the performers' ritual position as laypersons or ritual specialists.

Most laypersons engage with three types of ritual relationships with the Princess: avoidance strategies, verbal formulas and small offerings. Strategies of avoidance correlate with the conception of the Princess as a negative, dark entity, similar to ghosts. The degree and the form of avoidance are matter of individual decisions. Some of the Altaian visitors simply avoid the "Ukok Plateau" exhibition space where the mummy lays while they enjoy other parts of the museum. But other visitors use different tactics. I have observed one visitor, an old woman, who entered the exhibition space, but moved in such a way that she would never turn her back to the Princess, because it would be "disrespectful and dangerous".

The Altaian employees of the museum display avoidance strategies as well, even though they adapt them to their professional duties. For example, in addition to their daily work, employees take on shifts to switch on/off the lights and (un)lock rooms. Some of them dread when their shift falls on the "Ukok Plateau" space. They try then "to check everything quickly, without looking around much", others "try not to make any noise while walking"5 . A curator reported: "Once during my shift, I just felt unable to open this door and cross the threshold [of the "Ukok Plateau" space]. I felt as if there was a lump of darkness over there, and that it concerned me personally, as She was angry with me.

(?) What did you do then? I waited for the employees of the cleaning service. We usually open all the rooms to let them wash the floor. They entered, cleaned the floor. By the time they finished, I had no longer that dreadful feeling and could do my job"6 .

Another example comes from the manager of the museum shop who provides a more detailed account for avoiding the Princess. Although she sells Altaian art and craft just over the wall from the "Ukok Plateau" exhibition space, she only once ventured in there. Her explanation points to the link between the materiality of death and its danger: "I will never want to be curious. If we the Telengits [Southern Altaians] know that there is a burial place somewhere, we never approach it. The room feels like a tomb. This is why I will never see the exhibition and won't let my kids go there […] Yet, I have been asked once to lock the room. I tried not to look around and to do everything quickly, then I rushed toward the exit. I got goose bumps! I don't know what I am afraid of. But I do believe the shamans. They say that she is a wandering soul that has not found peace" 7 . This narrative is an example of the typical attitude of Altaian laypersons toward the dead as unhappy and dangerous ghosts who should be avoided at all costs. Yet, avoidance is not the only form of lay relations towards the Princess. Museum employees and certain visitors also address her with verbal formulas that they have elaborated. Such communications are unilateral: people do not ask the Princess for favours or active protection and do not expect her to answer, but rather they acknowledge her presence with the hope that she will not harm them: "We the museum employees all have a particular attitude to the room. I always say " Hello" [to the Princess]. Not that I speak to her continuously, as some other employees do, but I greet her in my thoughts, silently. Some people apologize to her for the disturbance" 8 . Small offerings are the third type of lay attitudes towards the Princess. They suggest that her status goes beyond the dark and dangerous entity that should be avoided. Some visitors sprinkle milk or spread a few crumbs of Altaian cheese kurut in front of her sarcophagus, others discretely leave coins on the floor. These offerings can be compared to the lay rituals performed for the spirits of the middle world. As other indigenous peoples of Siberia, Altaian people venerate different spirits who inhabit the landscape -mountain passes, lakes, springs -and are generically called jer-su (alt. "earth-water" (D'jakonova 1976). These spirits are not always benevolent: they can be responsible for bad weather, unsuccessful hunting or car accidents. Yet, unlike the dangerous souls of the deceased, no one is scared of them or would try to avoid them. They are rather seen as partners, capricious yet receptive to respectful offerings such as pieces of colored fabric (jalama), milk, or food. From the perspective of ritual relationships, making an offering to the Princess means that she is seen as a spiritual partner able to restrain her anger in exchange of gifts.

Spiritual communication, ritual reflexivity and shamanic careers

The afore-mentioned examples of avoidance, verbal formulas and small offerings define the performers as laypersons with limited ritual competences. They acknowledge the power of the Princess, but do not pretend to communicate with her.

The following examples highlight how she can "reveal" information both to the laypersons and to ritual specialists. They show that in nowadays' Altaian religious landscape, the controlled bilateral communication with the Princess reflexively defines the status of a ritual specialist (rather than a layperson) and can be used as a narrative tool in the construction of his ritual career.

In South-Siberian discourses on spiritual power, there is a fundamental difference between shamans (or other inspirational specialists) and laypeople. The former are supposed to have something that the latter will never have: a quality known as "origin" or "essence" [START_REF] Hamayon | La chasse à l'âme. Esquisse d'une théorie du chamanisme sibérien[END_REF][START_REF] Stépanoff | Transsingularities: the cognitive foundations of shamanism in Northern Asia[END_REF]. This "essence" underlies shamans' exclusive connexion to their hereditary spirits, the ability to see other spiritual beings and to ask their assistance on behalf of the community. Yet, laypersons could become shamans through apprenticeship [START_REF] Dyrenkova | Polučenije šamanskogo dara po vozzrenijam tureckix plemen [Réception du don chamanique selon les représentations des populations turcophones[END_REF] or after encounters with particular kinds of non-hereditary spirits [START_REF] Kenin-Lopsan | Obrjadovaja praktika i fol'klor tuvinskogo šamanstva[END_REF]. Laypersons are also able to dream, see, hear or sense the spirits, though this communication is usually described as frightening, uncontrollable and incomplete -involving only one sensory channel (Broz 2018;[START_REF] Tyukhteneva | Zemlya moego snovidenija[END_REF][START_REF] Delaplace | L'invention des morts[END_REF]. In other words, experiences of sensing the spiritual world can be lived by both laypersons and ritual specialists. For the latter, however, the quality of these experiences and the control over the communication with spirits are particularly important since they define the person as a specialist with extraordinary abilities useful for the community.

Three types of experiences with the Princess have been reported to me. They include spontaneous sensations that neither change ritual position of laypersons nor have a practical use; extraordinary experiences that do not change ritual positions of laypersons, but have practical uses; and extraordinary experiences that have practical use and correlate with a change of ritual position. Most of the lay visitors and the employees of the museum fall into the first category: when they are inside the museum, they may feel a cold draft, tingling in the body, the desire to scratch, or hear voices and cries. These experiences are perceived usually as negative, correlate with avoidance strategies described earlier, and reflexively confirm their definition as laypersons.

The dream of the Altaian lay artist and craftsman Vladimir Monosov fall into the second category. Monosov has been making copies of archaeological objects for the Anokhin museum for years, and this proximity with the Princess made him particularly sensitive to her ambiguous power: "I usually work in my storage room at night […]. When I was working on the copy of an egret [a hair accessory for a mannequin of the Princess], I fell asleep on the sofa. I don't know if I was really asleep, since I heard dogs barking outside. Suddenly, the door creaked and she entered. She was tall, her face was blurry and in the dark […]. She spoke to me in an unknown language. Yet I understood that she was talking about her egret, it seems that I was copying it wrong. I wanted to wake up, but I couldn't… I got cold from fear. When I finally woke up, there was nobody there and the door was wide open […]"9 .

In Vladimir Monosov's dream, the Princess suggests how to correctly copy the egret, and the artist used her advice to modify the accessory. This information did not only help Monosov in his professional activity, but also informed the shape of a museum object, making the Princess's agency both more positive and tangible. Yet, this experience of communication did not change Monosov's ritual position, and his reaction to her apparition is described, typically for laypersons, as frightening and confusing.

Finally, ritual specialists display other emotional reactions to the communication with the Princess, and establish with her relations that they claim to control. The following example illustrates how a ritual specialist in the early phase of her career conceptualises the Princess as a helping entity and establishes with her a personal connection. I met Karakys10 , an Altaian woman in her thirties, in the "Ukok Plateau" room in contemplation in front of the body. Karakys stated: "I am here on Her request. She is staying next to me right now […] she has tears on her face, and is smiling at the same time. She is the spirit of this place, she continuously goes back and forth in the room, and everyone is afraid of her»11 . As many other Altaians, Karakys was convinced that the Princess should be one day reburied, and never had a wish to visit the museum before. Yet she recently dreamed of the Princess asking her: "Why does everyone come to see me, except you? Come and visit me in the museum!" In the dream the Princess offered Karakys a hawk that she later tattooed on her shoulder as a way to materially represent this gift. While in museum, Karakys was surprised to see a stuffed hawk at the feet of the mannequin representing the Princess (see Figure 4), and interpreted this coincidence as another proof of their deep connection. Many features of this report are reminiscent of the relationship between shamans and their helping spirits in Siberian traditions, which comprises of interaction, reception of the spirits' messages, gift and its materialization, as well as pilgrimages to sites where the spirits could be easily encountered.

The fearless contact with the Princess is part of the bigger pattern of Karakys' attitude toward the dead. According to her autobiographic narrative, she acquired the capacity to see the dead in the first days of her life. Her mother had a terrible car accident just before delivery, and the newborn baby was wrongly declared dead and remained in the morgue for a few days. By chance, an preparing her body for burial realised that she was alive. Her miraculous rescue made Karakys sensitive to the presence of the dead. Karakys has "seen" them since her early childhood and played with them "as they were my best friends". Yet she rejects the identity of shaman (alt. kam) because she does not perform most of shamans' rituals and does not have shamans amongst her ancestors. Karakys rather defines herself as a "person who sees other persons" (kizhi köör kizhi) whose speciality is to connect the living and the dead.

Karakys has recently met with people who wanted to hear from their dead relatives. Her clients are often relatives of those who died a violent death, and did not find answers in shamanic funerary rituals, the "last meals". During these rituals, shamans communicate with the soul of the deceased and transmit his/her messages to the family, then send it away from the world of the living to prevent his/her return. In contrast, Karakys' technique is a reconfiguration of Altaian funerary tradition. Rather than making a ritual fire in the countryside, she calls out dead people at her kitchen table and speaks to them while drawing tiny circles and lines on a sheet of paper that her clients burn after the consultation. Karakys' consultations are confidential and follow her clients' own wish to communicate with their relatives outside the framework of collective shamanic rituals. Karakys also invokes the Princess, but only for important matters and only for herself: "The Princess does not like to be bothered with everyday matters". This affirmation is another way to stress both the importance of the Princess' ambiguous power and Karakys' ability to initiate the communication.

Through these ritual relationships, the Princess appears as a multifaceted entity that oscillates between categories of Altaian ontology. She is a frightening ghost for some laypersons, a spirit-like entity for others and, for ritual specialists, a sort of helping spirit embedded into their self-presentations and practices. In ritual pragmatics, her figure is used both to confirm ritual statuses and to transform them in the process of construction of ritual careers.

Multiple meanings of the Princess in the museum

Most of the experiences and practices described above are related to the presence of the Princess's body in the Anokhin museum and take place within its walls. It is therefore legitimate to question the role of the museum with regard to the materiality and the agencies of this archaeological human remain, and its place in shaping religious meanings and practices. The problematic of religion in museums has attracted a growing literature, in particular on the representation of religious meanings of the objects and on the living religion in the museum [START_REF] Grimes | Sacred Objects in Museum Spaces[END_REF][START_REF] Paine | Religious Objects in Museums. Public Lives and Public Duties[END_REF][START_REF] Buggeln | Religion in Museums. Global and Multidisciplinary Perspectives[END_REF]. Archaeological displays may raise questions of whose religion they represent: past cultures or present populations [START_REF] Zuani | Archaeological displays: Ancient Objects, Current Beliefs[END_REF]). The Anokhin museum, for instance, builds its scenography not only on the information on Pazyryk funeral practices, but also on the ideas related to contemporary Altaian identity and cosmology. In the following pages, I show how a medium (here a museum) can materialize cosmological ideas through its particular actions and decisions, as well as its material settings, such as architecture and scenography (see also Nepton Hotte and Jérôme in this volume).

When the Princess returned to Gorno-Altaisk in 2012, the Anokhin museum committed to the legal obligation to preserve her body as scientific evidence for future research, but also produced a scenography coherent with the Altaian interpretations of her persona. This double task of recontextualization was all the more complicated since the material presence of the body was in contradiction with Altaian funerary traditions described earlier. The museum acknowledged the importance of the funerary issues at the early stages of the negotiations preceding the return of the Princess from Novosibirsk in 2012. A particular architectural space called "Ukok Plateau" has been built purposely within the permanent exhibition in 2008-2011. It occupies an entire side wing of the museum and serves as the Princess's mausoleum [START_REF] Erkinova | Iz istorii nacional'nogo muzeja: kak pomogla Princessa Ukoka [Sur l'histoire du musée national: comment nous a aidé la Princesse[END_REF]. By contrast with the other parts of the permanent exhibition that has clear pedagogical aims, the setting of the "Ukok Plateau" 12 reduces the academic explanations on the Pazyryk archaeology to the minimum. It rather provides visitors with an experiential context and gives them a relative freedom of interpretation. To access the "Ukok Plateau", visitors have to take a long staircase leading down to the exhibition (Figure 2). The space is dark, silent, with the exception of a mysterious and soft music playing in the background, and extremely cold, "both to guarantee the conservation of the body and as a means of museology" 13 . The descent to a darker place and the sense of cold create the feeling of being underground.

12 Conceived by Altai-born Russian archaeologist and curator Sergei Kireev. 13 Sergei Kireev, curator at the Anokhin museum, GA, 2017. Further on, the visitors can observe an impressive diorama in which a mannequin representing the dead Princess in her coffin, a man (representing a priest) standing nearby. The scene, as visitors can imagine, takes place a few minutes before the tomb is closed, and can be best seen from above, as if they were observing her funeral from the edge of her burial mound (Figure 3). Visitors can read the scene either as an archaeological reconstruction or as a ritual action. In this latter perspective, the "Ukok Plateau" enacts the reburial of the Princess that many Altaians still wish for.

The museum also acknowledged the Altaian ideas of the link between the archaeological past and the present. Two mannequins representing the Princess respectively dead and alive (Figure 3 & 4) have slightly Asian features and black hair, as contemporary Altaians do, and allow for the identification of the visitors with the Princess as their ancestor. These materialized ideas of continuity are in sharp contrast with the prevalent academic arguments that consider the Princess as a Europeanlooking woman of Indo-Iranian descent. A delicate question that the museum has had to settle concerning the public display of the Princess's body. Before her return in 2012, the discussions on the possibility of displaying the mummy to the visitors involved Altaian elders and highranked politicians from the Ministry of culture of the Altai Republic. They concluded that public display was against Altaian funerary traditions. Many museum employees shared this point of view, and between 2012 and 2016 only the closed sarcophagus containing the mummy was available for public viewing (Figure 5). Yet in 2016, under the double pressure of Russian tourists who wanted to see the mummy, and some Altaians who doubted her return14 , the museum decided to soften its policy in order "to respect the constitutional right of citizens to access objects of cultural heritage of Russian Federation"15 . Now the sarcophagus is open on certain dates advertised in advance on the museum website, but exclusively on the crescent moon. The visitors have thus a choice of satisfying their curiosity or avoiding the spectacle of the dead body.

The display on the crescent moon has been an attempt to find a compromise between universalist values of heritage and local traditions. Many Altaian rituals follow indeed the lunar calendar so that ritual specialists address benevolent entities on the crescent moon and ambiguous and dangerous entities on the waning moon. This double temporality reflects the activity of non-human entities: benevolent spirits are supposed to be more receptive to human demands at the beginning of lunar cycle, while dangerous ones are more receptive, and also more harmful, at the end. The decision of the museum to display the Princess on the crescent moon to stress her positive qualities means also its concealment on the waning moon, so that the museum implicitly reproduces Altaian interpretations of the Princess as a dangerous entity whose agency has to be contained. It also creates new unsolvable issues with regard to funerary traditions, since lunar cycles do not apply to human remains, which are the objects of permanent prohibitions. The Princess' display creates a conundrum between different areas of Altaian ritual traditions (funerary versus others) and reveals the limits of a compromise between heritage values and religious logic. The recontextualization of the Princess according to religious ideas also concerns the way employees mediate visitors' attitudes toward the mummy. The museum does not formulate any explicit rules in the "Ukok Plateau" room, so that different ritual and non-ritual behaviour are possible in principle. Yet, some of the visitors' attitudes are marked as inappropriate. The attendant of the room, an Altaian woman in her sixties, prevents long and close observation of the mummy, laughing, loud comments and quick movements, considered as disrespectful. She sometimes expresses concerns with visitors' safety, disapproving of children's presence and recommending that pregnant women cover their head16 . These two groups are indeed seen as vulnerable and are expected to avoid dangerous rituals or to take precautions. The attendant has a permanent appointment in the "Ukok plateau" room and implements the museum's implicit policy of visitors' interactions with the mummy. Her personality and her attitude are reminiscent of the figure of an Altaian elder whose role is to guarantee the respect of authority, morality, gender roles and customs.

Conversely, museum employees encourage expressions of ritual creativity by visitors as long as they are considered respectful. The attendant and other employees of the museum are curious of the visitors' narratives and take the time to discuss with those who perform rituals to the Princess. The director and the curators invited ritual specialists -shamans and Ak Jang representatives -to purify the museum space or to perform rituals of pacification. They also carefully store some of the visitors' ritual offerings to the Princess, such as colored silk fabrics (a traditional ritual gift to highly venerated persons) or a beautiful female outfit donated by a visitor who discovered his extraordinary abilities and felt that spirits were pushing him to make a rich offering to the Princess (Figure 6). A visit to the museum can therefore generate different experiences: one can participate in her (re)burial, identify with the Princess as an ancestor, and feel grief and compassion, but also danger. Different ritual relations are also possible, such as avoidance, offerings or communication. The museum leaves the choice of interpretation and ritual relation to visitors, and thus maintains and reproduces the polysemy of the Princess. On the other hand, the museum limits external interpretations of the Princess. It clearly gives priority to various (and sometimes contradictory) Altaian interpretations of the mummy rather than to the scientific discourse on the Pazyryk culture, produced within Russian academic networks. This implicit hierarchy of meanings informs the museum's architecture and scenography and continues to shape Altaian perceptions of the Princess.

Conclusion. Museum and religious transformations

This chapter explored the fate of the Princess mummy after her return to local museums and the longer effects of this repatriation on Altaian religiosity. From this point of view, the Anokhin museum can be compared to Te Papa Tongarewa museum in New Zealand, which hosts repatriated Maori remains that cannot be identified with any particular kin group and thus cannot be reburied [START_REF] Alderton | The Secular Sacred Gallery: Religion at Te Papa Tongarewa[END_REF]. Both museums indeed preserve human remains to keep future research possible and integrate indigenous values into their settings. Te Papa for instance provided for ancestral remains a sacred space with restricted access to respect Maori conceptions of kinship and vital energy that sits in remains. The Anokhin Museum followed a similar, yet less radical path, conceiving the " Ukok Plateau " space as a public mausoleum for the Princess and restricting the visibility of her body rather than the access to the whole space. In both cases, the repatriation fostered public reflection on cultural rights and positively impacted indigenous identities.

Both cases however also reveal the limits of compromises between indigenous ethics and the universalist values of museums in contemporary societies: in the Anokhin case, tensions focus on the public access to heritage; in the Ta Papa case, they are concerned with women's access and issues of gender equality (see [START_REF] Alderton | The Secular Sacred Gallery: Religion at Te Papa Tongarewa[END_REF]. The anthropological interest in repatriations of human remains can therefore contribute to better understand the philosophical, ethical and practical challenges that face different museums when they deal with religiosity as a living phenomenon. These interactions and frictions between Altaian cosmology and the cultural logic of heritage preservation can be seen as examples of what Dussart and Poirier call "entangled religiosity as the local co-existence and management of plurality" (see Chapter 1 XXX). Such entanglements question the nature of the museum as secular, presumably "religiously neutral" institution and show on the contrary the re-enchantment of the museum.

The Princess' return was motivated by pre-existing Altaian ethical ideas, traditions and interpretations of the Princess's persona. Yet the material presence of her body in the museum has triggered ritual creativity, pushing people to further elaborate relationships with the Princess depending on their perception of her agencies and their own ritual status. The examples analyzed here show how laypersons and ritual specialists materialize, through their gestures and discourses, the Princess's shifting conceptualizations as a respected ancestor, a dangerous being or a helping entity.

As a result, the custody of the Princess's body transformed the museum into a new center of religious life, a place of ambiguous pilgrimage attracting some Altaians and repelling others. If the Anokhin museum remains a public cultural institution and does not pretend to have a religious authority, paradoxically that very quality makes it an actor of ritual and cosmological transformations. Indeed, the museum avoids any fixed religious discourses and endorses multiple meanings of the Princess. The "Ukok Plateau" is conceived in a way to generate various experiences and practices, forms of perception, identification and appropriation of the Princess as an Altaian treasure. Rather than keeping the religion as an ethnographic object in display cases, it becomes a new actor in the evolution of practices and conceptions of spiritual power. and Françoise Dussart for their helpful insights and suggestions that greatly improved the text.
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 2 Figure 2: The entrance to the "Ukok Plateau" space. Anokhin National Museum of Altai Republic, Gorno-Altaisk. Photo: Ksenia Pimenova, 2017.

Figure 3

 3 Figure 3 & 4: The mannequins of the Princess dead and alive. The reconstructions of the Princess features suggest her physical resemblance with contemporary Altaians.Photo: Ksenia Pimenova, 2017.
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 5 Figure 5: The closed sarcophagus of the Princess. Photo: Ksenia Pimenova, 2017.

Figure 6 :

 6 Figure 6: The employee of the Anokhin museum A. Argokova shows the woman outfit donated to the Princess by a visitor from Kazakhstan. Silk, felt. Photo: Ksenia Pimenova, 2017.

  

  

As Françoise Dussart and Sylvie Poirier (see Chapter 1, this volume), I prefer to use the concept of 'religiosity' that better refers to dynamic changes and creativity in ritual and cosmological domains. 'Religion', on the other hand, is reserved to more or less institutionalized bodies of ritual specialists.

The surname of Princess is a colloquial yet inaccurate name of the mummy. There is indeed no archaeological evidence of royalty, and the precise social role of this relatively wealthy woman remains unknown. I follow here my Altaian informants from the museum who prefer the Russian name Princess as a respectful option. The Altaian names "Ak-Kadyn" (The White River Kadyn, after the main Altaian river) and Otchibala (a woman-warrior from Altaian epic) are also broadly used in Altaian-speaking religious milieus outside the museum.

Ethnographic interviews have been conducted in Gorno-Altaisk (GA hereafter) in March 2017 among the museum employees and visitors, Altaian officials and ritual specialists.

All-Russia Census, 2010. 

Anna Meketchinova, the museum guard, GA, 2017.

Larissa Tel'denova, GA, 2017. 

Altynaj Yakoyakova, manager at the museum shop, GA, 2017.

Rimma Erkinova, director of the Anokhin museum, GA, 2017.

Vladimir Monosov, GA, 2017. 

The name has been changed on demand of the informant.

Karakys, GA, 2017. 

Some of Altaian visitors asked: «How we can be sure that she returned if we can't see her body »?

http://musey-anohina.ru/index.php/component/k2/item/403

Anna Meketchinova, museum guard, GA, 2017. 
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