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ABSTRACT

The Sakha epic traditionjonkhq features the longest and most complex epic
tales of all the Siberian peoples. In its mostitraal form, olonkho is a solo genre
comprised of both dramatic narrative poetry anccaampanied song alternating
throughout the extensive, multiple-evening perfanogaof the work. This work explores
the current revival of interest in olonkho, examgiwhat led to its decline during the
Soviet era as well as the factors currently playmngle in its revitalization. It addresses
the transformations of olonkho in the*dentury and identifies keys for its long-term
sustainability. These four areas—attenuation, aéizdation, transformation, and
sustainability—are the primary research categories.

In order to more effectively posit potential fututeections for olonkho, | trace
olonkho performance practice historically, explgrthe ways it interacted with the
contextual milieu of each time period, beginninghwhose times immediately before
and during Soviet power. The research questionsrganized around the elements of
time, place andevent Theeventparameter is further divided into three areasqbiiry:

the performers audiencesandcontentof the olonkho tradition.



The literature addressing these themes is dravinusiofrom the discipline of
ethnomusicology, but also from anthropology, corapee literature, culture studies,
musicology, performance theory, post-Soviet and-ponial studies, area studies, and
sociolinguistic models. Data collection in the didhrgely relied on ethnographic
interviews, documented in first person accountt) lbothe text and the accompanying
DVD. Conclusions from the research indicate thati@nce reception for olonkho is still
weak, however, a strong revitalization effort bg akha Republic’s government and its
educational institutions is beginning to strengthadience appreciation for olonkho.
While people’s response to “sitting under the mbighundeniably different than it was a
century ago, if Sakha people will focus on vigortnamsmission and innovation during
this period of revitalization, it will help to bdés viability of the genre, giving hope that
olonkho will survive to be enjoyed by future gerigmas.

INDEX WORDS: Epic, Epos, Ethnomusicology, Manas skéapiece,
Neocolonialism, Olonkho, Oral tradition, P’ansdétgst-Soviet,

Revitalization, Russia, Safeguarding, Sakha, Saberi
Sustainability, UNESCO, Yakutia
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NOTES ON TRANSLITERATION FROM RUSSIAN AND SAKHA

| use the Library of Congress system for trangiien with a few minor
adaptations for clarity and ease of reading for-Roissian speakers: The Sakhais
renderedi, and | omit the ligatures for the Russian lettersa, andts, as well as the
Sakhang. The soft sign diacritic is also omitted, and thecalled soft;, which appears
frequently at the end of Russian words, is omi#titery and otherwise changeditan
guoted text, the transliteration remains as pravidethe source. The romanization of
proper nouns is as follows unless there is straaggulence in print for another spelling
(such as the Y ityakutskor Nyurgun which are rarely spelled with @oriu) or in

cases where people have indicated a preferredrgpefltheir name.

Aa a MM m Hlm  sh
b6 b Hu n oy shch
Be v Oo o] bler vy
I'r g [T p D9 €
Jqn d Pp r IO iu
Ee e Cc S s 1a
J2fS é Tr t by gh
Aok zh Vy u Hrx ng
33 z op f Ge o
Nu [ Xx kh hh h
Kx k Mo ts Yy U
JIn | Yy ch

The Library of Congress websitétp://www.loc.gov/catdir/cpso/roman.htimpfovides

standard romanization charts for various languagassian can be found at

http://www.loc.gov/catdir/cpso/romanization/russiaif and Yakut (Sakha) is at

http://www.loc.gov/catdir/cpso/romanization/nonsjaif.
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Autonomous Soviet Socialist Republic
Diagnostic Decision Tree

Expanded Graded Intergenerational Disrupficale

Ethnolinguistic Community

Graded Intergenerational Disruption Scale

Graded Music Shift Scale
Intangible Cultural Heritage
Institut Gumanitarnikh Issledovanii i Problem Maloslenikh Narodov
Severa, Sibirskogo Otdeleniia Rossiskii AkademkNRespubliki Sakha
(Yakutia)
Institute of Humanitarian Research and ProblefteeoMinority Peoples of
the North, Siberian Branch of the Russian Acadefr§oiences, Sakha
Republic (Yakutia)
Severo-Vostochny Federalny Universitet
North-Eastern Federal University (formerly Yakuf&tate University) named
after M. K. Amosov, in Yakutsk, Yakutia.

Performers, Performances, and Audiences

Russian Federation

Russian Soviet Federated Socialist Republic

Republic of Sakha (Yakutia)

Formerly “Summer Institute of Linguistics,” Slhternational is a faith-based
nonprofit organization serving language communiesldwide as they build

capacity for sustainable language development(8¥Ww.sil.org) does this
primarily through research, translation, trainiagd materials development.

UNESCO United Nations Educational, Scientific andt@al Organization
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CHAPTER 1
PROSPECTUS
Introduction

The Republic of Sakha (Yakutia) is located in neatern Siberia in Russidts
largest group of indigenous inhabitants are then&akho until recently were referred to
as “Yakut.”? The Sakha are the second largest indigenous gnd@pssia (Lincoln
1994, 283) and their language is Turkic-based, Mitingolian and Russian influencés.
Sakha language and culture were strongly affecyetido Russification that came with
tsarist expansion into Siberia beginning in th& &&ntury (Lincoln 1994, 553, 62)*

The Sakhalonkhois a complex epic tradition in which a combinatafrdrama,
lyric song, and poetic narrative tell the storiéshe great heroes and legends of the past.
This unaccompanied solo genre has been performexfduries by specialists known as
olonkhosutsEach of these epics may have up to tens of timoissaf lines of text
performed in alternating sections of narrative poahd song. Olonkho has a strong
connection to the history and culture of the SaRimaditional themes of olonkho center
on the exploits of early Sakha heroes and her@sdbey interact with the spiritual and

physical world around them in battles of good versuil.

! vakutia is the historical name of this regionhaligh it was known as the Yakut Autonomous Soviet
Socialist Republic from 1923 until 1992. Althoudtetofficial name is now the “Republic of Sakha
(Yakutia),” it is commonly called by its historicahme,Yakutia

2«3akha” is their official self-designation, but sidSakha continue to use “Yakut” in casual conv@sa
% The official name of the language is Sakha, bist listed under the commonly-used Russian term,
“Yakut,” which is used informally by Russians anak8a alike.

* Yakutsk, the capital city of Yakutia, was founded 632.



Before the period of Soviet power, peripatetic sitsgentertained Sakha families
during the long, dark winters of the Siberian Noe#h they satsyngaakh annygar
(literally “under the mouth”), intently absorbinket riveting narratives of olonkHo.
During the 20th century, the number of olonkhogmesatly declined in Yakutia. As the
carriers of this oral tradition died off, new muarts were not trained to take their place.
In 2011, there remained only two acknowledged nngstgformers of the olonkho genre
recognized for their improvisational mastery: Py®éshetnikov (Figure 1.1) and

Afanasii Solovév (Figure 1.2).

Figure 1.1: Pyotr Reshetnikov, master olonkhosunéJi6, 20095.

® From correspondence with Tatiana Argunova, Felgr@ar 2012.
® All photographs taken by William Harris, unleshernwise noted. Used by permission.



Figure 1.2: Afanasii Solovév, master olonkhosuh&JA0, 2010)

With the end of the Soviet Union in 1991, howeweremarkable resurgence
began to occur in expressions of Sakha culturgioel, and language. In particular,
revitalization for olonkho began to accelerate WadNESCO, in November 2005,
proclaimed the Sakha olonkho a Masterpiece of tta &d Intangible Heritage of
Humanity. In accordance with the program’s requiata for an action plan, the Sakha
Republic declared an “Olonkho Decade” (2006—201i#) accompanying programs for

preservation of the olonkho tradition.

Objectives for research

Although there is an increasing amount of scholardyk by Russian and Sakha

ethnomusicologists on the topic of olonkho, thearkvdoes not address in depth the



issues of revitalization and sustainabifitysccordingly, | will explore the current revival
of interest in olonkho, examining what led to iechine during the Soviet era as well as
the factors currently playing a role in its revitation. | will also discuss the
transformations of this genre as it adapts to anedie of the Zcentury and seek to
identify keys for its long-term sustainability ap@formed genre. These four areas—
attenuation, revitalization, transformation, andtainability—are the categories

primarily explored in this project.

Research questions

In order to understand the present realities afikiho and to more effectively
posit possible future directions, it is importamtrtace olonkho performance practice
historically, exploring the ways it interacted witke contextual milieu of each time
period, including those times immediately beford daring the period of Soviet power.
In an adaptation of Timothy Rice’s (2003) multi-@insional model, my research
guestions are organized around the three elemétitae place andevent Theevent
parameter is further divided into three areas qtiiry: the performers, audiences, and
content of the olonkho tradition. This frameworlowls for a diachronic study of
olonkho, while at the same time, following sevetabams of inquiry within an historical
approach. While a full list of research questian®und in Appendix A, a brief outline of

my approach in gathering the research data follows:

"“Russian” in this research will refer, not to peomithin the geographically-defined borders of Blagor
the Soviet Union), but people who might be ternhfét” Russians, which, while a problematic termi] wi
serve for the purposes of this research. The taththws include people of Jewish, Ukrainian, artdes
descents who would likely self-identify as “RusSidryou asked them to state their nationality.



1) Time What are the periods of history onto which we pkot the process of
change in olonkho performance? What political, alocultural, and musical influences
define these periods? What are the nodes of cremog@d which these periods can be
conceptualized?

2) Place What were the changing contexif olonkho performance practice
during each of these periods? If the concegi@teis defined by Rice in his model as
encompassing “individual, subcultural, local, reg national, areal, diasporic, global,
and virtual” spaces (2003, 12), how did these rfawlbus and shifting spaces reflect and
influence the way olonkho is conceptualized, cre¢ai®ed/or re-created, and performed?

3) Event The questions about the performaergentare comprised of three
aspects: a) Who were (and are) peeformer® b) Who were (and are) thedience®
¢) What was (and is) theontentof performance as it is negotiated and shapetéy t
performers and audiences? The research questiosnsénter on the performers,
audiences, content, and contexts of olonkho asdhagged over time. This provides
insights for the four areas of my research objestiwnderstanding the attenuation,
revitalization, transformation, and future sustaitity of olonkho performance practice.

While partial answers to these questions are coedan the Russian- and Sakha-
language literature describing the historical peniance practice of olonkho, the
interviews carried out during fieldwork over a efiof three years, expand on that data
significantly. In addition, interviews are importdor a holistic view of historical
realities, due to the ideological limitations of ke written during the Soviet period and

beyond (Tichotsky 2000, 1).



Need for study

Fieldwork in Siberia during the summers of 2008 2610 and in December
2011 confirmed that Sakha people perceive thisarebeas beneficial to Yakutia as it
intersects with the wider world. In interactionghvny respondents, | often received
unsolicited comments regarding people’s hopestthsiproject would contribute to the
future vitality of olonkho by not only documentitigeir efforts toward revitalization, but
by making the information accessible to the Engtiphaking world. Scholars in Yakutia
affirm there is an absence of English-languageuress addressing this topic. Although
there are increasing numbers of resources beintewmbout other living epic traditions
in English and other languages, there are onlyasteort articles in English specifically
about olonkho. Most of the currently existing Esflresources are reviews and
summaries of Russian-language books and articles.

Most importantly, there are no resources (in anglege) that adequately
address the questions this project brings to tindystf the olonkho epic tradition. The
resources extant in Russian, Sakha, and Englistessld variety of characteristics of
olonkho, such as the musical, poetic, narrativectiral, thematic, semiotic, religious,
political, functional, and other facets of olonkberformance. No one, however, is
analyzing the process of change over time for dorkthe processes of attenuation,
revitalization, and transformation—providing persjpee on the sustainability of the

genre. The lack of resources is demonstrated ihtdrature review below.



Literature review

The literature relating to this research will beg@nted in several sections,
beginning with broad categories and moving to thwaeowly focused on olonkho. The
broadest category contains resources providingrgetieoretical approaches, analytical
models, field methods, and perspectives from ataof approaches, including post-
Soviet and post-colonial works. The second cate¢fmgl and verbal genres) provides a
context for understanding epics and the ways irclvthey fit into the broader category
of oral-verbal arts. The third category (the Sa&hiural context) places olonkho within
its contextual space, both historically and cultyr& he last two categories (Sakha
music in general and olonkho specifically) helplace olonkho in relation to the rest of

Sakha music.

Literature at the intersection of relevant discias

The literature one brings to bear when writing dog@c such as olonkho includes
resources drawn, not just from the discipline dhemusicology, but also from
anthropology, comparative literature, culture stsdimusicology, performance theory,
post-Soviet and post-colonial studies, RussianEndsian area studies, and
sociolinguistic models. The general resources filoefield of ethnomusicology that
have helped to lay a foundation for my resear@g¥ork, and writing are classic works
such as Miriam (1964), Nettl (2005), Rice (1981 &eeger (1962, 1987). These
resources stress field methods such as particgies@rvation, anthropological
approaches to cultural and musical analysis, etfapbgc writing styles, the importance

of historical grounding and theoretical rigor. Anet foundational writer, Blacking,



points out that an analysis of extramusical praegessan important part of understanding
that context (1973, 89). While these works do metgs find their way into the quoted
text, | owe much of my general approach to thdiuence.

Situating this research within the realm of appk#isghomusicology are works by
Titon (1992) and Fenn and Titon (2003), which déscthe applied approach as being
community work and advocacy together, “applyingwlemige about music in the public
interest in order to assist people and communitig#sach their goals. The applied
worker can provide information to communities abitwtir music and its history, and can
aid music-cultures in their efforts to documenterpret, and promote their music” (2003,
126). The applied approach has inspired some adéseed outcomes of this research

and informs its methods.

Oral-verbal genres

The literature addressing oral genres contains fbedying and infrequent
references to olonkho. These resources, thergfarearily provide tools and ways of
understanding epic performance and reception.ekample, one of the works that
examines specific epics in multi-faceted detaibvling material for comparing and
contrasting olonkho with other traditions is LordZ)00)Singer of Taleswritten in
collaboration with his mentor Milman Parry. Lordi®rk explores, through an analysis
and comparison of Homeric poems and a South Sépicctradition, how oral narrative
poetry is composed. It provides insights into éoamulaic theory, significant because of
its similarity to the means by which the mastemné&lwosut re-creates, in the moment, his

or her performance of olonkho.



Although the English-language literature on epaclitions is extensive and does
not need to be fully summarized here, the followiwayks provide a broad understanding
of epics and approaches used in researching themsadh (2001; Gilgamesh), Ahmad
(1963; Persian and Hindi epics), Biebuyck (1976ajesin epics), Bynum (1968;
Serbocroatian epics), Clark (1900; History of Ewap epics), DeVries (1963; the
“heroic” in epics), Finnegan (1978, 1996, and 20&&jous traditions), Jansen (2001; the
Sunjataepic), Johnson (1980; Mandekan epics), Kim (206@tgan epics), Kruks (2004;
Latvian epic), Lutgendorf (198®Ramacaritmiinag, Mori (1997; epic elements), Seydou
and Biebuyck (1983; Bambara and Fulani epics), I5(d®77;Pabuji epic of India),
Vansina (1971; historical methodology in oral ttemi), and Weeda (2005; Russian
byliny epics).

P’ansoriis a Korean epic performing tradition which pagkiolonkho in many
ways. Literature op’ansoriis therefore especially pertinent to this resegpcbviding
insight into how the formulaic nature pfansori performance determines the training of
its performers (Pihl 1993, 1994). Park’s (2000, 20description op’ansorireveals
some similarities to olonkh&or example, she addresses the important rolerbale
audience response during performance, as wellakdhean government’s revitalization
of p’ansorito promote national aspirations of identity. Kiki(2003) “road tests” a
version of Rice’s multi-dimensional “time—place—aggttor” model on two derivatives of
thep’ansori tradition, demonstrating the usefulness and fiéglof this model for
analyzing an epic genre such as olonkho.

Other resources describe Central Asian epic taditrelated to the same Turkic

roots as olonkho such as the Kyrdyanas MongolianTuuli, and TibetarGesarepics.
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The English-language resources on these topiasdadDinas’s collection of articles on
epics (1978—AfricarBundiata Kyrgyz Manas Russiarbyliny), Slobin’s translation of
Beliaev (1975—Uzbeklastan Turkmendestan Kazakhjir, and the KyrgyManag, and
Chadwick and Zhirmunsky (1969Manag. In addition, Levin (2006) documents an
extensive interview with manaschia performer of thianas while Pegg (2001)
describes th&eserand other heroic epics as well as outlining tHieiad Soviet policy
toward epics and folklore during the early 1980so@braid (1975) briefly describes the
plots of ten epic traditions from Siberia, with raatetailed descriptions of the form and
general content of the Burjat-Monddliger and the TurkidManas Particularly relevant
in this regard are the perspectives of Thompsah €2006), Reichl (1992), and Van der
Heide (2008), whose ethnographic works not onlydee current performance practice
of Manas but also provide theoretical models and appraabbrethe study of epic genres
undergoing change, including attenuation in theé pad current revitalization.

Jansen and Maier’s (200Bpic Adventurebrings together fourteen essays on
various epic traditions from four continents. Iradd in this collection are essays on
Siberian Buriat epics (by Hamayon) and the Kyrijlanas(by Van der Heide), epic
traditions which are particularly relevant for caangtive purposes in the study of
olonkho.These resources provide a broad understandinge & éntral Asian and Turkic-
language epics. None of them, however, contain rinane cryptic descriptions of
olonkho. This project allows olonkho to be inclugddngside other Central Asian epics.

The resources addressing performance theory ddatha interaction between
the work, its performance, and the societal conatiman describes the structure of the

performance event as “a product of the interplagnahy factors, including setting, act
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sequence, and ground rules of performance” (199%). 2Each of these factors inform
my project, as does his division of the structurpeyformance events into three primary
types of roles: “the participants, performer(s)y andience” (1975, 299). He also
describes the emergent nature of the event stejatdrere the rules for performance are
negotiated by participants. Foley (1995) makes eotions between oral-formulaic and
performance-centered theories, an approach | adaopy work.

Jang (2001) outlines characteristics of contempgransori performance which
parallel those of olonkho performance, in partictifee political and identity-related
functions which have usurped its role as entertamnKapchan (1995), as well as
Bauman and Briggs (1990), explore the role of fdiungction, and meaning in de-
contextualization and re-contextualization, conseptated to the process of
revitalization, in which new forms are adapteditetianging performance contexts.

Finnegan’s 1996 work discusses terms used in tltly sif oral traditions such as
the epos. She provides theoretical perspectivegniderstanding verbal arts by offering
an overview of the definitions of “epic” and probatizes the terms used in the
definitions (1996, 150-151). Finnegan’s (2005) testiablishes the complexity of the
performance event in its multiple channels of comitation—not just music, text, or
narrative, but a unique intermixing of these thee®ts to communicate meaning.

One of the key issues of epic traditions and rézdadon concerns identity.
Harvilahti’s writings (1996, 2000) explore a vayielf epic traditions in which
negotiations of national, ethnic, ideological, aaligious identities and values play a
central role, often superseding the actual perdedrgoyment of the performance event.

On epos and national identity, Harvilahti traces shstainability of epic traditions to
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their functions in society. He points out that L'srcesearch on the South Slavic epics
showed that epics invoke the past to comment oprigsgent, making them useful “as a
productive pattern adapting to new situations” @%8B). He also discusses the
transformations of epic models, especially as #reyused for nationalistic ideologies.
Harvilati’s conclusions are based on studies of®puch as LatviaBear Slayemland
Tibet's Geser a cycle of epic poems “known in Tibet, Inner Mofig (in China),

Buryatia (in Russia), and Ladakh (India)” (1996) 48 well as other places. Harvilahti's
(2000) description of the role of formula in thetaloral epic is especially useful in that
it depicts a tradition closely related to olonkfiibese resources collectively point out the
ways in which perceptions of identity and the chagdunctions of epics play a central

role in the shifting contexts of epic creation geaformance.

UNESCO programs and sustainability

Because the revitalization of olonkho appearsatcetbeen accelerated by the
UNESCO Masterpiece award (UNESCO 2005) and thdteedgisafeguarding programs
put in place by Yakutia, the literature on the UNIEEBSawards is an essential component
of this project. The UNESCO resources often conpaief summaries of the awarded
genres (UNESCO 2009b, 2009c, 2010). UNESCO liteeateveals several other epic
traditions identified in the list of Masterpiecet 2011, they included the Hezhen
Yimakantradition from China, the Moorish epicheydinnfrom Mauritania, theilali
epic from Egypt, the Kyrgyz epianas theHudhudof the Ifugao community in the
Philippines, thddarangenepic of the Maranao people in the Philippir@gsnsori from

Korea,Gesangepic tales of ethnic Tibetan, Mongolian and Tu owmities in western

8 Seehttp://www.unesco.org/culture/ichAccessed February 25, 2012.
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and northern China, the Mongolidmiuli, and the storytelling arts of tivdeddah

Turkish storytellers. The total number of epic ttiaas highlighted by UNESCO awards
in 2011 was at least térall of which were experiencing at least some ef th
sustainability issues similar to those which olomkéces in Yakutia.

Due to the close connection between the UNESCOdsnard sustainability
issues, this literature review includes currenéaesh on sustainability. In particular it
gleans from the multi-year research project of Hoghippers, “Sustainable Futures,”
launched in 2009. Schippers’ project is concepydadised in part on the UNESCO
“Declaration on the promotion of Cultural Diversif2001) as well as applied
approaches to ethnomusicology which commit to “gipgl the knowledge gained in
consultation with and for the benefit of the commies studied” (Schippers 2008, 4).
His project examines nine traditions from arourewhorld, seeking “to increase
understanding of the dynamics of survival for mugittures from the perspective of five
key domains, delivering tools for supporting thesmal diversity of Australia and
beyond” (2008, 1). The five domains Schippers evgd@re: 1) musical content and
structure, 2) becoming/being a musician, 3) comtmes)icontexts, and constructs
(attitudes), 4) infrastructure and regulations, &hdudiences, media, and markets.
Schippers asserts that “there are some signifgaps in the documentation and
understanding of sustainability of musical culturethe 2% century” (2008, 9). My
research on olonkho parallels Schippers’ work dwotraditions, and aims to discover

keys for sustainable growth for music genres thrateadangered.

® There are actually more traditions which coulctbasidered “epic-related” in that they feature aith
extended narratives, heroic or “epic” content, réeseof tales related to one heroic characternor a
improvised, formulaic character common to epicsiadbthe world. | have chosen to mention only those
items which either claim to be epic or have manthefcharacteristics important to the genre.
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The Sakha cultural context

It is important to provide a background for olonkhat places it within its
cultural and historical context. One of the oldesinographs on Yakutia’'s history comes
from Seroshevskii, who was exiled to Yakutia wheedived among the Sakha and wrote
an early ethnography of Sakha culture (1898 ¢lition 1993]). Other writers
contributing to the literature on the Sakha cultaomtext were anthropologists,
explorers, and folklorists such as Dunn and Dur@68), Jochelson (1933), Kirby
(1980), Kreuger (1962), and Tokarev and Gurvict6d)9as well as the archaeologist
Okladnikov (1970), who includes a comparison ohéleo with the epics of other
Siberian peoples. These resources provide a nadétéd view of the history of the
Sakha Republic and its people, helping to docurolkeahge in music genres and other
expressions of culture. Although some of theseasttvere writing from within the
Soviet Union and thus experienced ideological candss, they nevertheless produced
works worth mining for their insight and observato

Modern anthropologists and other scholars studgimywriting in English about
the Sakha Republic (Yakutia) in the last three desanclude Argunova (1992),
Bremmer and Taras (1993), Cruikshank and Argun20a(), Gogolev (1992a, 1992b,
1992c), Jordan and Bychkova (2001), Kempton (19R6azanov (1993), Robbek
(1998), Slezkine (1994), Tichotsky (2000), Vinokued1995a, 1995b), and Vitebsky
(1987, 2005). Their works provide perspectiveshandultural, political, religious,
educational, and every-day realities of life in 8ekha Republic since perestroika and
the fall of the Soviet Union. Music and arts arentrened in these works, but do not play

a central role and are not analyzed in great detail
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The most prolific scholar writing about Yakutiakmglish is the American
anthropologist Marjorie Balzer, whose connectiolY &kutia stretches back more than
two decades. While she rarely addresses musieedgsa detail, her writings provide an
overview of the Sakha context. Her (1991) entrthmEncyclopedia of World Cultures
at the time of its writing, was one of the most@se English-language overviews of the
history and culture of the Sakha. Balzer’s lat&9Q) article on religion and atheism in
Yakutia notes the beginnings of a cultural revinahe early 1990s, but does not
mention olonkho, which was fairly dormant at thedi Her 1995 work outlines the roots
of this growing cultural revitalization and its gwattions to language, spiritual belief, and
identity. In addition, she also reports on the eeoie, political, and “national” relations
with the federal government. Her 1996 article vilana Vinokurova discusses
nationalism, inter-ethnic relations, and federalianyakutia, providing some early post-
Soviet historical information. Other writers suchBatalden and Batalden (1997),
Forsyth (1992), Lincoln (1994), and Service (2008¢r invaluable background in
Eurasian anthropology, history, and the demograpbiizarious regions of Siberia and
Yakutia in particular.

Russian-language resources from various ethnogrsioéklorists, and scholars
describing and analyzing the Sakha cultural contetide N.A. Alekseyev’s (2008)
work on the ethnography and folklore of the peopleSiberia, and the volume by N. A.
Alekseyev et al(1995) on the stories, legends, and myths of #lidn& These resources
place olonkho within the context of other legertdtes, and myths. Crate (2002)
discusses the role of oral history in contemposanyival strategies, and Bragina (2005)

examines the ethnic and ethnocultural process¥akatia from the 1970s to the 1990s,
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a period of decline for olonkho. Kulikova (2009kdte (2005), and Leete and Firnhaber
(2004) discuss religious processes and changéari§iduring periods of upheaval.
One of the newest and most comprehensive resoisre@s372-page full-color
encyclopedia by Ivanov et al. (2007) describing Makin text, charts, maps,
illustrations, and photos. In addition to a fifteqeage section specifically on olonkho, it
includes the following sections: 1) Nature: geogisgameology, climate, and natural
resources; 2) History: Yakutia from ancient timeshte beginning of the f7century,
Yakutia as part of the Russian state in th& tb719" centuries, and Soviet Yakutia; 3)
Ethnography: the Sakha, the Russians, and Northerority peoples; 4) Modernity:
modern life in Yakutia; and 9 bibliography. This resource provides not onlyaal
foundation for understanding the cultural conteXYakutia, it places olonkho within

that context and provides a scholarly summary efgénre.

Sakha music in general

Although Sakha and Russian folklorists producedk# in Russian in the early
part of the 28 century, there are few resources before the 1868sribing and
analyzing the broad spectrum of Sakha musical ressuErgis (2008) provides essays
on Sakha folklore, but little is tied specificatly olonkho. Although olonkho is not
traditionally performed with dancing, Lukina (206)amines the semantics of
fundamental movements of ritual dances, tracing ttwsnections to olonkho.
Samoilovich (1936) writes on Sakha folklore andcdsses the history of writing and
orality among the Sakha. His chapter on olonkhdirees early 28§ century observations

on performance practices, informing the histormattions of this research.
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Larionova’s two books on the major Sakha singitestofdegeren (2000) and
dieretii (2004) present genre-thematic classification ofdtistic resources of each style,
as well as an in-depth description of their musitsadtual, poetic, and regional stylistic
distinctives. In addition to providing a broad d@stton of Sakha musical resources,
these works are pertinent for this study in thayttescribe how the singing styles of
dieretii anddegeren are employed in olonkho. Mukhopléva (1993) alsmsarizes the
classification of Sakha musical genres, primaréglthg with ritual songs and related
aspects such as spells and dances. Although itrididsgve any major sections dealing
with olonkho, this work provides insights for unsi@nding the broader musical contexts
in which olonkho is performed.

Eduard Alekseyev, born in Yakutia and living in Bosat the time of this
writing, has authored over 150 works on variougfaof Sakha music, including
musicological aspects of olonkhbHe is one of my primary collaborators, contribgtin
perspectives from decades of experience as a obseand writer on Sakha music as on
other related Central Asian traditions encountémeus fieldwork (Levin 2006} Some
of his writing (1969 and 1988) touches on the clearthat occurred in Sakha folklore
and musical resources during the Soviet yearstinffen historical perspective from the
viewpoint of an ethnomusicologist who struggleaviark within the constraints of the
Soviet system, ultimately stretching the boundanfethe system and eventually escaping

it altogether. His other books and articles (198%89b, 1996) as well as the digitalized

1 For a full list of Alekseyev’s publications, séeetbibliography in Russian on his site at
http://www.eduard.alekseyev.org/author4.htmh shortened list in English at
http://www.eduard.alekseyev.org/author6.htitcessed January 18, 2012

1 Alekseyev was a member of the first Soviet-Amarijmnt ethnomusicological expedition in 1987,
joining Ted Levin and Zoya Kyrgys in their fieldwoin Tuva, documented in Levin’s bodkhere Rivers
and Mountains Sin@2006), which has been recently published in Rusianslation.
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field recordings in the holdings of the Harvard mu#rary, provide information on
Sakha music in general and olonkho research spaityfi'* His doctoral dissertation
expanded on Grant Grigorian’s (1957) initial docamagion of the “unfolding mode” of
the Sakha.

English-language articles which describe the corifds of Soviet
ethnomusicology practice before the fall of thenl@urtain include Kosacheva (1990)
and Krader (1990). Kosacheva demonstrates thatlsamwd political conditions during
Soviet rule had a strong influence on folklore &l music, Westernizing, in many
cases, folk music to conform more closely to treald of the State. She asserts that
folklore performances became professionalized, aigapdized, decontextualized, and
placed into contexts that were oriented to preegrdiunified Russian face to the world.
Especially significant for olonkho were the ways tmprovisational nature and normal
length of performances were curtailed. Krader'skr(1990), although it affords a
somewhat contrasting picture to Kosacheva's inngegathe politicization of folklore
during the Soviet period, includes a unique resetwc this project—a discussion of
some widely used Russian terms in the field of @tusicology, clarifying certain
concepts and theories which are central to theldpreent of music research up to the
fall of the Soviet Union.

Sheikin’s (2002) comparative-historical study o thusical cultures of the
people of Siberia avails an in-depth perspective@m Sakha musical resources can be
compared to those of other Siberian groups. Althahg book is in Russian, an English-
language summary is included. Another useful Ehgbsiguage resource is a DVD by

Maltzev and Howard (2008) documenting some featofé&akha music, dance, and

12 Seehttp://oasis.lib.harvard.edu/oasis/deliver/~mus@@&cessed February 28, 2012.
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ritual. Although it primarily focuses on the musitthe Buriat, the largest indigenous
group in Siberia, this DVD helps to set up the deyaSiberian context in which olonkho

is performed.

Olonkho resources

Of the resources which describe, analyze, andexplarious characteristics of
the olonkho performance tradition, the vast majyaritmaterials are in Russian, the
primary language of academic discourse in RuSstakey document for this research is
the legislation for the “preservation, study, amdgagation of the Yakut [Sakha] heroic
epos olonkho for 2007-2015” which passed into lamMarch 15, 2007. This document
provides proposed budgets, outcomes, and programadoinkho revitalization.

Danil Burtsev (1998) proposes four important feasusf olonkho: its place in the
context of Russian folklore studies, its contenamasntegrated functional system,
characteristics of the form of olonkho and its parfance practice, and the genre of
olonkho as a self-regulating, self-renewing procddslk art. Analyses of the plots of
olonkho stories have been done by Pukhov (1963h&aikova (2005), and Emelianov
(1996, 2000), who in his latter work outlined tHetp of several epic tales, providing
parallel texts in Russian and Sakha. Putilov (1280) Trepavlov (1995, in English)
discuss the social status of the epic hero antiehaic typology of the olonkho.
Gabysheva (2009) explores the semiotic systemaktissmusic and how they function
as mnemonic devices in olonkho and other form®lfdre performanceShe also

examines aspects of olonkho performance not compamtdressed in the literature, such

131n this section, all works not in Russian will lesan indication after the date.
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as the importance of the “entreaty to perform” added to the olonkhosut and the role of
gestures during performance.

New forms (derivatives) of olonkho are being putdid. For example, Maria
Kononova (2007) wrote a lengthy poem on the bibktary of creation which reflects
elements of olonkho. In addition, olonkho themesaiten reflected in the visual and
plastic arts (Appendix G), often in connection tetien versions of olonkho (Appendix
D). Aelita Egorova (2008), a high-school student, erand illustrated a new olonkho
tale, and lvanova-Unarova (2000) published a cotiamf Vladimir Karamzin’s art with
commentary. Karamzin’s images have been widely,usatonly as illustrations for the
literary versions of olonkho, but widely in Saklwety; they have become iconic
representations of olonkho. Vasiliev et(@009) document the creation of a wiki-site in
which digitized information on olonkho is being leaited and outlines how this project
connects to the revitalization efforts of Yakuti&/BIESCO-related legislation in 2007.

Emsheimer (1991), Krueger (1963, in English), Pukaod Ergis (1985), and
Pavlova (2006, in English) present historical infiation on the performance practice of
olonkho and the lives of its performers. The 19%6&rding of Gavril Kolesov
performing Oiyunskiy’s olonkhd\yurgun Botur the Switilso played a crucial role in
the revitalization of olonkharhis historic recording was remastered to a seired CDs
in 1997 Skrybykin (1995) provides an English translatidnhe first section of this tale

as well as a glossary of important terms. He algblights several metaphors used in the

14 plastic artsare defined as “artistic activities like ceramicssoulpture which have three dimensions.”
http://www.yourdictionary.com/plastic-artdccessed January 18, 2012.

15 Seehttp://www.olonkho.info

16 p_A. Oiyunskiy Nyurgun Botur Stremitelniy: Yakutskii geriocheskios — olonkhdNyurgun Botur the
Swift: The Yakut Heroic Epos of OlonkhBerformed by Gavril Kolesov. Recorded in 1962 lepingrad
Recording Studio. Remastered in 1997 by StudiyaggRoh [KYDYK].
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text, giving insight on poetic expressions andliteeary style used in the recitation of
olonkho. Appendix F contains a fragment of anothamnslation ofNyurgun Botur
currently being undertaken by the North-EasterreRadJniversity (SVFD}’

Two Russian-language encyclopedic resources adidges$road range of issues
related to olonkho can be found in the sekiemuments of Folklore of the Peoples of
Siberia and Far Eastereafter Monument5(1993, 1995, 1996, 2003). Dmitri
Sivtsev—-Suorun Omollodfi(2003) also gathered articles on olonkho-reladgits,
many of which are translated from Sakha into Rusdzcause of the difficulty of
publishing scholarly works after the fall of thev& Union and the resultant financial
difficulties in Yakutia, there are few in-depth pightions in Russian on topics that
address olonkho revitalization. There have beewgher, various conferences and
forums touching on this topic; | therefore religdtbe published collections of papers
resulting from these gatherings. These resoumeesepresented by such reviewers,
authors, editors, and compilers as Biliukina (206&8da (2001), Ivanov et al. (2006),
Larionova (2010), Makharov (2000), Sysoliatina (@00 omskaya (2006), Vasilieva
(2006), and Yamashita (2006). Other than intervian first-hand observation, these
resources are the primary written sources thatwilcurrent trends and future

trajectories of olonkho.

Theoretical orientations

Theoretical orientations addressing the researgttbes are outlined according

to an adaptation of Rice’s (2006) multi-dimensiomaldel. This adaptation uses time,

Y This pre-production fragment of the olonkgurgun Botuiin Appendix D is provided for research
purposes through the kind permission of Alina Naktina, the project director.
18 Suorun Omolloon is a Sakha pseudonym; Sivtseftés aeferred to by this pseudonym.
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place, and event to formulate and organize thearebejuestions. Rice’s emphasis on a
diachronicstudy of changeelates to the questions on “time” and contribitesn
understanding of the revitalization of olonkhathitis grounds current realities in an
historical perspective of the socio-political andtaral context of Soviet influence

Regarding “place” (context), structural functionalisapproach explores the
broad context of Sakha values, worldviews, andetatinteractions connected to the
genre of olonkho. Stone describes this theory asadrich allows for “studying music in
a way that integrates it with the sociocultural pbem around it” (2008, 45). The
importance of context cannot be overemphasizedldoking’s work,Music, Culture,
and Experiencehe concisely summarizes how cultural expresdismsh as olonkho) are
closely tied to its context and the people thaatend perform it:

Music isnot a universal language. As public communication, icalsystems are

more esoteric and culture-specific than any veldrajuage. They cannot be

translated and become publicly accessible andigit#é to strangers, as can
speech in foreign languages at conferences oiiqablineetings be understood by

all present with the help of efficient interpretgis995, 239)

A related approaclethnoscienceprivileges local classifications and points of
view. In Stone’s evaluation of ethnoscience, slseds that a weakness of this approach
is that it does not “emphasize variations amongf@e knowledge” (2008, 54). This
weakness can be mitigated by gathering data freariaty of collaborators in the Sakha
Republic and by presenting their various opiniomd @ews even when they seem
contradictory. | therefore present analyses anémhsions of Russian and Sakha
ethnomusicologists situas they reflect on the history, current practasej possible

futures of olonkho. The resulting polyvocality pides a broad picture of perceptions

about olonkho.
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My exploration of the content of olonkho usEsmmunicatiorandcognitive
theories(Stone 2008, 130) for analyzing its performancefira and the “active,
constructive nature of cognition” (Nauta 1972, &gmiotic-cyberneti@pproaches are
useful because in addition to the processing ofningan a performance, they emphasize
the “feedback loop from receiver back to senders Thtical feedback then serve[s] to
modify further the performance by the original seridStone 2008, 130). Interviews
with olonkhosuts in Yakutia indicate that the ldngt performances as well as the
personal satisfaction they receive as performedgestly related to the physical and
vocal responses of their listeners, so this elensegxplored in this research.

“Event” is explicated through the applicationpdrformance theorynodels,
highlighting strategic devices which enhance pentmce intensity (Stone 2008, 137).
For example, key to understanding olonkho perfoigeaare concepts such as
indeterminacyandemergencéStone 2008, 140; Bauman 1977, 38).

Ethnicity andidentity theoryinfuse all three research questions (time, place a
event), and are key frameworks for evaluating ofmngerformance. As an indigenous
group living in a post-Soviet state, the Sakha faemy challenges in negotiating their
identity as it touches on ethnicity, religious b&di and their relationship to the Russian
State. Olonkhpbelieved by many Sakha to be their quintessemadittonal genre, plays
a prominent role in the process of constructionnteaance, and negotiation of
boundaries in relation to Sakha identity (Stoke341%; Osipova 2011).

Closely related to topics of identity and ethnicpgst-colonialandpost-Soviet
theoretical frameworks may also elucidate effe€tSaviet political ideology on

olonkho,especially in issues related to agency and donoing&tone 2008, 26207).
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For example, Hechter (1975) and Said (1994) proata@ commonly understood
concepts of colonialization and offer alternativedels. Hechter proposes the term
“internal colonialism” (1975 —in the title of hiobk) to describe the kind of relationship
that countries such as Russia have had with thel@eavho inhabit their borders. Said
outlines Russia’s departure from a geographicahdein of colonialism to encompass
expansion through conquest into adjacent terrgq1©94, 10).

Ashcroft et al (1995, 381) and Moore (2001, 112) use the conukihie
“neocolonial mode” to describe retrenchment fromesheld freedoms. Rather than
assuming a state of affairs in which colonial iefige is in the past, Ashcroft posits
neocolonial approaches which address “the contghpiocess of imperial suppressions
and exchanges throughout this diverse range oésesj in their institutions and their
discursive practices” (1995, 3). Bhabha (2006) cemt® on the hybridity and
complexity of post-colonial cultural expressionsil Battaglia (1995), Rethman
(1997), Renan (1990), and Fanon (1967) explore ople in post-colonial contexts
negotiate identity and positionality, creating hdgetheir own future, providing models
for consideration in understanding the post-Sovadtutian context and its response to
the olonkho tradition.

On the recent Soviet past and current trends isiRu€rate (2006), Levin
(2002), Slezkine (1991), and Zemtsovsky (2002)rofeaying perspectives on the effects
of Soviet ideology on the music cultures of its arity peoples. Writers such as Fanning
(2005) and Kosacheva (1990) also provide insighthistorical realities for olonkho.
They outline Soviet attitudes toward musical cidtand point out that official Soviet

policies toward indigenous musical resources, lgrfpeused on control, had a double-
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edged effect, both positive and negative. Balz8062 reports on the resumption of
central control coming out of Moscow and the rasglattenuation of regional power
and autonomy, an additional factor in consideringsbbw’s neocolonial relationship
with Yakutia. Oushakine talks about response®ofakeandrevival, further theorizing
on the post-Soviet responses of indigenous peagl@gell as Russians in general (2000).
Finally, in an approach which integrates all thaspects of time, place, and
event, | examine the interaction@intinuityandchange providing another useful lens
for understanding olonkho in the2¢entury. Coulter's model (2007, 2011) for
measuring musical change (which he calls “musift"}l$ based on sociolinguistic
models (Fishman 1991, Lewis and Simons 2010) akdyito measuring the changes in
olonkho over time. An essential model related soie€s of continuity and change comes
from Schrag’s reflections on how the interactiohstable and malleable infrastructures
create dynamism and lead to enduring traditiongedtivity (2005, 2009, 2012). Further
insights have come from Ricoeur, whose view ofitiaal is intimately tied to living
transmission (1984, 68), as well as Louis (1958yn&r (1980), and Connerty (1990),

who apply these theories of change to oral traastio

Research methodology

The methodology employed in this research has dediseveral complementary
approaches. In my olonkho-related fieldwork in Ya&wuring 2009, 2010, and 2011, |
recorded audio and video footage of performancdsrarrviews with a wide variety of

participants. My respondents included musiciansigfathnomusicologists and other
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scholars, religious leaders, olonkho audienceativels of deceased olonkhosw#ed
living olonkhosuts of varying levels of performaretality.

The interviews quoted in this work were conducte&ussian, the language
spoken by over 99 percent of the population ofRbsesian Federation (Russian Census,
2010). Although | personally regret that my Saldraguage abilities are limited to
musical terminology and some commonly used wordgyée with Ted Levin, a
respected scholar of Siberian and Central Asianasuis his observation that while it
reflects the “dark side of Soviet language polictBs ubiquity of Russian as a language
of scholarship in the former U.S.S.R. has mada ihdispensable tool for musical
ethnography” (2006, xxi). | found that my respondemwhen given the choice of using a
Sakha translator, chose to dialogue with me in Raossther than endure the slower pace
of using a translator.

My heart connection to Yakutia stretches back toyayth, when | read avidly
about people imprisoned in Siberian gulags forrtfeaih or political beliefs. But my
deeper understanding of Yakutia began in 1995, wheoved with my two young
children and husband to Yakutia in connection Wwithwork as a consultant on
intercultural relations for a local organizationeVWwed four years in Yakutia, followed
by more summers and short trips. During those yadtteough | was primarily occupied
with home-schooling our two children, | was ableltoan intensive study of Russian
language, eventually becoming fluent. Those yehassociation with people in Yakutia
provided a base of knowledge and relationships wgmoh my dissertation research was
built. For example, it provided a first-hand lodklae period of cultural revival following

the end of the Soviet Union, as well as close iglahips with Sakha people who later
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helped me with my research. Most importantly, sbatreated in me (a classically trained
musician) the beginnings of an appreciation fordiseipline of applied ethnomusicology
and its crucial role in mediating issues relateRtgsian hegemony, an approach which
infuses and motivates my work.

My three years of periodic olonkho-related fieldwarvolved taking a
participant-observer role for a variety of evem# olonkho festivals (Borogontsi and
Berdigestyakh), the Ysyakh summer festival nearufsl private performances in two
villages, speaking at a three-day internationafe@mce on Eurasian cultural issues
(including olonkho), and staying in the homes ob twonkhosuts for two to three days at
a time. Other methodological approaches for thiggot have included translations and
annotations of sections of Russian-language wrrgsources.

One key approach that sets this research ap&atisnt reporting my results, |
foreground the voices of my respondents, providiriganslation of their first person
narratives as they recount their perceptions dbhcal events related to olonkho
performance. In doing this, | draw on Levin’s (2Dp@&odel, in which he recounts the
direct speech of his research participants; ttgpired me to allow my respondents’
voices to speak for themselves. Since | transleseth of the interviews | did from
Russian, | have also included a DVD with video wdia clips of the voices | have
guoted in this work as they respond to my questioi®ussian; these media clips are
noted in the corresponding footnotes, clearly idgniy the source as an interview.
Copies of the DVD are available for inter-libranah through the UGA Hugh Hodgson

School of Music or from the author.
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Chapter organization

Following this chapter, this work is divided inteven more chapters, examining
in more detail the musical, historical, and theice¢tmodels grounding my conclusions.
Chapter Two explores definitions for important terralated to epics and olonkho in
particular. | describe various categories of olagdis and how oral formulaic theory
explains the improvisational, emergent aspect @hkito. | also discuss the interaction
between the verbal and musical facets of the gewniténing characteristic features of its
narrative mode and music-related materials.

In Chapter Three | touch on the importance ofagldaionic historical approach
and propose a variation of Rice’s (2006) tripantitedel as a structure for this research. |
preface the historical section by underscoringotta¢ nature of olonkho and its role as an
embodiment of worldview and values. The historploinkho is outlined, beginning with
the pre-Soviet era, touching on the cultural arstidnical roots of olonkho as well as the
structure and elements common to many olonkhdeen dutline olonkho’s transition
into the Soviet era and changes which occurrechduhree periods of Soviet rule—from
the Revolution to World War Two, the 1940s and 20wl the 60s through the 80s.

Chapter Four begins with observations on theipslif cultural revitalization,
then describes the fascinating story of an inddmetavoman who led Yakutia in a quest
to bring olonkho back from “forgotten” and haveatognized as a Masterpiece by
UNESCO. | describe olonkho reception at the timthefMasterpiece declaration, and
compare it with olonkho reception at the curremetj noting key elements of change. |
also report my respondents’ prognoses for revasibn of olonkho, paying special

attention to general trends which emerge from treglections.
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In Chapter Five addresses the role of UNESCOonldio revitalization,
outlining its Intangible Cultural Heritage (ICH)qgram and three important
concepts/terms related to the 2003 Conventiaiarigible cultural heritage
safeguardingandmasterpieck | compare the desired outcomes of UNESCO'’s ICH
program with Yakutia’s plan of action and evaluabev closely Yakutia is tracking with
its plan.

Chapter Six explores the issues of continuity @mahge in revitalization. |
recommend Coulter's model for measuring music gthige Graded Music Shift Scale),
and propose a diagnostic decision tree | haveenldataccompany his model. This
diagnostic decision tree demonstrates that trarssomsnd innovation are key factors for
determining music vitality. Delving deeper into kogpof continuity and change, | explore
Schrag’s model of the interactions between stafteraalleable infrastructures, applying
it to olonkho performance.

Chapter Seven summarizes the changing contextiich olonkho is conceived
and performed, addressing in particular the chamgfee primary function of olonkho
from entertainment to ethnic identity marker. | ewae the role of colonial and post-
colonial identities in relation to olonkho and shbaw neocolonial dynamics are
resulting in a negotiated identity and future toe Sakha. | show how the dynamics of
malleable and stable infrastructures in olonkhdoend to endure the pressures of
societal change and instability. The chapter clbsesutlining lessons learned from the
revitalization of other epic traditions suchManas® andp’ansori, and reflecting on the

common challenges that these epics face in rexaiabin.

19 Manasis capitalized in this research because it imtiree of the protagonist in that epic cycle. Thenter
p'ansori, like olonkho, is normally not capitalized, asdfers to a genre, not a person.
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Chapter Eight provides some reflections on theneatdf revitalization and how
the “deeply flowing waters” of an oral traditionrcaometimes be obscured by the
temporary “foam” that accompanies large-budget guwent efforts at revitalization. |
outline three paths for the future, based on varigwels of transmission and innovation,
and remark on a few hopeful developments, inclutlegrole of mediated forms in
fostering more appreciative audiences for olonkhany recommendations, | suggest
ways in which levels of innovation and transmisstan be fostered for olonkho, giving
the genre a chance for a sustainable future. Finalliscuss questions and topics related
to olonkho which have not been addressed by temareh, and close with a reflection on
how my findings may apply to the sustainability aaditalization of other genres facing

decline or extinction.
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CHAPTER 2
OLONKHO: A MULTI-GENERIC EPIC TRADITION

Olonkho is an epic poetic tradition comprised eémdating sections of narrative
and song. Epic poems are not unique to the Sakbg;have been performed in various
cultures for over 4000 years. The oldest known pdamBabylonian Epic of Gilgamesh,
dates back to 1700 B.C. (Abusch 2001, 614). Honikigsl andOdysseycontinued this
tradition in their poetic recounting of the evestsrounding the Trojan War. Today, epic
poetry can be found in many other countries sudhdia, Kyrgyzstan, Mongolia, and
Tibet (Emsheimer 1991, 210) and in various regmRussia, including Tuva and Altai.
The Sakha epic tradition, olonkho, has the longadtmost complex epic tales of all the
Siberian indigenous groups.

The term “olonkho” is used widely to mean both bhead genre of olonkho epic
style and the individual stories which make updbkare (Larionova 2004, 43). Divergent
definitions of what constitutes an “epic” (and wiajound in the literature about epfts.
Since structural traits and contextual featuresraportant for a good definition of
“epic,” | embrace Johnson’s definition which assetStructural characteristics include
poetic language, narrative style, heroic conter@aiglength, and multigeneric qualities.

The contextual traits include legendary beliefauee, multifunctionality, and cultural,

2 Interview with the relatives of Roman Alekseyewlthov Shelkovnikova, Gavril Shelkovnik, and Anna
Andreeva in Borogontsi, Yakutia, on June 20, 2009.

L For example, Biebuyck does not address strucissaks as much as common themes in his definifion o
an “epic,” asserting that an epic normally includeme form of miraculous conception and birth
(including the special heroic gifts and abilitieghawvhich the hero is born) as well as “Herculeaeds,
extraterrestrial journeys, fierce individual battlgith heroes, divinities, animals, dragons, andsters;
possession of extraordinary magical devices; wfsttrength and intelligence; games” (1976, 25-6).
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traditional transmission” (1992-8). In defining “epic”it is also crucial to address the
interaction of the various stories of an epic dralrtrelation to one another. For example,
literature about epics is not always clear aboatdifferences between an epixcle an
epictradition, and an epitale. More often than not, these categories are disduss
separately (cf. Bynum 1980, 330; Nas 2002, 140k R@03, 1415) rather than
compared, contrasted, and defined.

| use these three terms in the following manneepi¢cyclesdescribe traditions
like the KyrgyzManasandSunjatafrom Mali, a series or sets of stories relatedrie o
cultural hero; 2) epitraditionsare a style of story-telling which include muleghles
not necessarily related to one central hero, sadheKoreamp’ansori and the Sakha
olonkho;3) epictalesare the various performances, literary variantgomstituent parts
of these cycles and traditions (for example eadklwd Manasand each of the five
p’ansori narratives are tale, as are the various literary versionsSofhjataand the
various stories in the genre of olonkho). In tl@search, the collection of olonkho stories
is referred to as agpic traditionand the individual parts of it @soriesor tales.

The termeposis sometimes used interchangeably veipiic, and they are linked
very closely by their dictionary definitions, whidefineeposas: “1) an epic; 2) epic
poetry; 3) agroupof poemstransmittecorally, concerned with parts of@mmonepic
theme; or 4) a series of events suitable for treatrin epic poetry?* While bothepos
andepicterms have their roots in the Greek languag®$andepikosrespectively), the
termepiccan be used either as a noun or an adjeap@sis always a noun. Within
those grammatical constraints, the usepdsis interchangeable witBpicand more a

matter of style than definition.

22 Seehttp://dictionary.reference.com/browse/epascessed January 10, 2012.
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Olonkho is not an “epic cycle” such as Manas orj&anin which there is one
main hero to which all the episodes of the cyclesrelated. Instead the images of the
heroes in the olonkho epics are independent obooéher and generally not connected
(Larionova 2004, 42). Each olonkho story is namféer éhe main protagonist. For most
stories, this is a male warrior-hero, calleblogatyr,for exampleNyurgun Botur the Swift
or The Longsufferingr SogotokhIn some cases it is a female hero, such &yys
Debelieor in Tuiaaryma Kud™ Most of these olonkho stories share a similar
compositional structure, including the followingelents:

1) Exposition: a lengthy description of the heroneland and its holy tree, as
well as the hero’s riches and weapons: i.e., agbuf the warrior;

2) The Call: the motivation for the warrior’s exjgézh and exploits;

3) The Development of the Action: overcoming himgr@s in the expedition;

4) Culmination: a battle with enemies and victovgiothem, the hero-warrior’s
duel and single-handed combat connected to hishmetking;

5) Further Development of the Action: the returthpaf the warrior-hero toward
home, overcoming difficulties on the way, and tlm@iphing of his vanquished enemies
and those related to them;

6) Conclusion: the arrival of the warrior-hero i homeland and concluding
lines about how the hero lives happily and richlgreafter with his wife (and relatives
and children), multiplying and proliferating thed of the Sakha nation (Emelianov

1980, 11-12).

% See Appendix E for short summaries of the plotgHese olonkhos.
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Features of olonkho performance

Olonkho, in its historical form, is an unaccomphsolo epic genre comprised of
both dramatic narrative poetry and song which a#tex throughout the extensive,
multiple-evening performance of the work (Okladniki®70, 263). It is often referred to
by Sakha people dsatr odnogo chelovek@ one-person theater), but it has no pfdps.

It is normally performed in a seated position, oftath legs crossed at the knees and
hands resting on the knees or one hand cuppee teath The singer of olonkho, the
olonkhosutuses a Sakha narrative poetry style (often refleto agecitative for the
“telling” sections, while the direct speech of tteracters in the story is sung (Larionova
2010). A gifted olonkhosut is able to maintain éabae between the alternating textures
of song and recitative as the story unfolds dugagormance’

Each of the characters in the olonkho (includingnals such as the hero-
warrior’s horse) has its own leitmotif, vocal regis and intonation when it “speaks”
(sings), i.e., its own musical language. But e\enrecitative sections are more than just
simply poetic narration. They contain elements tdaat be considered musical, including
a central tone and other pitch-related factors sischising and falling contours, rhythmic

and temporal characteristics, and are organizeordicg in phrases.

Epic performers

In the living epic traditions | have studied thare two general categories of
performers. Reichl labels these two categoriesrtayctive” (performing memorized

sections) and “creative” (able to improvise witkte structure of the genre), adding the

2 Interviews with Schischigin (2010), Burtsev (2018)d Larionova (2010) in Yakutia.
% Interview with head of the Olonkho Department at, l&gafia Zakharova in Yakutsk, Yakutia, on
December 4, 2011.
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caveat that “some singers can be clearly classifse€ither ‘creative’ or ‘reproductive,’
others can be less easily put in one or the othiegory” (1992, 82). This is an important
distinction, but | prefer, rather than thinkingtbése as distinct categories, to see them as
two poles on a continuum. This continuum stretcf@sgxample, from a Sakha child
who memorizes a short 10-minute fragment of olonkb@n 80-year old master
olonkhosut who can recite an entire olonkho inmaprovisatory manner over a period of
several days. It often happens that over a lifetipeeformers begin at one place on the
continuum and move in the direction of master-penfer as they learn fluency in the art
of oral formulaic expression. For the sake of tyathowever, and in acknowledgement
that most performers lie on one half or the otlfg¢he continuum, | employ the following
terms:olonkhoperformer(for those who do not improvise but perform memedl
versions)masterolonkhosuf(to refer only to those performers able to impsewvithin

the aesthetic boundaries of the genre),@adkhosufif | am not emphasizing one
aspect or the other, but referring to olonkhosuitgeneral).

Olonkho is sung by both men and women; there d@appear to be any cultural
taboos against women becoming olonkhosuts, althoughneral there are fewer women
performers than there are men. This may be dueetfatt that historically, women did
not earn their living by performing, as male oloaghts did’® So while they were not
forbidden to become master olonkhosuts, there wefeancial or societal structures
providing the necessary support for them to traxéknsively and earn a living in that
way. In 2005, at the time of the Masterpiece Detlan for olonkho, there were two
acknowledged master-performers—one man and one monh@ woman, Darya

Tomskaya (now deceased), spoke Sakha and perfam&akha, but was from a smaller

% personal correspondence with Eduard Alekseyewviuaep 25, 2012.
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indigenous group in Yakutia, the EverikiThus, the primary qualifications for olonkho
performance appear to be limited less by gender ltiyaalent. That talent is widely
described by Sakha people as including phenoméitsimgthe areas of both verbal and
melodic expression. It also includes the improvwiset! ability of being able to perforim
sebia(from oneself) rather than just reciting a pre-mezesl versiorf> When these
abilities are present in a person who has alsddragterm exposure to the live
performances of others, that person may developéhessary capacity for becoming a

master olonkhosut.

Oral formulaic theory and improvisation in olonkho

There is a significant difference between itiester olonkhosutvho has the
ability to improvise and the olonkhmerformerwho produces a pre-memorized concert.
While the master olonkhosut’s abilities are desxtiby Sakha people as being
“improvisation,” they are actually a special kindmprovisation, codified in literature
on epics and best understood in termsraf formulaic theory This theory, postulated by
Milman Parry, was continued after his death bydeiaborator and student, Albert Lord,
who published the seminal work in the field of egliedies,The Singer of Tales
Originally published in 1960 (with a second editiarR000), this work became not only
a classic text “for the general study of oral andten literatures but has also evolved
into a standard textbook within folkloristics” (2Dxix). It documents how Parry and

Lord studied the oral tradition of epic singingMogoslavia, seeking to understand how

2" Interview with master olonkhosut Pyotr ReshetnikoCherkékh, Yakutia, on June 16, 2009.
28 i
Ibid.
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the singers “compose, learn, and transmit thetsepi is a study in the processes of
composition of oral narrative poetry” (2000, Xxxv).

This ground-breaking work was the first to formaldefinitions of several key
concepts which are now considered foundationapio gtudies. For example, Lord
definesoral epic songas “narrative poetry composed in a manner evobxes many
generations by singers of tales who did not know twwrite; it consists of the building
of metrical lines and half lines by means of forasuéind formulaic expressions and of
the building of songs by the use of themes” (2@)0He further definebormulaas being
“a group of words which is regularly employed untter same metrical conditions to
express a given essential idea” (2000, 4).

The creation of epics through formulas is a flexigystem that relies less on
memorized text than it does on the linguistic “gres’’ that Lord describes, among other
things, as patterns of melody, meter, syntax, [gisth, and word order. He explains the
learning process for the language of formula asdsimilar to normal spoken language,
in that as one becomes skilled at the syntax and Yeoms, one grows in the ability to
express thoughts using formulas. Even his analdgrabe way singers absorb their craft
makes use of linguistic metaphors. He assertdliegbatterns of oral poetry are its
“grammar,” superimposed onto the particular gramafidhe language (such as Sakha)
being used in the narrative, stating,

The speaker of this language, once he has mastedegs not move any more

mechanically within it than we do in ordinary speecHe does not “memorize”

formulas, any more than we as children “memoriagiguage. He learns them by

hearing them in other singers’ songs, and by habitsage they become part of
his singing as well. (2000, 36)



38

For that reason, two performances of an epic arerrtbe same, nor even two
performances by the same person. Lord summarimesnigueness of oral epics with
this observation: “The picture that emerges israatly one of conflict between
preserver of tradition and creative artist; itagher one of the preservation of tradition by
the constant re-creation of it” (2000, 29).

The linguistic parallels continue. Lord goes omptant out that there is usually “a
large group of formulas known to all singers, j@stn any speech community there are
words and phrases in the language known to andhysatl the speakers in that
community” (2000, 49). It is important to note thia¢se formulas are sometimes
clumped together into “clusters” of words, phraseslodies, meters, and parallelisms.
Lord posits that “these clusters of formulas oliredés, which are frequently associated
together and are recurrent, also mark one of theackeristic signs of oral style. They are
useful to the singer; for they emerge like traineftexes” (2000, 58).

The second important concept in understandingsethe notion ofheme refers
to “repeated incidents and descriptive passagg®isongs” (2000, 4) or “groups of
ideas regularly used in telling a tale in the folamstyle” (2000, 68). The singer’s task
in using the themes is

to adapt and adjust [them] to the particular sdvag bhe is re-creating... the theme

is in reality protean; in the singer’'s mind it many shapes, all the forms in

which he has ever sung it, although his latestegnd of it will naturally be
freshest in his mind. It is not a static entityt Bdiving, changing, adaptable

artistic creation. (2000, 94)

Even with that malleability in mind, there is amstimctive grouping of themes that occurs

in stories, causing Lord to remark, “We are appidyeatealing here with a strong force

that keeps certain themes together. It is deephetdded in the tradition” (2000, 98).
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Parry and Lord assuméatheir research that there are underlying sintiés in
epic poems that cross cultural and historical baued. Their particular research
compared epic poems in Yugoslavia at the beginafrtge 2" century to the epic
poetry of Homer from the”80entury B.C., a comparison certainly representing
significant cultural and historical boundaries. ¥i@ave since been validated in that
assumption by the vast body of research undertiakepic studie$’

One feature lacking in Lord’s book (for the ethnmieologist in any case) is an
analysis of the music in the Yugoslav epics. Thalkfa few recordings were included,
and Lord does some melodic transcriptions thatideoat least minimal descriptions.
Lord’s approach, however, was largely textuallyeated. This may be explained in part
by his position in the Comparative Literature dépant of Harvard University. He did,
however, give the term “epic singer” a new deptisesving that “singing, performing,
composing are facets of the same act” and thagiesinger is “not a mere carrier of the
tradition but a creative artist making the traditi¢2000, 13).

Parry’s descriptions of oral formulas and thenmethe epic tradition of the
Southern Yugoslavs are remarkably helpful in cjamg our understanding of the
olonkhosut’s art, in which improvisation plays egarole. It follows the formulaic and
thematic grooves of epic singers in other placesaher times, but with melodic, poetic,

dramatic, and narrative materials distinctive t® $akha culture.

# see for example, the website and journal of thditgy organization for this discipline, Center for
Studies in Oral Traditiorhftp://oraltradition.orly which continues to celebrate and build on thenftation
established by Parry and Lord.
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Emergent character of olonkho

Another characteristic of olonkho is its emerggmality, in which the
improvisatory element of olonkho is amplified b timteraction between the olonkhosut
and the audience. This produces a performance Warbkrges” in the moment (Bauman
1975, 302306). In each “re-creation,” the olonkhosut resmotadthe surrounding
context, adapting the performance to factors ssdh@audience’s response, the length
of time they have allowed for the performance, am@n. In addition to non-verbal
responses, (such as signs of attentiveness ok afiag, there is also (traditionally) a
verbal response, in which short cries of approlnagiod amazement punctuate the
narrative at the points where the olonkhosut dravweng breatfi®

Bauman’s writings on emergence explore the interaoature of epics, giving
insight into this facet of traditional olonkho peminance. He remarks that “the emergent
guality of performance resides in the interplaynisn communicative resources,
individual competence, and the goals of the paxdicts, within the context of particular
situations” (1975, 302). Bauman traces this themt@e analysis of epic performance
back to Albert Lord’sThe Singer of Talesnd calls this seminal work on epics “one of
the first works to conceptualize oral literaturdenms of emergent structures” (1975,
302). He views Lord’s descriptions of oral epicfpemances through the lens of
emergence, stating,

The flexibility of the form allows the singer toaat his performance to the

situation and the audience, making it longer andenetaborate, or shorter and

less adorned, as audience response, his own moddn@e constraints may
dictate. (1975, 303)

3%nterview with Ekaterina Chekhorduna, scholar anthar of olonkho materials for children, in Yakutsk
Yakutia, on December 6, 2011.
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The emergent nature of traditional olonkho perfarogais an important feature in my
analysis of current trends in olonkho, and thelteguprognosis for the future of its

revitalization.

Interaction between verbal and musical aspectsookbo

The complex interactions between various verbalrandical facets of olonkho
are explored in the work of Eduard Alekseyev, whdmelieve to be eminently reliable in
regard to his analyses of Sakha music. His creaisight and grounded musicological
understanding of Sakha music has for decades mdagethe writings of Sakha and
Russian musicologists. In his introduction to a iaisgical analysis of the olonkhthe
Mighty Er Sogotokhhe underscores the special connections betweemuisical and
verbal aspects:

Olonkho is primarily noteworthy as an inimitabledasrganic artistic conjoining

of grand poetic speech and expressive, diverse &gtes. It is truly unique as a

musical-poetic phenomenon, possessing its own mware (melodic-poetic)

language, its highly-developed and complex (yetsstiined and economic)
system of verbal and musical expressivity, spgmatical devices and melodic
improvisation, all connected tightly and flexibhtéracting one with anoth&t.

(1996, 44)

This interactivity makes olonkho performance a ctamprt. The olonkhosut must have a
high degree of fluency in both of these abilitidkee(melodic and the poetic), holding

them in balance while flexibly interacting with &n the moment” vision of the plot line,

the audience’s response and alertness, and thdérame of the performance arena.

3 “Ononxo NIpUMEYAaTENbHO NIPEKIE BCErO KaK XyA0KECTBEHHO HEIIOBTOPUMOE U OPTaHUYHOE COYETaHUE
BO3BBILIEHHO-NMIO3TUYECKOI peuy U BBIPA3UTEIbHOTO pa3HOXapaKkTepHOro neHus. OHO NeHCTBUTENIBHO
HETOBTOPMMO KaK MY3bIKaJIbHO-MIOATHYECKOE SIBJICHNE, 00JIa/Iatoliee CBOUM JBYEANHBIM MEJOIUKO-
CTUXOBBIM SI3bIKOM, CBOEH pa3BUTOM U CJI0KHOI U BMECTE C TEM CTPOMHON U 3KOHOMHOM CUCTEMOIL
CpPEICTB CIIOBECHON M MY3bIKaJIbHOW BBIPA3UTEIBHOCTH, OCOOBIMH IPHEMAMHU TIO3THUECKOH 1

MeJIOAUYECKOM HUMIIPOBHU3allMH, TECHO CBA3AaHHBIMU U THOKO BBaHMOHeﬁCTByIOIHHMH Apyr ¢ Z[pyl"OM"
(Alekseyev 1996, 44).
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Both the musical and verbal portions of olonkho“amnic forms,” according to
Alekseyev, and he emphasizes the importance oféingbhigh aesthetic value in Sakha
music. He asserts that the important aptitudese@t® singing are the capacity to freely
improvise, to expressively sing the melodic picg@nd “a special ability in regards to
the timbral characteristics of vocal re-embodim&n1996, 45). Having explored a
theoretical foundation emphasizing the interadgtioit the narrative and the musical, |

will now examine the narrative mode more in depth.

The narrative mode

The narrative sections are marked by crisp adtaut, deep breath control, a fast
tempo (normally around 400 syllables per minuté,ranging up to 5065 and careful
pitch calibrations, allowing its contours to be gbly notated.

In spite of the story-telling style of enunciatiom recitative it is fairly easy to
hear a specific pitch, which allows an approximaitation of its fundamental
contours. The pitches of the recitative are builtwo foundational tones
(steps/degrees)... the distance between the tves isrdifficult to catch by ear,

but ... the distinctive of the lower tone is thasirather consistently pulled toward
the upper tone, as a glissando rolling into thesnppne®* (Alekseyev 1996, 46)

32 “IIpodeccronanbHOe yMEHHE OJOHXOCYTA [TOAPa3yMeBaeT CBOGOIHOE BIIaIeHHe ABYMS OCHOBHBIMH
(opmMamM 3ByKOBOH pealin3alliy 310ca; 0co00it AMM4ecKoil MaHepoil Cka3bIBaHUA U pa3BUTON MeBYECKON
TexHUKOi1. [TocneHss BKIIOYAET HE TOJIbKO CBOOOIHO-MMIPOBU3AaLIOHHOE TIEHNE BBICOKOT0 0000IEHHO-
TepONYECKOro CKIaja, He TOJIbKO HANEBHO BBIPA3UTENBHOE MEHNE C MHINBHIYAIbHBIM MEIOIMIECKAM
PHUCYHKOM, HO M 0COObIE HAaBBIKH TEMOPOBO-XapaKTEPUCTUIECKOTO TOJI0COBOTO MEPEBOIIIOIEHNS”
(Alekseeev 1996, 45).

% The speed and clear articulation was the spetiint of achabyrgakhsytteller of Sakha tongue-twisters
— (chabyrgakhi) a well-loved verbal arts genre related to olonkho

34 “HecmoTps Ha CKa30BOE MPOM3HECEHUE, B PEUHTATHRE JOBOJILHO OTUETIMBO MPOCITYIIMBAETCS
omnpeen¢HHas 3ByKOBBICOTHOCTb, YTO MO3BOJISET YCJIOBHO HOTHPOBATH €70 OCHOBHBIE KOHTYPBI.
3BYKOBBICOTHO PEUUTATUBBI CTPOATCA HA JBYX CTYMEHSAX-0MOpax...PaccTosiHue Mexay CTyneHsAMU TPYAHO
YJIOBUMO Ha CITyX, HO Yallle BCETo KoJieOueTcs B MPOMEXKYTKe OT TOJTyTopa [0 IBYX TOHOB. OCOOEHHOCTD
HWKHEN CTYIIEH! TaKOBa, YTO OHA KakK OBl IOCTOSIHHO IOATATHUBACTCA K BerHeﬁ, FHHCC&HZ[OHOZ[O6HO
‘Bbe3KaeT’ B HeE (B ITUX CIydasx OOBIYHO M CTAHOBSATCS BOSMOXKHBIMH H3PeKa BCTPEUAIOIIHECS
BHyTpucorosbie pacresl)” (Alekseyev 1996, 46).
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These tendencies are clearly seen in the notatiotié introductory narrative of
The MightyEr Sogotokh(Figure 2.1). Tonal specificity is avoided by ugpien “x” for a
note head? Note the presence of two tonal anchor points, tighpitch often starting at
the upper one, dropping to the lower one, thenlalg back up. This changes toward the
end, where there is typically a downward movemépitches, finalized by a downward

glissando. These characteristics of contour aecésarly heard in the recitative of

Reshetnikov (see “Reshetnikov olonkho montagditigt//vimeo.com/mirolonkhp The
falling intonation at the end of a section is usedemphasis, and to prepare the audience
for a pause while the olonkhosut replenishes heathr, and during which listeners may
express encouraging exclamations (Alekseyev 1986, 4

Other important characteristic of Sakha poetryl(iding narrative poetry and
other verbal arts such as tongue-twisters) areriagence of both horizontal and vertical
parallelisms for sounds and syllabf&& his is a main pillar of Sakha poetic form. It
includes points of alliteration at the beginningloé lines, as well as repetition of words
between lines (parallelisms). This can be noteatienexample of a Sakha-language
recitative fromEr Sogotokh (Figure 2.1), in which the wordt4xa” (sakha) is used in the
first four lines and fiiuruns” (iligin €) in four out of five lines at the beginning of the
recitative. Since they are also used in paraligimmically, they have been transcribed in
a way that emphasizes this. Also note parallelisntise syllables at the end of lines,

such as w9, -19p, and #bIH.

% The transcriptions for this article were done hyN\Nikolaeva.
% For a clear explanation of this (in Russian, witmslated Sakha examples), see A. S. Larionov@4(20
71-81).
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Figure 2.1: Introductory recitative frofr Sogotokf’

3" Notated example and table of symbols are from #dgkv (1996, 58-59). Notation: N. N. Nikolayeva.
Seehttp://www.eduard.alekseyev.org/work20.htatcessed January 23, 2012. Used by permission.
[See DVD]
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Symbols for notated examples

¥ — Sound is an octave lower than written

I — Note is somewhat raised (about 1/3 of a halp)s
I — Note is somewhat lowered (about 1/3 of a b@Ep)
| — Ending of raised or lowered note

N — glissando down

< — glissando up (“abruptly ends”)

xh — unvocalised sound with ascertainable pitch

D _ sound of unspecified pitch

Jﬁ — kylyhakh(short, accented fleeting sound),
4,8, 16 — pulsating quarter notes, eighth notes, or shtteaotes in irregular, changing
meter
V' — breath
— suppression of sound
— — a small increase in length
~— — a small decrease in length

Music-related materials and characteristics in kihmn

The verbal and poetic content of the text is tightihnected to the sound-
production aspect of olonkho, with the charactéthe story each having their own
motifs, formulas, intonation, timbre, and stylessofging integrated into the warp and
woof of the musical fabric. Sonically, olonkho reg#es other types of Turkic-rooted
musics in its strong aesthetic focus on timbre;h@adthnomusicologists draw parallels
between the sonic materials of ornamented Sakhg &t the bifurcated sound
produced by the throat-singing techniques of TuxaardsMongolians (Larionova 2010).

Valentina Suzukei, a Tuvan ethnomusicologist, oot that “sonic texture” is
the primary aesthetic of throat singing, jaw hadaymg, and the timbre of many Central

Asian string instruments (Levin 2006, 72). Thesaictextures (timbres) are reflected in
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traditional Sakha vocal and instrument musical esgions® Levin and Suzukei
contend that although some ethnomusicologists clambre-centered sound-making...
represents a protomusical form that antedatessaef melody (or more generally, fixed
pitch-height) as a musical organizing principle o.hard evidence supports such a
claim” (2006, 58).

Olonkho is a unique genre of Sakha art, in thah lebthe two major traditional
song stylesgegeren anddiereétii, are used in the olonkho soundscape. In order to
appreciate these song styles, one needs to unitb@ use okylyhakh
(ornamentation), a unique feature of Sakha trasttigongKylyhakhis one of the
markers of the traditional “exalted” style of Saldiaging®® It is notoriously difficult to
describe in all of its complexity. Sakha ethnomalkigist Anna Larionova describes it as
“a system of guttural overtones; a complex congl@teeof ornaments. It can be
expressed in a variety of ways—vibrato, grace ngfessandi, fleeting tones, and
flageolet” (2010). Alekseyev’s descriptionTine MightyEr Sogotokhs excellent,
effectively employing visual metaphors to impademse of its essential characteristics:

..kylyhakhiare short, accented flageolets, and are wortleaapmention, as

they are characteristic of Yakut epic singikglyhakhiare distinctive in their

high, clear timbre, like a sharp twinkle that shiers) as if from far away, like a
spark, layered onto the sound of the fundament&dwyefrequently giving the

% The multi-media element is included in this reshdo exemplify the sonic textures of traditionakBa
musical expression and the olonkho performancétimadn particular (see Appendix H). For a brief
overview to both thearrative-poetry recitatiormode and theongmode of olonkho, see the “Reshetnikov
olonkho performance montage” video on the accompanyVD or athttp://vimeo.com/37039828 his
48-second video clip demonstrates short alterngtimgses of these two modes from a performance by
master olonkhosut Pyotr Reshetnikov. This perforwes especially chosen for highlighting becauses he
the recipient of a special governmental stipenchisrrole as a “carrier” of traditional improvisetbnkho
performance. For a more extended look at the iatierabetween the two modes, a longer, 50-minute
fragment of an olonkho by Reshetnikov is also add on the DVD or dittp://vimeo.com/33506962

% The plural in Sakha isylyhakhtarbut when quoted in Russian text, it is normallyegi the Russian
plural form:kylyhakhi.
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illusion of a bifurcation of the singing voice. Dwating and embroidering the
sound, it imparts to Yakut song an inimitable teefl] (1996, 56)

1L [Mecaa AyXa-Xo3gfKH AOAMHEL
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Figure 2.2Kylyhakhnotated: “Song of the Spirit of the Valley#r Sogotokh*

In the notated example of the “Song of the Spirihe Valley” (Figure 2.2), the
kylyhakhis notated using small notehealglyhakhis found in both of the two primary

traditional songs styles of the Sakldag¢ren anddierétii), but is more prominent and

40 XapaKkTepHble [l SIKyTCKOTO SIMUECKOr0 MeHNs KpaTK1e aKUeHTHbIe MPU3BYKH — KoLibihaxu. O

HHUX CTOMUT CKa3aTh 0c000. KLIJ'IblcaXI/I, BBIJACISIOIINECSI CBOUM BBICOKUM U YUCTBIM TeM6pOM, HOZ[O6HI>Ie TO
OCTpPBIM, CBEPKAKIINM yaapaMm, TO MEPUAOIINM, CIIOBHO B OTOAJICHNUHA, NCKpaM, HaCJIanBarOTCA Ha
3BydYaHKe OCHOBHOI MeJIOJIMH, 3a4aCTYIO POKIast WUTIO3UIO Pa3iBOEHUS TIOIOLIETO rojioca. YKpaias u
pacuBeunBas ero, OHM NPUIAIOT AKYTCKOMY MEHHUIO HeMoBTOpHMoe cBoeoOpasue” (Alekseyev 1996, 56).
! Notated example from Alekseyev (1996, 58-59). Mamtdy N. N. Nikolayeva.
http://www.eduard.alekseyev.org/work20.htitcessed January 23, 2012. Used by permission.
[See DVD]
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commonly visible irdierétii, the song style most commonly associated withldiof?
The following section examines these two stylestaed use in olonkho, defining them

and giving examples of both what they sound like lhow they can be notated.

Unmetered song style @etii)

Thedieretii song style is characterized as unmetered, exatdeinn, ceremonial,
ornate, drawn-out, smooth or flowing. It has stmuak and rhythmic freedom as well as
the other, more typical Sakha modal elements saathale-tone scales (with their
characteristic tritone interval) and the uniqueftiliding mode” of Sakha traditional song
(Grigorian 1957; Alekseyev1969, 117; Larionova 208" Characteristically abundant
with kylyhakh songs of thelierétii style are improvisatory in form. The affective temt
of dieretii song is largely heroic, grand, majestic, and impgsia special technique, a
manner of vocalizing poetic improvisatioft‘arionova 2004, 12§

The most characteristic genre of therétii song style is theoyuk which is
employed both in olonkho performance and separéatety olonkho; it is widely
perceived as the most inimitable, characteristr@®f Sakha song. In olonkho it is used

to sing the direct speech of the “good” characf€ngse protagonists, represented in the

“2 For other notated examplesloflyhakh seehttp://www.eduard.alekseyev.org/work20.httcessed
February 22, 2012.

3 Alekseyev 1976: quoted fromvww.eduard.alekseyev.orgxplains these modal distinctive in terms of
“unfolding modes” in which “the distance betwees tleighboring tones of the tune can vary to exthgme
wide margins, from a whole tone interval toeven a tritone in its ‘unfolding.” The latter isually
connected to an increase in emotional energy, oft@ble within the parameters of one song. In gahe
the width of the intonational step is generallyatetl to the character of the personage being suwh¢he
tessitura of the tune.” PackpriBarommxcs J1laioB"— paccTOSHIE MEXKIY COCETHUMH (CMEKHBIMU)
CTYNIEHAMM HaIll€Ba MOXXET BaApbHMPOBATH B BECbMa MMNPOKUX MPEACTaxX — OT HUEJIOTOHOBOI'O MPOMEXKYTKa
(paccTosiHue B OJJMH TOH) 10 OoJiee YeM JABYXTOHOBOTO WM jasiee 00nbliero (TPUTOHOBOIO) €ro
“packpeitust’. [locienHee cBA3aHO OOBIYHO C MOABEMOM SMOLMOHAIBEHOTO TOHYCA, HEPEIKO 0TMEYAEMbIM
1 B TIpeaeimax OZ[HOﬁ necHu. B eJIoM, MMpHA THTOHAIMOHHOTO IIara Tak WJIK NHaAa4Y€ COOTHOCUTCH C
XapaKTEPOM MOIOIIEr0 MEPCOHAKA U C BBICOTHBIM MOJIOKEHHEM HareBa.”].

4 Crunb dbusprmuu vipeia MpeCTaBIAET OO0 0COBYIO TEXHUKY, CIIOCOD 03BYYHBAHMS TTOITHYECKON
nmmnposuzaumu’ (Larionova 2004, 12).
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dieretii style, can be either humans or good spiatgyj from the Upper World
(Alekseyev 1996, 48). As the direct speech of thimic characters is sung in the style of
dieretii, it “helps the listener to understand his innfa, lrevealing his solemn and noble
character” (Larionova 2010).

There are two geographically-centered “schoolsSakhadierétii song—the
central region, near the Lena River, and the ViRiver basin. These two regions have
different performance practices foierétii. In the Vilyui region, there is a characteristic
distinctness of rhythmic pronunciation and a gelnack of long, sung-out words. The
Vilyui singer quickly and distinctly sets forth tieentents of the song like a
pronouncement. In the Lena River region, howester¢tii is characterized by profuse
kylyhakhornamentation and drawn-out words. The typical Lama singer, in a
considerably slower manner than the Vilyui singerjngs it all out,” ornamenting and

drawing out each syllable of the text (Alekseye$9,9117-1185°

Melodic-rhythmic song style dderen)

The other major singing styld¢geren, is performed in an ordinary voice in
precise rhythm. laegeren, the normal speech rhythm of the improvised text i
subordinate to the rhythm of tllegeren song formulae (Larionova 2010). In olonkho, it
expresses the songs of some of the protagonidtss blso used for the direct speech of
the female demons and shamans, as well as the tockiter-slave figures (Alekseyev
1996, 53; Larionova 2004, 54). The celestial goddagy Umsuur sings in theédérén

style, reflecting her measured and harmonious cherél_arionova 2010).

5 See alsdittp://eduard.alekseyev.org/work26.htrticiu Bimoiickuii eBer 6bICTPO I YETKO M3MAraeT
COoAEpPIKaAaHNE NNECHU (3/7137-[ blLTIbIbID — «q10€T, BLIFOBapHBa51>>), TO HpI/IHeHCKI/II?'I NEBEL 3HAYUTECIILHO
MeJUIEHHEE «PACXOLYET» TEKCT (mapoan bbbl — I0ET, yKpallas, pacTATMBas KaxIblii clor»).”
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Larionova, in her book on thaggeren song style, defines it this wayDégeren
song is... established on a strictly organized maitricythm with a developed, clear-cut,
well-defined, structurally looping, individualizedelos” (2000, 37§° The texts used in
thedegeren style follow the normal tendencies of Sakha pqgetiith seven, eight, or nine
syllables as well as abundant alliteration. Thieeaéition is expressed in both vowel and
consonant agreement, sometimes at the beginnitig dihes, but also within the lines
themselves. As in all Sakha verbal arts, “goodtsdthe most expressive texts) have
literary devices such as epithets, metaphors, gpdrbole (Larionova 2000, 39).

Regarding pitch, “the tunes degeren style are differentiated by their larger
intervallic content and wider tessitura, visiblgriscending the comparatively modest
pitch norms of théoyuksd (Alekseyev 1996, 54§7 Among the Sakha, the majority of
everyday and lyrical songs are performed in theodieldegeren style and include many
genresphuokhai(round dances), love songs, songs about natuia)iks, play songs,
work songstiosui yryatalove songs in which a man or a woman addressés the
beloved)tangalai yryata(palatal songskhabargha yryatdthroat songs), comic songs,
and sungchabyrgakhtaf® (tongue twisters). In the Q‘O:entury, a distinctive national

choral style grew out of thd¢geren style, as did streams of modern Sakha popular.song

84 J1225paH bipbLa.. OCHOBAHHBII Ha CTPOTO OPraHM30BAHHON METPOPHTMHUKE H PasBHTOI, pebedHO
OuepUeHHO, CTPYKTYPHO 3aMKHYTOM MHIMBHIyanu3upoBanHoit menoauke” (Larionova 2000, 36).
47“Co 3BYKOBBICOTHOI TOUKHN 3PEHNUS, HATIEBBI 0929P9H BBIISISIOTCS GOJIBIIIM CTYTEHEBBIM COCTABOM
0oJiee MHUPOKUM IUATIA30HOM, 3aMETHO MPEBOCXOISAIINM CPaBHUTEIFHO CKPOMHBIE 3BYKOBBICOTHBIE
HopMmbl motiykos” (Alekseyev 1996, 54).

8 _tar is the Sakha plural suffix.
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Figure 2.3Dégeren style: “Song of the Girl-Demons’E¢ Sogotokii*

Althoughkylyhakhis more commonly identified with theereétii style of song, it also
appears idegeren as well and is thus characteristic of much of Sakiusic (Figure 2.3).

Pronounced and multi-pitchéglyhakhiappear like separate ornamented accents
on particular beats in the motifs and formulasldageren. At other times they

blend expressively with the vocal vibrato. [Kylyhakhis] integral to the national
singing culture of the Yakuts, and for the arthaf ¥akut olonkhosuts, is an
idiosyncratic method of sound productidh(Alekseyev 1996, 56)

“‘Notated example from Alekseyev (1996, 69). Notdtgdl. N. Nikolayev.
http://www.eduard.alekseyev.org/work20.htitcessed January 23, 2012. Used by permission.
[See DVD]

0 “OTuéTNMBBIC U Pa3sHOBLICOTHBIE KbUJIbICAXU MOABJIAOTCA KaK OTACJIbHBIE YKpallarolMe TPUXU Ha
OTIpeNeNEHHBIX A0JISX B MOTUBaX-QopMyiax 0229poH. VIHOM pa3 OHU BBIPa3UTEIHLHO COYETAIOTCS C
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The textures of verbal and musical materials icepi

In another analytical approach to the buildingckkof the verbal and musical
material of epics, Eduard Alekseyev proposes wéyaealonkho with three types of
musical texture in mind: R — recitation (or sylledniased), F — formulaic-melodic, and L

— leitmotif>!

The basic principles drawn from his article (1988 summarized here:

The first principle, described as “syllabic-baselillustrated by the Sakha genre
toyuk the premier genre in ttieérétii song style. In this improvisatory genre, each
syllable in the text is elaborated upon using aéterhythmic micro-formula” with a
limited number of variations. The resulting textofeghe song is remarkably
homogenous. These micro-formulas can be used okiadyf text (in principle, one
could sing the phone book), and the result of kvedf elaboration is that any text
whatsoever becomes singable and even poetic. Aleks®etes, “This produces a general
impression of transcendent, elevated, and majeptspeech... an inimitable ‘singing
recitation’ style.®? This recitation style is denoted by the lette). TR

The second kind of musical material in this madehe “formulaic” (F) type.

This formulaic segment (phrase) normally extengdé¢ngth of one line of text and it has

TOJIOCOBBIM BI/I6paTO. 9T0 MHOFOO6pa3I/Ie KBIJIBICAXHBIX MTPU3BYKOB... HCOTBEMJIEMBIX IJISA HaHHOHaJILHOﬁ
NeBYECKOM KYJbTYPBI AKYTOB U OJI UCKYCCTBA AKYTCKHUX OJIOHXOCYTOB cneumbnqecm/lx HpI/IéMOB
3BykomsBieueHus” (Alekseyev 1996, 56).

*1 Alekseyev notes at his site that the original fmattion of this article, “Toward a typology consttion of
the musical epos” [K postroeniiu tipologii muzykafjoéposa] appeared in the edited voluliezyka
éposa. Statii i materialyMusic of the Epos: Article and Materidlsoshkar-Ola, Russia (1989, 24-27). He
further notes that significant and frustrating tgmting errors prevented the article from sucedlysf
portraying his ideas. The version at his site isstmore accurate and is the version | used to pepes
summary. To access it, sétp://www.eduard.alekseyev.org/work21.html

2 “HanuuecTByeT JHb 0000IEHHBII 06Pa3 OCTPAHEHHOI i BO3BBILICHHOH SIMHYECKOI PEUH. .. TOT
MPUHLMI TOPOKAAeT cBoeOpasHyro pacreBHyto peuntamto” (from the fourth paragraph at the site:
http://www.eduard.alekseyev.org/work21.hyml

*3|n 2010, when | was visiting a meeting of Sakhaigttans, | was approached by my friend Irina
Anakhina (now Aksénova) who had just discovered thyllabic step” principle, and was using it togi
the newly-translated Psaltertimyukstyle. She said, “Pick a psalm, any psalm! | dag & for you right
here and now!” | chose Psalm 67 (Ps. 68 in the &#&lhle) and the resultinpyuk,recorded by my
husband William Harris, is on the DVD as well asehéttp://youtube.com/user/siberianethnoarts/
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a distinct musical meaning characteristic of thikuce and/or the particular epic
tradition. Although the formulaic segment has saaation from line to line, it is “like
a musical cliché that infuses and unifies the entiusical fabric of the epic narrative...
able to integrate broad and varying textual cofitént

One notes that the textures being described smtigthod increase in size from
very small (syllabic) proportions, to lines of tetd the third feature of musical
organization, which is what Alekseyev terms “muktbaater on an epic foundatiorr”
This level is the “leitmotif-song,” and is indicat®y the letter (L). Just as in some operas
in the Western tradition, laitmotif (German: leading motif) is “a coherent musical
idea... whose purpose is to represent or symbol@Erson, object, place, idea, state of
mind, supernatural force or any other ingredierdg gdramatic work” (Wittall 2012).

Since the song material in olonkho is an expressidhe direct speech of the characters
in the story, this creates a relatively complexuex, with leitmotifs, formulaic segments,
and syllabic-based textures all interwoven skiljffuhto an improvisatory song.

It is important to note the complexity of thesettegs in the resulting
performance of olonkho. Alekseyev comments on tteationship to one another and
their interconnectedness: “The R-, F- and L-prilespppear both independently from
one another as well as interactively, either alieng or synchronically. In regards to

order of appearance and degree of complexity theyadrly equal and a strict hierarchy

54 “...mpecTaBigeT coboit Kak ObI eIMHOE MEJIOIUIECKOe KITUIIE, KOTOPOE MPOHMU3EIBAECT U OOBEAUHACT

3BYYaHHUE IEJIOCTHOTO SMUYECKOTO CKa3aHus...CIOCOOHBI BMeIaTh OOMUPHOE U pa3HOOOpa3HOE
TekcToBoe copepxkanue” (from the fifth paragraph atttp://www.eduard.alekseyev.org/work21.html

= “TpeTuii NPUHLMI MY3bIKaJIbHOI OpraHU3allK 3110Ca MOKHO ObLTO Obl Ha3BaTh ‘MY3bIKAJIbHBIM T€aTPOM
Ha snrdeckoii ocHoe™ (from the sixth paragraph altittp://www.eduard.alekseyev.org/work21.html
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has not formed. Their relationship is contiguoud ean be expressed in the following

schema®® (Figure 2.4):

,"‘\ ” ~ I""'\
(RFT T {RL]
\q-’ ,d'-"'\\ "'-Tf
'+ RFL, l
' A o I

Figure 2.4: RFL Model-Recitation, Formulaic Segmé&eitmotiv

There is one more type of material in the epos—ead’ztype, or non-melodic
“recitation” or “recounting” (C). In addition to ik last type of material, the model
elaborates on one more important characteristecpgrmeable boundaries and
interactions between these four elements. Thisyaoal model for the musical materials
of the epos is unparalleled, as far as | have beénto determine, in the works of other
ethnomusicologists, and deserves further explardtioits application to musical forms

other than epos.

%5 “He06X01MMO TIOXUEPKHYTh, UTO P-, ®- 1 JI-MPHUHIMIIBL! IPOSBIAIOT Ce6s KAaK HE3aBUCHMO APYT OT
Jpyra, TaKk ¥ BO B3aUMOJIEHCTBIH, YepeaysiCh MM JaXKe BBICTyNas B OMHOBpeMeHHOCTH. [lo BpemeHH
TIPOVCXOKACHHS 1 CTETIEHH CJIOKHOCTH OHM IOCTATOYHO PABHOLIEHHBI M CTPOTOH MEepapXuu He 00pa3yIoT.
X OTHOLICHUS SIBJIIOTCS CKOPEE COMOJIOKHBIME M MOTYT OBITh OTPaXkKeHBI B clieytorieii cxeme:” (from
the seventh paragraphtdtp://www.eduard.alekseyev.org/work21.hxmi
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In short, olonkho is unusual because it is a “rrgdtineric genre,” incorporating
not only both styles of Sakha traditional song, d&ab musical elements mixed with
other artistic domains such as narrative, poetiyne, and improvisatory performance
(Sivtsev 2003, 17)’ Larionova writes about the interconnections obatand musical
in olonkho, stating that “in olonkho we’ve been begthed with all the riches and
diversity of the poetic and musical folklore of tBakha people and, in particular, the
style ofdiereétii song, in which the verbal and musical correlatid \&n interactivity and
interdependencia all its components (2004, 5%).

This chapter has endeavored to describe the géoterkkho and to bring to the
fore its high level of integration of tldramatic thespokenand thesung As I listened to
my respondents and recorded their interviews, échthat some respondents used the
term “sing” when referring to olonkho, while othersed the term “tell.” Olonkho is, in
fact, a profoundly interactive fusion of both. Atelyev says it well:

In many languages and, what is particularly impdrtamong bearers of

traditional cultures, there are expressions whinmigtakably point to the organic

link existing between melody and speech: Ruskidimas(tales) are not sung but
are recounted. Yakut epic singers have an expressém yllyyr (“to sing,

uttering the words”§? [... Each] culture develops its own sound world, rehe

spoken word and a sung word are united into a ganbythm-intonation complex

which is extremely hard to define by words, butethis empirically well
detected. (1989b — in English)

" Further study of the complex relations betweemtlusical and verbal aspects of olonkho has much to
offer researchers of other epos traditions, prilpaltiie to the burgeoning of academic research aitthgy
on the topic of folklore (and olonkho in particylam Yakutia. The growing number of Russian-langriag
musicology, folklore, and philology-related volumastten on the topic of olonkho would provide new
insights for the field of epic studies, if the gemghical and linguistic boundaries could be overeom
hope that the insights of my Sakha colleagues chfigehighlighting in this chapter will inspire ath
researchers of epics to become better acquaintbdhis material.

%8 “B 010HX0 MepeaaHo Bce GOraTcTBO i PasHOOOpa3te MOITHUECKOrO U My3bIKAIBHOIO (hOMBKIOPa

HapoJa caxa M B YaCTHOCTH, CTHJIb TIEHUS ObUdPIMUL bipbld, B KOTOPOM BepOATbHOE 1 MY3bIKAJIbHOE
Hayajia COOTHOCSTCS BO B3aMMOJACIHCTBUY 1 B3aUMO3aBUCUMOCTH BceX kommnoneHToB” (2004, 55).

% In personal correspondence dated January 25, 20di&seyev remarks that this term in Sakétan
yllyyr (omon siinererp), is in Russiantoér, eiroBapuas (Seehttp://eduard.alekseyev.org/work26.hfml
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In summary, the interactivity between the varicarsets of olonkho performance;
the verbal, musical, dramatic, narrative, poetigprovisatory, interactive, and emergent
factors, all combine to make olonkho an incredi@ynplex multi-generic genre. Its
complexity is likely one of the biggest factors tidyuting to its attenuation, because the
one-person theater is an art not easily achievsgagally in modern Sakha life.

With the primary musical and verbal componentslohkho outlined, | turn to
the primary task of this research—understandinggésiin the reception and
performance of olonkho over time. The historicgbraach of the next two chapters
assists us in understanding firecessof change—to what degree it has happened, and in

what directions the change is moving.
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CHAPTER 3
OLONKHO BEFORE AND DURING THE SOVIET UNION

Why an historical approach?

Timothy Rice, in his article “Toward the Remodeliof Ethnomusicology,” calls
for a renewed look at the role of historical apgtees in research, explaining that
historical construction encompasses both “the m®oé change with the passage of time
and the process of reencountering and recreatenfptims and legacy of the past in each
moment of the present” (1987, 474). In order toeraeeply understand the current ways
Sakha people are reencountering and recreatinfgtims and legacies of olonkho, this
project provides an historical perspective of olomlperformance. This information is
drawn largely from archival work and field interwis. It outlines the contexts,
performers, audiences, and content of olonkho duhe period preceding the arrival of
Soviet power in Yakutia, as well as during andraftanmunist rule. This historical
foundation provides lenses for better comprehensidhe process of change in olonkho,
and leads to ways of understanding its possibledypaths.

In an adaptation of a tripartite model conceptaaby Rice (2003), | have
structured my research questions and data repatound the framework a@ime, place,
andevent The first elementjme,is divided into two chapters and organized around
what the data reveals as the watershed histoneatdor cultural revitalization in
Yakutia—the dissolution of the Soviet Union. Thiest (and the sea-change in attitudes

leading up to it) laid the groundwork for a widerespd cultural renewal, which in turn
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provided the political and cultural environmentyiakutia necessary for supporting an
effort to revitalize olonkho. This effort was ladred in the form of a successful bid for
olonkho to be recognized by UNESCO as a “Mastegyadhe Oral and Intangible
Heritage of Humanity.” These two chapters thus eslglrlargely in the words, opinions,
and memories of my Sakha respondents, the relptifical, social, cultural, religious,
and musical influences of the various periods, easaing in particular the nodes of
change which, in their perception, had the stroniggsact on the decline and
revitalization of olonkho performance.

In addition, these historical chapters speak tstdwwnd faceplace,which |
interpret to encompass the changing costekblonkho performance practice, including
categories related to “individual, subcultural,dgaegional, national, areal, diasporic,
global, and virtual” spaces (Rice 2003, 12). | shbevways in which these shifting
spaces reflected and influenced the way olonkhoocsaseptualized, created and/or re-
created, and performed. Finally, in relation totted elementevent | portray the
performers, audiences, content, and contexts okblo as they changed over time.
While Rice’s model (2003) usedetaphoras the third element, | describe the olonkho
performancesventas it changed over time and moved from one smaother spaces,
providing grounded projections for diverging possitutures for olonkho.

A fundamental methodology in my research has bleemxtensive interviews
carried out during fieldwork. These ethnographteimiews expand on the data available
in Russian and Sakha-language literature on oloskhstorical performance practice. |
believe that field interviews have proven espegiaiportant, as they often reflect a

more transparent view of the relationship betweakh8 people and their Russian
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context (in both the Soviet and post-Soviet resgitithan published works from the
Soviet-era which were subject to government cehgora phenomenon noted by David
Haas in an introduction to his translation of Asafg Symphonic Etudg®008, xvii-xx).
In the following historical sections, | will firgtddress issues of orality and
literacy as well as worldview and values, as thliheenes are important for tracking the
process of change for olonkho reception and peidoe from pre-Soviet times to the
present. Following that, while including referenteselevant historical literature, | will
endeavor to present an historical narrative pritpary foregrounding the accounts and
perspectives of my Sakha respondents in a rougathconic manner. | found their
personal accounts gripping in their intensity, glatfiully and transparently human,
innovative in their insight, and at times divergentheir opinions, reminding us as
observers that a multiplicity of perspectives clierobring a broader, more nuanced

understanding of historical events.

Orality, literacy, and the early olonkhosuts

To understand the nature of olonkho performancenduhe pre-Soviet years, it is
crucial to note the tradition’s oral roots. Jam¥iaa describes an oral tradition as
“testimony transmitted verbally from one generatiothe next or more” (1971, 444).
Many of the olonkho stories tell of a time befdne Sakha moved to the north, during
their early history in southern Siberia. Khazangplains:

In the thirteenth and fourteenth centuries, or esatier, their ancestors migrated

from the Lake Baikal area to the middle Lena Reved the lower Viliui and

Aldan Rivers, and then gradually spread to thei@i©tean shores, assimilating
some indigenous ethnic groups along their way. §1996)
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The early roots of olonkho are deeply connectdtiése centuries of migration in which

oral transmission was the norm. Dmitry Sivtsev0@2006), was known by Sakha

people as a great intellect and one of their gseatgters to live into the Zicentury®

In writing about olonkho’s oral foundations, he aks,
By the will of destiny, the Sakha people were foroat by the hordes of Genghis
Khan into the wild, far-off North, and left for ag&vithout writing. But their
powerful spiritual culture, forming over the perioimany centuries, freely
developed a form of oral folk poetry, passing alfnogn one generation to
another, and in this way the great Olonkho canmeémistencé’ (2003, 21)

The high level of orality in Sakha culture was petfsoil for olonkho development and

transmission (Okladnikov 1970, 263%4). It is important to emphasize the oral milieu

surrounding Yakutia's olonkhosuts because, as Albard concludes from his research:
When writing is introduced and begins to be usedife same purposes as the
oral narrative song, when it is employed for tglstories and is widespread
enough to find an audience capable of reading alilnisence seeks its
entertainment and instruction in books rather tinahe living songs of men and
the older art gradually disappears. (2000, 20)

The transition from orality to literacy is describly Yuri Zhegusov and Dekabrina

Vinokurova, co-workers at the Institute for Humani&n Research and the Indigenous

Peoples of the North (IGI), who have been reseagcbionkho’s history and reception

since 2004. Zhegusov reported to me that becauge ¢dck of literacy, the epgreda

(milieu) before the Soviet Union was more condudtveral tradition than it is today:
Now society has changed, yes? In the past, thed kithout mass media and
could not read. [...] Only about 2 percent of thekl&g people could read before
the revolution. People interacted with one anotrally. Olonkhosuts went from

alaasto alaasand were in great demand. They didn’t have boj@ks: And even
if they did, they didn’t read them!] So life waghar tough; it was a difficult life.

60 Seehttp://www.yakutiatoday.com/people/suorun_omollatiml for a short biography.

®1“TIo Bone cyne6 Hapox caxa, GyLyuH OTTECHEHHBIM OpiaMi UHHIHCXaHa Ha Aanekuii n qukuii Cesep,
HaJoJITo OcTajIcs 0e3 MUCbMEHHOCTH, HO €r0 MOLIHAs TyXOBHAs KyJIbTypa, CKJIaIbIBaBLIAsCS B TCUCHUE
MHOTHX BEKOB, CBOOOHO pa3BHBAaIach B BHAE YCTHOM HapOIHOM M033MH, IlepeaBaeMoil OT TIOKOJIEHHS K
MOTOJIEHHIO U MOSBUIIOCH Bearkoe Ononxo” (Sivtsev 2003, 21).
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The life expectancy was very short, only about 8ary. If you were 30 years old,
you were considered to be an old person. Therenwasich thing as “old age™
[DK: The infant mortality rate was very high.] Caft 10 children, one would
survive. In these kinds of conditions, olonkho \wasformed. They would come
and perform—there were all kinds of masters whdopered—and the
performances would last up to three days, singiteg work, during the night...

The language of that time was more rich thasmow. It was much
different then... people spoke with imagery, anddteh to an olonkho took not
only strength and energy on the part of the oloskhdut strength and energy on
the part of the listeners. The listeners were réadipo this; to delve deep into that
world. People speculate things like, “Soviet poe@me and ruined it all,” ...but
the deal is that during the Soviet years, olonklas put into written fornf®

Vinokurova noted: “You know, philosophers say ttiet change to written format is the
‘straight path to being forgottenf?

The coming Russian Revolution of 1917 was to hasemaplex and somewhat
contradictory affect on Sakha language use in Yakirt the short term, it would result
in both increasing Sakha language use (becauslgfpost-Revolution literacy efforts)
but decreasing its use in the long-term, partid¢yliarimportant areas such as valuing
orality and verbal arts. Soviet-era writers emphesithe early gains for Sakha language
and downplayed the Russification that came later.ekample, Soviet ethnographers
Tokarev and Gurvich, in reflecting back on the siian to the Soviet period, write about
some early gains in literacy after the Revolution:

When Yakutiya received its autonomy [in 1922] byezision of the Council of

Ministers of the Yakut ASSR, instruction in primaghools was changed to the

Yakut language. This made it easier for Yakut stdtolalren to master their

subjects. From 1933 to 1947, about 400 book ttlee published in the Yakut

language in overall editions of several million @&3p... in 1942 Yakutiya

celebrated the end of illiteracy among the adufiydation. (1964, 298)

This citation is an example of the ways in whicé thistory” written during Soviet years

shows the censorship it underwent in order to lighed, as only the positive is

%2 Interview with scholars Dekabrina Vinokurova andrivZhegulov in Yakutsk, Yakutia, on December
13, 2011. [See DVD]
83 Zhegusov and Vinokurova, 2011. [See DVD]
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highlighted and the negatives are de-emphasizadeXample, while the early Soviet
policy on language developed the use of minoribgleges (including them in the public
school system and other aspects of both publigandte life), beginning in 1938, the
pendulum swung in the direction of universalizingsRan. This was overtly touted as a
means to unify all the Russian peoples in prepandtr war with Germany, but the drive
toward Russification continued unabated after treltMVar Two (Schiffman 2002;
Balzer 2006, 582).

In summary, one of the key explanations for flouing traditions like olonkho
during the pre-Soviet area was the widespread useb(rather than literary) means of
communication. The push toward literacy, beginminidp Sakha language literacy and
eventually Russian language literacy, all had aremsingly negative effect on the oral
and verbal arts. Even Soviet-era anthropologistszed that the Soviet ideal of 100
percent literacy would have had a detrimental éfbecthe episredanecessary for
olonkho to thrive. For example, Okladnikov, in biassic tomeYakutia before its
Incorporation into the Russian Stapmints out with insight that “writing and literacy
[are] factors that could have had a corruptingui@fice on epic creativity, acted on it,
changed its content, and wholly displaced epic wdnkmore...literary models” (1970,
263-64).

Eduard Alekseyev studied olonkho during the Sosrat and his comments
emphasize the decline in the reception of olonkter ghe Revolution, noting in
particular the ways in which audiences preferemoceged away from strictly oral
performance to mediated and written versions:

| think that the problem lies in the audience. Ehesed to be an environment
during those times when everyone believed in [olajkand listened to it. That
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was replaced by everything that we have now—radleyision, and concerts, as
well as the written form of olonkho. When everythiabout olonkho] was well-
known and published and people were just repeathrag was already in print, it
destroyed the world that existed in the olonkho.
Several of my interviews with some of the last rammag olonkhosuts in Yakutia confirm
his assertions. The most frequently mentioned reafw the decline center around the
changes in the audience. A large part of that chdwag included a decline in orality that
has occurred since the pre-Soviet period.

The changes in audiences had an affect, in turth@numbers of olonkhosuts
and the length of their performances. The numbekitied olonkhosuts during the pre-
Revolutionary period will never be known for supef according to researchers in
Yakutia, they were especially concentrated in arfegions, one of which was the Tatta
ulus(region), but were also spread throughout theakste republi¢> Zakharova and
Protodiakonova report that “according to the rededata, the ‘Tatta School’ of
olonkhosuts was being formed by the second hati®fL&" century. Eacimasleg
(county) had a handful of olonkhos§fsAccording to the archival and written sources
available to us today, there have been more tha@roléhkhosuts (in the Ito 21
centuries), including both past and present, §gstfto a true flowering of this oral
tradition in the past” (2010, 25.

One of the Tatta olonkhosuts, Pyotr Reshetnikasg tnorn in 1929, shortly after

the long arm of Soviet power had finally establiite hold on Yakutia. He told of the

% Interview with scholar Eduard Alekseyev in Mald&tgssachusetts, on May 18, 2009. [See DVD]

% An interactive map of the uluses in Yakutia wittd of olonkhosuts according to region can be oun
here:http://tinyurl.com/mapofolonkhosu{from the sitevww.olonkho.infg. Accessed January 22, 2012.
% Handfut “gecarku” or “tens” in the original Russian.

7 “Io naHHBIM HCCIeTOBATENeH TATTHHCKAS KO OJIOHXOCYTOB Hayajia cJIaratbcsi CO BTOPOi

nosioBrHBl XVIII B. B ka)xgom Haciere nmpoXuBajo 1o AecsATKe 0J0HX0CyToB. CeroqHs HaMu
MONHUCBMEHHBIM U apPXWBHBIM HCTOYHUKaM BbIsiBIeHO cBbitie 7000moxocytoB (XVII- XX| BB.) nmpouwioro u
HACTOALIETO, UYTO CBUAETEJILCTBYET O NMOAJIMHHOM PAaclBETE 3TOM YCTHOI71 Tpaaulu B l'IpO]J.IJ'[OM"

(Zakharova and Protodiakonova 2010, 22).
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process of the creation and the reception of hs$ fivo olonkhos, emphasizing the
flexible length of the olonkho performance andithportant role of improvisation, not
just in the performance of olonkhos learned frohedd, but in expanding and shaping
the olonkhos he created:
My first olonkho [“The Great-Hearted Lord Juragastéero-Warrior”P® was
criticized for having dogatyr(warrior-hero) who was too much of a
humanitarian Yakut warrior—he allowed his evil gpipponent to live. They
told me that these kinds of olonkhos don’t existtl$n | created a second
olonkho with a very angry, harsh, fierce man. Tthrse | didn’t leave anyone
alive among his enemies. All of his enemies werdrdged! That is the way the
second olonkho was created. This long olonkho @aahO hours each time | sing
it, if 1 extend it out, of course. The length aretjermance of olonkho depends on
the abilities of the olonkhosut himself. As he penfis, he extends the olonkho,
adding new subject-matt&t.
The length of performance times was a repeatedehemy conversations with
Reshetnikov; he made it clear that he prefers e lhés performance time unlimited. He
stressed that if he is given the attention due Himaudience’s reward for their good
listening skills is a longer olonkho. This demoasts how in an oral tradition such as
olonkho, chronological space, as well as the playgiovironment of the performance,
influences the emergent olonkho, making it longet mnore personally fulfilling for the
olonkhosut. This parallels other epic forms as yadldemonstrated by the research of
Parry and Lord. Lord observes in his study of tbatBern Yugoslav epics that “the
essential element of the occasion of singing thfiaences the form of the poetry is the

variability and instability of the audience... thadgh of the song depends upon the

audience” (2000, 14.7).

%8 Russian: Benukoymssiii Aiibibl [{byparactaii Gorateips>» (Velikodushniy Aiyy Djuragastai Bogatyr).
Transliterated Sakha: “Ahynygas sanaalaakh Aiyyr&ghastai bukhatyyr.”

% Interview with master olonkhosut Pyotr ReshetnikoZherkékh, Yakutia, on June 16, 2009.

[See DVD]
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One of the questions often asked in regard to(asabpposed to written) epics is
the level of historical accuracy in the storiesefighis a broad range of opinion among
Sakha scholars on this question. Although Seroiies/$896 volume mentions a
progenitor of the Sakha tribes nant@dSogotokhEllei (2" ed. 1993, 451), a figure who
is featured in a popular olonkho tale, most agne¢ the historicity of olonkho is not the
central issue in regard to its value for Sakha [edvtsev states,

The historicity which exists in the “Manas” or “Ddwf Sassoun” [Armenian

epic] is not present in the Yakut olonkho. ... Thetdiical character of olonkho

is expressed in its general reflection of the ¢eltwalues, past history,
geographical environment, and the spiritual ancenmtculture of the ethnic

Sakha’’ (2003, 17)
| am inclined to agree that it is not historici&g such, that made olonkho a prized genre
for Sakha people during the pre-Revolutionary periti is more likely, according to my

respondents, that olonkho during this time hadangtconnection to Sakha worldviews

and values.

Olonkho as embodiment of worldview and values

Olonkho's early role in embodying Sakha worldviewdasalues provides a key to
understanding the changes which were to take phagl®nkho performance during the
Soviet era. Vinokurova, in commenting on the predtationary period, asserts that
“olonkho developed widely agyaassroots phenomenon, gathering and displaying
spiritual values, fundamental conceptions of waddy as well as of the environment

and societal experience of the people, in otheds,dulfilling one of the most important

0 “Toi HUCTOPUIHOCTH, KoTOopas ecth B ‘Manace' wim B ‘JlaBume CacyHCKOM', B IKYTCKOM OJIOHXO HET...
W3 ucTopriecKux JIAL YOMHHAETCS JIMLIb MM OMHOTO UMHIHC-XaHa, ¥ TO TOJBKO Kak 06pa3 poka.
Hcropuueckuil xapakTep OJI0OHXO 3aK/I0YaeTcs B 00IIeM OTpakeHUH ObITa, HPABOB, MEPEXUTON UCTOPUH,
reopraduueckoii cpesibl, TyXOBHON M MaTepUabHOM KyabTYpbl 3THOCa caxa” (Sivstev 2003, 17).
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functions of intangible culture” (2007, 109). Besalof its strong connection to a Sakha
worldview that was spiritual in nature, thus claghwith Soviet ideals, it was not
generally supported by the central Soviet powersnavhen other Sakha expressions of
the arts were encouraged. In genéi@dyviet ideology tried to avoid religious discourse
altogether. Yet the imposed model of cultural cleapigced heavy pressure on the
Siberian indigenous peoples’ worldview” (Leete 20P33).

Reshetnikov reflected on some of those issues, @nrting that worldview,
including cultural values and beliefs about spaitrealities, are an important
characteristic of olonkho:

Olonkho includes all the traditions, beliefs, andtoms of the Yakut people,
everything, their life. In the person of thegatyr(warriors), they create their
heroes. Olonkho is long. It recounts not only th#lb between two worlds, the
middle world and the lower world, but it also ind&s the life of the upper world,
the heavenly kingdom, where our Creators live, ¢hebo help those living on
the Earth, on our planet, so they could vanquistieam powers of the lower
world and the devil.

The life of the Yakut people used to depend onneatdll of it! If it was a
good year for the harvest, the lives of the pegplebetter. If there was a good
hunt, or good fishing, their lives also got betiad they became richer. So they
worship before the High God of the heavenly kingdbming Aiy Toyonwho
created the earth and all of them, the human @loskho starts with this—the
creation of the middle earth, the human race, anwdtheir lives developed.

In short, an olonkhosut tells about the effortshef Yakut people toward a
better life. So Yakut people are victorious over indrances of the lower world
and invisible powers and spirits, and continuetheé most wonderful and rich
life. So olonkho has a very deep purpose, notfarsYakut people, but as the
dream and the strivings of all people on Earthtta is why it has become so
valued, and olonkho became acknowledged worldwsde masterpiece of artistic
literature. Oral artistic literatur€.

Worldview is a powerful force, and Soviet atheistieology, while outwardly
encouraging some aspects of cultural identity aedtivity, marginalized olonkho for

many periods during the 1900s. One scholar of $ovétory observes wryly,

& Reshetnikov, 2009. [See DVD]
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“Communism, as a secular religion, was much malkojes than any sacred one”
(Khazanov1993, 185).

Many Russians, as well as Western researchersuwnuteoabout olonkho, assume
there is a close connection between the traditiSa&ha shamanistic beliefs and
olonkho, noting that olonkho integrates a spiriplaysical worldview with a belief in
demons, good spirits, a creator God, and thredd@fehe cosmos (upper world, middle
world, and lower world). But as | interacted withvale variety of Sakha people, |
learned that there does not appear to be a gaaswraénsus among Sakha people about
the degree to which olonkho is connected to shasnani

The literature on olonkho, as well as the respohseseived in interviews, is
diverse. In fact, one group interview with olonkéxperts and scholars resulted in a brief
argument on the subject, with Sakha experts on $id&és convinced of their positions. |
especially noted that those with Christian worlaxseelt the picture of spiritual realities
presented in olonkho, while not exactly represgntireir own, had enough overlap that
they resisted a wholesale identification of olonk¥ith shamanism. For example, Sakha
intellectual and literary giant Dmitri Sivtsev bewa a Christian late in life. He loved
olonkho and argued it was not tied inextricablghbamanism, writing:

The myths of olonkho do not have anything in commth the religious

shamanistic mythology of the Yakuts. The peoplenelves attest to this, as do

the olonkhosuts, and even the ministers of thetbalhselves, the shamans, don'’t
accept the myths of the olonkho... which are artistimpilations and inspired,
ingenious symbols. It is my conviction that allshihese broad poetic
constructions of threatening powers of verse aesg battling, on one hand
between themselves and on the other, battling agaian, created in the image

of God... [is about a hero] who is always victorioakyays conquering them on
behalf of the good of mankird.(2003, 18)

"2“Ho MugbI 0I0HX0 HUUETO OBIIEro He HMEIOT C PETMIHO3HOI maMaHCKoii Mudoorueii sskyTos. 06
9TOM CBUJETEJILCTBYET CaM HapoJ, CaMH OJIOHXOCYThI, @ C APYTrOi CTOPOHBI — CITYKUTEIH KyJbTa —
LIaMaHbl He NPU3HaBaJIX MU(OB OJIOHXO...TI0 CYTH XyI0KECTBEHHbIE 00OLIEHHUS U TeHUabHbIE CUMBOJIBL.
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Sivstev’s opinions are supported by historical rdsdrom more than a century ago. In
the late 19 century, Seroshevskii wrote that thigasy(evil spirits)in olonkho should not
be confused with the shamaiilbasy citing a personal conversation with a shaman from
Namskii ulus in 1890 (¥ ed. 1993, 596691). Furthermore, Seroshevskii felt that the
most powerful idea in olonkho was not so much aesten the gods (or even fate), but
on the power of the living, active, human will (592
In short, it is difficult to know for sure the anemto the question of the
connection between shamanism and olonkho. Certdhrdye were some olonkhosuts
who were also shamans, but this does not meandHdwews were alike. There is,
however, universal agreement that olonkho refleata,broad and prototypical way, the
best ideals and worldview of the Sakha people imuwees past. On this, Sivtsev writes:
The idea of olonkho, this classic heritage of tlweth, is rich and deep. In its
images and symbols, centuries-old issues which blaakkenged humankind
throughout history are presented and explored. & hesthe issues of life and
death, the issue of the victory of man over theax@as of society and nature, the
issue of destruction... the issues of the celebraifdave and the happiness of
people, the children of the Sun, all the tribesrefation’® (2003, 20)
These are the issues that touch worldview. And nmggortant, the question of “who is

man?” is addressed in olonkho. In the Sakha olonkiecsee a view of mankind in which

“man is not a slave of nature, but is a tsar, a&sggn, a conqueror of nature through his

ITo Moemy yOexxaeHUI0, BCE ITO — IIMPOKUE OATUIECKUE 0000IIEHNs IPO3HBIX CUJI CTUXWH U 0OLIECTBa,
OOpOIIUXCS, C OTHOM CTOPOHBI, MKy CO0OI, a ¢ APYTroii CTOPOHBI — OOPHOBI C HUMH OOTOMIO0OHOTO
YeJIoBeKa, MPOTHUBOPOCTABIISIIOLIET0 ce0st UM, MOOEKIAIOIIET0, MOKOPSIIOLIETO UX paau 6iiara BCero
yesnoBeveckoro pona” (Sivstev 2003, 18).

3 “Unes onoHX0, 3TOr0 K1acchaeckoro Hacmeans Cesepa, Gorata i riy6oka. B ero o6pasax n cuMBoiax
CTaBSATCS U Pa3pellaloTCsi BEKOBEUHbIE MPOOJIEMbl, BOJTHOBOBIINE Y€JIOBEUECTBO HA BCEM MPOTHKEHUH €T0
ucTOpHH. DTa TpodieMa )KU3HHA U CMEPTH, TPodieMa moOeIbl YelloBeKa Ha/l BPKIeOHBIMU CATAMU
o01iecTBa ¥ NPUPOIbI, pobiieMa YHUUTOKEHUS. .. IPOOJIEM TOPIKECTBA JIFOOBU M CUACTHS JIFO/IEH, AeTei
CounHiia, Beex maeMed cosunanus” (Sivtsev 2003, 20).
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indestructible power and wisdom. Man is immortakrevictorious over deatfi®
(Sivtsev 2003, 20).

Regarding the importance of olonkho’s values anddveew for Sakha people,
Mikhailov mused, “[In olonkho we find]... great valsievhich were preserved, key marks
of that which we study and read about until this/aay and can't find, these things are
hidden to this day in our heroic epos. Probablygeneration and even our children, the
future generation, will find something ther@.r conclude from these interviews that
there is much in olonkho that resonates with atspercof values and spiritual beliefs,

just as all archetypal tales do.

Olonkho in pre-Soviet times

The performance practice of olonkho was not widllgumented in pre-Soviet
times, largely because the vast distances from &kfe&ussia to Yakutia in the Siberian
North. Boris Mikhailov, a folklore scholar active revitalizing olonkho and director of
Archy Déiete (House of Purification), a center for Sakha tradhi#él religion and culture in
the city of Yakutsk, bemoaned the paucity of knalgle about olonkho and its
performers in the pre-Soviet period:

We don’t know things like... for example, at the efdhe 19" century and the

beginning of the 2D century, a true performer, over the period of pear; how

much could he recount? Where did he recount, arat ware his audiences like?

On average, how many times a year would he readankho? This has not been

studied yet. Also, the geography of where they vi@cated, what was the size of
their territory? Because Yakutia is very lar§e.

1o SKYTCKOMY OJIOHXO, YeJIOBEeK — He pab MpHposl, a aphk, BIablKa, MIPUUMHSAIOMINI ee cebe cBoei
HECOKPYIIMMOM MOIIBIO U pasyMoM. YenoBek OeccMepTeH, OH nobexkaaet naxe cMepts” (2003, 20).

5 Mikhailov, 2011. [See DVD]

® Interview with scholar and olonkho promoter, Baviikhailov, in Yakutsk, Yakutia, on December 13,
2011. [See DVD]
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Yakutia is indeed largepughly the size of Ind. It is the largest subational entity ir
the world(1.1 million square miles) and c-fifth of Russia’s territory (Vasew 2007).

Figure 3.1 shows the location of Yakutia in relatto the rest of the Russian Federa

Figure 3.1: Map of the Republic of Sakha (Yakutiedhe Russian Federati’’

Russia’s tran$iberian rail line, until the last decade, toucbad the southern
parts of Yakutia. Roads are f—some only open in the winter when the roads fre
allowing the snow and ice to be bladed into a rn&dét passable condition for cars. E
in the preSoviet years, before cars or trains or airplarfesmod of travel was usuall
either on the backs of horses or cattle, or animalling sledges (Tokarev and Gurvi
1964, 259). Olonkhosuts were described during tb-Soviet years as traveling bai

whose performing space was intimate; the extenaely end close friends gathered 1

" Fromhttp://commons.wikimedia.org/wiki/File:RussiaSa-Yakutia2007-07.svg
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the performance around the fireplace inbalaghan(see Figure 3.2), a traditional Sak
family dwelling. These spaces, while one could témam “local,” reflected the fact th
most Sakha people lived, not in towns bugroups of one to thrdealaghan (usually
less than 20 people) in winter, and in groups\af fo ten dwellings in their summ
camps (Tokarev and Gurvich 1964, —-262). These dwellings were located on the ¢

of analaas(small grassy meadow), surrounded by forest angréfisant distance fron

the next small communit

Figure 3.2Balaghanin an outdoor museum neCherkékh Yakutia (June 16, 200!

Pyotr Reshetnikov was awarded the statumaster olonkhosuh 20(6, shortly
after the time of the UNESCO proclamation. He hdoste at his home iCherkékh,

Tattaulus(region) in 2009. My videotaped interviews with him providegight into the
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life and performance practice of an olonkho&titWhen asked about the early history of
olonkho, how it was performed up to the early yedrhe 20th century, he replied:

You have correctly noted that our very best olorskhs, great olonkhosuts
appeared (were born and lived here and createddioeikhos) in fact at the end
of the 19" century and the beginning of the"2€entury. There were hundreds of
them in various uluses — they could be found ir&the uluses. The peak of
olonkho development was in fact in thé"i@ntury and into the beginning of the
20" century, before the appearance of Soviet power.

One can say that olonkho is a great oral work teatmon of individuals —
the olonkhosuts. They create a long story, witlgsaand heroes. The length of an
olonkho, they say now, went for three whole dayspiag the very best
olonkhosuts. We have a tradition (among the Yakuisljstening to olonkho. We
don'’t listen day and night without stopping, butialty after work has finished
you sit down and listen to olonkho, after the mairaneal, for example, and
listen into the deep night and it continues somesimven until the morning. And
so if it's three evenings and three nights, youd®ay that's three whole day.

The intimate space for olonkho performance durimg time influenced the way
it was conceptualized and performed, because itanaxtended event, not to be
consumed in one sitting, not even in one long nigihdnkho was a performance for a
small circle of friends and family, an adventurkn@st like a family vacation) as they
entered into the world of olonkho. When | askedheésikov about the attitudes in the
19" and early 20 centuries toward the olonkhosuts themselves, sporeded:

During those days, of course there were no telewjsiadio, things like that,
publications (books, journals), so the Yakut peapdee entertained only by these
olonkhos, see? Because an olonkhosut was higldggyras a creator of beliefs
and traditions of his people. At that time thereswaly a community of listeners
for olonkho. If the olonkhosut traveled from onenity (or balaghan as the
Yakuts say) to another, all the people who livethatbalaghan— relatives —
would gather to listen to the olonkhosut, like wergvdiscussing, for the whole
night. It was like a celebration — the appearari@mlonkhosut. Really great
olonkhosuts were rare during that time as well see®lonkhosuts of course lived
during that time — now they are all being countesb-euring that time you could
say there were hundreds of olonkhosuts. They ligszhted, and recounted their

'8 Seehttp://vimeo.com/33177388r the DVD for the full interview with Pyotr Restnékov, in Cherkékh,
Yakutia, on June 16, 2009.
9 Interview with master olonkhosut Pyotr ReshetniknCherkékh, Yakutia, on June 16, 2009. [See DVD]
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olonkhos. So for this reason, from that time to gemeration, olonkhosuts and
their creations are/were very valuéd.”

Boris Mikhailov, who is very involved in revivingankho, recounted the story of
one more context for performance, a gold rush énlde18 century at Bodaybo, to the
west of current-day Yakutia. At Bodaybo, olonkhasgined the migrants in the gold
fields and interacted there, influencing one andshenging styles and storylines:

There was a time when there was a gold rush in @zéwvhich is now in Irkutsk

oblast, but used to be part of Yakutia). Peoplédedabshoulders with olonkhosuts

then, because it was a time when everyone was mgtkivard getting money by
mining for gold. At that time, people came in fraththe regions (from the

Viluisk group of uluses) came together, and from @entral group of uluses, and

we all know now that at this place, in particulaepple knew one another well

and could hear the olonkhosuts from these regiofststhis time there were these
connections between these groups of uluses [.ahyMlonkhosuts could
exchange plots...after all, the olonkhosut coulditdton the first hearing, and
upon returning to his own region, he would recauptot taken from the Viluisk
region. [...] This mining for gold even happened lefthe Revolution. We have

a lot of material that describes these memoriesitaBodaybo where the various

olonkhosuts were able to gather togefter.

These olonkhosuts, probably for the first timehait lives, performed for broader
audiences than a small family context. Not onlyttid new space for olonkho
performance allow olonkhosuts to exchange theiricaliand verbal materials with one
other, it provided them with discriminating audieado encourage the honing of their
art. Although the conditions at the mines were at#m, eventually prompting a strike
subsequently quashed by tsarist soldiers in the Massacre, the Bodaybo gold fields

(until they were abandoned by workers in sprin@@f2) provided a venue for

exchanging musical and verbal materials relatesidokho.®?

8 Reshetnikov, 2009. [See DVD]

8 Mikhailov, 2011. [See DVD]

8 ife in Bodaybo was not a series of long evenibngshe fire, singing olonkho, although if Mikhailds
correct, they must have somehow found time to perfior one another. The gold fields at Bodaybo
opened in the 1860s, and by 1912, the working ¢mmdi imposed by the British and Russian sharehslde
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Mikhailov has been captivated in particular by ofenkhosut’s astonishing life,
Innokenti lvanovich Burnashév (Tong Suct)nwho began to perform as an olonkhosut
during the pre-Revolutionary period. He was sdlyigalued and loved as an
olonkhosut that during the civil war immediatelyiéaving the Communist Revolution,
his life was spared because of his profession. Mi&l describes his fascination with
this colorful individual, about whom he wrote a koo

In the book it explains about how he became a psid@al [olonkhosut]. He
traveled around a lot to different families thatited him. Of course, most of
them were rich families. And of course, they cowldiard him. Because of this he
was able to be involved exclusively in the perfonceof olonkho, and feed
himself that way, and his family too. They gave larnot. He died in 1946, and
was about 70 years old at the time. So his best ydastorytelling were at the
end of the 18 century and the beginning of the"20

During the time of the civil war, he was sententeide to being shot,
each time put up against the wall, waiting for shet that would end his life. He
was saved by olonkho, because the people, regamieghether he was a bandit
or Red Guard, they understood that an olonkhosatananique kind of person.
Because he carried within himself folk wisdom, tfeék word” they call it, they
knew it was shameful to kill someone like that, some that held so much folk
wisdom in him. So his storytelling art saved himnfrthe threat of deaffd.

These personal and moving stories, passed dowaghrhe last century,
describe what may be the apogee of olonkho perfocmaa time when olonkhosuts were
greatly valued and their audiences were eageh#r performances. There was also an
increased ability to travel and to interact withatepic performers, expanding their

repertoires and abilities. Interviews with respamdeand reports from archival sources

(including Russian royalty) were so brutal thatwakers finally rebelled with a general strike March

13. Over the next month, they communicated theinateds and assembled for demonstrations. On April
17,1912, troops sent by Tsarist government bebaatig into the gathered crowd of workers, killing
hundreds of people. This event, called the “Lenasaere” resulted in strikes breaking out all ovesd$ta,
continuing until the onset of World War I. The LeMassacre was used as propaganda against thé tsaris
government by the communists who eventually suceg&d overthrowing tsarist rule (Melancon, 2004).
8 Many Sakha artists and writers take a Sakha pssumand use it in tandem with (or sometimes in@lac
of) their “Russian” names, sometimes called “Chaishames” as they were originally given by the
Russian Orthodox Church upon baptism.

8 Mikhailov, 2011. [See DVD]
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paint a vibrant picture of olonkhosuts exchangitagiss and musical ideas with one
another during that time.

Valeri Kononov, a retired Sakha man who was padurffield research team,
drove us many miles over rough Yakutian roads.gélee an overview of olonkho
performance practice during the years before ieagpced decline:

| would say that olonkho is really our “folk achewment.” Why? Because for all
the centuries that the Yakut people have livedpki® has not been lost, never
been forgotten, and in fact, just the opposite—bemg developed and has found
its second and even third “wind.” | think this esatly great. This is very good and
olonkho is developing. It used to be performed ewban we didn’t have
concerts, or dramatic theater, cultural enlightemmeork — we didn’t have those
things in the old times, so the people only listeteeolonkho. When the
olonkhosut would come to the village—actually, peagsed to live on aalaas
(grassy meadowwith either two, three or four families—the largesdre five
families.

When the olonkhosut came to visit, it was for dheehappiest moment of
people’s lives. And they would send messages artmpdople, “Come on over
tonight! The olonkhosut will begin to sing!” Anddlpeople of thalaaswould

gather in théalaghanand listen to olonkho from evening until mornindney
would forget during those hours how difficult it sveo live, and so on.

It used to be that it was truly difficult to liva ivakutia. To live with that
kind of cold—to fight that kind of freezing weathand on top of that to take care
of their herds—it was really difficult. So the pé®pwhen the olonkhosut would
come, when he would sing... perform. The people wéarlget themselves.

The people would accept, spiritually, whatever wasg in that olonkho.
The contents of the olonkho were primarily... theyevabout our heroes. The
people would listen from evening until morning, @hdy would forget all about
sleep. They would even forget about their diffidiié. In the morning they would
all leave for their homes — to do their work. Theguld agree on a time to get
back together once again. When an olonkhosut ctmaehortest time he would
sing was three days. That was the shortest. Heiglug until one week — seven
days. It depended on the olonkhosut himself, howmhe knew, what his level
of ability was. The higher his ability, the more@wokhos he would know®

8 valeri Kononov and his wife Maria were vitally @ested in my research on olonkho and spent many
weeks working on the logistics of my travel aroifakutia during the summers of 2009 and 2010. They
clearly fit into the category of “enthusiasts” f@onkho revitalization. This interview was in Boargsi,
Yakutia, on June 19, 2009. [See DVD]
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Kononov’s description of olonkho in the pre-Sopetiod expresses common
understandings among Sakha people of how olonkisogpedormed during that time,

and likely represents a close approximation ofohnisal reality for those years.

Olonkho in the Soviet period

In October of 1917, with the Tsar’s family undewube arrest, Lenin and the
Bolsheviks seized power from the Provisional gowegnt (Service 2009, 582) and the
Soviet governmental apparatus began to form iniRugke effects of the 1917 October
Revolution, however, were slow to reach Yakutiae Bitter civil wars which followed
the Revolution were drawn out in this far-flung yaree, so the period of consolidated
Soviet power actually reached Yakutia later thamany other parts of Russia. The
Yakut ASSR (Autonomous Soviet Socialist Republiesveventually proclaimed on
April 27, 1922, and just seven months later, ondbetoer 31 of that year, the
constitution of the USSR (Union of Soviet SociaR&publics) was ratified (Service

2009, 13233).

Olonkho from the Revolution to World War Two

The earliest years of the Soviet period under Leaw ideological support for the
indigenous and national entities within Soviet lBosd(Service 2009, 11314). Susan
Crate engages with writers such as Graham Smi®6(18 in her article on the Sakha
round danceghuokha), asserting that from 1923 to 1928 the governrsapported a
policy of “korenizatsiia(nativization), which was designed to support etltiversity

and diminish Russian elements, as well as othécipsithat promoted local language,
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education, and culture.... Every republic padsa@nizatsiiadecrees, some specific to
the ethnicity involved. In Sakha (lakutia) the dextook the form oflakutizatsiid
(2006, 168). The early Soviet policies supportingesity and amelioration of the
homogeneity of Russian culture changed drasticatiwever. By 1928,

Stalin began the country’s “Great Transformatianthed at wiping out all
backwardness and reminders of the past in an effdléap over centuries and
catch up with Russia’s perennial nemesis, the WKsly to this effort was the
amalgamation of the diversity of cultures in thea&xsive USSR into one Soviet
people. (Crate 2006, 168)

Because olonkho is a powerful worldview carriepexsally in regard to the
existence of the spiritual as well as the physiaaild, | asked several of my respondents
how olonkho was affected by Soviet power’s atheigtlicies. Reshetnikov described it
this way:

After Soviet power was put in place, olonkho wasceangruent with the politics
of the Party and the Soviet government. If you wtilng history of politics, you
yourself know that they opposed any kind of faithhe people: Russian
Orthodox, Christian, or Yakut beliefs—these wetararginalized. Evil spirits,
good spirits, devils, and shamans were opposeérued. For this reason the
politics of Soviet power did not recognize all bist, but rather considered it to be
charlatanism or something of the sort, not pathefcreativity of the people. And
so olonkho was marginalized and eventually almostgietely forgotten.

They even criticized olonkhosuts when they perfatrioe the people.
They even criticized our great Oiyuskiy! He was bélfian olonkhosut, and he
was the first to write out a really long Yakut dkbvo—Nyurgun Botur the Swift
which was considered a work of unique quality amolegkhosuts, and even
among other kinds of writers. Evéms person was criticized! But he endured all
that and put olonkho onto a high plane.

He led the Humanitarian Institute of Languages latetature and was
able to preserve olonkho, so we are grateful tau@siiy (Platon Alekseyevich
Sleptsov). That's the way it was at the beginnifithe 20" century—people
started to forget olonkho, and after that, olonkh®sompletely disappearé¥.

8 Reshetnikov, 2009. [See DVD]
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There are other accounts of the marginalizatioolafkhosuts. Pyotr Tikhonc
[PT], a well-loved olokho performer in Yakutia (Figure 3.3) told me [RiHg story of
his great grandfather:

PT: My great great grandfather was an olonkhosu my mother’s side). H
used to gatheslonkhosuts together. He was already an old peeswhduring the
years of ®viet power he experienced repression for thisrieation to olonkho]
They called him Molodd’ (The Young), that's what they called him in Rzst
translation. He is remembered, but not as a pexstanwas repressed, b
because he was noticed by Tonorun (Burnashev)-you’ve probably heard ¢
him; the most famous olonkhosut in the Me(-KhangalaskilUlus—who got an
interview with hin... and he said that there were two olonkhos he le... from
my great great grandfather. They were fair thendide't create them himsel
But then he later created some of his own workshtsufoundation was my gre
great grandfathe

RH: Did you ever hear him sin

PT: No, no, he lived in ancient times [literalwas an ancient pers]. My
greatgreat grandfather. Probably in the 30s they took dnvay...

RH: Took him away

PT:  Uh-huh -he was repressed.

RH: They exiled him

PT: Yes, and he died the®

Figure 3.3: Pyotr Tikhonov, olonkho performer, grfprmance (June 20, 20).

87 Interview witholonkho performe Pyotr Tikhonov in Borogontsi, Yakutia, dune 20, 2009. [See DV
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Accounts of marginalization and repression, whideemt from the Soviet-era historical
literature, were reported as common occurrencasypkespondents.

Larionova points out that in the 1920s, the Saldidigal club, “Sakha Kskil”
played a large role in efforts to publish olonkhBsfore that, olonkho fragments were
published as early as the laté"k@®ntury, but virtually all lacked notation, desdnig
only the verbal aspects: texts and plots (2004, 3iBce there was a perception among
Soviet leaders that olonkho supporters were palltianotivated toward nationalism and
“backward” in their orientation, olonkho enthusgbkgan to experience pressure from
Soviet power structures. The result was a disttteinuation of olonkho performance.

Beginning in the 1930s and continuing into the X)4Mkutia was devastated by
Stalin’s purges, in which “millions of people, inding Sakha writers and scholars, were
imprisoned or killed” (Cruikshank and Argunova 20@02). Boris Mikhailov, drawing
from his scholarly work on olonkho’s history, dabed how the purges affected
olonkhosuts. In particular, he focused on Oiyuns&iythor of the olonkhdlyurgun
Botur and one of the most well-known Sakha intellectoalthe 1900s:

In the 20th century olonkho began to slowly buesudisappear, during the

Soviet period. During this period people appeartd wpenly battled shamanism

and the performing art of olonkho, believing thawvas all part of “the past” and

that it didn’t provide any benefit for modern hurtgrof that time. So they

[olonkhosuts and shamans] were persecuted andostdr@ camps. We have a lot

of material demonstrating that olonkhosuts felspeution.[...]

Platon Alekseyevich Oiyunskiy became a victim o$ tthuring the Soviet
period... [RH — yes, he died during 1938 or 39, dith&?]. Yes, he died. He
himself built a kind of Soviet life; he “rebirthedakutia and helped it to achieve
autonomy. He himself suffered for that in the camigey arrested him and he
died in the camps. We don’t know if he was killgdtbem, or if he just died—we
don’t even know where he was buried.

He was an opponent of those who opposed the fak.die was listened

to by a lot of people. Our people supported hisiopis, believing that the things
which were the creation of the people should nsapipear into the pa&t.

8 Mikhailov, 2011. [See DVD]
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Cruikshank and Argunova, researching the “reingogilof memory” in the Tattalus
write about the close connections between thabgerigreat Sakha writers and the
olonkhosuts who influenced their lives. They regbét Sakha authors who were
repressed and persecuted for crimes of “nationalgene later remembered as literary
giants in Yakutia, and that “their histories wererged with those of olonkho performers
with whom their stories have become entwined. [Thegan writing in relative
obscurity. During the 1920s and 1930s, each becavept up in events, enmeshing
themselves, and ultimately others in the Tattes, in charges of bourgeois nationalism”
(2000, 109).

One of those writers, Aleksei Kulakovskii, wrotéaacinating letter
demonstrating how profoundly he was affected ktgtigg to olonkho during his
childhood, before he was proficient in Sakha lamggua

When | was a little boy, | used to sit “under theuth” (a Sakha expression) of

the teller throughout the night listening to hikesa.. this passion of mine very

soon pushed me to learn my native language. Grigduatarted to understand
the past, everyday life, and mainly the languid€ruikshank and Argunova

2000, 109)

It is interesting to note that for Kulakovskii, thesult of his passion for “sitting under the
mouth” (listening to olonkho) was a desire to le&akha better, although he must have
had some understanding, as he calls it his “nddivguage.”

The beginnings of multi-person performances of kimnalso began during the
early decades of the 2@entury. Although olonkho had not yet been staaged
theatrical piece, “collective” performances begaappear and are experiencing a

renewal in Yakutia at the time of this writing. AgaZakharova, the 1GI Olonkho

department head, told me what their research daatie performance had uncovered:

8 The letter is documented in Emelianov (1964, 8@pslation by Tatyana Argunova.
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Collective performance began in 1906, | think. Tisdéel olonkhosuts gathered
here in Yakutsk and did the first collective penfiance in the Club of the
Prikashikov. There was a talented olonkhosut (P&atmosovich Okhlopkov —
Naara Suokh) who came in from Ust-Aldan ulus —asweasier for him that way,
and they did a dramatized section (act) from hamkio. In that show, a lot of
olonkhosuts participated. They divided the olonkipdy personages. It was quite
interesting for people because they had great soltevas the first dramatic
(collective) setting of its kind, but it is contiimg to this day in folk theater, in
kindergartens, these shows contifitie.

The collective performance phenomenon is confirmesloviet-era anthropological
literature as well. Tokarev and Gurvich write,

Sometimes the poems would be declaimed by severgti®llers together, who
to some extent or other dramatized the story, digithe main roles among
themselves; one sang the role of the hero, andtierple of his adversary, while
the third undertook the narrative part of the po@&he knowledge and narration
of these poems was fast declining by the beginafrige 20th century, and there
were fewer and fewer good storytellers of this kithe collective singing of
poems almost died out completely. (1964, 282)

This is one of the first instances of Soviet etmaphers documenting the the decline of
olonkho in their writings. It is clear from this gsage that the appearance of collective
performance was a response to the difficult demahtiaditional olonkho. Zakharova
concurs, noting that it was easier for performerise either strong as singers or as
narrators. It took a rather remarkable performdra@ood at both. She remarked,
Of course the most widely practiced performance sos performance—song
and recitative. But there came a time when thememveany of the really great
performers left—those who had both of those giftenie person. Then “pair-
singing” appeared, when one olonkhosut is a goatstiler, for example, but
he’s weak in singing [...so ] you begin to see “sap&rperformers—good at
singing, or good at recounting. In these casey, pleeform in pairs. This began to
happen in the first half of the 20th centdty.

During my fieldwork in Yakutia | observed instaned@scollective performance and noted

that they are not theatrical in the formal sensey tdo not have props, staged

% Interview with scholar and head of the Olonkho d&pant at IGI, Agafia Zakharova in Yakutsk,
Yakutia, on December 4, 2011. [See DVD]
91 Zakharova, 2011. [See DVD]
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movements, or non-olonkhosut actors. But their appece early in the 30century
eventually led to the proliferation and developmaiain olonkho derivative, the
theatrical setting. These two derivative forms l@ive performance and theatrical

settings) still exist side by side with olonkha'aditional solo-performed genre.

Olonkho during the 1940s and 50s

The decline in olonkhosut numbers was already béaaymented by IGI in the
1940s, according to Zakharova. Although the statigor olonkhosuts had been
described before the ®@entury as being “handfuf€’in eachnasleg(indicating
possibly several thousand), by the 1940s their ruswere sharply attenuat&dShe
reported, “In 1941, during the Great Patriotic Where was a large expedition in which
they counted around 80 olonkhosuts all over Yakdtreey documented over 300
olonkho plots which were known by olonkhosuts.”

Mikhailov mused on the swing of the pendulum backhe other direction and
the motivations for a change for the better in 8battitudes toward olonkho during
World War Two (called the “Great Patriotic War”Russia):

Then all of the sudden the Great Patriotic War cani®41, and at that time

there was a revitalization of olonkho. The olonkitssvere held up like a banner,

because the plots of olonkho are basically aboatlgmd evil, and this idea was
used in the battle against fascism to facilitatekarth among the people through
olonkho.

They even built a tank (Number 34) and named\itirgun Botuit They

gathered money from people living in Yakutia, aagait for the building of a

tank. They built this tank somewhere in a war fagtaamed it Nyurgun Botur

the Swift! and sent to serve in the war. That was the kingtlirth it went
through then.

9 Handfut “gecarku” or “tens” in the original Russian.

9 A naslegis roughly equivalent to a “county” or administxatidivision with a few towns/villages, much
smaller than amlus

9 Zakharova, 2011. [See DVD]
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After this they began to consider olonkhosatbe writers. They accepted
a list of olonkhosuts into the Union of Authorstbé USSR, and all in one day,
these olonkhosut became “writers.” This was a SogieEa—to give them
recognition and consider them as being on the dewetas writers so that they
could create and write. So there was revitalizasibthat time.

But then “those days” returned, and there vegtieles written against
many famous writers, including our local ones, arsaid, “We raise our fists
and our swords against olonkho.” There were thes#slof articles! [RH: Who
wrote like that?] There was a famous writer narikei Kulashikov, who to this
day... well, he eventually acknowledged that he neadestake. Because, after
all, it's a folk tradition, folk wisdom. It is acally a folk treasure®

The pendulum of government approbation again ctéhdgection and the period
after the war became difficult for olonkho. Annaliava, writing on the modern
ethnocultural and ethnoreligious processes in Makatimmarizes the ideology of
assimilation that was prevalent during that time:

The Soviet leadership affirmed an ideology of in&tign of all peoples of the

USSR into a socialistic culture as well as integrainto a “new historical

community” of Soviet people®. This was achieved by means of a liquidation of

national regions, reorganization and transformationational minorities into the
language of Soviet republics, and also the clostirational school&’ (Kulikova

2009, 98)

The stories of two women born around the time @ffM/War Il illustrate the
picture of a genre on the brink of disappearancaidvKononova and Ekaterina
Chekhorduna both had relatives who were olonkho®ulsle Chekhorduna has vivid

early childhood memories of performances and Komartoes not, their stories

demonstrate the experience of those closest tklotoat that time. Kononova’s

% Mikhailov, 2011. [See DVD]

% Kulikova cites here: Vdovin A. I. 2002. Evolutiarf the National Politics of the USSR (1917 — 1941).
The Moscow University Herald: Series 8, 3:47.

97“Co CTOPOHBI COBETCKOTO PYKOBOACTBA yTBEPAKIANACK. .. HACOIOrHs MPHOBIIeHHs Beex Hapogos CCCP

K CO].[I/I&J'[I/ICTI/I‘ICCKOVI KYJbTYypPE€ 1 CINIOYCHUIO UX B KHOBYIO HCTOPUYCCKYIO 06]J.IHOCTI>>) COBCTCKUX HIOZ[CP'I.
2710 OOCTUTAJIOCHh MOCPEACTBOM JIMKBUAAINN HALTMOHAJIBHBIX paﬁOHOB, peopranm3anro U Ne€peBoa
HAIMOHATBHBIX MEHBIIMHCTB Ha SI3bIK COBETCKOI PECITyOIIMKY, a TAKKe 3aKPhITHE HALMOHATIBHBIX KO
(Kulikova 2009, 98).
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recounting of her childhood connection to olonklesfprmance parallels the experience
of many, as she grew up without the opportunitii¢ar live performances:

When | was born, olonkho had long disappearedvénsaw living olonkhosuts,
and | only heard about them from my parents. T&/me that on my mother's
side, my grandfather had been—I guess you could-sagreat olonkhosut. They
called him “Yrya Semén.Yryameans “song’—“Semén Song,” SO you can see
they saw olonkho as song.

This old man, my grandfather, would sing for thdess and three nights
in a row; he would gather people together for dguarance. All the time my
relative Proskovia would remember and described¢omnat a great olonkhosut
he was, and how well he sang.

Proskovia was my relative. She lived for a verygidime, so she was the
one who told me about it. My mama died very ed8ky.l never heard from her
that my grandfather had been an olonkhosut.

But in my family, none of us sing [olonkho] becaeserything was
forbidden, everything was forgotten about olonkdrag so | cannot tell you what
kind ofgglonkhosuts there were, or how it was, \wepdy forgot. Only in recent
times..:

Chekhorduna was more fortunate than Kononova &) #s it was not her grandfather, a
generation removed, but her own father who wad@amkbosut. She vividly remembers
his performances for the family circle. Her stagyparticularly poignant, as it draws us
into the world of the sights and sounds of an dlmngerformance as perceived by a
small child during the 1950s and recalled with garity 60 years laterShe recounted:

During that time, my father’s health was not sodydaut he sang olonkho. As a
result, my mama told me, he was asked to perfoonkiblo during the holiday
times. During the regular work days, there wasnit apportunity to do that, but
during the holidays, he was asked to perform dutiegevenings.

During those days, we didn’t have any telephonesadio, no electricity
during my childhood. All that appeared later, whevas in the 3, 4", and &'
grades. ...This was during the 1950s. All there wa®htertainment was the
olonkhosut. So people would hear the rumor: “Ppdémasevich is going to sing
this evening!” And the guests would begin to arrive

My father sits before the fireplace, usually facthg west, and all of us
sat around him; some seeing him from the front,esénom the side, some even
from the back. He crosses his legs, tips his hea#l jJust a little, closes his eyes,
and begins his recitation. At first, as if fromosmdy ways away...ghe begins to

% Interview with Sakha poetess and project collatooraria Kononova, in Borogontsi, Yakutia, on dun
19, 2009. [See DVD]
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recount an olonkho in a “recitation” tone of voiceitating what she
rememberk.. this is how the olonkho starts.

At first he starts slow, a little at a time, thée tempo picks up. Because
of this, every kind of vision begins to appear befamy eyes (I was, after all, very
little at the time—five, or maybe 4 even). My mathas her arms around me,
and | sit and I listen. | didn’t understand it, g voice... the timbre, the tempo,
how he goes slower, then more quickly, then insoupper register, then, “Ha ha
ha ha ha!” —like that—the singing of the demongntthe ph-ho, oh-hpsinging
of the warrior-heroes, solid-like... then the sondgh#fudaghanafemale
shaman)dlje-bo-0-q... then the crying song of the girl... and more snggof the
demons... This is the “theater of one actor.”

It seems to me, in my memories, that he didn’tigekstte a lot... he just
sits still, not moving, and only with his voiceshioice... that is what stays in my
memory. Now you see olonkhosuts who perform withhedse techniques... |
don’t enjoy that so much. Because my father woudd $it, and although he’d do
this [turns her healj but he didn’t do any other kinds of movementg.was all
done with his voice.

| would always cry in the same exact place indfoey! It was when the
evil demon warrior would appear on the scene... | seaafraid of him! | guess
my father would, at the beginning of the olonkhesatibe the beauties of nature
for a long time, then describe the representativélse upper world, the middle
world, then the lower world... it probably took hirbaut half the night to
describe this, and by that time | was alreadyrigllsleep. Then mama would
take me over to the bed, and | would always wakeang just at that time, I'd
hear [the demon-warrior], “Ha ha ha ha...” and thege would pick up and the
battle is getting closer and the hero-warrior waetdirn from somewhere, and
already | am beginning to cry a little bit.

Then mama lays me down and covers me up with & goids my hand,
and sits nearby. By that time, the demons havaralled and are singing, and
they are fighting with one another. By then, I'mmgaetely hiding under the quilt.
Mama is trying to quiet me, and I'm starting tomalown. And | can’t hear
anything, because the quilt is so thick that | thear at all... it's made out of
rabbit down, and it doesn’t let the sound throughk.very quiet under there,
under the quilt.

In general, my father would sing very loudly (evang said that he sang
loudly), but under the quilt, | couldn’t hear anyity. So | would think, “Well,
that's it —it’s all over,” and | would poke my rekaut again. Mama was gone...
she had already gone back to her place, and | lwas & the bed. My father is
sitting with his back to me, and | can’t see hisefa

There is no light, as | said, just the fire in tlieplace, so it is dark. Scary!
There’s this kind of window... over my bed (actualbycall it a bed is not quite
right, it's called aroron, which is like a wooden bed that people usuallyeha
their balaghar).

So above theronis a window. And it's always like an evil blacklboAs
you can imagine, it's a black, black night, andéhareabaasy(demons) out
there, fighting the warrior hero. We have anotherdew; my childhood
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memories are that we had two windows. The eastardow, which is lit up with
the flame-colored reflection of the fireplace, dhd western, which idark —
there isnothingthere. And undethat window, | lay there! All alone! And when
he sings the songs of the demons, | am covereaaats And when | look at that
window, | begin to cry again and dive under thdtquhew! | begin to calm
down. | usually didn’t have the courage to comeagdin. But in my thoughts,
I’'m fighting those monsters. So this is why | be&ehat olonkho [...] should be
sung. Fairy tales are one thing, but olonkho isetbing completely different’

Reshetnikov reflected on some of the fleeting Sadeognition of olonkho that
happened in the 1950s, as he was a young man tneHe said:

One cannot say that olonkho was completely forgotiecause olonkho is the
foundation of the literature of the Yakut peopléoidxho tells, in very artistic
form and with deep meaning, the life and the stieigfithe Yakut people, and
not only of the Yakut people, but the people ofwiele world. So for that
reason, some parts of olonkho were recognized déptviet powers. For that
reason, olonkho was set as a dramatic productitimeitheater. Firstyurgun
Boturwas set as a theatrical piece in 1957, in Mosodwall places. In fact, last
year | was part of a delegation from the city okMtsk to Moscow. This was in
connection with the celebration of 375 years ofioation between the Republic
of Yakutia and Russia, and in Moscow they celebir#te 58" anniversary of the
production of olonkho at the Bolshoi Theater in ¢titg of Moscow. Maybe
people don't remember that. But in general, aseatgwork of art, olonkho was
marginalized:*°

Although there were still olonkhosuts singing theangs throughout the long winter
nights, they had become few and far between. Tihnis in Soviet history was difficult for
the indigenous cultures of Siberia’s peoples.

Symbolic tokens of Soviet support for indigenous &at least in their concertized
versions) such as the theatrical staging in Mossevne more than overwhelmed by the
systemic marginalization of traditional forms ofieic artistic expression, especially

when those forms were a strong worldview and idgieirriers. Soviet ideology saw this

% Interview with Ekaterina Chekhorduna, scholar anthor of olonkho materials for children, in Yakuts
Yakutia, on December 6, 2011. [See DVD]
190 Reshetnikov, 2009. [See DVD]
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as a threat to integrating the various peoplebaif territories into one “happy” Union of
Soviet Socialist Republics.

In an interview with Eduard Alekseyev [EA] and Anbarionova [AL] in 2010,
they remarked about the changes that took plao®ikho’s reception when it moved
from a performance in an intimate space with a bgralp of friends and family to
public spaces—the concert stages in large towngitied. They felt that it radically
changed the perception of olonkho’s genuine, imigatery art. In fact, people forgot
about the “real thing,” and could no longer teb thfference between memorized
performance and the improvisatory art of the masitankhosut:

EA: Now at least there is a contrast. It used toNden there was just self-
styled performance, the concert versions of olonkiey thought that these were
“true performances”—short sections of olonkho, mamsal and not created.
They thought that was the real thing.

AL:  When | was really little, | was able to heaethail end” of these real
performances, when they performed live.

RH: What years were these?

AL: The end of the 50s. After that, all you hearere/the concert versions. So
until the 60s the tradition was still alive. | remiger.... In fact, maybe that's why
| ended up studying olonkhosuts and all that... wiheas really little and lived

in the village, | remember my father took me torty@aformers. | was really
really little at that time—probably not even fivears old. When we moved to the
city, | only heard it on the radio and on TV orstage. And the stage
performances were very short—just one song. By@eand 80s, people thought
that this was the real olonkHd'

RH: They actually forgot [the real thing]?

AL: Yes, they began to forget...

EA: The true model got erased... and they confuskeétded, amateur
performance with its fancy costumes—what they veexing on the stage—with
the “real olonkhosut.” And by the way, this was judt because of the presence
or absence of Soviet power; it was a general, gérggrocess that happens

101 Alekseyev added in a personal correspondencel(2@ri2010) after this interview, “I think that dog
this time, in the understanding of the masses,theat was a huge confusion of perceptions reganhmat
a true olonkhosut was. This was the “flowering'tlé officially approved and supported by officiatdo
“artistic amateur activity.” (My translation, frothe original): I mymaro, 4to B 3T0 BpeMs B MacCOBOM
CO3HAHUU Obla KaK pas3 camas OoJiblIas IIyTaHWa B IOHUMaHWHA, YTO €CTh HaCTOSIH.[I/Iﬁ OJIOHXOCYT. OT0
ObL10 BpeMs «pacLBeTa» 0(pUUHaIbHO HacaXIaeMOoH, MOIAeP >KUBAeMO CBEPXY «Xy0>KECTBEHHOM
CaMOICATCIIBHOCTH.
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around the world. In fact, when olonkho began tslreounded bggiotage
(craze, frenzy, commotion)... it worked against the tradition°-

Cruikshank and Argunova, commenting on the supfess cultural practices

during the Soviet era, write: “During the 1950s d960s... activities based on Sakha

nationality were discouraged as manifestation®ofifgeois nationalism™ (2000, 102).

But an olonkho could be created on a variety ofesttbmatter, including those

communist themes acceptable to the censors. A laumatory of how Sakha

olonkhosuts dealt with this reality is recountedHruard Alekseyev:

EA: In my book “Folklore in the Context of Modernulfure” there is a piece

of a chapter called “The Paradox...” something oeotnd it talks about the first
wave of anything, how it is often not the real thikror example, at the end of the
war, and even before then (the 30s) — there wasewed interestfjiotagg in
olonkho. It was connected to the “personality celthe need for heroes, the
bombastic, etc.

So they decided to send an olonkhosut to Moscomgtinat time, and
there were two candidates. Which do you think wéitit® good one or the worse
one? It wasn't the best olonkhosut who went. He tvasmart for that. He
understood that it was dangerous. So he delibgraselg an olonkho in which
there were ideologically dangerous words, wordswmaild not pass the censors.
[RH: Is that right?] It's absolutely true. So ofuzee, they set him aside... Of
course, he was the “real thing"—a true olonkhosut.

So the guy that went sang things like “Glory to &reenin” and “The
Day of Great Victory,” things like that. He [Nokhsw — the true olonkhosut]
ended up going as a singer of praise songs, busah olonkhosut, because he
didn’t have the “right plots” to his olonkho. Buitet ones that recount the plots
that resonated with that epoch, that one got ta'gts is a rule that always seem
to happen. Who gets recorded on recordings? Thel@edo are the best? Or the
ones that are right at hand? And who are easytth.ca

| often reflected on these words during my enst@iggwork. They inspired me to take

the extra effort to find olonkho performers ando@sdents to interview who were not

just right at hand, not just the “typical man oe #ireet in the big city of Yakutsk,” but to

go to the villages and talk with Sakha people girtbwn surroundings.

192 |nterview with Eduard Alekseyev and Anna Larionavaalden, Massachusetts, on April 20, 2010.
[See DVD]
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Judging from my respondents’ accounts, the 1948<58s were decades in
which, after a brief spurt of State support dudgrld War Il, olonkho resumed a steep

decent into a dormant state that lasted for andtakicentury.

Olonkho from the 1960s through the 80s
A decline in language and culture for the Sakh#inaed during the 1960s and
70s. Argunova reports that in the 1960s, Yakut stshevere ordered to teach only in
Russian beginning in the seventh grade. Simultasigothhe number of Yakut language
schools and preschool educational institutionsdvastically curtailed (1992, 75).
Soviet ethnographers Tokarev and Gurvich, refiectine official State position
of support for cultural artistic expressions, wrthtss sanguine account about the state of
olonkho performance:
Following the Socialist Revolution, profound chasg@ecurred in the oral
folklore of the Yakut people. Many genres of thaditional folklore, such as
shaman spells and chants, fell into disuse, whiers continued on in a
completely different form (singing at tlygyakh-kumysestival.) The heroic
tales—olonkho—have remained the favorite form af éolklore; they are
frequently sung on the radio and at club concartd,are included in other
performances. The talented narrators of these ,emi@donkhosuts, are very
popular among Soviet audiences. Many of them amalmees of the Union of
Soviet Writers. There are now more than 400 suatytlers on the registers.
(1964, 302)
Although certainly some of this portrayal is fadiuenetheless, the overall impression is
likely more rosy than warranted. Certainly descniptsuch as “favorite form of oral

folklore,” “frequently sung” and “very popular,” véim compared with the personal
testimonies of my respondents, appear hyperbolic.
All the same, there were a few olonkhosuts diileaduring those days. One of

them whose work stands out during this period imBw Petrovich Alekseyev (1900-
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1977), the grandson of a Swedish political eXifecRoman Alekseyev’s work has been
extensively published, thanks to his family’s laddn what they described as an
“heroic” task, his daughter, Akulina Romanovna Aeleva, coordinated the
documentation of his olonkho texts. While simultaungy raising her own six children,
working as a dorm mother in a boarding school &f &@ldren, and regularly hosting
dozens of visitors, she also managed to engagergadize the whole family (and even
visiting guests) in transcribing the texts of hather's olonkhos and other songs (See

Figure 3.4)!%

Figure 3.4: A manuscript of an olonkho by Romank&kyev (June 20, 2009)

While in his hometown of Borogontsi in 2009, | meth three of Alekseyev’s

descendants and asked them many questions abdi hihe resulting 22 minute

193 pstradii Pavlovich Nikolaev was exiled to Siberiatw200 others in retribution for the murder of Tsar
Alexander Il. He served the required 14 years, ima local Sakha woman, and had five children, ¢ivo
whom stayed behind when his term was up and henedthome.

194 An article about R. P. Alekseyev (in Russian)tisraw.Olonkho.info:http:/tinyurl.com/RPAlekseyev
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interview underscored the importance of documemgationkhos by masters like Roman
Alekseyev (Figure 3.5Y° It also provided insight into what the post-waassewere like
for olonkhosuts. Alekseyev’s granddaughter, Liulshelkovnikova, commented on
attitudes toward olonkho during this time:
To say that no one did olonkho during the Sovietogewould not be correct.
Because we know that people came to visit our dediner during that time; a
few people every year, and they were interestdunm This means that those
who were specially working in the area of folklotlegy always were interested,
and they always did all they could to make suré ttie olonkho of the Yakut
people, that in general the epos and the folklbtae Yakut people, would be
preserved and would continue.
The mass performances, like for Ysyakh and fagdagatherings of
people—of course there was nothing like that dutivag time. But all the same,
those who valued olonkho, they always were involvetthese things, always. So
that is why it was preserved. And now, of coursbas become more for the
masses, for all the people. That's the main diffees®
Her aunt, Anna Andreyeva, added: “When we gaineérsignty, [we heard] all
kinds of folk songs and the like, even the usethmfrius which wasn’t [seen] during that
time... We didn’t know anything during that time —vhto sing, how to dancehuokhai
(round dance), we didn’'t even know how to sagbyrgakh(tongue twisters)! Because
they didn’t teach us*®’

Alekseyev’s grandson, Gavril Gavrilevich Shelkowkin reflecting on his
grandfather’s life, remarked on how he got an ualigearly start as a performer: “Do
you know why my grandfather was such a strong dioskt? Because his own father

taught him from the time he was very small. Fromtime he was small—three years

old. And by the time he was nine years old, heaalyavas beginning to perform

195 See this interview in Russianktp://vimeo.com/34207738r on the DVD.

1% |nterview with Roman Alekseyev'’s relatives, LiubStelkovnikova, Gavril Shelkovnik, and Anna
Andreeva in Borogontsi, Yakutia, on June 20, 2(88e DVD]

197 |bid. [See DVD]
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publically... His genes were really strontf®A common thread in the accounts of the

lives of master olonkhosuts is the important fadfochildhood exposure to olonkho.

Figure 3.5: Portrait of Roman Alekseyev in BoroginYakutia (June 20, 2009°

In addition to the few master olonkhosuts who wstileperforming in the 1960s,
there was one outstanding recording played onatli® r During my field interviews with
people from all walks of life and levels of undarsding of olonkho, one performer was
consistently mentioned whenever | asked where liaelyheard olonkho—the name of

Gauvril Kolesov.

198 Interview with Roman AlekseyeV's relatives, Liub8telkovnikova, Gavril Shelkovnik, and Anna
Andreeva in Borogontsi, Yakutia, on June 20, 2(88e DVD]

199 photo of a portrait of Roman Alekseyev by an amooys artist, hanging on the wall at the Ysyakh
Olonkho at Borogontsi in 2009.



93

Gavril Kolesov

Gavril Kolesov was the featured performer on #@rding of the most well-
known and well-loved olonkho of the 2@entury,Nyurgun Botur the Switt® An oral
story with many versions, it was the first olonkbde put into literary form**
Oiyunskiy penned it before his death in the campk939 and it was translated into
Russian in 1975. The recording, made in 1962 byngrad Studio of Phonograms and
re-mastered to CDs in 1997, was 28 hours and 2idtesriong, including close to 19
hours of singing, the rest was recitative (Laricm@@04, 54). In the late-1990s, when |
first began studying Sakha music, | was given a&#te LPs by a pensioner in our
church and told, “If you want to understand Sakhssiz) you need to listen to thesg?
People’s recollections of hearing Kolesov’s perfante reach back to the 1960s,
testifying to the power of one recording to infleera whole generation of listeners (see
Figure 3.6). Dekabrina Vinokurova [DV] reminisceidher own youth:

DV: Olonkho was really played a lot on the radibey played Kolesov

constantly. | still listen to radio today, it is rhgbit to do this; | can't live without

the radio. | remember as a child that olonkho weerdha lot on the radio. My

grandmother listened to it. And when we traveletheoGorniy Ulus, the older

generation said that they heard it a lot on rattimugh those records that were

played. So, don't ever say that it wasn’'t heardrdpthe Soviet years, because it

really was. It's a different issue, of course, wiyen talk about the higher level of

government, but through mass media [at the repldlil] it was played.

RH:  What years was this?

DV: It was during the 70s and the 60s. Especialiyray the 70s it was really

spreading, because the vinyl records were jusiipérg to really be used during

those years. | heard people talk about Kolesoer &t died of course, that he was

self-taught, simply an “artist,” and that there veatsme when ibtkrilis (opened
up) for him, and after that hpereshélpassed over). Do you see? When olonkho

10p A Oyunskiy,Nyurgun Botur Stremitelniy: Yakutskii geroichesiibs — olonkh§Nyurgun Botur the
Impetuous: The Yakut Heroic Epos of Olonkho]. Perfed by Gauvriil Kolesov. Recorded in 1962 by the
Leningrad Studio of Recording. Remastered in 198%todiya Poligram [KYDYK].

1 Olonkho performer Pyotr Tikhonov said that Oiyuigskrote it out using material from 30 variants.
12 A short collection of fragments from this set e€ordings can be found at thiép://olonkho.infowith a
direct link herehttp://tinyurl.com/ggkolesov-nyurgunbotukccessed January 18, 2012.
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was not popular, when people all around him weiteiaing him, those so-called
“actors,” he didn't listen to them. He performedmen’s parts, men’s parts, and |
heard this with my own ears when | was a child. Atidough | didn’t understand
it much at the time because | was a child, | listeto it. [...] He was one of the
first people to really spread olonkhG.

Figure 3.6: Record set dfyurgunBotur and Gavril Kolesov (June 20, 2010)

Vinokurova’s recounted memories underscore Kolesoxucial role in maintaining
appreciative audiences through the mediated mdamset of recordings.

Elena Kugdanova-Egorova, a professional musiciahnamsic teacher, who
confessed to not being a fan of olonkho, nonetldias similar positive memories about

Kolesov during these years: “l like the olonkhofpemances of Gavril Kolesov. He

13V/inokurova and Zhegusov, 2011. [See DVD]
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himself is asamarodoki.e. self-taught and talentelf. He laid the foundation. I like his
kind of performance®When | asked why she liked his performance inigalgr, she
responded, “Because it is classical olonkho..tFirgs accessible, right? And second, in
the way it is done correctly. You can learn a totri him about how to do it right. | am
hooked on his manner. Also, | knew him person&lig.was simply a good teachét®

| discovered another fan of Gavril Kolesov in Ma8igepanova [MS], an elderly
Sakha woman who served as one of my hosts andjtodes at the 2010 summer
Ysyakh festival in Berdigestyakh. | asked hehi¢ ©iad heard olonkho when she was
young, but she could not recall ever hearing apedormance in her childhood. She
was, however, very happy to tell me about how G#&alesov had played a part in her
becoming an enthusiast for olonkho performance:

MS: When | studied at the teachers college in Ygikuor some reason |
purchased a recording Nfyurgun Botur(the olonkho), a set of 9 records, sung by
Gavril Kolesov—the whole set. Because of that [rdogg], my interest in
olonkho was born, I think.

RH: What year was this?

MS: Somewhere around 1973. | used to love thoggessnnot just
olonkhosuts, but amateurs—I really liked amatengeais. Maybe for that reason
it showed itself [my interest in olonkho]. But alsoy brother, whom you met
yesterday, Dmitri lvanovich... later on, | was at highday celebration, and
there | met Gavril Kolesov.

RH:  You knew him?

MS: 1 did. I knew him. First | knew him through hiscords. Then | met him in
person at my brother’s birthday celebration. It wash a great joy! | got to talk
to him, to meet hini’

14 This Russian word has multiple layers of meaningefers to a “gold nugget” but the literal roatsthe
word mean “born out of oneself,” alluding to thelfstaught” characteristic to which Kugdanova-Egao
referred.

115 Interview with professional musician Elena Kugdeamdgorova in Yakutsk, Yakutia, on June 18, 2010.
[See DVD]

116 Kugdanova-Egorova, 2010. [See DVD]

17 Interview with my host for fieldwork, Maria Stepaa, in Berdigestyakh, Yakutia, on June 20, 2010.
[See DVD]
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For Stepanova, just as for many others, the Kolescordings led to a lifetime of
olonkho appreciation and helped to slow the dedirthe epicsredain Yakutia.

Irina Aksénova [IA] is a Sakha musician in her 30® often sings traditional
genres such asyuk(praise songs) arehuokhai(round dance). When | asked her if she
had heard olonkho in her childhood, she respondtdtihese memories of Kolesov’s
well-known recordings:

IA:  We heard it on a record. In my time, there walready no olonkhosuts in
our village. So | heard it on a record, Gavril Ksig's performance. It is the most
famous performance. He was that kind of an adrstl, he performed. Everyone
bought those records. My people didn’'t have angti@hship with the arts
whatsoever, other than Grandpa, who was an am&etwe always bought
records. We had a lot of records, and a player. theg listened! When he
performed, (now | think about this) a shaman—thieeof the shaman, the voice
of Satan, | would crawl! under the bed, taking fopilwith me, and cover my ears
and lay there. Lay there until the record was démel the recording was long,
after all! I don’t know how many minutes I'd laydte. Then my sister would
come to me and say, “Done! It's all over!” So slael o tell me. And then I'd get
up. There you have it.

RH:  From fear?

IA:  From fear.

RH: Of what?

IA: | was afraid! When he’d perform, the voiceSdtan, I'd experience such
fear! Awful fear. There were three of us. My bratheas two years younger, my
sister two years older, and for some reason, trerg wdifferent to it. But |
always reacted... | always hid myself. Besides rexditey played it on the
radio. The radio was here, and here’s the tabléd\&ieand listen. They're
broadcasting, and everyone is looking at me. Sdd &again. | leave the table and
hide, regardless of what was on the table—soupiroshki—I always left the

table. | don’t know; that's just the way it was ine!®

The memories of Kolesov and his recordings shoaldrderstood in the context
of a severe attenuation, in many other venued)daring traditional music of any kind,
much less olonkho. Dora Gerasimova [DG] and Magadhova [MK], two of my

traveling companions during my field research id@Qeminisced about the level of

18 |nterview with amateur musician Irina Aksénovaiakutsk, on June 8, 2009. [See DVD]
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Russian domination in the areas of language andcimngarticular during the 1960s
and 70s.

RH: How many minutes of Yakut language did theyadoizast on the news in
those days?

DG: 15 minutes is all!

RH:  Wow, that's very little.

DG: And I've heard that..all the minutes for meetings were written in Rassi
in the 60s. So because of that there was resentment

RH: And in the 70s?

MK: Meetings were all held in Russian. If there voa® Russian teacher and
ten Yakut teachers, the meeting was held in Rus3ia® whole meeting in

Russian!
RH: Did they teach Yakut language as a subjedtersthools in the 60s?
DG: Yes

RH: And all the rest was...

DG: in Russian.

RH:  Wow...

DG: For example, in the 60s in the concerts insitt@ols—there weren't any
toyuks or ohuokhais or of course, olonkho themes, just all kinds ioher
songs, and some dancés.

The Kolesov recordings contributed not only to ppraciation for olonkho
during those years, they even played an esseal&irr beginning the career of one of
the most popular olonkho performers in Yakutia god@yotr Tikhonov. When | asked
him how he first heard of olonkho, and why he beigaperform, Tikhonov [PT] said:

PT: My favorite guru was Gavril Gavrilovich Kolesdt was through his
work that | heard about this song called the epadamkho. Despite the
prohibitions, despite the lack of attention, weaa had these kinds of people. |
was 19 years old when [ first heard his song...

RH: Did you hear it from records then?

PT: Yes, and it completely changed my worldview.

RH: Is that right? From hearing one olonkho?

PT:  From one hearing. So at 19 years old | leamegdirst epos... a children’s
epos. | listened to it and then learned the woxdsdart. At that time, there was
no special program for this. There was no atterforthis kind of thing-*°

19 Interview with Dora Gerasimova and Maria Kononava akutia, June 19, 2010. [See DVD]
120 Tikhonov, 2009. [See DVD]
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Thus, Kolesov's recordings catalyzed the perfornuageer of this engaging performer,
Pyotr Tikhonov. Although he performs from memorgt areating his own olonkhos, he
is in demand as a traveling olonkhosut, visitingrie and villages around Yakutia to
teach children olonkho, and to perform at compwigiand various other events.

In summary, my respondents’ accounts indicatedlmatkho’s continued decline
in the 1960s, 70s, and 80s was ameliorated by Kelesecording oNyurgurBotur.
Other than scattered accounts of family performarficen those fortunate enough to be
related to the few remaining olonkhosuts, the pnnsaurce for hearing olonkho was
through mediated means such as radio and the Kotesording. It was enough though,

to keep the memory of olonkho alive, if only barely

Olonkhosuts at the end of the Soviet Period
By the end of the Soviet period, the olonkho tiadithad almost completely died
out and olonkhosuts were extremely rare. The rebaarscholar Dekabrina Vinokurova
provides key information on the level of knowledd®ut olonkho in the last decades
before the fall of the Soviet Union. She summarites research in an interview with
me, painting a picture of a tradition that had ohesd to the point of rare performances
relegated to a few areas of Yakutia:

When | was preparing the documents for UNESCO,d using a questionnaire in
Gorniy Ulus, and talking with some young peopleey wvere very interested that
we were “all of the sudden” talking about olonkhd.asked them if they
remembered any olonkhosut who would travel arotedvtllages and perform (I
have this in my questionnaire). And | was talkingtie policemen at the police
station, and they said, “Oi, we had someone lilet llere! When we went fishing,
and hunting, he always went with us.” It was kiridikee he was “always
underfoot.” | asked them if they could even rementfig last name, and they
said, “Ah,nyet He was an old man.” They said he would sing angd,sand then
they would share [the catch] with him, and in tvaly, he would provide for
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himself. This was during the 70s and 80s. So,kimd of thing was happening
until the 80s. He would travel from one group obple to another. He
disappeared; poor guy, he’s probably long dead.

This was the kind of attitude there was. There Weese lone performers
who continued to spread olonkho during those diaygasn’t completely as if it
died out all at once; there were these occasigaarances like this. It wasn'’t
really as if after the Proclamation, all of the ded out of nowhere... but the
sreda the community of listeners, really did disappeampletely. If some young
people remember that there were performers thatpgheents listened to, and that
traveled around, all the same, | think that bakjidhk sredadisappeared,
although there may have been some last lone exarapfgerformances. You
could hear lone examples. In Ust-Aldan | asked dhisstion, and unfortunately,
they could not remember any example at all of khis of thing™**

It is clear from the recounting of these memoried there were still a few olonkhosuts
who could be heard into the 1980s, even thouglepihesredawas virtually gone and
formal performance opportunities were scarce. dhis situation was also reflected in
the Sakha language education available to childratiana Argunova reports that in
1986, in the capital of Yakutsk, only 16 percenBakha school children were fluent in
their native language (1992, 75).

First-hand accounts by family members who livechuiiteir elderly olonkhosut
relatives are among some of the most insightfulvecgations | experienced during my
fieldwork. For example, Nikolai Alekseyev (seerFigure 3.7) and his wife Anna hosted
our research team during the 2010 olonkho festivdle town of Berdigestyakh in
Gorniyulus He is the grandson of the master olonkhosut Se&amégorevich Alekseyev
(referred to hereafter by his Sakha pseudonym ratsya)??

Nikolai Alekseyev [NA] was adopted and raised byddabys and learned the art

of olonkho performance from him. | was eager tal fout what that transmission process

2Lv/inokurova and Zhegusov, 2011. [See DVD]
122 A short biography obstarabysis available in Russian at thép:/Olonkho.infoportal. See:
http://tinyurl.com/Ustarabys
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was like between grandfather and grandson, soddaskn about what it was like being

raised by a famous olonkhosut. He was happy toreswith his recollections:

Figure 3.7: Nikolai Alekseyev, olonkhosut, in Mytgkrakutia (June 20, 2010)

NA:  Well, my grandfather worked as a carpenter, lami¢t homes, worked. He
hunted, fished (using nets under the ice in wini&fyen people would gather
there, he would start to sing the songs of olonkrend when | was little, | asked
him, “How do you know this long story by heart?” ké¢d me, “You just have to
know the names of tHeogatyrsThe rest goes by itself” he said (his words). And
in the end of the 90s some educated people cambegyah to teach about
olonkho, what it is, and how many there are.

| asked my grandfather how he learned the olonkHedistened to it
from his childhood. And he parodied it, as a jaiewhatever, and then when he
was in his older years, he began himself...
RH: What do you mean by “older years™?
NA: 60 years old or something like that. | domtokv exactly... When | was in
the 8" or 6" grade, somewhere near 1980, he already sang aohkhhad a
big munkafor under-ice fishing, (they were in big tents) big karasei(fish).
And he also sang then, people say. | never wetit kb “under the ice.” Others
went, my brothers went with him, but | was the ygest, so they left me behind.
They'd say, “You'll freeze!”
RH: Well, this means that you heard a lot of olomkvhen you were growing up.
You heard how he sang. And then you also begamgoatonkho. How did that
start?
NA: As a joke, | parodied him. When | was growing— at school, you know —
at after school concerts, | participated, and bsalonkho. But only new ones.
RH: New plots?
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NA: Yes, new ones. | would take songs, then atihiegs, as a joke. It's okay to
try! Or maybe not?

RH: Of course!

NA: Jokingly... It was simply a joke! [He begins alonkho, parodying the story
of Nyurgun Botuy using anachronisms like pistols and motorcycles.]

RH: This is very interesting! It's especially inésting that parody is important,
that it plays an important role in this.

NA: Yes...

RH: A person parodies, then becomes more exp&uenc

NA: My grandfather also parodied. He parodiedkadtls of people. He would
even parody how they spoke. So probably from mijestayears, | learned this
from him. So | saw it, and parodied it. When myguds got drunk and spoke
badly, | parodied it; my father, my grandfather, mgther, my brothers. Then
even others—from concerts and on TV, | would paragiyous people in our
village, I'd even parody my friends. How do they #& | made fun of them.
That's what it was liké?®

Alekseyev went on to say that after he became &tin, he had a change of
heart and no longer feels right about parodyingpfeedout his olonkho performance style
is still rooted in a playful, improvisatory appréed his performance style is not often
talked about among researchers, but Chekhorduea motan interview that there were
those who habitually performed in this stjfé.

It was during the late 1980s that the most wellvindiving master olonkhosut in
Yakutia today, Pyotr Reshetnikov, first began tgiavise in the olonkho style.
Although he heard many olonkho performances asl@, ¢te had never tried his hand at
singing olonkho himself until he was retired. Resli@v recounted, in a very amusing
way, the attitudes toward olonkho at the time, aow despite the genre’s
marginalization, its status as a Sakha art gavetinopportunity to learn that he had
“the gift.”

It was kind of by happenstance. In my early yeamsly sangoyuk | didn’t do

olonkho at all. Around here they usually have fedt of amateur music-making
between the countieadsleg$. And one time, when | was already retired and

123 |nterview with olonkhosust Nikolai Alekseyev asHtiome in Mytakh on June 21, 2010. [See DVD]
124 chekhorduna, 2011.
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elderly, I was invited by the “cultural workers” tome to the House of Culture.

They said, “Pyotr Egorovich, you sing toyuk reallgll. Maybe you can recount

an olonkho. We are including a passage from ankblom the concert program.

But | told them, “Olonkho is long; it is impossilie use it in a concert.” They

said, “Without some olonkho, we’ll get points detiat” [laughs] So that is how

they let me on stage for the first time! So | thiougnd thought, and then began to

recount my first olonkho.

But within five or six, or ten minutes they cametopme and said, “Pyotr

Egorovich, we wanted it fast! Old man, you are wast bunch of our concert

time!” And they chased me from the stage! It wamntthat | had the thought, “It

appears that | have the ability to recount an dhankrom myself’

(impromptu)*?°

Reshetnikov’s complaint about the short attentjemnsof audiences is only
briefly touched on in this story, but he later tadkabout the poor state of engagement in
olonkho performances and how the olonkhosuts argiaen enough time to really
expand and fully flesh out their epic ideas. Fasthwho memorize their texts (the vast
majority of today’s olonkhosuts), they cope witle timits by performing only small
sections of text. They believe the amount of tinweig for these “epic” performances
borders on the ridiculous. When asked how long lgegave him for olonkho
performances, Pyotr Tikhonov reported: “People ttsten very long, maybe four or
five minutes, ten at the most. If | sang any longeey'd leave, or chew me out®

A key milestone for olonkho in the 1980s was thgitweing of a gargantuan
collaborative work, a multi-volume series titi®bnuments of the folklore of the peoples
of Siberia and the Far Eaghereafter Monumenty. Although not all of the titles were

about olonkho, there were eventually two volumeslonkho published in the 1990s,

with accompanying recordings of song examples afdeixtual translations into

125 Reshetnikov, 2009. [See DVD]
126 Tikhonov, 2009. [See DVD]



103

Russian?’ These volumes also featured notational, histhrécal musicological notes
and commentary, providing a rich resource and @ifstggnt “monument” for folklore
studies for future generations of students, teagiparformers, and olonkho lovéfs.
Anna Larionova attributes olonkho’s revitalizatimmUNESCO, but points out
that publishingVlonumentsuilt interest among scholars in olonkho:
Olonkho also began to be forgotten. If it had re¢dfor UNESCO, who knows
[what would have happened to olonkho]. Of counseny opinion, there was a
wave of interest in folklore, you know, when thegglan to work on the
Monumentseries. Folklorists began to travel to the regiamd began to show
interest in the carriers of these traditions, dral in turn created an answering
wave of reaction in people, and it began to livaiagThis was in the 80s—from
1984 to 1986, like that. So slowly but surely, rest began to rise, and then there
was the UNESCO announcemert’..
The research done by scholars at educational @edneh institutions in preparation for
the publication of thélonumentsseries likely prepared the ground for the succéssid
timely submission of the UNESCO application thdlofoed.
As the period of Soviet power experienced its owalide and eventually drew to
a close, Sakha cultural revitalization began imest. A well-known poem from 1910 by
Aleksei Kulakovskii, Sakha intellectual and writexpressed the feelings of many Sakha
for decades™
When side by side for a long time
An old and strong people lives with a small one,

The younger people is treated unfairly
In secret and patently, but always in everytHitig.

127y/0l. 4 - The Yakut Heroic Epic “Kyys Debiliye” (B8) and Vol. 10 — The Yakut Heroic Epic
“Moguchi Er Sogotokh” (1996).

128 This research project is greatly indebted to theise collaborated on the publication of those two
volumes, as they are clearly the product of marmgdgninds and many talents working together.

129 |Interview with scholar Eduard Alekseyev and Anmaitnova in Malden, Massachusetts, on April 20,
2010. [See DVD]

130 Khazanov says this poem was “known virtually Hyedlucated Yakuts; it was practically forbidden for
many decades, but that only increased its popylgfi©93, 175).

131 This work was republished in 1990 %sovidenie shamana: Stikhotvoreniia¢my (The Dream of the
ShamanVerses and Poemdvoscow: Khudozhestvenaia Literatura.
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At the end of the 1980s and beginning of the 19B0pes for a change in the relationship
between the Sakha Republic and the “center” (i.@sddw) were strong. But the numbers
of Sakha, even in Yakutia, had dropped to a mipoaihd the economic infrastructure
was in shambles. Reflecting on the last decadésedfoviet Union, Khazanov wrote:
During the last 25 years the development of mifiag resulted in an influx of
new migrants from European Russia and other eaStawic republics. As a
result, the proportion of Yakuts in the overall ptation of the republic has
dropped from 90 percent in 1920, to 43 percenBind]l. to 36.6 percent in 1979,
and to 33.4 percent in 1989. (1993, 267)
This was the lowest point for the Sakha epos. By tieere had been more than five
decades of marginalization for olonkho, its singegssworldview, and its values. The
coming collapse, however, of the Soviet Union i®@8@nd 1991 was going to have far-

reaching consequences, not just for Sakha peopiépbolonkho, which had by this

time, almost completely disappeared from the pubje.
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CHAPTER 4
OLONKHO AFTER THE SOVIET UNION

The politics of cultural revitalization

When the Soviet Union dissolved, Yakutia’'s demobregpbegan to change, and
along with it, the political climate for supportimypnkho revitalization. Yakutia’s ethnic
Russians began to flee the “coldest inhabited pacearth*? for warmer climes in
western Russia, and the percentage of Sakha pleegén to grow. As reflected in census
results, the Russian population in Yakutia dropfpech 50 percent in 1989 to less than
38 percent in 2018 During the same period, the Sakha population frase 33 percent
in 1989 to almost 50 percent in 2010. It is cleanf these statistics that the numbers of
Sakha and Russian people in Yakutia have takentaalylecades to exchange places.
The next largest group, Ukrainians, also mirrofad outward migration trend, dropping
from 7 percent to just over 2 percent during theesaumber of years.

| have personally observed Yakutia’s demograplaiegformation since my first
visit to the area in 1993. These changes are shialpby the Russians who have
remained in Yakutia. In December of 2011, a RusBiand complained bitterly to me

about the demands she faces at work from the Sakfaity. She felt pressure to

132 The town of Oimyakon, in Yakutia, holds the officiecord for this in the Guinness Book of World
Records fittp://www.guinnessworldrecords.com/records/lowtestperature---inhabitg¢dSee
http://www.bbc.co.uk/news/world-118751&dr the report (and a video) of a BBC reporter wigited.

133 Figures rounded to the nearest percent. See fseisdigures at
http://www.absoluteastronomy.com/topics/Sakha Rbepwand (Federal State Statistics Service) (2011).
"UudopmarmionHsle MaTepraibl 00 OKOHYATENBHBIX NTOTax Beepoccniickoii mepenncu Hacenenns 2010
roza (Information on the final results of the 2010 AlldRian Population Cens)is(in Russian).
Bceepoccuiickas nepenuce nacenenus 2010200a (2010 All-Russia Population CensuBgderal State
Statistics Service (Retrieved 2011-12-28). See thismfficial sites for documenting the Russian €ien
http://www.perepis-2010.ridndwww.gks.ru/wps/wecm/connect/rosstat/rosstatsite/imain
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celebrate Sakha ethnic holidays on weekends wihartters and to wear Sakha jewelry
“for solidarity’s sake’—a demand she intends tdsigs*

Sakha language and cultural expressions reboundg@mderestroika and the
post-Soviet years of the 90s. Maria Kononova [Midsvwa key Sakha collaborator during
my fieldwork in the summers of 2009 and 2010, cowting the logistics for our travels
around Yakutia. She told me about how Sakha culisgan the process of revitalization
during perestroika. She noticed changes in attiadkat time toward cultural
expressions ranging from the names of adminiseativisions to artistic expressions
like olonkho:

RH:  What is happening now, in this transitioneder?

MK: After 1985, perestroika started in Russia. Aitite by little, things that
had been forgotten were restored. Even, for exardpleng that time they called
our ulusegby the Russian ternthyons(regions) but now they have returned the
word ulus— because it was our old word for an administeadivision.

RH:  So now, in what kinds of contexts is olonkleiny performed?

MK: Here, in general, it is being developed vemgrgetically and they are
really beginning to do it well. In the beginningtbk rebirth period, in cultural
events, they began with little (short) olonkhost Bow olonkho has its own
strength and its own propagation. You could saypeaple even come from far
away countries to study our olonkho! [She lookspedlly at me and laughs.] To
study it and look at it and put it in the realmsofence. This is a very
praiseworthy thing®

Boris Mikhailov [BM] also remembers the joy he feltthe new-found freedom
for cultural renewal in Yakutia during Yeltsin’sley and his disappointment that politics
are once again swinging away from self-determimatio

BM: Thanks to Boris Nikolaevich Yeltsin, who gave fueedom, this kind of
revitalization happened. What did he say? “Takeash water as your bridge
can handle.” It was that kind of time; there reallgs revitalization then! They
were such happy days because we knew we werelmawigeour language and
culture, but from 2000 on, they have been slowlyduely taking things back.
...They have been decreasing the hours that getttaugbhools on national

134 |nterview with (anonymous) Russian music teacherakutsk, Yakutia, on December 8, 2011.
135 Kononova, 2009. [See DVD]
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cultural topics, etc. We've been fighting that, dhdy so far have let us continue.

RH:  So it turns out that you have to constantfifor such things?

BM: Of course, the policies come from above, fréva tcenter” of Russi&®
The resistance to control from the center is stiarngakutia. One of the most effective
recourses available to Sakha people is the lemyislptocess. Although their laws can be
overturned by Moscow if they are perceived as @amdlicating the interests or laws of
the State, the Yakutian legislature is busy pasisiwwg aimed at protecting Sakha culture.
Anna Kulikova, a doctoral student at the Amur Staiéversity, writes in a recent
dissertation on modern ethno-cultural and ethnigicels processes in Yakutia:

At the present time, the rebirth of the culturdues of the peoples of Yakutia is

one of the most important emphases of the natjpoléics of the Republic of

Sakha. This is reflected in regional legislatiohjatr takes into consideration

aspects of the cultural distinctiveness of the pewgo live in the territory of

Yakutia. In the last two decades of the republiey¢ have been more than 30

statutory regulations aimed at protecting humahtsigelated to the protection of

traditional ways of life, culture, and religion thfe peoples of Yakuti&’

(Kulikova 2009, 144-45)
The cultural revitalization movement which swepk¥#a in the 1990s has continued to
gather strength unabated to the present time. @me gxample of the power such a

movement has is how it was able to take a “forgdttgenre like olonkho and catapult it

into the spotlight of an international arena like tUNESCO Masterpiece awards.

136 Mikhailov, 2011. [See DVD]

137 Translation mine, from the originalBacrosiiiee Bpemst BO3pOkIEHHE KyIbTYPHBIX LEHHO-CTel
HApOJOB SIKyTUH SIBJSETCS OAHUM W3 BAJKHBIX HAMpPABJICHUI HAMOHAIBHOW MONUTUKH peciyO-nku Caxa.
DTO OTpaXKaeTcsi B PErHOHAIBLHOM 3aKOHOIATEBCTBE, IIe MAKCUMAITBHO YUUTHIBAIOTCS aCIIEKThI
KyJIbTYPHOM CaMOOBITHOCTH HapOIOB, MPOXKHU-BAIOINKMX Ha TeppuTopru SIKyTHH. 32 MoCc/ie THHE Ba
IECATHIIETHS JIET B peciyOIiKe ObLIH MPUHATHI G0Jiee TPUALATH HOPMATHBHBIX aKTOB, HATIPABIEHHBIX HA
obecrieyeHre mpas B 00J1aCTH COXPAHEHHS TPAIUIIMOHHOTO 00pa3a KU3HH, KyJIbTYPbI H PEJIUTHI HAPOIOB
AxyTtun.» [Kulikova, Aara HukonaesHa. 2009.CoBpeMeHHbIE 3THOKYJIBTYPHBIE M STHOPEIUTHO3HBIE
npouecchl B Akytun, 144-5]



108

From “forgotten” to Masterpiece

The story of how the Sakha epos went from “forgotte “Masterpiece of the
Oral and Intangible Heritage of Humanity” is a tdlat in some ways reminds me of an
olonkho plot, with heroines and heroes, good powadsevil, enemies and fellow-
warriors. It also provides insight into the innevrkings of the Intangible Cultural
Heritage (ICH) section at UNESCO, as well as it ¢rucial turn of events that began
in late 2003 and culminated with the Masterpie@xiamation for olonkho in 2005.

In December 2011, | interveiwed the committee masbdo spearheaded the
application to UNESCO, and asked them to deschbdurning point for olonkho.
Elizaveta Sidorova, co-chair for the National Cortea of Yakutia for UNESCO, was
the primary driving force behind the initial apg@iton. Over tea and cookies, in a modest
temporary office for the “House of Olonkho” in Yakl4, she sat with colleagues Elena
Protodiakonova and Anastasia Luginova, and recouhie story of how it all began:

It was a very, very complex and difficult task, amél had to do it quickly. In
short, at the end of November, 2003, | went todami a business trip and there |
found out, before the affirmation of the Conventfonintangible Cultural
Heritage (ICH), that they had three competitionsveen countries and these
cultural objects (in 2001, 2003, and in 2005).

So | got a meeting with the UNESCO sector (in Bahsthe ICH sector,
Mr. Rieks Smeets (a Dutch gentleman) and | satalkdd about the convention
and the competitions, and he asked me if we, inufakcould participate, and he
said that eventually the Convention would be aadpfter the three
competitions were held.

At that time, the idea of epos didn’t even enterhmgd. | thought right
away about the Yakut festiva¥syakh and he asked if it was a governmental
celebration, and | said that it was. He told me thaould not make it through
the competition and | asked why. He said that tbev@ntion would only support
those elements that were disappearing, in ordeelfmthem, to protect them. This
was one of the main criteria.

So, | suggested the possibility of choosing “shasrah(for our entry)
and he said that probably it could work, althouggré is shamanism among all
the peoples. And then | got frightened and thougimyself, “What in the world
am | doing supporting shamanism?”
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At that time, | had no idea of what epos even w&8,[RH: It had
disappeared to that extent?!] To rtejukand epos were the same thing! The
same basic thing. In fact it was like that for gxere! When people would
mention “epos” to me, | would think that they meamhply “singing.” To that
extent | was, how do | say this.... Well, | am a gnomoman, and it just shows to
what extent there was a lack of understanding @twepos was. I'd say “epos”
but in my head I'm thinkingoyuk

But when | mentioned about epos to him, he thauglen said, “Yes, the
Yakut epos could make it through the competitidntiirns out that he himself
was a scholar of epos! He said that he knew aldbtliteaepics of Siberia and the
Far East. He even studied the Mongolian epicsesmiw about the Turkic
epics. And we got all inspired, and he told me|l‘iit the applicationt**®

Sidorova’s transparency in admitting she did nareknow the difference between the
toyuksinging style and the epic genre of olonkho isttvooting, as well as her suspicion
that many others shared this rather vague coneeptiolonkho. The four large
published volumes featuring olonkho in tdenumentseries had apparently not served
to popularize knowledge about olonkho, despitefdloethat two of the volumeKyys
DebiliyeandThe MightyEr Sogotokh specifically focusing on these two respective
epics, featured translations into Russian and apeoging recordings.

The lack of knowledge about olonkho in the mairstre&eonsciousness of Sakha
people was about to change. This amazing Sakha momitln her combination of
collaborative leadership skills, love for Sakhatard, and sheer “I will die on this hill”
determination, was going to pull together severalasns of already-existing
revitalization potential (including a key scholadgmmunity}*® and catalyze these

resources into a revitalization movement for olamkh

[Smeets] gave me all the regulations for the coitipef although it wasn’t
officially ready to pass out, so he told me, “Dosttow this to anyone, just take it

138 Interview with leadership of Olonkho Associatidtiizaveta Sidorova, Elena Protodiakonova, and
Anastasia Luginova, in Yakutsk, Yakutia, on Decenthe2011. [See DVD]

139 The Institute of Humanitarian Research and theuBes of the Indigenous Peoples of the North (IGI)
had a “Department of Olonkho” at the time, and ttesideal collaborative partner for putting togetthe
scholarly documents needed for the application.
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back and start preparations on your documents.aése it was a lot of work to
prepare these documents, and the time availabley@&gshort, very compacted.
He gave it to me at the beginning of December, 28604 officially they opened
the competition in May (on the UNESCO site). We lgalf a year—six months—
of advance warning!

So we took the English version home, translatautdat Russian, and then |
appealed to Vasily Nikolaevich Ivanov at the Inggtof Humanitarian Research
and told him about the competition, and said, “Weuwd participate in the

competition!” He said, “Yes, of course, | supposeauld do that**°

The Institute of Humanitarian Research and theutedt of the Indigenous
Peoples of the North (IGf}* had at that time a Department of Olonkho, a sowilective
of scholars, most of whom had significant rolesviiting the volumes in th&lonuments
series. During the deep winter of 2004, the depamtrgained a new head, Agafia
Zakharova, to lead the UNESCO research projeabltorkho. Sidorova described her to
me as being aaperativniy(dynamic, strategic) person whom she knew woutdtge
work done quickly. And with her appointment, thdl&@oorative power of Sakha
academia was put into motion. Sidorova recalled:

After that we worked fearfully hard. The demandshaf application were

horrific! By the end of May we had a pile of paper, 800gsadrrom January,

February, March, April, May—in five months they wedB00 pages! And so with

all of those pages under my arms, | went to Mosddwad to get a special

recommendation letter from the Russian House df Eoéativity. | had to get the
official approval of the Russian Minister of Cukyiand the Minister of Foreign

Affairs, so that the candidature could be represterg of Russia, because they

would only acceponecandidate from Russf&?

As this story unfolds, one should not underestintfagepower differential
between the characters and the ways in which #ilih&woman and her collaborators

used skill and determination to negotiate with gésviet Russian power, often referred

to as the “center” (Kempton 1996). The Republityakutia is six time zones from

10 Sidorova, 2011. [See DVD]

141 The fore-runner of IGI was established in the 989 Oiyunskiy himself, “one of the founders of
Yakut literature,” (Yakovlev 2002, 125).

142 Sidorova, 2011. [See DVD]
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Moscow, and its distance from Moscow is not onlyaswed in thousands of kilometers,
but in centuries of marginalization and exploitataf the Sakha people by the center.

In addition to the dynamics of majority culturalgeenony, the story speaks to the
interactions between men and women; the beseechdane usually by women and the
permissions are generally granted by men. But éneds in this story, although they are
largely women, are remarkably human and vulnerataleng to sacrifice their future for
what they value, and determined to wring the neguaechissions from the power center,
come what may. This was demonstrated by Sidoro%, [& she continued her narrative:

| arrived in Moscow, and didn’t even know beforariived that | was going to
need all those signatures. Oi! | became so scdred®s such a shock for me!
How in the world am | going to get the permissidithe Minister of Culture? The
Minister of Foreign Affairs!? For two days, | didréat or sleep, | just chewed
myself out so hard... whatfaol | am! Not knowing all this stuff. What was |
thinking? Why have | made all those people dohait tvork... day and night?

And, all the sudden, almost like from above, soneesays, (it was early
morning, and | haven’t slept at all). I'm thinkintVly God, how am | going to
return to Yakutsk? What am | going to tell peopléhear, ‘Call Nikolai
Yefimovich Mikhailov (the first president of Yakti

And |, like, ask him, What in the world for?

And | hear: There was an association of olonkho that he created
Yakutia. Let him gather those signatures for.yaike that! As if someone from
on high was dictating to me!

In short, before that | had given the documenthéoHouse of Folk
Creativity, who in 2001 had done the successfuliegion for the Old Believers
rituals. And Elvira Seménovna Kuniffareceived me warmly there and | when |
showed her the documents, it was she who told meeded all those signatures!
We’'d had a film done, which | showed her, and io tfays she had written me a
very nice recommendation letter in the name ofRhssian House of Folk
Creativity that said the Yakut epos should enterabmpetition.

So | called Nikolai Yefimovich, “I'd like to meet ith you. It's very
urgent.”

He said, “Okay, 5:00, come to the Yakut@wspredstvgpermanent place
of residence for the Republic of Yakutia in Moscband so | went and told him
about what we wanted to do.

143 Seehttp://portal.unesco.org/culture/en/ev.php-
URL _ID=26807&URL_DO=DO_ PRINTPAGE&URL_SECTION=201rht
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He said to me, “Okay, let’s just say olonkho becerm¢UNESCO]
“Masterpiece.” Who is going to renew it? Who isrggpto work on it? It has
completely disappeared!

And | told him, “Well, we have an Association ofddkho in the
Republic. They will work on it.”

“What's this Association?” he said (just like a gicent!).

RH: What? He created it himself!

ES: ....and forgot!

| told him, “Youare the president of the Association! You credtéed
1999.” That stopped him short, and he began to pack and forth.

Then he asked, “What do you need from me?” So Wwskichim all the
work we had done and | told him we needed thes®asiges. | told him | would
prepare the letters for the Minister of Culturegét the signature of Minister
Sokolov. And | told him I'd prepare the letter fitve Minister of Foreign Affairs
too. And told him to go to those Ministers and tpetir signatures, and then |
would take it all to Paris, and get registeredihed we could participate as the
Russian candidate.

Right away he grabbed the governmental telephontkecalled the
Minister of Culture. It was a Friday, and the Mieisof Culture was going on
Saturday to the Smolensk area, as it was th¥ affiversary of Mussorgsky, or
something like that. In short, they talked and MiklY efimovich [Nikolaev]
says, “Can | go with you?” The Minister was happlycourse, to have him go, so
they went together. And Sunday, Nikolaev calls are&l(l have a ticket to go back
to Yakutsk on Monday). He says “Get your ticketrodped to an open return. You
are going to get this finished, and only then wal go home.”

By that time, | had completely run out of moneylr@usiness trips were
always scheduled for a certain amount of time &rel money). In short, |
prepared the projects for these Ministers to sighthey said the Minister would
be there at six in the evening. They said to contle my diskette and the forms;
they would get it all set up and Sokolov would sign

| arrive at the Ministry at five o’clock, and no@would let me in. They
said no one had invited me! | didn’t have a pasanything. Somehow or other |
slipped through, and made it to the reception réammthe Minister of Culture.
The secretaries were sitting there, one youngeoaedlder and | told them, “I
have come to see your Minister. He is supposejtotkis paper.”

They told me they did not know whether he was gdéingome or not.

| said, “Yes, | know he is. He’s at the Legislat@&wlding now, and at six
he is coming here.” While we are waiting for himctmme, let’s get this letter
printed out on your letterhead so it will be readyen he comes.” In short, |
started bossing them around, and they were beingatentive and supportive.

We got everything printed out, and this guy altle# sudden shows up.
The new minister, by the way, was Sokolov, andfélies sitting there were
attached to the old minister and were on their aaty because he had chosen
new workers. So anyway, this guy comes in to tlieef

He grabbed the papers from me and says, “Whatimvtrld is this?
What'’s going on? Who gave you permission to dd?his
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So | said, “And who exactly agouto tellmewhat to do?”

He just about exploded with apoplexy. “I am try official
representative of the Minister!”

And here | had asked him “Who are you?”... and wassiog him
around! Then | became afraid and said, “Yes,... vpddase....!”

So he read it and said, “Oh alright, let’s cut @&l cut that” and I'm
thinking to myself, “Cut it in a thousand placasstjlet him sign it!”

At six o’clock on the dot, Sokolov comes in, thi, taandsome Minister
guy, takes it from me and signs it. | took it te thookkeeper to get it all
approved.

But | had to get the signature of the departmerbléfore first, but they
had all been fired, and the new ones hadn’t shqwyet! | hadto have those
signatures for the bookkeeper to sign off, andbihakkeeper had to sign off or
the document was not valid.

So | said to them, “My Lord God, nobodytigerd What am | supposed to
do?”

They say, “Oh alright.” And they approved it.

After that, on Wednesday or Thursday, Nikolaev tterLavroviy, the
Minister of Foreign Affairs. All | had left in thevorld was 50 rubes [$2], and |
still had several days left! So in short, | arratethe Ministry of Foreign Affairs,
with my diskette and my project for the Ministersign.

The Minister drives up in his car, and | give ithion. He comes in and |
stand there near the Ministry buildings.... The faipouring, and the wind is
cold... I was frozen. So | crossed the road and weata cafeteria and got a cup
of coffee for 50 rubles. It's a good thing thatfeaf was only 50 rubles then, and
not the 250 it is now! | drank a cup of coffee on last bit of money.

Nikolaev had told me, “You must, before you leayet, it approved by the
bookkeeper.”

| was like, “What do you mean before | leave?”

He said, “If you don’t get that done, it won’t balid.”

Anyway, after a couple of hours, the Minister cemat and throws the
paper in my direction, and | jumped and grabbexditof the air! Our “golden
paper”! And that is how we got the only spot repreésg Russia for the

competition™**

Sidorova'’s efforts to have olonkho named as a UNE34asterpiece were far
from afait accomplj however. The Tatars, an ethnic group from theuRkp of
Tartarstan in the Volga Federal district, far te thest of Yakutia, had already lost one
bid to havesobontoitheir epic genre, declared as a Masterpiece, and determined to

squeeze in line ahead of Yakutia. The deadlinedgistration in Paris was July 1st, and

144 Sidorova, 2011. [See DVD]
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the jostling at the finish line and the bureaucrabsturing by government officials had
begun in earnest:

By the time | got there, the Tatars had “woken (mpatured), and were going to
try for a second time. They were preparing for180" anniversary of Kazan.
They had an organizing committee at a nationall levgreparation for this, and
the president of the organizing committee was BeggiPutin! In short, they had
all the cards in their hand! When they realized whatwere doing, they began to
lay siege to Paris. But UNESCO was rooting for ulse-Yakut epos.

We were still struggling with our translation iffmglish, as that was
required. We had three or four people working obut then it had to be put
together into one document, and the translationssasomplex. In short, | asked
them to wait until the 1®of July for the registration.

| arrived there on a Friday, and right that dayroawvas at the Ministry
of Foreign Affairs, and we met with the [UNESCO]r@eal Director, and asked
him to accept two candidates from Russia—the Tsdhontoiand the Yakut
epos. The General Director said, “All the rules taeesame for all countries. This
is your internal affair which candidate to put fand. Only one candidate!”

So | arrived at the ambassador for UNESCO, whoalssrooting for our
epos, and | said, “What should we do?” | had alted some of the ICH people
too, and | told him, “I am going to go there andister us. | have all the needed
signatures. Let them get their signatures and camderegister when they can
after me.” They didn’t have their signatures yeig &did!

He agreed with me, and said, “Today the Ministewfback to Moscow.
He will give his opinion on Monday and we will réze it a week from then. He
may say that the Yakut epos shontut be registered. Don't tell anyone here at
the pospredstvpbut here is my councilor; go with him to Parislaet registered.
If it doesn’t work out, we will say you went on yoown authority to register it.”
(After all, they are diplomats! But I'm not.)

So | said, “Even if you forbade me to go and ggtstered, | would go
anyway and get it done.” | told them, “Don’t worthey can’t exile me any
further away than Magadan... and Magadan in the wiatawholelot warmer
than Yakutia!! [uproarious laughter]. What's théoebe afraid of? | have never
had, and never will, a diplomatic career! So dbe'tafraid for me.”

| called Smeets and he came right away, and wé gegistered,
registered in the name of Russia. Poor Smeets sgedays of his own personal
vacation working on that with me in Paris! It wasiscredibly hot... but he
waited for the Yakut epos to be registered sotti@ilatars didn’t cut in front of
us. He held out so that they wouldn't do that, tishat great®°

Sidorova’s story poured out, as she recounted th& during the intervening

months until November 2005, when the voting and petition results were announced.

145 Sidorova, 2011. [See DVD]
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She painted a picture of intrigue and maneuvebng pointed out as well that Yakutia’'s
application not only won the award, but set a shathdior excellence:
On the 28 of November when they announced the winners,tNESCO]
General Director said in his concluding remarkg tha very best material was
provided for the Yakut olonkho, that it had beempnscholarly, very grounded,

the best packet of materials among them all! Adl tither countries should try to
follow that modef:*®

The result of their triumph back in Yakutia wasgicgably jubilant. Sidorova, with her

team of scholars and olonkho enthusiasts, had \aathign international coup of sorts,

and the Republic of Yakutia erupted in celebratiime recounted:
When we arrived home, there was jubilation! Evegyogjoiced, and from that
time, we have moved forward with enthusiasm in g¥erm of olonkho. In the
oral form, and in the theater, in teaching methbdfiet, opera, the Yakut circus
even puts on olonkhos; they do a great job withdr@ons! The Dance Ensemble
has done some performances too. So, we work! Aisdviry interesting?’
UNESCO'’s pronouncement is cited by most Sakha peaplthe primary impetus

for olonkho revitalization. Sergei Vasiliev, at tNertheastern Federal University in

Yakutsk, said:
When the status of “Masterpiece” was announced WE8CO, there was a very
emotional reaction of joy on the part of many peaghd an explosion of activity
to begin putting the plan into place. Even Rusgiaysics professors approached
me with their sincere congratulations and delighha pronouncement. It was
especially appreciated by the “carriers” (perforshevho felt affirmed and valued
by this pronouncement?

Anna Larionova stated that the 2005 UNESCO Mastegoproclamation “turned things

around in the direction of support for olonkh8>It was not just scholars, however, who

named the Masterpiece Declaration as the turnimgtpar olonkho revitalization. Many

148 Sidorova, 2011. [See DVD]

147 |bid. [See DVD]

148 Interview with Sergei Vasiliev, Director of “Olohk Informational Sytem” at SVFU in Yakutsk,
Yakutia, on June 24, 2010. From field notes of canversation.

149 From field notes of a conversation with Larionavaalden, Massachusetts, on April 19, 2010.
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ordinary Sakha citizens, both musicians and nonigrars alike, expressed similar
opinions on this subje¢t’

In celebration of UNESCOQ'’s proclamation of olonkima “Masterpiece of the
Oral and Intangible Heritage of Humanity,” a bildyd four stories high was placed on a
building at the central bus stop in the capita} oit Yakutsk and the Sakha Republic’s
president, Vyacheslav Shtyrov, issued a degreeadeglan “Olonkho Decade 2006-
2015,” calling for legislation to support ten yeafggovernment-sponsored programs for
the preservation, study, and promulgation of olaih That legislation, Yakutia’s
“Action Plan” for olonkho safeguarding, was draftacer the next year and signed into

law in March of 2007.

Olonkho reception at the time of the Masterpiegdatation

Dekabrina Vinokurova is a scholar and researchislaiand has been
researching olonkho and its reception with othdleagues since 2004. Her 2007 article
was the result of research undertaken shortly #feeMasterpiece declaration (see
Appendix F for a full translation). In this articl¢inokurova surveyed 505 people in
Yakutsk and the town of Berdigestyakh to examinelkeof familiarity with olonkho.

In summarizing her research results, Vinokurovaesakclear that an
appreciation for olonkho was not widespread atithe. Only 3% of the respondents
said they were admirers or fans of olonkho, ande¢hmaiming complete disinterest in
olonkho totaled 15% of respondents. Among the Saéfondents alone, close to 20%

had never heard olonkho. The other 80% had heatceients like the national ethnic

%0 For example riterviews with Dmitri Krivoshapkin, Valentina Usslikova, Anastasia lvanova in
Berdigestyakh, Yakutia, on June 20, 2010.
151 gee the decree http://olonkho.net/russian/index.php?option=com tent&view=article&id=1102
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Ysyakh festival (53%) or through concerts featuripgrforming artists” (17%), who
performed memorized sections of olonkho for exfohipurposes (Vinokurova 2007,
113)1*2

When participants in the survey were asked abauptbgnosis for revitalizing
olonkho, 43% believed olonkho would disappear. Aro5% believed olonkho would
become at most a hobby for amateurs. Only 24%spioiedents gave it a prognosis of
likely rebirth. The most likely reasons for its demwere listed by respondents as being
the small numbers of true olonkhosuts (32%); dedimnterest in olonkho (28%); and
lack of focused, systematic work toward supporttankho (11%), with 3% listing
deeper reasons and a full 27% not answering thstiQueat all (Vinokurova 2007,
114)13

Ekaterina Romanova, a specialist in mythology atuglrstudies at IGIl and
author of several articles on olonkho, talked waith about the early efforts to popularize
olonkho through festivals and theatrical preseotetiike the “Ysyakh Olonkho:”

Of course we understand that this is an innovaiiéa.should be careful to put

forth the tradition in a way that will not bringimato it. | would have liked very

much for them, when they began to write the scesdadr the Ysyakh Olonkho,

that they would have done it in a way that didaittit into some kind of

“performance” (show}>*
While noting her concerns about wanting to protkettradition from harm, Romanova

also acknowledged that it is important to carefdigfine “tradition” and she asked me

my definition of tradition. When | said | belieVieat tradition is comprised of many

152 gtatistics quoted here are rounded to the nepeesent. See Appendix F for details.

1331t is important to note that this research wasiedrout as the government-sponsored efforts tibaieae
olonkho were just beginning. It is likely that th&% who did not observe efforts in supporting olomk
would now, five years later, answer differently tlas level of top-down (from the government to the
people) communication supporting olonkho is nowtestrong. Since current research is forthcoming in
the next year, this information will become avaliéasoon.

15 Interview with ethnographer Ekaterina Romanov¥akutsk, Yakutia, on December 8, 2011.

[See DVD]
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layers of innovation laid down over the years, dgponded, “Absolutely right! It was
very nice for me to hear that you agreed with méhimipoint. Because some people
think it should be just the same way it was in288 century. But it can never be that
way again!*>® This was a common theme | heard in response tquagtions about the
future of olonkho; as important as it is for olooki®o maintain its connections to
traditional performance practice, it must also d@ewed through innovation, as the level

of interest in traditional olonkho performance has been very high.

State of olonkho reception in 2011

Researchers like Vinokurova, Zhegusov, Romanov tlagid colleagues at |Gl
are continuing their investigations into the cutrenel of knowledge and attitudes
toward olonkho in eight (about one quarter) ofrdagions of the Republic. They say if
they had more researchers, they would be in mgiens. Their work is still in progress
and their results are not due to be published @0fiP. Thus, my conversation with them,
just as they returned from a period of field resbawas to get a preliminary overview of
what they are learning, and to see if it matchedcttnclusions | was coming to in my
own fieldwork.

| found we were all discovering similar trends, tnggecifically the trend toward
few appreciative audiences for the traditional &lamperformance. This was distinctly
visible at the olonkho summer festivals of 2009 2Ad0. Vinokurova'’s response was a

familiar refrain | had heard from many others, utthg the olonkhosuts themselves:

1% Romanova, 2011See DVD]
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“There weren’t many listeners!... Thetedano longer exists*®® There are exceptions to
this overall trend, ameliorating this generallyngiprognosis.

One of these encouraging elements is the “enthiisiasvd, a scattering of
people who are fascinated by olonkho and willingvtok very hard to see it revitalized.
One enthusiast, Dora Gerasimova, was my travebmngpanion during my 2010 field
research. On our way back to the capital city fthmYsyakhsummer festival, | asked
her what she had learned there about olonkho aninipeessions about what she had
seen and heard. She replied:

| came to understand many things at that Ysyakhh#e not heard olonkho for
two, or three, or even four generations. We grevalamst without olonkho. So |
saw that olonkho is sung pretty much in the old Widat's what | observed and
heard. It's almost the same as it was, especialtize texts, which were all
similar. This very much surprised me—the main idealonkho: that there is a
description of nature, then the description ofwlaerior hero who saves the girl...
and that’s it, | didn’t see anything new in thosen&hos. How can | say this? |
was disconcerted, or however you say it in Russianause maybe the interest in
olonkho is being extinguished among the people umaf this.

It appears that the government is trying to remgabur culture, but
among the people | have not seen much (regardorkbb). It only seems to be
interesting to the performers themselves, that' Balcause people are not used to
listening, and they probably already know all thiags that olonkho talks about;
like a fairy tale that tells how the girl is resdueom the evil spirits by the
warrior-hero. | liked that they performdebiri¢ljin Bergen,™’ | liked it very
much, the theatrical version that they did at thering. That was new®

When | asked her about the level of audience emgagefor the solo-performed,
traditional form of olonkho, she answered,
There were virtually no listeners! There were perfers, and you all, and me and
that’s all. Even the children who came to perforanf my ulus, the Megino-

Khangalas Ulus, they were telling their teachet thay didn’t want to perform,
and when she asked why, they said, “There areg'tisieners; nobody needs

%6 \/inokurova and Zhegusov, 2011. [See DVD]

157 A theatrical version of the olonkhogliri¢ljin Bérgen” (* Iss6upusngsus Baprau®) by S. G.
AlekseyevUustarabyglocal olonkhosut of the last century) was perfednfior the opening ceremonies.
138 |nterview with Dora Gerasimova, Sakha amateur oiasj in Yakutsk, Yakutia, on June 24, 2010.
[See DVD]
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this.” They (the children) kind of wanted to be afved in olonkho, but the fact
that there weren't any listeners is, of coursey\oad*°

Pyotr Reshetnikov, master olonkhosut, also mus#d negret about the lack of
enthusiastic audiences for olonkho performance.

| have been to many festivals of olonkhosuts hemy own republic, the very
best of the olonkhosuts. Of course they don't letparticipate in the competition.
| recount, like in a master-class, olonkhos, ahstén to olonkhos. If you look at
those events, they give 20 minutes, or maximumdraliour—that’s all! So they
are not recounting all over the place, not singilankho, so it is not developing.
Olonkhosuts can’t exist in those conditions! Likeald, there isn’'t a community
of listeners. | will tell you about a funny episaiti@t happened:

Last year they invited me to the House of Geltof the Republic (hamed
after Kulakovskii) and videotaped me there. Attftreere were two listeners, and
they were listening pretty well. Then later on,rthe/as only one operator and
that one began to sleep! The cassette was for@me Fm recounting the
olonkho, and thinking that the hour is up, and bedan to wake up the operator.
If that is the kind of listeners we have, then é&loosuts will not develop. We
have a saying,If there are a lot of listeners, then the olonkheswiill sing with
feeling” But if the listener sleeps, the olonkhosut cairty, of coursé®°

The lack of attentive audiences was only obsemmedsponse to the traditional solo form
of olonkho, however. Grand scale theatrical presgents of olonkho are a regular feature
of large Ysyakh summer festivals, with hundredpa@fformers, dancers, staging, props,
animals, and all the main characters of the olorstboy®* They are quite popular and

apparently enjoyed by all ages.

Key elements of change in olonkho performance

The following section summarizes some of the comthoeads concerning
change during the pre-Soviet and Soviet periodpalticular, | examine the verbal

responses of audiences, the transformation of dlefom an oral-based to literature-

159 Gerasimova, 2010. [See DVD]
160 Reshetnikov, 2009. [See DVD]
161 At http://vimeo.com/3796824&ee “Ysyakh Olonkho Festival Montage.” [See DVD]
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based art form, emerging derivatives of olonkhe,rble of youth in olonkho

performance, and the importance of broad SakhaiEgefluency in olonkho reception.

Audience verbal response

It is important to note a characteristic of earllgnkho performance—the
audience’s audible interaction with the olonkhassithey became engrossed in the story.
Writers ranging from Soviet-era archeologist Okliadm (1970, 266) to modern accounts
(Harris and Fortunato 2010, 113) have documentsdehature. Similar phenomena in
other epic traditions parallel this such as Korgamsori (Pihl 1993)!°* the Sunjiataof
Mali (Johnson 1992), Japandssbukitheater, and thabuiji epic of northern India (Jang
2001, 103n).

Chekhorduna, in remembering her own childhood, rilesd the driving force
behind the audience’s verbal responses, sayindghbgtoften were directed at characters
in the stories:

Sometimes they are responses of empathy, likénéoplight of the girl who is in

captivity among the demons; they empathize withvieeibally. Or they are

amazed at the feats of the heroes, or even the dé#te villains. The timbre of
their responses are expressive, and reflect theitienal respons&?
When asked why people don’t respond much verbaifind modern olonkho

performances, she pointed to a general disengagemtérthe olonkhosut, replying:

They don’t get into théemp(rhythm). They can’t get into the rhythm of the
olonkho. They just listen and try to understand wh&eing recounted. The

182«Historically, p'ansori has always been in a state of flex; kneangdaavere very responsive to the
tastes of their audiences, “adding here and del¢tiare, emphasizing one theme at the expensetfiam
all in order to shape a whole that would gain thedb response from the audience of the moment and
hence, financial reward... In this sense, populaieage®s of the early nineteenth century were patbies
the act of composition and thus had an indire@ nolshaping the content and emphasig’afsori songs”
(Pinl 1993, 229).

163 Chekhorduna, 2011. [See DVD]
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listeners of an earlier time, the listeners durmgmother’s time, they could go

right away into the rhythm of the olonkho. They Wiblive with the characters of

the stories for three days! Live in the world admikho. They would go, with the
olonkhosut on his horse, the horse of the warremchto the upper world, the
underworld, the middle world, they could go evergnhwith him. Onlythendo
you get that kind of reaction. If you don’'t havathyou won't get the reaction,
and in fact, they can even fall asleep. They fatlaf the rhythm! They get tired,
after all.

Themir olonkho(the world of olonkho)—that is the real olonkhdig'is
what we are trying to pass along to children. Weusthhave been creating this
kind of sredaof olonkho for children. [.].Olonkho is of course an heroic epos. It
tells about light powers and dark powers—that’'sunesgl. So it helps preschool
children to develop wonderful aesthett€s.

Chekhorduna’s use of the term “aesthetics” in thise is best translated, not as “artistic
aesthetics,” but more in terms of spiritual aestisethat is, forming in children asbraz
myshleniia or “a way of thinking” which includes value judgmis about what is good
and evil. These are worldview issues; she feelg éine important for children.

As audiences changed and the apearla—the attentive, appreciative atmosphere
valuing olonkho—disappeared, the audience’s trawl#i verbal response also waned,
making it difficult for olonkhosuts to perform dtdir best. This, in turn, produced shorter
performances, creating a cycle of less and lesstaih to the actual performance of

traditional olonkho.

Transformation to literature-based art form

The movement away from orality to literacy durihg tSoviet period clearly had
a significant effect on olonkho. Vinokurova'’s prirgaonclusion from her research in
2007 was that literacy was the primary factor lagdo the demise of the improvisational

art. She reports:

164 Chekhorduna, 2011. [See DVD]
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With the appearance of written language and liteeatpeople began to collect
olonkhos and turn them into literature, as welsaglying and interpreting them.
In time, they began increasingly to use pre-pramgs$sxts of olonkho. Little by
little, professional artists and amateur perfornteasned to perform olonkho as a
pre-memorized work. In this way, there was a precesvhich the performance
of olonkho and its actual creation (authorship)dmee divided. This led to a loss
of the originally unifiedcreator-performer aspeand variability of olonkho.
(Vinokurova 2007, 109)
There appear to be only a few olonkhosuts alivayarhpable of improvisatory creation.
Although it is possible that there may be more ttentwo acknowledged master
olonkhosuts, they have not yet been recognizeskddElizaveta Sidorova (co-chair of
the UNESCO committee) why there weren’t more olasklis. She said there was a
committee responsible for reviewing the candiddtesjn her opinion, “They should not
pick masses of them, just those who are worthysdlveho work with children, those who
pass along the traditiort®® But it is also quite possible that increasing nerstof
written olonkho texts in Yakutia are having a danipg effect on the olonkhosut’'s
improvisatory art. Lord wrote that fixed writterxte actually have the effect of
attenuating the practice of an oral tradition:
The oral singer thinks in terms of these formulad ®rmula patterns. Heust
do so in order to compose. But when writing entéms,“must” is eliminated. The
formulas and formula patterns can be broken.. ofal text will yield a
predominance of clearly demonstrable formulas.litekary text will show a
predominance of nonformulaic expressions. (2000) 13
Scholars (and even public figures) in Yakutia dletd this opinion. The vice-speaker of
parliament, Aleksandr Zhirkov, said in a speechNlavember 2011 that he is concerned

recordings and printed publication of olonkho aaasing performers to “follow each

letter of the text.*®® He believes that because of this, olonkho’s forgriramitability—

185 Interview with Elizaveta Sidorova in Yakutsk, Yaia) on December 7, 2011. [See DVD]
16628.11.11 — YCIA — “Deputies of Il Tumen participah the Decade of Olonkho” (See
http://www.ysia.ru/full-news.php?id_news=46558ccessed December 1, 2011.
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improvisation—is slowly being lost. Furthermore jttan texts should not be considered
“definitive” in any case, since each master olorgdis performance is different. It is
therefore impossible to transcribe a text by fglin the holes on successive
performances; this merely results in a composke féhis was aptly illustrated and
documented in the experience of the research tedaommrote theMonuments/olume,
translating, transcribing, and analyzing the oldakhr Sogotokhusing two different
performances by the same olonkhosut. They encathterdless trouble, especially in
notation, as there were significant differencesvieen the two performances (1996, 44).
Because they documented the problems they encedntee have a clear picture of
olonkho’s oral, malleable nature. Ultimately, weittversions can strongly affect its

performance as a verbal art.

Derivatives of olonkho

Although olonkho derivatives such as theatricafgrenances began in the early
20" century, these performances have been ongoitmualh rare, throughout the Soviet
period*®” For example, P.A. OiyunskiyBuiaaryma Kyowas performed in 1938, and his
musical-drama/olonkhblyurgun Botur the Swiftras adapted for the stage by M. Zhirkov
and G. Litinskogo in 1947. At the current time g&td performances are undergoing a
rebirth by folklore collectives (Biliukina 2006, 32 In addition to this, the government
sponsored “Theater of Olonkho” was created by 0@/2egislation for revitalizing
olonkho. Andrei Borisov, the Minister of Cultureelts it himself. Many feel that

olonkho’s future is in these popular staged version

%7 The First Yakut theater performance was the setifrthe olonkho “Udaliy dobriy molodetseBét
Bérgen” in 1906 and “Bogatyr Kulantai na rezvom konei&07 (Biliukina 2006, 125).
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Yuri Zhegusov [YZ], in a discussion about olonkheridatives, first mentioned

the move from oral forms to literature-based formisich were, along with theater, the

first offshoots of olonkho. He then recounted mslerstanding of other derivatives that

appeared, along with his vision of what furtherraies might be useful for popularizing

olonkho. He also mentioned the problem of qualdgtool—when derivatives lose the

core of what makes them feel “right” to Sakha peoplis observations, along with those

of Dekabrina Vinokurova [DV], were quite interegfin

YZ: [After the written form], it became available audio form (records) and
was played on the radio. The next stage was initual arts; Stepan Timofeev
put it into visual form... He was the first to incata olonkho into pictures so that
people could not just hear it, but to see it ad.Wélen the next stage was needed,
something that was audio-visual like animationilong. But this has not
happened yet.

RH: | hear they did an animated film recently.

YZ: Well, they wanted to do an animated versiort,ibturned out to be a kind
of Hollywood version. Not the real thing, more lige imitation (reflection) of
some kind.

DV: Not truly “national.” The people that did it didn’t kmoSakha language,
it's possible that they didn’t even read olonkhiaindt even listen to it maybe; this
is the kind of people who made that film.

YZ: Yes, alot of dilettantes have grabbed ontmklm. Comics are the latest
thing—have you seen those? Some kind of girl whesdt even know the
language or have an artistic education has madegun Boturinto some kind of
a striptease [both chuckle]. You look at it, arigljiist not the real thing. | have
talked to experts and they say that many diletsahse begun to create things.
DV: You should note this [in your reporting], unfonately.

YZ: The person who did the film just wanted to makeney.

DV: And after the [Masterpiece] proclamation, ichene a fad. Anyone who is
not too lazy latches on to it and some projectsvaree successful, some are less
successful. This is a natural process. There arayalthose who want to “get in
on the act,” as they saf?

Although olonkho revitalization is attracting endwattention to call it a “fad,” some who

are “getting in on the act” are doing so from shecmotives, even if they are amateurs

and not sure if their results are approved by stsoFurthermore, some are interested in

188 vVinokurova and Zhegusov, 2011. [See DVD]
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seeing new stories written for olonkho performarkag.example, Dora Gerasimova
believes new stories would be more interestingtatiences, stories that reflect the
worldview, values, and modern life of Sakha peoflee said, Most people now say that
olonkho isbackward. It's kind of like no one is intereste@ut it seems to me that we
need to exchange the contents of olonkho and lomitige new, and then maybe there will
be areawakening of interest, | think®®

Gerasimovaas been inspired by the example of Maria Kononewve wrote a
poem featuring elements of olonkho which was basethe Creation story recorded in
the Bible. Although some people in her denominatiane traditionally viewed olonkho
as belonging entirely to their “pagan” past, Konemand others feel there are some
striking parallels between some characteristicsl@fikho plots, worldview, and values,
and their own Christian belief systéfi. When Kononova’'s olonkhatyled creation
story was performed in Ulan Ude (central Siberieg €hristian “Ethno” festival there,
the audience received it with great enthusiasmvalt also performed by children at a
grade school in Churapcha, Yakutia for their lessarfnational culture**

While their critics express dismay at this unusisa of olonkho, there are
increasing numbers of people who believe olonkholmarevitalized in the context of
Sakha Christianity. Alekseyev observed,

The very idea of creation in both olonkho and tlitdd3 an understanding of how

the world was created, and how it developed—theselase, archetypal ideas.

We see similar ideas in many religious books, iegbbooks. For that reason, it

seems to me that when we see living offshootsatiaabine religion and olonkho
we will discover a type of living “hybrid,” if yoean call it that.

189 Gerasimova, 2010. [See DVD]
10 |nterview with church pastor Valeri Sidorenko (Bia®) in Yakutsk, Yakutia, on December 10, 2011.
" personal correspondence with Maria Kononova, Deeerh5, 2011.
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In any case, | imagine that it is quite possibkg through the means of
olonkho, one might be able to convey some of threepts and ideas which lie at
the heart of religious books. Not the details, thian important point... but the
most important things, such as faith in one’s beljstem and one’s worldview. |
am prepared to believe these experiments will yieresting results’?

Valeri Burtsev, the Sakha pastor of a church inutsk, agreed, noting that change will
be necessary for sustainability. He said, “We ne=d themes for olonkho so that people
will get enthused! ...And olonkho might then go fettand develop™”®

Other olonkho derivatives during the post-SovietqeEhave been seen in Sakha
arts and crafts such as knitting and crochetingh(lasth horsehair and with yarn),
carving (with wood, mammoth bone, and stone), aapmkpcutting. Olonkho-themed
rugs and hangings made with yarn, leather, fur,athdr materials are also popular (see
Appendix G).At each summer Ysyakh festival, there are exhibgiand booths set up
with these products, available for sale to festiyaérs.

One of those olonkho derivative exhibitors is Vaies Ustrushkova [VU], who
creates large knitted wall hangings on olonkhoteeldhemes. | asked her about her
work, and was surprised to hear that she chosklotoas a theme even before olonkho
revitalization started in earnest; the spark tleater off was an unusual experience with
none other than Gavril Kolesov himself, once agestifying to the power of his
performances:

VU: [was in the hospital for a long time and otlez years, as a result of

nothing to do, | learned how to knit and crochet] am now a specialist in it.

After | went on disability, | began to create cleshand sweaters, but at

exhibitions, people were not that interested irtkdithings. So | began to search

for a theme, and found the theme of olonkho. | Haaen doing this now for ten
years on the theme of olonkho.

The young people.... Well, olonkho is very diffic@@bomplex) to read
these days, but if a person can see it, if yournpleesee it, then it is easier for

172 plekseyev, 2009. [See DVD]
173 Interview with Sakha pastor Valeri Burtsev in Y#y Yakutia, on December 12, 2011. [See DVD]
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them to receive it. So | thought about it and beigaaho [works on the theme of]
olonkho. Then when | had done this for three yaal®came a “Masterpiece of
UNESCO” and now | travel around to all thgyakh=on the theme of olonkho
and set up these displays.

RH:  So then, you began to knit on the olonkho theren before it was named
a Masterpiece?!

VU: Well, because in those years it had been kindrgotten. There were no
olonkhosuts.

RH:  Why [do you say] “forgotten”?

VU: Well, in those days there weren’t olonkhosats such, just concert
numbersToyuksutgpraise song singers) would sing them. One timgetea
visitor to our town—the performer who did tNgurgun Boturecords, Gauvril
Kolesov—and he came for a concert. But in the thalle were only-34 people
who came to listen! It was so disappointing to e face just fell, totally
changed, and | felt so sorry for him. | thoughtrtgself, “If a person is willing to
do this kind of thing, | want to help him in somaw’ | felt | owed him this, so
with my knitting | created this work. It's impos$#io haul around large pictures
of olonkho, but my works are transportable. Sayulgh UNESCO, when olonkho
was defended as a Masterpiece, they took it wegmtto Paris. And through [this
work], | was in New York.

RH: Your work was in New York! Is that so?!

VU: | have the paper to prove it. They were in Néark, without me, but sent
me the papers. | took my olonkho work with me anagtd¢led a year and a half ago
to a conference on Turkology, or whatever it'seadlll took my work on the
“Nine Aiiy” (our Yakut gods) and traveled there. | was ablértd common
ground with them; it was really interesting and.f&o I'm glad that | chose [the
topic of] olonkho for my work.

When children.... You know they have competitionsdoildren-
olonkhosuts sometimes. And they say that when iagg these [works] nearby
with these kinds dbogatyrs(warrior-heroes) and heroes of olonkho, it hehasr
to bettervosprinimaetsydreceive/experience) the olonkhos, and they perfor
better; that's what the children say. So it app#aas| chose my theme well.

RH:  So in this way you are supporting the revziion of olonkho?
VU: Yes, in some way it has helped this mastemtede restored, | thini?

Ustrushkova'’s delight in her part of olonkho relitation is hard to miss; | conclude that
the current widespread engagement in other (noneadygrtistic domains to depict

olonkho themes has a connection to the pride tlaayr®akha feel toward the genre.

1 Interview with artist Valentina Ustruchkova in Bagestyakh, Yakutia, on June 20, 2010. [See DVD]
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They are delighted that it belongs to them andis being recognized “by the world”
(via UNESCO) as a Masterpiece of humanity.

When | was touring the Yakutsk National Gymnasigr@de school and high
school specializing in teaching national cultutegyoung Student Body President was
my tour guide. When he showed me the studio ferdick band they have there, | asked
him if there was any influence in the rock scenmiog from olonkho. He told me that
in 2007, there was none whatsoever, but ever shreze(for the last four years), it has
been increasing every year. He said that “ethheities, including themes from olonkho,
are increasingly appearing in the rock music pentat at festivals. This phenomenon is a
sign that the revitalization of olonkho among cleldl and youth is having an effect, not
just in performing traditional music, but contemguyr musical expressions as welbne
wonders whether these kinds of themes are comamg & true interest in olonkho or
whether there is a perception that rock themedamkbo are “cutting edge” or in some
way reflect national ideals, giving these songe@dge when it comes to winning a prize.

These are good questions for futher study.

Sakha language vitality

One of olonkho’s features that poses enormousdrarto revitalization is its
archaic language, at once a primary source of geeatand yet a source of difficulty in
accessibility for modern audiences. As far back&36, Seroshevskii noted that the
language of olonkho contained archaisms that dwemlbnkhosuts themselves did not
understand, but which they stubbornly repeatetiéir recounting (%' ed. 1993, 589). It

is therefore not surprising that over a centurgriathe language of olonkho is still

5 For pictures of some examples of Ustruchkova’'sathdrs’ works, see Appendix G.
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obscure to Sakha ears. Vinokurova and Zhegusaecwunting the results of their recent
field research to me, underscored the difficultyrahsmitting the olonkho tradition when
the level of Sakha language vocabulary, espedatigescriptive imagery, is declining:

DV: They say that they don’t understand the arctaiguage, especially the
children with whom | talked. They say it is veryfdiult to understand—it is not
very accessible. | don’'t know if our linguists whilé able to do something with
these archaisms, if someone will take on this tBskn in Russian language,
there are a lot of archaisms, old Russian workisatteanow difficult to
understand, and that are published with commestaogy, at least they did
during the Soviet times, | don’'t know if they domdSo this is a problem now,
especially for young people, and for middle-ageopbe|...]

YZ: The most important thing in transmission isgaage. In order to listen
well to olonkho, you need to really know Yakut laage very well. If you don’t
know Yakut well, it's useless to try and listenitto

DV: Even Yakut people sometimes struggle with th@haisms in olonkho.
There are many, many archaisms.

RH:  This is a difficult problem then...

YZ: The process of language loss is speeding ue.uBke of borrowed words
and jargon is growing, foreign words.

DV: Let me tell you what! | teach children too, ahey can’t speak normally
in either Yakutor Russian! They stand there and simply can’t sayramgy. | tell
them to say it in their own mother tongue, and tb&y't say it in that language
either! How in the world are they going to deallwsbmething like olonkho,
where all the “salt” of the language is concentthéhe imagery, and the
archaisms, and all that, and when the language &sprimitive level, or even a
neutral level, the academic level isn’t understétela

YZ: Nowadays, people don’t have an imagination aoignlit used to be when
people heard olonkho, they didn’t have mass meadidhey used their
imaginations.

DV: In general, they say that Yakut language isgerg-oriented.

YZ: Nowadays, they have all of the images alreadygrocessed and ready to
show you.

DV: If | am honest, even | struggle with a spedddt doesn’t use visual aids
[laughter]*®

We talked further about the chances that olonkHbbeirevitalized in its traditional
form, and whether there are forms that might swgfaég hold the the modern generation

of listeners’ attention. Vinokurova and Zhegusav tleat change and derivatives are

178 VVinokurova and Zhegusov, 2011. [See DVD]
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inevitable if olonkho is to experience a reneweguarity, and that the traditional form
of solo performance will continue to experiencelitec

RH:  What is your opinion about the future possiigii for olonkho?

YZ: Probably we just need to change to another sieatransmission for the
young generation.

RH:  What means are you thinking about in particular

YZ: |think maybe something like film; this is whpeople tell me: “It would
be so great to have an olonkho film in the styleaf of the Ring$ ... They tell
me that it would be so interesting if it had spkeféects and all that.

DV: After all, the story itself is really a “fantgsstory, so that's maybe why
there seems to be a pull toward doing a film inférgasy genre.

YZ: Also, maybe through the help of music.

DV: Like opera, or theatrical presentations.

YZ: They are showing it the theater now, you knowj | haven't ever been,
but my brother, he went to sBlyurgun Botur the Swifand he said, “Finally, |
understand what olonkho is!”

DV: And by the way, children’s reception of theseds of presentations is
really strong! It attracts their attention.

RH: If 'm understanding you correctly, then, yoer'saying that there is little
hope that the live tradition will be passed aldmg dral tradition.

DV: Yes, the oral tradition won’t be passed aloAgcause you yourself saw
what happens at these performances for the olof@dtivals. | was also in
Borogontsi myself, and was talking to people... fio@s group that | had
gathered, and they said that the olonkhosuts Hathé festival completely
offended, because there were so few listenerstheaydwere taken off to some
kind of a not very great place for their performesicand there was the circus
performances and all that.

But this is a natural process, basically. Thistibe’cause we’re such bad
people. It's a result of the “mass-ness” of thoseues. This is not a “mass” art,
you will agree! And the further we get from thediteonal venue, the more it
becomes an elite art, for the specialists. So tkentaa “mass” art, you have to do
it in a different way, new methods.

| even had this put into our questionnaire, andofeeesponded that you
needed to change it. You have to change it! Thiitiomal performances are only
for the specialists—for the elite.

YZ: Like classical music is in the West, wheréhrpeople go to performances
and all that.”’

In summarizing their views, Vinokurov and Zhegusgveed that olonkho’s
disappearance is due to the fact that the “appreeiaudiences” disappeared. Many

Sakha people have even stopped listening to radidaltheir busy lifestyles. In addition,

17Viinokurova and Zhegusov, 2011. [See DVD]
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the influence of mass media and an over-abundanoéoomation all have contributed
to the disappearance of olonkho. Vinokurova addedlast comment, clarifying that
Soviet ideology has played a role in olonkho’s el

The government of the Soviet Union was rather passibout this...they didn’t
have any goals or anything regarding olonkho. &pée wanted to listen they
could, but they didn’t promote it. They didn’t haaey competitions, or anything
like that. If they had, it might have been presdrieethis day. So you should note
this one-sided level of activity for spreading inf@tion and that's afi’®

When | asked master olonkhosut Pyotr Reshetnikoutadlonkho’s future, he
emphasized that the improvisatory nature of tradél solo olonkho performance may
have an important role in preserving the Sakhadagg, an issue about which he is
clearly concerned:

Just as was acknowledged by UNESCO, olonkho isiimie work of an
individual person—the olonkhosut. The great Suddomolloon [Sivtsev] wrote
and said that the olonkhosut is “the one and oalygomer/actor of the grand
theater of olonkho.” He performs all the roles Ibtlae heroes, which can be more
than 30; around 40 can happen in one olonkho. Aasdlonkhosut creates all the
heroes with various words, motifs, toyuk songshwiifferent tones, and during
the performance they create the words and pldie@btonkho, which is why it
turns out so long. They don’t learn them for menhoryVhen he tells an olonkho,
the needed words come from within him, which is valeyis called arye-
olonkhosutmaster olonkhosut)—that’s the kind of olonkhadseis.

So this is why | say that olonkho could onlydsveloped further in the
Republic of Yakutia—because our leadership, as agetur scholars, our
linguists are all turning their attention to theveldpment of Yakut language,
because in Asia, Yakut language is already consttan ancient language.

Some say that our Yakut language will be forgottghin 50-60 years, as
a language of the people. So there is a dang&fakntsk [the capital], our
children are not speaking in Yakut, and olonkhndsunderstood at all! ... This is
not only in Yakutsk, but even in the uluses (regjome can see this kind of
behavior.

So now, through olonkho, they are turning theierion on the
development of their mother tongue, the Yakut laggy because as a people, we
should preserve our own language, Yakut language.

So for that reason, there are good prospects éodelvelopment of
olonkho. That's it in a nutshell?

178 \Vinokurova and Zhegusov, 2011. [See DVD]
19 Reshetnikov, 2009See DVD]
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The connection between language vitality and olonkientioned by Reshetnikov was a
recurring theme in a number of interviews as welinrearchival and written resources.
For example, in 2010, Vera Solovyeva interviewedfonea video being created for the
Sakha Diaspora Internet site that she managesheithusband Zhargal. The interview
was focused on my study of olonkho revitalizatioat Solovyeva connected that topic to
what she perceived as an alarming trend of wamtegest by the federal government for
Sakha language development. She told me,

The reason they stopped supporting it is becautieegolitical powers that are

on high. Because of that, there’s a danger thheie aren’t teachers of Sakha

language, if the Federal program won’t support thi@y’ll just teach the

Russian language. So there’s a danger that evintinalSakha language will just

disappear®®

This concern about language revitalization apptab®e connected in people’s
minds to the topic of olonkho. Early in the"2€entury, Kulakovskii reflected on how
sitting “under the mouth” (listening to olonkho) ashild created the desire to learn
Sakha language better (Cruikshank and Argunova,2lli®). Reshetnikov expressed the
hope that the threat of Sakha language declinemativate the government to continue
to support olonkho. But there are contradictionsvieen peoples’ vision of how this
works out. Some hope for olonkho’s language to bdemized so it will reach broader
audiences; others want for the archaic language fareserved and for audiences to grow

in their comprehension of the older words. The thieg they agree on is that there is a

tie between Sakha language vitality and Sakha appeeciation.

180 Interview with Coordinator of “Sakha Diaspora”émet site, Vera Solovyeva, in Atlanta, Georgia, on
March 10, 2010. [See DVD] For the online video, btp://vimeo.com/37109431
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Youth and olonkho
Another factor which characterizes olonkho perfance in modern contexts is
youth involvement. Some are are being trained amkfho and encouraged to participate
in olonkho competitions, performances, and rese&ahing the Soviet years, Pukhov
wrote that childhood is the best time for learning art of olonkho. He maintained that
through repeated exposure to the improvisatiortafaslonkho and opportunities to
practice before relatives and neighbors, not omytltle number of young olonkhosuts
grow, the size of audiences did too:
Olonkho was learned from childhood. In the pastjas not rare to meet children
5-7 years old who could not yet sing, but were comepyeamiliar with the texts
of enormously long olonkhos and who re-told therottger children. Most of the
outstanding olonkhosuts learned their skills abang age. (1962, 8)
Pyotr Reshetnikov was privileged to grow up headlunkho because of his
father’s habit of gathering olonkhosuts for perfamoes:
In my youth, my father was a nobleman of the tiNmbhkhomskinasleg
(region)—which was called Baturusskius (county) at the time—here in
Cherkékh. He loved to listen to olonkho. So he wagdther together all the best
olonkhosuts from nearby—Churapchinskii and Tatingkises—and listened to
them. So from our earliest childhood we listenedltmkho. Olonkho is attractive
to all listeners, including children. Although wekg small children, all the same,
it was very interesting to us to hear the bestidiosuts:®*
Although he only began to perform olonkho latelifi®, he credited his performing
ability to those early years of intense olonkhoasyre and to what he perceives as the
right genes: “I've listened to olonkho from my atibod, good olonkhosuts. Secondly, if

you take into account genes, my older brother ap@randfather were also olonkhosuts.

Something is probably passed along from that deecmaybe—don't you think?®?

181 Reshetnikov, 2009. [See DVD]
182 Reshetnikov, 2009. [See DVD]
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He also talked about his work with children in tbevn where he lived. One of
the roles of a government-recognized master olosikhis being available to teach this
art to the next generation. Because there arevsoni@ster olonkhosuts, this does not
happen in many places around the Republic, batatgood model that, if replicated in
more places, would likely have a positive impactlos sustainability of olonkho
traditional solo performance. He explained:

| have been attached to the preschool “Alénushk&herkékh. This preschool is
the only one which is training children “in the siof olonkho, through an
“olonkho method.” Preschool teachers and childrerdskers come in from
around the republic, from the uluses, for seminaend they often invite me to
go and teach.

| wrote three half-hour olonkhos for children, ame hour-long olonkho.
Two of these olonkhos... have been printed in bobissytear. They printed many
copies which are being used around the Republicaachools. Because recently
there has been a lot of attention given to thaitmgiof children in their own
mother tongue and in the traditions of their peoples is the kind of preschool
in Cherkékh. They came from the institute expregsiyhe purpose of attaching
me to the preschool. And | often perform for théreschool children, although
they are small, do a good job of performing thesaf heroes in olonkh§?

Regarding the practical benefits for children stndylonkho, Vinokurova
reported from her research among schools and lgadens that some parents have
discovered intriguing positive side-effects fromeittchildren’s study of olonkho:

| have noted that among parents there has appadied of pragmatic interest in
olonkho. One time | was interviewing a parent asked her why she was having
her children study olonkho (this particular persaal four children, and three of
them were studying olonkho).

She told me that it develops their memory! In sétibey aren’t having
children memorize poems anymore, so how are wegdoilevelop their
memory? She said they need to memorize a very ladg of texts and that also,
she found that they immediately improve their diesi in their schoolwork. They
become very goal-oriented, and learn how to vahae.tNot just “yakking” with
friends, but they have to go here and there andlibgin to decide rationally how
much time they can spend on something. In all af, tthe was very content with
the results.

183 Reshetnikov, 2009. [See DVD]
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She said that one child had begun very strongliythen got interested in
something else, but even then, the good thingsatiddarned still stayed with
him. And another child wants to continue learnitmgn&ho into the future, for a
longer period of time. She said she doesn’t know havill turn out, but she is
convinced that in any case it will help them initlstudies... So, in short, there is
a pragmatic side that exists. Parents have alreagly this.

In the Ust-Aldan ulus, @ospitatelnitsgpreschool teacher) who has
worked all her life in pre-school training instians, at first during the Soviet
years (she is about my age — over 50), told meythatg people in the villages
are already trying to live independently from thgérents. They begin their own
families and live separately from their parentse Shid that they don’t talk much
with their children [RH note: both parents usualig working], and the children
develop speech defects. This affects their edutati® they enter first grade.
Children are mean, after all, and if a strange dasrspoken, they think it's a
tragedy. This lady said that the children thatleaening olonkho from her (she
said they are very enthusiastic about this), |&awu to breathe more correctly,
and within just a couple of months, they are freetheir speech defects. She said
they don’t even need a speech therapist! So ttred'§irst thing, the second is
that, naturally, their memory is developed. Thddrken that have studied in her
group are all getting As and BY'

Many of the people | interviewed felt that childneere the key to olonkho’s
When | asked Zakharova about her prognekisreplied,

Realistically, if children will start to sing olohk from their youth, these
children, with texts in their memory, turn out te very thoughtful children. They
are good students, they are polite, they are gbidren. They are not going to
quit doing olonkho. Olonkho really helps them td ggough life. There are a lot
of children like this. They have dedicated theies to olonkho, and in the future,
they can become researchers, perforrtérs.

| noted her generally positive prognosis for olomkias predicated with a large “if"—

and she did not address whether the traditiongdromsatory quality can be revitalized.

She only said that these children who are now wmgrkiith olonkho will continue to be

involved in ways that will support the performartcalition in some way. Her response

did indicate that she expects to see an ongoingead#desearchers studying olonkho,

184V/inokurova and Zhegusov, 2011. [See DVD]
185 7akharova, 2011. [See DVD]
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such as the ones she is training now at IGl. Wlasked her about the loss of interested
audiences, she pointed out,

Yes, it is because the e@redais already gone. We think that it has to be

revitalized locally, not with a lot of people, Hike it used to be, in families. To

gather only those who love this kind of thing, dhen it spreads in a more natural
way. During the winter weekends, on Saturdays, axebegun to do this... in

the families. So that it can be heard in the faroitgle. We are doing this in

Yakutsk now, but hope to spread to the villagega@s We also want to teach

classes to children here at the Olonkho Centdrate a studio. My students want

this. There are a number of children in the cityeh&ho want to learn.

Valeri Kononov (Figure 4.1), who is enjoying hisirement with his wife Maria,
served as a driver for my fieldwork in Yakutia cigithe summers of 2009 and 2010. He
told me that children’s performances are actualbyamnteresting in some ways than
those of adults, especially in their clarity. “Tiiéng that makes me most happy is that
children and young people perform it, not likehe past when only old people
performed it... the elderly, old folks. Now young pé® with their young imaginations
and voices—it’s very clear to understand what teysaying, what they're singing
about. Everything is clear® He also remembered the performances of Kolesdv wit
great fondness, mentioning that Kolesov was redtiyoung during those days. When |
asked what he liked about Kolesov’s performancesaie,

The level of his performance was very high. He arasrtist. So he performed

really well. And when the folk singers perform—tiBsmy own opinion—they

were elderly—completely old. But Gavril Kolesov wgsung, and when the
young people perform, it's good. You can feel &ithenergy—the creativity you
can feel... Good performanc¥¥.

Kononov's focus on performances by youth as a ketdnkho’s future is paralleled by

others, and connects to an emphasis on transmjgspacially transmission to the next

generation, mentioned by the many of my respondents

188 Interview with fieldwork driver Valeri Kononov iBorogontsi, Yakutia, on June 19, 2009. [See DVD]
187 Kononov, 2009. [See DVD]
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Figure 4.1: Valerand Maria Kononov, with Bill and Robin Harris (JL15, 2009)

On thelnternet portal he icreating atttp://olonkho.infg SergeiVasiliev showed

meinformation about a yearly event for children ie Buntaar Ulu*®® He observe,

[The town of Kikei]... started an olonkho club for kids in 1999 and itraually
became a Summer camp for kids in 2... Time will pass, and some of the
kids will become performers, and we will be ablén&we bios on them. In th
way, ove time, we will develop a file of information atdlsite on some of the
performers and how they developed. Of coursevibisld be an idee
happenstance, and only would happen if that pethahchild would continue t
be involved in working on the kinds of things®”

The site also records another olon-themed summer camp for children in Khangi
Ulus*°When combined with the yearly competitions andtthiming that some p-
schools and gradschools are offering, there do appear to be oppities for childrer

'191

who wish to learn about olonkt~" Moreover, these kinds of occasiomere in place ir

the five years leading up to the Masterpiece datitar. Sysoliatina(2006, 18-184)

188 See more information dtttp://tinyurl.com/suntai-olonkho-campAccessed January 18, 2C

189 vasiliev (a his computer), 2010. [See DV

1% See more information dtttp://tinyurl.com/khangal-olonkho-campAccessed January 18, 2C

191 sysoliatina(2006) reports that there is a yeefestival-competition of youm performers of olonkh
calledMin olonkho dailutun oghotobu. Cruikshank and Argunova (2000, 106) also docuraesttildren’s
camp near Cherkékh.
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notes the history of children’s olonkho competitfestivals in Yakutia, titted Olonkho
Doidutun oghotobuh(Children of the Land of Olonkho):

1998-1999 there were two festivals in which childiem ten uluses participated

2000 - 3rd Festival of Young Performers of Olonk2d8 children from 13
uluses, including the city of Yakutsk

2001 - 4th International Festival for Young Perfersof Olonkho: children and
their trainers came from Kyrgystan, Buratia, Tusag Altai

2002 - 5th Festival: 78 people from 8 uluses

2003 - 6th Festival: 131 performers from Yakutid duva

2004 - 7th Festival: 57 children from 8 uluses

Another site www.olonkho.nef continued the report, showing the following nunsbeir
participants in children’s festivals for the followg years:
2005 — &' Festival: 117 children and 37 teachers from 8esumnd Yakutsk
2006 — §' Festival: 145 children from 11luluses, of whichv2e olonkho
researchers, 13 children’s creative folklore cl#&sindividuals were
traditional performers of olonkho, and 60 semirantipipants, and 200
participants of the cultural events
2007 — 18 Festival: 150 participants from 11 uluses of #ygublic and the city
of Yakutsk, of which 26 were researchers of olonKt®children’s
creative folklore clubs, 36 individuals were traaoiial performers of
olonkho, and 120 participants of the cultural esent
The generation of children, however, who are bdgmagain to learn about olonkho are
largely learning memorized texts, rather than thprbvisatory art of the epic tradition.
This is a real concern, as the true art of olonkhwmwt a memorized or “fixed” tradition.
Lord’s caution in this regard is significant; heseds that using fixed texts leads to the

demise of the oral creative process and to “treafsa generation of ‘singers’ who are

reproducers rather than re-creators” (Lord 200@).13

Respondents’ prognosis for revitalization of oloakh

Opinions are divided among Sakha people concethmgrognosis for olonkho

revitalization. Some are confident it will succesadl others certain it will die. Spiridon
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Schischigin, a renownddhomudjaw harp) performer, asserted that revitalizitghkho
needs to be done in a way that somehow preses/gaditional solo character. He said,

You need to revitalize it in its clean form, itadrtional form. Like it used to be;
one person performing the whole thing, and creatiright there, not performing
for memory, but improvising... imagining... He closes ayes, like this, and
“sees” it, and everything he sees in his imagimatie recounts. This is the kind

of olonkhosuts that we need, who will perform talenkho*?

When | asked him about the lack of audiences ditibaal performances, he reminisced
on the successful revival of his own instrumé&hpmuswhich is experiencing a robust
and ongoing renewal in YakutiaThere will be [listeners], probably, slowly but sly.
Takekhomusfor example. It is being played more and mor&!”

Valeri Burtsev, a respected elderly leader amoramgelical Christians in
Yakutia, asserted that the pressure of Westernreu#tnd music is crowding out the
traditional expressions of culture. When | asked Bbout olonkho’s future, he replied:

First of all, life is changing now. [Before] it waswell, not so much forbidden,
but there waslisdainfor it. Peoplegot out of the habit. But in the past, in every
ulus, in every village maybe, there were theseldiosuts. And now they aren’t
there. Why are they not there? Because first ptathmunication is good now.

Secondly, there are new genres kktrada(pop) songs, television, radio
is everywhere — you hear strange/foreign musicpkeratch” it. The “world
culture” is pretty much everywhere, right? Theyereen preaching rock now! In
Yakutia? Rock?!

So wherever you have developed countries, theilizavion is spread...
And they are stronger than the indigenous peoflesthe pressure keeps coming.
And they have become stronger. Western culturasger. Take, even Russia,
for example. In my opinion, Russian songs are eardhas much, even though
Russians are a huge group of folk—2150 million. Thegept everything that is
Western! All the more so, for Yakutians. So forttheason, it is my opinion that
olonkho will remain in the institute and the theagnd that is aft®

192 |Interview with Spiridon Schischigin, well-known I8e&khomus(jaw harp) performer and educator in
Pokrovsk, Yakutia, on June 25, 2010. [See DVD]

193 gpiridon Schischigin, 2010. [See DVD]

194 Burtsev, 2009. [See DVD]
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Boris Mikhailov argued that the current revitalipat in contrast to the brief
revival of olonkho that happened during the “Greatriotic War,” is one in which we
will see a significant change in performance pcactHe said,

The storyteller's art had a period where it reéllbyrrished, a peak time. But |
somehow feel, that although there was a decrease a kind of revitalization
that replaced it, the long-term revitalization via# in a little different format in
the modern world. But the youth will remember tihéd not the “real
olonkho.™®°

Dekabrina Vinokurova also felt this way, remarkogthe responses she received
during her fieldwork, “When | asked people abowt thrther development of olonkho,
they of course responded that it will be for shovli&e-concert performances. Not so
much the development of language and images, ipkd,letc, but more along the lines of
performing what has already been writtéf”

Radion Savinov [RS], an employee at the Berdigéstyduseum, expressed a
viewpoint | often heard from respondents concertirag which should be preserved
from the olonkho tradition.

RS:  The “canon” should be observed, but at theestame, olonkho should be
allowed to develop in its own way.

RH:  What is your opinion—is it okay to change certaspects of olonkho in
order to attract a new generation of listeners?

RS:  This is absolutely needed, but with cautioou ¥till need to hold to the
canon. You can, of course, use some kinds of sredstvomeans) to
renew/update it, like to “arrange” it, but it shddde done with caution, in order to
not lose the salt of the central meaning or sigaiice.

RH:  What should not be changed?

RS: The “canon™—it’s the oldest epos in the wogldy understand.

RH:  The plot lines?

RS: The plots: how it started, how our world camnte being, the
mainiziuminka(flavor/zest), the dark powers and the light powgood and evil,
that good will always win—this is the most importtafhe most important, for
good to always be victorious, and for the threeldgthat we have, upper,
middle, and lower, does not disappear. This ighiveg—our world, our

19 Mikhailov, 2011. [See DVD]
1% vinokurova and Zhegusov, 2011. [See DVD]
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worldviewshould not be violated and should not disappeaif Be are doing
something new, and we throw out these things, ithemot olonkho anymore.
RH: In my research, | am finding out ways that \aa attract a new generation
—new audiences to hear olonkho, right? But at #@meestime, you can’t change
everything; some things have to stay.

RS: [You have to be] very careful, very carefudttthe most important part of
the “canon” remains, the worldview. You need fag tilew generation to
understand, yes? But you need to somehow prestenthiém in a way that they
can accept it, right? Use new technical means,yitkecan use television,
cinematography, etc, but only in a way that pra@éiae canon, the plots, the
worldview, and is understandable and accessible.

You need to attract their attention from the eatligears, so that they can
accept it into their souls. This is my fondest widthat little children can fall
asleep to the sound of olonkho and wake up todhadof olonkho. Then a new
generation, without losing the canon, will be aolereate their own olonkho.
RH: Can the next generation—children and youth—terdzeir own olonkhos?
Their own plots that reflect their own world?

RS: In order to produce one’s own olonkho, you wikdife experienceYou
need life experience. You need to fathom—to peteetiee core, the essence of
it—you understand me, right? A boy, or a girl, fimen years old or so, has only a
worldview that is the purest child-like worldvie®o they cannot understand

the essencef it and might deviate or stray. They need tcelsto it from their
childhood and remember it and get some life expede

Also, in olonkho there are archaic words that emangeneration does not
understand. In order for them to fathom the meanirthose archaic words, they
have to have some sort of magic power. You muserstand this.

So I think (to myself) that for this youngest geatem, in order to take it
on themselves to write olonkho... maybe there woeldgdme kind
of wunderkindthat could do this, those that have were createttthis from a
young age, from on high, they can of course. Tlagse¢he chosen ones from
among a thousand, only one could do this. Giftethfoutside of themselves,
from out there: “You should do this!” type of giftj. The most gifted... for the
creation of olonkhd?®’

Anastasia Ivanovna [Al] has taught folklore to dndn for the last 10 years,
focusing on olonkho performance. She brought agadichildren to the Berdigestyakh
summer festival in 2010 to perform their olonkha am learn more about the performing
tradition. When | asked her about her methodsedaching children, she replied:

Al:  Our method is simple. It is a project activilyhe children choose their
own role—either a warrior-herd@@gatyn or some kind of a [shamaness]

197 Interview with museum curator Radion Savinov imdBgestyakh, Yakutia, on June 20, 2010.
[See DVD]
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woman (idaghan, analakhchytdiisome kind of character. So they choose their
own hero to act out. They even draw and write abfmattcharacter—its age,
appearance, clothing, even the smell of their h®oothey themselves study their
role, and | am just a helper, like a supervisortl&y themselves choose and fill
out their role.
RH: [...] In my dissertation I'm asking the questiéWhat is causing the
revitalization of olonkho? What is behind this negnce of interest?” Because it
died down during the years of Soviet power. So vibgbur opinion about why
there is a rebirth of olonkho now?
Al:  During the many years of Soviet power, the tsogiven to teaching Yakut
language (in the school) were very few. Lessonftktraditions didn’t exist at
all (Yakut national culture). In the recent yedhgy have started putting on large
Ysyakh festivals. Ysyakh used to be like a [Sostgte] “meeting” — now it is
done with all the traditional songs.

So I think that our leadership thinks that we andle verge of extinction.
How many of us are there in this Republic? 400j804l. So we will disappear
eventually if we lose our language, our folklorar coots. So that is where the
revitalization comes from. In this way we can beatedized.
RH:  What do you think; will the revitalization comtie into the future?
Al: | think so, yes. Because from preschool, algitdare now studying their

own folklore1®®

This training is beginning in some of the Sakhaglaage schools in Yakutia and is
encouraged by the yearly Republic-wide olonkho cetitipns for children.

In addition, Yakutia's efforts to document and telize olonkho have resulted in
an impressive amount of digitization and archivarkv By 2009 the Yakut Scientific
Centre of the Siberian branch of the Russian Acadansciences, as well as other
archives in the republic, had in their collectidi2¥ full manuscript versions of olonkho.
Additionally, they held more than 100 extracts ahdrt summaries of plots and around
300 phonograph and video recordings, (Larionova2@tudying, collecting, and
publishing olonkho works is continuing at the Ihgie of Humanitarian Research and

Problems of the Minority Peoples of the North (IGI)

198 |nterview with olonkho teacher Anastasia Shistagim Berdigestyakh, Yakutia, on June 20, 2010.
[See DVD]
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The wiki-based Internet Portaliyw.olonkho.infg is another outstanding

example of a government-sponsored, multi-year @rodor archiving, digitizing,
educating, and disseminating knowledge about olonkhis project is coordinated by
Sergei Vasiliev (see Figure 4.2) and housed atieh-Eastern Federal University in
Yakutsk. Vasiliev hopes that when it is completayill be a hyper-media online
encyclopedia, providing the material needed fos@nréing, spreading, and popularizing

olonkhol®®

Figure 4.2: Sergei Vasiliev with Robin Harris (Ju¥ 2010)

In short, the prognoses | hear from Sakha peoplelémkhho’s future range from
grim and dire to hopeful and even confident. Thaselved in the revitalization process
are (predictably) the most positive in their hofiesa sustainable future for olonkho. The

typical “man on the street” is less likely to preidievitalization, as demonstrated by

199 A more detailed look at this resource is foun€apter 5.
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Vinokurova's and Zhegusov’s research. The most comthemes in the responses are
related either to people’s ideals, (i.e. a feetimagt olonkhashouldbe revived in the
traditional manner) or to more realistic guesses liely path (for example: “iblonkho
is revived, it is likely to be in this form or thiat

In 2012, we are now over two thirds through the¢Bde of Olonkho” (2006-
2015) with three years left before the vast governinbudget energizing revitalization
ends. At that time, the funding will either be ieased (this is unlikely), continued at
current levels into the future, somewhat reduceduodto purely symbolic levels. What
will be the response? What about the proponentsfuthe enthusiasm? What will be
the resulting directions for olonkho in 2016 angdred? The following chapters will

examine a few factors which play a large role isvegring these questions.
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CHAPTER 5
THE ROLE OF UNESCO IN OLONKHO REVITALIZATION
A real tradition is not the relic of a past thatirsetrievably gone;
it is a living force that animates and informs fresent...
Far from implying the repetition of what has been,
tradition presupposes the reality of what endures.
It appears as an heirloom, a heritage that one neze

on condition of making it bear fruit before pagsibhon to one’s descendants.
- Igor StravinskyPoetics of Music in Six Lessof2003, 57)

A key event took place in 2005, when UNESCO proctad the Sakha olonkho to
be a “Masterpiece of the Oral and Intangible Hgetaf Humanity.” Although the
Intangible Cultural Heritage (ICH) program has besgticized for its inadequaci&® and
has not always had the same positive results ierqiaces as it has in Yakufd,!
demonstrate in this chapter that the Masterpieoel&nation for olonkho had (and is
having) a profoundly energizing effect on the oleokevitalization, an outcome which
has led to significant olonkho-related activitytie Yakutia. | believe, however, that
although these activities have given olonkho gyaatproved visibility in the Republic

and beyond, its long-term survival as a “theatesred person” is still in question.

20n a plenary address at the ICH Meetings in Najrigbnya, Mr. Kono criticized the ICH program for a
variety of failings, including a lack of follow-thugh on important issues such as cataloging ICH in
member countries and lack of integration of schgland scientific activities into the Conventiomafin the
unpublished conference proceedings provided bynB3ighrag, a delegate at the event).

21 3ee for example, a panel on ICH presented bynJHsthter, Man Yang, Da Lin, and Robin Harris at the
Society for Ethnomusicology meetings in Philadedpfennsylvania, on Nov 19, 2011. Accessed October
22, 2011 abttp://www.indiana.edu/~semhome/2011/pdf/SEM2011P620ram%20101911.pdpp.

21-22).
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ICH program overview

The General Conference of UNESCO met in Pariserfali of 2003 and codified

the text of the Convention for the Safeguardinintdngible Cultural Heritage (ICH).

The Convention entered into force in 2006 for thgans (or “States” in UNESCO

terms) that ratified it (UNCESCO 2009¢¥.While 137 States have ratified, accepted, or
approved the Convention, Russia has’fidThis means Russia has not obligated itself to
protect or promote ICH on its territory. The enebghind revitalization for olonkho is
only at the regional level, coming almost entifeym governmental and educational
institutions in the Republic of Yakutfa?

Much could be said about the Convention and itsaitchgvorldwide. For the
purposes of understanding its role in olonkho edxation, however, | limit my remarks
here to four basic arenas. First, | explore thetkrms used in the Convention and the
ways these terms are defined by UNESCO. Secon@nhime UNESCO'’s desired
outcomes for the ICH program and compare them taWa's plan for olonkho
revitalization. Third, I look at the degree to whithese outcomes are being achieved in
Yakutia to this point. Finally, | outline some biet questions that still remain concerning

the program and its impact in Yakutia.

292 For the Convention text, séép://www.unesco.org/culture/ich/index.php?lg=emg00006 Accessed
January 18, 2012.

23 For a list of States Parties, $&#p://www.unesco.org/culture/ich/index.php?lg=emg00024
Accessed January 18, 2012.

24 gee: Law of the Republic of Sakha (Yakutia) on$tete program for the preservation, study, and
propagation of the Yakut heroic epos olonkho fod2@015. Passed into law March 15, 2Q087436-3 N
887-111 (in Russian).
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Key terms of the Convention defined

The ICH Convention was careful to define some legsns, providing clarity for
its desired outcomes. In the following section,ll elaborate on UNESCO's definitions
of intangible cultural heritagemasterpieceandsafeguardingl explain the
discontinuation of the “Masterpiece” concept, arténitially used by UNESCO but
eventually abandoned in favor of “representativwetraples of ICH. | will discuss threats

to the safeguarding process and problematize aspév¥takutia’s approach.

Intangible Cultural Heritage
The UNESCO Convention was created for the purpotsafeguarding
intangible cultural heritag€lCH), defined by UNESCO as early as 2001 as being
peoples’ learned processes along with the knowleslgs and creativity that
inform and are developed by them, the products thegte, and the resources,
spaces and other aspects of social and naturahdamecessary to their
sustainability; these processes provide living camities with a sense of
continuity with previous generations and are imaatrto cultural identity, as well
as to the safeguarding of cultural diversity arehtvity of humanity?>>
Cultural heritages have been protected by UNES@Cesi972, beginning with the
“Convention for the Protection of World Heritagehieh covered both nature
conservation and the preservation of cultural prioge?®® The new ICH program
expanded that concept to include those things wivide intangible, although those
aspects of culture often overlap with tangible otge
Cultural heritage does not end at monuments andatmns of objects. It also

includes traditions or living expressions inherifemim our ancestors and passed
on to our descendants, such as oral traditiongynpeing arts, social practices,

205 Seehttp://www.unesco.org/culture/ich/index.php?lg=endating_id=00057Accessed January 18,
2012,
208 Seehttp://whc.unesco.org/en/conventioAtcessed January 18, 2012.
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rituals, festive events, knowledge and practiceseming nature and the
universe or the knowledge and skills to produceiti@nal crafts?®’

This expansion from safeguarding tangible, mateidgkcts to include the intangible
emphasized transmitting knowledge and skills rel&bea tradition, rather than merely

the concrete cultural manifestations themselves.

Masterpiece

The ICH program has evolved over time, sometimgsagng from earlier-
established emphases. For example, the Mastenpiegeam, formulated in 1997,
implemented three proclamations (2001, 2003, 20048y focused on six crucial
features for judging applications. To compete fddasterpiece award, cultural
expressions of ICH had to do the following (empkasée):

1) demonstrate thegutstanding valuas masterpiece of the human creative

genius;

2) give wide evidence of thaioots in the cultural traditioror cultural history of

the community concerned,;

3) be a means of affirming tleiltural identityof the cultural communities

concerned;

4) provide proof okxcellencen the application of thskill and technical qualities

displayed;

5) affirm their value as unique testimonyliefng cultural traditions

6) beat risk of degradation or of disappeariff.
In addition, each file had to “provide proof of thel involvement and agreement of the
communities concerned, and to include an action faathe safeguarding or promotion
of the cultural spaces or expressions, which shbale been elaborated in close

collaboration with the tradition bearere®In Yakutia’s application, it may have been

difficult to demonstrate that olonkho was a “livitrgdition,” but the presence of one or

207 Seehttp://www.unesco.org/culture/ich/index.php?lg=emg&00002 Accessed January 18, 2012.
208 Seehttp://www.unesco.org/culture/ich/index.php?lg=emg&p0103 Accessed February 28, 2012.
209 Seehttp://www.unesco.org/culture/ich/index.php?lg=emg&p0103 Accessed February 28, 2012.
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two master-performers must have been enough tafygudbr the award. All of the other
requirements were easily met for olonkho.

Although the UNESCO awards originally containedittes of an ICH having
“outstanding value,” the Masterpiece program wasaltinued and those ICH forms
named Masterpieces were folded into the “Represeathist’” when the Convention
went into effect in 2006. Nonetheless, in Yakubi@nkho is always referred to as a
shedevi(from the Frenclthef d'oeuvregr “masterpiece”). The fact that olonkho was
named a “Masterpiece” is key to Sakha pride ingdwere. Furthermore, if olonkho had
been declared simply “representative” rather thamasterpiece” in 2005, it is possible
that the governmental efforts to revitalize it wibabt be so intense.

A 2006 UNESCO document explains the thinking behimechanges:

The question obutstanding value vs. representatiwigs discussed at length by

the governmental experts who elaborated the Comrenthey felt that since the

Convention protects elements of the ICH that aevemt for the identity and

continuity of groups and communities, the instrutre#ould not attempt to create

a hierarchy among such elements, or among culfites.

Since the Convention was not fully ratified andgmet in force until 2006, olonkho did
not become subsumed into the Representative lgtthat time, fully a year after it had
been designated a MasterpiétEThe highly competitive environment that drove the
Yakutian application forward was already in thegass of being changed by the ICH
policy-making bodies.

For olonkho’s proud proponents, this serendipitbwse-year lag in UNESCO

policies regardingutstanding values. representativityvas a delay that “saved the day,”

for it is precisely the fact that olonkho was deethnot merely representative of the

#035ee p. 6 atttp://unesdoc.unesco.org/images/0014/001473/14%8d# Accessed January 18, 2012.
21 See Section VIII, Article 31 — &ittp://www.unesco.org/culture/ich/index.php?lg=emg00006
Accessed January 18, 2012.
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intangible cultural heritage of humanity and of 8akha people, but had been
proclaimed a “masterpiece” that was significanttfee Sakha people with whom | spoke.

As we saw in the previous chapters, the most comamswer to the question
about the primary cause leading to revitalizatimndlonkho was the Masterpiece
declaration. Most people knew that UNESCO was thece of the declaration, and
furthermore, they saw it as a declaration of wavide significance. The Masterpiece
proclamation tapped into something running deepakha consciousness—a pride in
their peoples’ artistic, linguistic, and culturalcamplishments. | believe that if the
Masterpiece Program had been subsumed in the Repa&se List even one year
earlier, the impetus behind revitalization would&deen robbed of one of its primary
engines—ubiquitous and heartfelt pride in the UNB&proclamation that the Republic
of Sakha (Yakutia) had a hidden treasure of contipatg outstanding value, a

masterpiece, worth enormous amounts of governnesources to protect and preserve.

Safeguarding
A crucial concept in the Conventiongafeguardingdefined in terms of ensuring
the ongoing transmission of cultural heritage kremgle and skills. The measures
engaged in the safeguarding process are
aimed at ensuring the viability of the intangibidtaral heritage, including the
identification, documentation, research, preseovafprotection, promotion,
enhancement, transmission, particularly throughm&rand non-formal
education, as well as the revitalization of théouas aspects of such heritadé.
(Article Two, No. 3)

This broad-ranging approach to ensuring the ongpregence and viability of the

cultural expression is crucial to the Conventiaguscess and coincides with the themes

212 Seehttp://www.unesco.org/culture/ich/index.php?lg=emg&p0006 Accessed January 18, 2012.
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of my research, focused on observing and asseggngvitalization and sustainability
of olonkho.

The Convention elaborates on the nature of safdqugrand the need for
continuous reinvigoration of the cultural heritaggression, explicitly emphasizing the
development of support systems for recreatingiaditradition and its transmission to
younger generations, rather than celebrating acp&at canonized version or expression:

To be kept alive, intangible cultural heritage mustelevant to its community,
continuously recreated and transmitted from oneggion to another. There is a
risk that certain elements of intangible culturatitage could die out or disappear
without help, but safeguarding does not mean fixingeezing intangible

cultural heritage in some pure or primordial foafeguarding intangible
cultural heritage is about the transferring of kiemge, skills and meaning.
Transmission—or communicating heritage from gemanab generation—is
emphasized in the Convention rather than the ptaziuof concrete
manifestations such as dances, songs, musicalmefits or crafts. Therefore, to
a large extent, any safeguarding measure refetsangthening and reinforcing
the diverse and varied circumstances, tangiblargadgible, that are necessary
for the continuous evolution and interpretationndéngible cultural heritage, as
well as for its transmission to future generatidfis.

This definition stresses the facets of safeguardmghasized in this project, namely

continuous recreation (or evolution), and transiarsgather than simple “preservation.”

Threats to safeguarding
The Convention lists some problems which playgaificant role in the decline
of ICH transmission around the world, posing adhte safeguarding. These threats are
remarkably germane to olonkho decline. The UNES®@®lists them as the following:
Threats to the transmission of this living heritagene from such factors as social
and demographic changes that reduce intergeneahtiontacts, for instance from
migrations and urbanisation that often remove peépim their knowledgeable

elders, from the imposition of formal educationteyss that devalue traditional
knowledge and skills, or from intrusive mass medlze response to such threats

213 Seehttp://www.unesco.org/culture/ich/index.php?lg=emg&p0012 Accessed January 18, 2012.
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must come from the communities and groups conceas=isted by local
organizations, their governments and the internatioommunity***

The UNESCO emphasis in responding to these presmsigemix of grass-roots
and top-down approaches, promoting measures thagdpom both smaller, more local
communities and groups, as well as national (entrnational) entities. This is an
important issue for olonkho revitalization, as l8&l program has been very successful
in generating initiatives at the highest levelrakutian government. But a key question
remains to be answered: To what degree are thps#oten initiatives engendering a
grass-roots response? The complaints by olonkhasthe preceding chapters
demonstrate their ongoing disappointment aboulatieof engaged audiences for their
performances of olonkho.

The threats to safeguarding ICH expressions sudem®graphic changes
reducing intergenerational contact, formal educesigstems that devalue traditional
knowledge and skills, and intrusive mass medigplalfed a role, along with other
factors, in olonkho’s decline during the Sovietipdr Other threats are succinctly
outlined in regard to olonkho in a UNESCO docunaddut the Masterpiece awards:

The political and technological changes in twehtetntury Russia have

threatened the existence of the epic traditiomén3akha Republic. Although

there has been a growing interest in Olonkho dinegerestroika years, this

tradition is endangered in view of the very low rhenof practitioner [sic], all of

old age™®

These are just a few of the factors which spedkdmeed for safeguarding measures for

an example of ICH such as olonkho.

214 Seehttp://www.unesco.org/culture/ich/index.php?lg=emg&p0078 Accessed January 18, 2012.
215 Seehttp://unesdoc.unesco.org/images/0014/001473/147Bd# p. 83. Accessed January 18, 2012.
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UNESCO and Yakutia's desired outcomes compared

The degree to which UNESCO'’s desired outcomes apearith those stated by
Yakutia in the legislation for olonkho is signifita UNESCQO'’s purposes for the ICH
convention are stated in Article One (emphasis jnine

(a) tosafeguardhe intangible cultural heritage;

(b) to ensureespectfor the intangible cultural heritage of the comnties,
groups and individuals concerned;

(c) to raiseawarenesat the local, national and international levelshef

importance of the intangible cultural heritage, ahénsuring mutual

appreciationthereof;

(d) to provide for internationalooperationandassistance
Other statements of valued outcomes can be founariaius places on the ICH site. For
example (emphasis mine), “Intangible cultural fagyé is an important factor in
maintaining cultural diversityn the face of growing globalization. An understeng of
the intangible cultural heritage of different commities helps withintercultural
dialogue and encouragesutual respecior other ways of life 2*° In addition, the ICH
program emphasizes the desired outcome of stremgtgansmissiorsystems:
“Safeguarding ICH means ensuring its viability améoday’s generations and its
continued transmission to tomorrows.”

What are the specific measures the ICH progranmmauends for achieving these
outcomes? UNESCO states they shoulénbeasures aimed at ensuring the viability of the
intangible cultural heritage, including the ideitgftion, documentation, research,

preservation, protection, promotion, enhancemeatsmission through formal and

218 Seehttp://www.unesco.org/culture/ich/index.php?lg=emg&p0002 Accessed January 18, 2012.
217 Seehttp://www.unesco.org/culture/ich/index.php?lg=emg&p0078 Accessed January 18, 2012.
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nonformal education, as well as the revitalizatiorhef various aspects of such heritag/g.”
These measures factor into the three primary gdafakutia’s plan, signed into law in
March 2007:

a) the preservation of the Yakut heroic epos ohkim as an outstanding cultural
monument for transmission to future generations;

b) the creation of the conditions necessary forééth of the oral storytelling
tradition;

c) the promulgation of Olonkho as a Masterpiectheforal and intangible
heritage of humanity.

The clear way in which UNESCO’s recommended meastoaespond closely with
Yakutia’s goals is a testimony to careful plannamgthe part of the people who drew up
the law. In addition to the goals outlined abovakiytia drew up a list of basic tasks in
order to achieve these goals and included themmeitviarch 2007 legislation. They are
listed below, with the corresponding methods goaliined by UNESCO in brackets:

1) ascertainment and collection of epic monumedenfification,
documentation, preservatipn

2) systematization of scientific research in thesarof epic studies and the
intensification of publishing activitiesgsearch promotior;

3) provision for safeguarding of materials relate@pics located in the archives
of the Republicdocumentationpreservationprotectiori;

4) creation (on the territory of the Republic) afiagle organizational-legislative
model and comprehensive standard for the legaégption of the epos @dlonkho
[preservationprotectior;

5) formation of an epic environmemrpmotion, enhancement, transmisgjon

6) support of the activities of the narrator-oloaghts protection, promotion,
transmissioly

218 5ee Article 2.3 http://www.unesco.org/culture/ich/doc/src/00031-fd.. Accessed January 18, 2012.
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7) introduction of Olonkho into the educationalreeula of learning institutions
[transmission through formal education, revitalipali

8) establishing a system of training children ie #nt of storytellinggromotion,
transmission through formal and non-formal educaticevitalizatior;

9) improvement in the quality of the personnel imred in the spheres of
preservation, study and promotion of traditiondtune [enhancement, research,
preservation, protection, promotifjn

10) promotion and dissemination of Olonkipodmotion, transmission,
revitalization.

From the synchronization seen above, one can aéédesign of Yakutia’s “Plan of

Action” has a high degree of overlap with UNESCQlgand desired outcomes.

Ancillary programs

In addition to the general goals outlined in Ya&i#iPlan of Action, there are

ancillary programs which were signed into law. Véésted them here with their

respective coordinating entities in italfcs:

1) “International Center for Olonkho and the sdignstudy of epos” -nstitute
of Humanities Research (IGl), Yakutsk State Unitye(¥aGU)

2) “Protection, preservation, and activities prawggdfor the protection of epic
heritage” —-Institute of Humanities Research (I1Gl), YakutskeStiniversity
(YaGU)

3) “Protection and rebirth of the authentic orakdpadition in the Republic of
Sakha” -Ministry of Culture and Spiritual Development RS{¥)nstitute of
Humanities Research (IGl).

4) “Olonkho and future generations” (educationalgdor teaching the art of
olonkho) —Ministry of Education RS(Y).

5) “Theater of Olonkho and the development of mnderms of epic expression”
- Ministry of Culture and Spiritual Development RS(Y)

19 None of these coordinating entities were creapetifically for the purpose of olonkho revitalizat
all four were extant governmental and educatiotiattures.
220RS(Y)indicates the Republic of Sakha (Yakutia).
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One of this plan’s confusing features is the Ush®word “authentic” in the
third ancillary program, “Protection and rebirthtbé authentic oral epic tradition in the
Republic of Sakha.” But who decides what is autit@niames Cowdery writes about the
early debates over the term “authenticity” withie tnternational Folk Music Council
(IFMC), noting it was affirmed thatUthenticshould not be confused witid” (2009,
807),%?* and that “authenticity must always be a compaegatather than an absolute
quality” (2009, 808Y*

After six years of debate, IFMC finally producedeneral statement on the
important ingredients in “authentic folk music,’aférming “the importance of
continuity, variation, and selection; ...that ‘itttee refashioning and re-creation of music
by the community that gives it its folk charactef2009, 811Y% The debates in the
literature of ethnomusicology did not end with tHafinition, however; they continue to
abound. Aubert calls authenticity “clearly a topfadebate” (2007, 6).

The use of such a confusing term in Yakutia’'s pgaproblematic, as it
potentially creates tension between the third it the fifth, which encourages the
“development of modern forms of epic expressiomdtiyh the creation of a Theater of
Olonkho. One hopes that Yakutia’s definition of tlaentic” will be broad enough to
include the contemporary forms of epic expressiecessary for olonkho to appeal to
current audiences.

Having noted the one problematic term (authentiochte that the ancillary

programs listed above are fairly logical expressiofthe project’s goals and outcomes.

221 \Walter Wiora. 1949. “Concerning the conceptioraofhentic folk music,Journal of the International
Folk Music Councill:14-19.

222 Maud Karpeles. 1951. “Some reflections on autleégtin folk music,” Journal of the International
Folk Music CounciB:10.

22 Maud Karpeles. 1955. “Definition of folk musicJdurnal of the International Folk Music Coun@ii6.
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Each of these programs is assigned to a partiMilaistry of the Yakutian government
or educational entity for coordination. It is thes#ities which are the recipients of the

budgeted funds signed into law by the Republicakifa (Yakutia).

Program funding

The budget to cover these programs was ambitidus oVerall cost of the plan
was stated to be over 2.1 billion Russian rubleth® equivalent of over 80 million US
dollars in the exchange rate of 20837The expected funding sources totalled over 2
billion rubles (over 77 million USD) from the Regdids governmental budget, 47
million rubles (approximately 1.8 million USD) froother sources of financing, and 52.4
million rubles (approximately 2 million USD) fronx&a-budgetary sources.

When | ask Elizaveta Sidorova (who led the UNESE&@nt to obtain Masterpiece
status for olonkho) about this large budget, shetpd out that the budget was for 10
years, so 2 billion rubles over 10 years was o0l &iillion rubles per year. She also
pointed out that with today’s exchange rate, “diamlrubles isn’t even really
[significant] money anymore. Money is losing itdua so sometimes we can’'t make
ends meet.?**When | asked whether the money is really beingratied or whether
there were problems with getting it released, sheraed that the money is being
allocated and there is still support for expedsiotonferences, festivals, and the like. |

expressed concern that with the financial crisisyeé might be some budget cuts that

224 Approximately 26 rubles to the dollar in 2007 (&ée://en.rian.ru/business/20070315/62046014 hitml
the rate was hovering in early 2012 at around B@esuto the dollar.
(seehttp://www.x-rates.com/d/RUB/USD/hist2012.h)mhccessed April 24, 2012.

2 gjidorova, 2011. [See DVD]
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would affect the olonkho project, but she assuredimere would not be budget cuts
because the program was accepted in the formas anot just a yearly budget item.
Sergei Vasiliev, responsible for one of the larggexts in the plan (the Digital
Information System and Internet portal), reporte@009 that althoughudget cuts did
happen to his part of the program, they did nohisitprogram as much they did in other
spheres. He reported that at that time, the vagirityaof what was budgeted for his part
of olonkho project was still being allocated, andstnof the program was moving ahead,
despite the fact that the plan was quite optimf&fitVhile there may be varying reports
of how the budgeted money was being spent andatesd to which the crisis has
affected these expenditureswias clear that Yakutia’s support for the proj@es strong,
at least in 2007, as evidenced by the large byslgahed for olonkho revitalization.
When | asked Sidorova whether UNESCO, as parteofttard, provided
financing for the revitalization budget, she saididn’t, due to the fact that Russia had
not signed the convention. A UNESCO document sthtsmany of the ICH awards did
come with financial support from UNESCO: “Thirtytoaf the 47 Masterpieces
proclaimed in 2001 and 2003 benefited from thigosup and some 21 Masterpieces

included in the 2005 Proclamation are expecte@deive similar financial assistané&”

Expected outcomes
Outcomes expected from the above ancillary prograverlap significantly with
the goals outlined on page four of the legislasammary. They are listed below, again

with UNESCO'’s ICH goals in brackets:

22 vasiliev, 2009. From field notes of our conversati
227 Seehttp://unesdoc.unesco.org/images/0014/001473/147Bd#p. 6. Accessed January 18, 2012.
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1) gathering of epic works into databases anddaatification of experts in the
epic tradition {dentification, documentation, research, presematiprotectiof

2) provision of archival safety for hand-writtendéo-, video-, and film materials
related to epics by transferring them to digitahfats preservation, protectign

3) protection and further development of the emadition on the basis of the
creation of curricula and educational systeprsinotion, enhancement,
transmissiofy

4) appearance of new directions in the arts asutref the creation of the
Theater ofOlonkho[enhancement, transmission, revitalizajion

5) spread oDlonkhothrough the publication of texts with translatipssientific
publications, art albums, the creation of new wavké epic plots in various arts
domains, the development of the Internet-pddiainkhq and the organization of
cultural-ethnographic complexagé¢ntification documentation, research,
preservation, promotion, transmission, revitalipati
Clearly, Yakutia’s “Plan of Action” with its ancdry programs overlaps significantly
with ICH goals. In fact, there was overlap on eva@ngle item, demonstrating that if the
Republic follows through on their plans, it shoalhieve the desired results from

UNESCO'’s point of view. But is Yakutia actually seeding in achieving this list of five

ambitious outcomes?

Results of the ICH program and Yakutia's ActionrPla

The first three goals listed above are being mietgmily through the efforts of
one project, the “Computer Informational Systemr@®lw” which includes collecting
and digitizing olonkho materials, as well as cregin Internet portal for access to the
materials. This crucial initiative, directed by §eirVasiliev and housed at the North-
Eastern Federal University (SVFU), was conceivedrasintegrated project of 1)
physical archives, 2) digitalization of those aves, 3) web access for much of the

digitally archived information, and 4) plans fos iise in the educational sphere. Work on
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this project has seen steady progress. The archthe most realistic hope for digitizing
and preserving olonkho resources and informationedsas a foundation for an
educational program to transmit the olonkho pertoroe tradition. Figure 5.1outlines the
three major pieces of the initiative: 1) an Inteénoertal (wiki-site) which provides access
to many of the resources which are located in tbeiges, 2) the digital and physical
archives themselves, all of which provide impetus3) an educational initiative for
transmitting, promoting, and promulgating theseeanals.

Speaking about the Internet portal part of thegquiofavailable at

https://olonkho.infd, Vasiliev said, “We think of it as a window toetloutside

world...the Internet Portal is an important partla§twork, because it allows all the
people who need it to get access to this materrahieir education, their work, and their
various interests. Our task is to develop thisadont such a way that the informational
resources are accessibfé®”

Regarding the project’s second portion (the digitad physical archives),
Vasiliev reported in 2010 that there were about B2Muscript items, including 127 full
texts. He said,

This is quite a lot of folders, and in fact thesfitime | looked over this material |

was very surprised to see that those who beganite &t the end of the 30s —

1939, 1940, 1941 — before the beginning of the foarexample, wrote and wrote

in a granary book and when they ran out of roomy then continued in tetrad

(copy book). When that ran out of room, they wranecigarette paper; when that

ended they wrote on newspaper... so of course thasesuripts are not in very

good condition. So the task to put these into didérmat is an important orfé’

The digital and physical archive project, in aduhtto manuscripts described above, also

includes items such as magnetic tape, photographslales, and an electronic library.

228 v/asiliev (at chart), 2010. [See DVD]
22 yasiliev (at chart), 2010. [See DVD]
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The project’s final component is the educationdlative. Vasiliev described the
reasoning behind this portion of the project: “Ténare those who do independent study,
and they are of various age groups, from varioti®maand places, and if they show
interest, they will need material that is alreadgpared. We also are preparing
pedagogical material and describe teaching mettsaddat people can use it — all of this
is going into the projec®® Figure 5.1 shows the basic schema for this préfect

Important to the Internet portal part of the projedhat it is wiki-based and will
thus have the potential for ongoing growth and-sdulation after the initial funding for
the site’s creation has ended. This is key, aritbafih it remains to be seen how well this
feature of the project will work, in theory it prides hope for the site’s ongoing viability
and accuracy. In addition, the site provides fgraasion into a several languages besides
Sakha and Russian (English, French, German, Kodeganese, Chinese, and Turkish).
Vasiliev says, “The initiative of UNESCO in the gt of multi-language cyberspace
for the preservation of digital heritage has befeimmeasurable importance for the
preservation of world culture heritage in all itsedsity” (Vasiliev et al. 2009, 772

When | asked Elizaveta Sidoro\Eena Protodiakonova, and Anastasia
Mikhailovna theiropinion on which of the initiatives of Yakutia’scAon Plan was the
most useful in revitalizing olonkho, they reportad:

The Informational System for Olonkho is the mostfukthing we have right

now. They make discs that are being used all dweudluses... CDs and DVDs,

the Internet portal... they use these things in ti®sl programs, in
kindergartens. They produce material that is readysef**

Z0vasiliev (at chart). 2010. [See DVD]

%1 This chart was provided by Sergei Vasiliev, andsed with permission. A video interview in which
Vasiliev describes the project (in Russian) in dlédaavailable ahttp://vimeo.com/3384850dr the DVD.
232 My translation, from the originalMauumarussr KOHECKO B o6ecniedyeHnu MHOTOSI3bIUUS B
KHOepIpOCTPaHCTBE M COXPaHESHUH IU(PPOBOTO HACTEIUS NMEIOT HEOIIEHUMOE 3HAUEHUE [T COXPaHCHMUS
MHPOBOTO KYJIbTYPHOTO Haclieaus BO BceM ero muorooopasuu” (Vasiliev et al. 2009, 7).

23 Sidorova, Protodiakonova, and Mikhailovna, 20Bked DVD]
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If three of the five outcomes are largely beingieedd through the work of the
Informational System, what about the fourth anthfdutcomes? The fourth initiative
planned by Yakutia is the Theater of Olonkimith funding received through the
Ministry of Culturé®** and led by Andrei Borisov, the Minister of Cultuad the
recipient of Russia’s “Golden Mask” award. The Tleea&f Olonkho is not a physical
stage, it is a collective of people staging sudmnkhos adJluu KudangsgThe Great
Kudangsa) an&yys Debiliyeg(The Girl Debiliye), the latter of which was expaxttfor
performance to Japan in 2085.

Borisov is known for including modern elementsriaditional olonkho plots
(Leete and Firnhaber 2004, 194). It remains todam svhether his Theater of Olonkho
will result in the appearance of “new directionghe arts.” Certainly its creation is a step
in the direction of fostering new creativity witbats in olonkho. It remains unclear,
however, which new directions stage artists pueswkewhether the Theater of Olonkho
is successfully fostering revitalization for olorakh

Point number five of the listed initiatives in tfakutian plan is a catch-all
collection of ideas. It reads: “The spreadddnkhothrough the publication of texts with
translations, scientific publications, art albunheg creation of new works with epic plots
in various arts domains, the development of arrmetteportalOlonkhq and the
organization of cultural-ethnographic complexeas.friost of the listed areas there is

observable progress (see examples of visual &pjpendix G). Scientific publications

34 This full title for this governmental structuredgstually “The Ministry of Culture and Spiritual
Development” Ministerstvo kulturi i dukhovnovnoi razvitiand is sometimes translated (for example, in
UNESCO documents) as the “Ministry of Culture antkllectual Development” (see the last page of the
booklet prepared for UNESCO, “Yakut Heroic Epos1i@doo — a Masterpiece of Oral and Intangible
Heritage of Humanity,” Ed. A. E. Zhakharova, n.d.

235 3ee an interview in Russian with Stepanida Bodsmife of Andrei Borisov, where she talks about th
Theater of Olonkho and the Borisovs’ approach torggolonkho for the stagéittp://olonkholand.ru/teatr-
olonkhol/teatralnyjj-format-olonkho
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and texts abound; many of them are including inbib&ography of this project. My
respondents tell me that “Houses of Olonkho” aiadpbuilt all over Yakutia; these are
likely to be the “cultural-ethnographic complexesferred to in the Plan. One area which
is not yet clearly being achieved is the “new waskth epic plots in various arts
domains,” as the plots being used, with few exoesti are largely recycled from the

canon of established olonkho tales.

Progress in Yakutia in regard to other UNESCO cmxce

In examining the goals outlined by UNESCO for t@&llprogram, it is worth
addressing how the initial results of olonkho ralaation in Yakutia compare with other
outcomes for which UNESCO was hoping:

1) Maintaining cultural diversityn the face of growing globalization
Globalization is a powerful force in Siberia. Aligh UNESCO's influence has carved
out a small space for olonkho within the largetual milieu, it is not olonkho which is
creating cultural diversity in Yakutia, but othesqpeessions of cultural diversity which
are easier and more readily accepted than olortkdroexample, the use of Sakha
language, crafts, pop music, sports (like wres}liagd traditional dress are all
flourishing, but each of these is bolstered by hgwither valued functions in society or a
broad audience who enjoys that heritage expressralitional solo olonkho is neither
easy to perform nor is it conducive to keepingdtiention of modern audiences.

2) Fostering intercultural dialogueThis is difficult to do when funding
difficulties don’t provide the needed budget fobpke to travel—either to Yakutia to

hear an olonkho performance, or from Yakutia to destrate it or promote it to others; it
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is rare for scholars to come to Yakutia to studyn&ho. Pyotr Reshetnikov reported that
he had only had visitors (other than me) from HuallaGermany, and Jap4ts.

| should note that the most active level of diagoncerning olonkho has been
between Yakutia and Japan. Culture worker Ra8iavinov pointed out in an interview
in 2010 that an olonkho had been translated intadese “through UNESCG> While
it is possible that UNESCO played a role in thggqut the translation was in fact done
by M. Yamashita, of the Japanese Society for Rekaay Folklore. According to the
translator, it included just the first half (134dds) of the olonkho “Non-Stumbling
Nyusur Berge” by N.M. Tarasov (Yamashita 2006, 48).

Although Yamashita cannot be said to be a disisteteparty in evaluating the
effectiveness of this translation in fostering mtdtural dialogue, his comments on the
challenges of successfully translating olonkhoimgortant to note:

When Olonkho is decoded, the particular rhythm izuetbdy are lost. And when

the decoded text is translated, the beauty of tleg¢rp, such as alliteration, is also

lost. But Olonkho is such an amazing work of aat this still very interesting to

read the Japanese translation. Through the tréotskhie Japanese people learn a

lot, for example, the richness of similes and mietap, the captivating nature of

the plots, the similarities with the Japanese migiing (Yamashita 2006, 48)
Even if, as Yamashita suggests, a number of Japqeeple enjoyed their acquaintance
with olonkho, it is doubtful that translations aéohave led to true intercultural dialogue.
More significant in this regard was the theatrpatformance of a well-loved Sakha
olonkho ("*Kyys Debiliyé) in Japan. Yamashita wrote the subtitles for ffesformance

by the “Theater of Olonkho” in March 2005. Althoughone example of what might be

termedintercultural dialogueit is nevertheless a step in that direction.

236 Reshetnikov, 2009. [See DVD]
%7 3avinov, 2010. [See DVD]
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There have been a few other examples of olonkimsl&tons into other
languages. For exampler Sogotokhy Afanasi Uvarovskii (1800-1861) was translated
into Russian, German, Turkish, and a fragment Adtaic. The most successful
translations, however, (and the only ones leadrarctual performances of olonkho in
other languages) have been into closely-relatei@and Mongol languages which
preserve some of the phonetic, lexical, and grancadadtructures of the Sakha text
(Vasilieva 2006, 49).

An important ingredient needed to foster dialogua minimum level of
revitalization, a solid base of enthusiasts whoeusidnd and promote olonkho, and who
have the connections with other cultures througlthwvbialogue can be facilitated. This
is a problem in the Yakutian context, because eviinn Russia itself the vast majority
of people have never heard of olonkho. There isnaptete lack of interest on the part of
the mass media controlled by Moscow. In an intevweth Sakha ethnomusicologist
Anna Larionova, she reported, “When they [UNESCRjaunced the olonkho as a
“Masterpiece” — there was absolutely no sign ofaimplete silence in the [national]
mass media. The regional news media had it on esregje channel! But in the mass
media... not a word?®*®

A good beginning for intercultural dialogue aboldrikho would be within the
borders of the Russian Federation itsel—betweemadjority and minority cultures. This
is beginning to happen in very modest ways betvgetolars and academics in
conferences about olonkho. For example, | partiegban the December 2012 conference
“The Unified Space of the Cultures of Eurasia” whiacluded some papers on olonkho.

There was some international participation in tleary sessions which addressed

238 | arionova and Alekseyev, 2010. [See DVD]



168

various broad issues related to Eurasia, but iséission on olonkho, there were only
two other scholars beside myself from outside dfuia, both of them from other places
in Siberia. In short, | have not observed thatroutural dialogue is being fostered
through olonkho revitalization.

3) Encouraging mutual respect for other ways of. lifentercultural dialogue
would happen between peoples because of olonkisowtiuld foster mutual respect, but
if there is little or no dialogue, the result isply self-respect, which while it may be
argued that this is a worthy goal, it is not thetesti goal of the ICH program.

4) Safeguard ICH through bolstering transmission systel' he transmission
systems for olonkho became so severely attenuatie 28 century that it may take a
very long time and much effort in order to boldtegm to sustainable levels.
Transmission of any kind requires several basicpmmnts: a transmitter, content,
method of delivery, and a receptor who decodesnigsage. Thiansmittersin this
process for olonkho include, among other thingssétpeople who have been designated
olonkhosutsor master performers (improvising performers)adidition, certain kinds of
mediated forms, such as the Kolesov recordingsyigbn, and radio, can also serve in
the popularization of olonkho, enabling performaniceplaces where no live
olonkhosuts are available.

To ensure ongoing transmission, UNESCO “encour&gaes to create national
systems of ‘Living Human Treasures’ that honoumeglary tradition-bearers and
encourage them to transmit their knowledge andssKit® The standards for eligibility
for such nominations are not limited to merely peefection of the artistic performance;

it includes a recognized ability and dedicatiop&ssing along their cultural heritage to

239 Seehttp://www.unesco.org/culture/ich/index.php?lg=emg&p0078 Accessed January 18, 2012.
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others. The ICH site states, “In nominating a persioa group to the rank of ‘Living
Human Treasure,” the Commission should considefali@wving criteria for eligibility:
a) excellence in the application of the knowledge skills displayed;
b) dedication of the person or group;
c) ability of the person or group to further deyelos knowledge and skills;
d) ability of the person or group to pass on thevidledge and skills to
trainees.?*

Yakutia recognized only two such qualified traditibearers in the half-decade
following the Masterpiece Proclamation. One of hd3arya Tomskaya, has since died
(and was eventually replaced by Afanasii Solov@¥ith only two elderly people
currently recognized, one wonders whether theresianply too few master olonkhosuts
in existence and the short list of “Living Humare&sures” simply reflects that reality.
There is also the possibility, however, that tHeas not been enough work done to
identify other master performers. It is not likéhat financial factors are hindering the
identification of these experts. While each Lividgman Treasure is awarded a stipend
of 33,000 rubles per month (approximately $1100rentban an airline pilot earns in
Russia and more than twice what the average Russigter makes}:* adding stipends
for new master olonkhosuts would be a small draghénsea for olonkho fundinf.is
more likely that the standards for such a titleeat@emely difficult to attain.

The purposes of the funding are to free up the enaddnkhosut to focus on
dissemination and transmission of the olonkho ti@alito the next generation. The

UNESCO site explains: “Besides public recognitithrg, system includes measures for

the provision of, for example, special grants/sdiesi to designated Living Human

240 Seehttp://www.unesco.org/culture/ich/doc/src/00031 -, p.8. Accessed January 18, 2012.
241 Seehttp://www.worldsalaries.org/russia.shtmiccessed January 18, 2012.
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Treasures, so that they can assume their resplitiessfior the safeguarding of the
intangible cultural heritage. These measures apeaally at:
1. The perpetuation and development of their kndgéeand skills;
2. The transmission of their knowledge and skdlshe younger generations
through formal or notfiormal training programmes;
3. Contributing to the documenting and recordinghefintangible cultural
heritage concerned (video or audio recording, pakbns, etc.);
4. Dissemination of their knowledge and skills;
5. Any additional duties entrusted to thefff"”

The small number of officially recognized mastesridhosuts is clearly a
hindrance to olonkho promulgation and transmisdliorying to determine why there
were so few of them, in 2010 | asked Sakha ethnaolagjist Anna Larionova, “Who
decides when a singer becomes a “real” (mastenkblwsut?” She replied, “The people.
They decide.” When | pressed further and askedw'ldo they decide?” She replied,
“People can sense whether a performer is doing mémory, and when he is creating as
he goes. When there is creation happening, thgndibede that he is a master. That's
the way | understand i£*®

Elizaveta Sidorova pointed to a committee for tBecade of Olonkho” as the
arbiters of these awards, but did not elaborattermprocess by which new olonkhosuts
were chosen. It is unclear to me whether more gegyélifying for the title of master
olonkhosut could be identified with the applicatmima little more effort. However, it is
clear that with just two living “Master Olonkhostute model and transmit olonkho to

future generations, the transmission portion of Xteks plan will not be robust, possibly

not even adequate. Certainly, there should befagnigrity on identifying the currently

242 Seehttp://portal.unesco.org/culture/en/files/21909/A0856533Guidelines_Iht.pdf/Guidelines_lht.pdf
Accessed January 18, 2012.
243 plekseyev and Larionova, 2010. [See DVD]




171

living masters and compensating them in a wayehaburages a focus on transmission
to the next generation.

Another transmission system frequently mentionethbbge whom | interviewed
was the recorded performance by Gavril KolesoMyidirgun Botur the Swift least
one performer (Pyotr Tikhonov, who does memorizedggmances) and a number of
olonkho fans trace their love for olonkho backhese recordings: But as far as we
know, they have never produced a master olonkhoapgble of re-creating and
improvising in the art of traditional olonkho.

Yet another important link in the transmission systis the schools, one of which
is in the town of Cherkékh, where Pyotr Reshetniwag living in 2009. One of the
children at that school, a student of Reshetnikqwesformed a short memorized portion
of an olonkho for us. | also met and interviewedugs of children from two other
schools who attended the summer festival and paddrshort sections of olonkhos that
they had been learning. But the small number ofstratters cannot help but negatively
affect the level of success for other schoolsangmitting the olonkho tradition. Other
schools without a master olonkhosut like Reshetnikearby must rely on other, less
effective means of transmission.

Written resources and recordings, helpful for exinag olonkho audiences, are
not as effective as the live performances of a enagonkhosut in transmitting a living
art. That is why the emphasis in transmission igherpeople who can transmit, rather
than on the data bases, archives, recordings haadkical companies. People are the

most ideal transmitters, because they are thetbaésan most effectively respond to the

244p A Oiyunskiy, Nyurgun Botur Stremitelnii: Yakutskii geriochesiibs — olonkhgNyurgun Botur the
Impetuous: The Yakut Heroic Epos of Olonkho]. Perfed by Gavril Kolesov. Recorded in 1962 by the
Leningrad Studio of Recording. Remastered in 199%tidiya Poligram [KYDYK].
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changing environment and to the receptors of timer being transmitted. In other
words, living persons are the best transmittess lofing tradition.
UNESCO'’s guidelines for identifying and monitoritige Living Human
Treasures reflect this, emphasizing the transmssi@ malleable, living tradition:
Intangible cultural heritage, or living heritagensists of practices and
expressions, as well as the knowledge, skills atdes associated therewith, that
communities and groups recognize as part of thefu@l heritage. This heritage
is transmitted from generation to generation, li@r nost part orally. It is
constantly recreated in response to changes isatial and cultural environment.
It provides individuals, groups and communitieswmatsense of identity and
continuity and constitutes a guarantee of sustéenddvelopment?
When olonkho igransmittedoy master olonkhosuts to a new generation in ah or
manner, andecreatedin performance in response to changes in the Ismathcultural
environment, then sustainable development is gteedn
We have seen in this chapter that two key prinsiplerevitalization are
transmissiomandre-creation(or innovatior). In the next chapter, | explore how these two

principles have impacted the experience of “sittinger the mouth” as olonkho has

interacted with the fluctuating elements of conitypnand change over time.

24> Seehttp://www.unesco.org/culture/ich/doc/src/00031-gdH, p. 3. Accessed January 18, 2012.
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CHAPTER 6
CONTINUITY AND CHANGE IN REVITALIZATION

The historical chapters of this work provide a ative frame that informs the
discussion in this chapter of continuity and chaimgalonkho performance. Although
measuring change (or “shift”) for intangible cultliheritage (ICH) is a complex task,
sociolinguists are addressing issues of languaiftarskivays that may provide some
helpful models for measuring music shift as welhil& sociolinguistics may seem far
removed from the discipline of ethnomusicologyehibnstrate in this chapter that
sociolinguistic and other communication-based n®det not only being effectively
modified for use in measuring music change, butttiney can provide insight for the key
factors needed for sustainable revitalization.

In exploring the relationship between the discigdirof sociolinguistics and
applied ethnomusicology, | will provide models fauging language vitality levels and
highlight a model measuring music vitality and ap@nin addition, | have created a
diagnostic decision tree demonstrating the prinfiactors leading to decline or
revitalization in ICH expressions, giving insigbteffective revitalization plans for

stressed genres such as olonkho.
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Parallels in language and music safeguarding

UNESCO is not only involved in safeguarding ICHalso promotes similar
activities in regard to language revitalizatf@hThere are several reasons why | believe
there are parallels between ICH and language whmomes to vitality issues. First, they
are cultural expressions which are vulnerable sdagous forces (both from outside and
from within) which can lead to their attenuatiordaven extinctio?’ Second, the
safeguarding programs for ICH feature many of Hraesinitiatives as those employed in
safeguarding languages, such as revitalizationrged-generational transmission.
UNESCO documents about language death state thttis.process is neither inevitable
nor irreversible: well-planned and implemented laange policies can bolster the
ongoing efforts of speaker communities to maintairevitalize their mother tongues and
pass them on to younger generatioffé It is interesting to note that people who
understand the epgredain Yakutia, experts such as Pyotr Reshetnikov, tBbmi
Sivtsev-Suorun Omolloon, and Dekabrina Vinokurova (amorget) have repeatedly
emphasized the strong connection between Sakhadgegitality and the future of

traditional solo olonkho.

24® 5ee the “Endangered Languages” program of UNESICO a
http://www.unesco.org/new/en/culture/themes/endetianguagesAccessed 28 February, 2012.
247 A UNESCO document on “Safeguarding Endangered liages” states that for language, the most
significant force is connected to attitudes towtel language itself, a factor which could reasonapply
to other ICH expressions. It says, “A main reaswrtliis phenomenon is the negative attitudes aciddé
prestige of minority and indigenous languages anspagaker communities, in turn due in large pathéo
insignificant role these languages are given inlipuife.” See
http://unesdoc.unesco.org/images/0015/001502/150p80 Accessed January 18, 2012.

248 Seehttp://unesco.org/new/fileadmin/MUL TIMEDIA/HQ/CLT#i/FlyerEndangeredLanguages-
WebVersion.pdfAccessed January 18, 2012.
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Models for measuring language and music shift

In 2003, the UNESCO ad-hoc group for endangeregulages published a list of
nine factors that can be used to assess the yitdlé language and to determine
appropriate safeguarding measui€s:

. Absolute number of speakers

. Proportion of speakers within total population

. Intergenerational language transmission

. Shifts in domains of language use

. Type and quality of documentation

. Availability of materials for language educatimmd literacy

. Response to new domains and media

. Community member’s attitudes towards their oamglage

. Governmental and institutional language attisuaied policies, including
official status and use

OCoO~NOOUIDE WNPE

Based on these factors, UNESCO established sixedsdtevels) of vitality vs.
endangerment (2003;-9), noting that in these levels, the most imporfaator is
intergenerational transferThe six degrees (ordered from “safe” to “extinctre:

6) Safe: language is spoken by all generationsrgenerational transmission is
uninterrupted

5) Vulnerable: most children speak the languageitlmay be restricted to
certain domains (e.g., home)

4) Definitely endangered: children no longer letlma language as mother tongue
in the home

3) Severely endangered: language is spoken by pgaagats and older
generations; while the parent generation may uta®igt, they do not speak
it to children or among themselves

2) Critically endangered: the youngest speakerg@edparents and older, and
they speak the language partially and infrequently

1) Extinct: there are no speakers left

According to these factors, the Yakut (Sakha) laggus listed as “vulnerable”

(Moseley 2010) even though it is the most widelgelimdigenous language in RusSia.

249 Seehttp://unesdoc.unesco.org/images/0018/001836/183689 Accessed January 18, 2012.
%0 Moseley, Christopher (ed.). 2010. Atlas of the WsrLanguages in Danger, 3rd edition. Paris,
UNESCO Publishing. Online versionttp://www.unesco.org/culture/languages-atlas/éagatap.html
Accessed January 18, 2012.
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Its vulnerable state is largely due to the stresdesh were placed on the use of Sakha
language during the Soviet years. These stressasar being ameliorated through the
general level of cultural revitalization in Yakutiaut the consequences of those stresses
and resultant weakening of Sakha language us#l fektstrongly in Sakha society, as
noted in interviews with Reshetnikov (2009) and dkarova (2011).

Some models worth examining have come out of Stiérivational, a faith-based
non-governmental organization for which (beginnim@010) | provide services as an
ethnomusicology consultant and help in designiaming curriculum. SIL International
is an advisor to UNESCO'’s Intergovernmental Congmifior the Safeguarding of
Intangible Cultural Heritageé* and a number of SIL workers are involved in
sociolinguistic and ethnomusicological scholarsupporting that advisory role. Their
scholarship has informed the ongoing academic glismn sustainability and
revitalization issues. A model by sociolinguists R&ul Lewis and Gary Simons
addresses issues of language shift (2009, 201d ex@ended field-based research by
Neil Coulter and Brian Schrag, both with PhDs imnetmusicology, addresses the topics
of safeguarding and music vitality (Coulter 200012; Schrag 2005, 2009, 2012). This
chapter engages with these models, applying thsights to the Yakutian context in
general and olonkho performance in particular.

Coulter’s dissertation on music shift (2007) aslwela recent article (2011)
elaborating and expanding on his original moddgrsfa schema for the “diagnosis of
shift in music preferences within a language comitgundraw[ing] from current

discussion of language shift from sociolinguisti¢8007, 2). He posits that although

%1 Correspondence with Brian Schrag on March 16, 2Bl a description of SIL, see the section on
Abbreviations found on page xvii.
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methodologies coming from the field of sociolingigs (such as Lewis and Simons’
work) may serve to inform music research, they riedme adapted because language
vitality, although vulnerable to cultural and extiatural forces, is less vulnerable than
music.He states, “... in many cases language is amon@g#tgarts of a culture to die.
Other elements, such as visual art, music, damckoral storytelling, can be subject to
extinction long before the language itself is wewd (2007, 5).

The sociolinguistic models providing theoreticalfolations for Coulter’'s work
trace back to Joshua Fishman’s (1991) Graded ketergtional Disruption Scale
(GIDS). This model describes eight stages of laggushift, with Stage 8 being very
close to extinction (“People who still know the daiage are few and elderly”) and Stage
1 as demonstrating the highest level of vitalith€‘language can be used in higher-level
education, occupations, government, and media..H§. Jix levels in between 8 and 1
represent an increasing number of functions benggged for that particular language.
Language shift in the direction of extinction (lalage death) occurs when a language
increasingly loses functions in society. To revdlsg process, the community must act
to bring those functions back. Fishman’s model ihakides suggested goals for each
stage to help reverse the process of language (féattman 1991, 87-109).

The recent model proposed by Lewis and Simons (2&dldrged on the GIDS
model, resulting in an “Expanded GIDS” (EGIDS), yichng a more nuanced model.
The EGIDS model for measuring language vitality@ases the stages from eight to
thirteen, but preserves the category numbering @yedl by Fishman, merely dividing a
few of them intoa andb, as well as adding new stages to the beginningltendnd of the

original GIDS. The resultant EGIDS stages rangmfroost viable to most threatened:
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International, National, Regional, Trade, EducadiphVritten, Vigorous, Threatened,

Shifting, Moribund, Nearly extinct, Dormant, andtkxt.

Factors in adapting GIDS/EGIDS to music shift

In adapting the concepts and methodology of langsagt measurement to that
of music shift, Coulter (2007) draws on a connetbetween linguistics and
ethnomusicology. He points out that although theret a one-to-one correspondence
between language death rates and music death,aMaeguage disappears, often related
cultural elements disappear as well. He outlinesreasons in particular why language
shift approaches can be used to inform the stuagusic shift. First, language, like
music, expresses identity, is a repository of ystand utilizes local communication
modes connected to the cultural context. SimildHg, music of a community is uniquely
connected to that space. Second, he points ouintleagienerational transmission is the
most significant element for sustaining both masid language.

Since intergenerational transmission is a large@spf UNESCO initiatives, it is
important to note that whereas in language simfeérgenerational transmission happens
primarily in the home, in music transmission, ihdgppen in a far broader variety of
contexts. Coulter says,

Music can be transmitted in a men’s initiation hgua a church, or in school, as

well as in the home and other contexts; transmmssimht take place from man to

man or woman to woman, rather than from parenhiiol.cTherefore, to adapt
language shift methodology to music shift, one nhok at more

intergenerational transmission contexts than tmeeh@2007, 13)

In addition to face-to-face transmission methodsdenn technology allows for a

certain amount of transmission to happen in medifdemats, such as radio, television,
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Internet, and various other recording forms. Thesm@smission methods can help to
bridge long distances, especially relevant in @sgaich as Yakutia where transportation
infrastructures are severely limited and expendivevhatever form it takes, transmission

of a tradition is key to keeping the genre fromdmamg “frozen” or dormant.

The Graded Music Shift Scale (GMSS)

Coulter’'s work has engaged both GIDS (2007) andE32011), proposing and
fine-tuning a model that features an eight-stagméwork designed particularly for
studying music shift. Since EGIDS is used widelydoganizations like SIL, UNESCO,
and other organizations measuring language stoftjt€r attempts to keep each stage as
close as possible to the EGIDS model, facilitatirjogue between linguistics and
ethnomusicology. The resulting GMSS stages are:

1)_International A music reaches this level when an internatiGoaimmunity of

practice” forms around it. Ideally, internationarpcipation in this music will

include performance as well as consumer consumption

2) National or regionallThe music’s reputation grows beyond the home

community. Community members may receive finanoialther support from the

regional or national level. People outside the haporamunity learn to perform
the music, and the performance becomes iconiceofagion or nation. Though

not the ultimate goal of music revitalization, &cincrease confidence in the
home community.

3) Vigorous This is the pivotal level for music vitality. this level, oral
transmission and largely traditional contexts afeation are intact and
functioning. People have sufficient opportunities performance and young
people are learning by observation, participataord appropriate educational
contexts. A music can exist comfortably at thislewvithout needing to move
higher.

4) ThreatenedThe first level that hints at downward moveméeoiyard
endangerment. Music is still performed, but charagesbecoming noticeable:
diminishing performance contexts, more time givembre recent introductions,
more rural-urban movement.
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5) Locked The music is known by more people than just tiaadparent
generation, but its performance is restricted twish shows or other contexts that
are not integrated into the everyday life of thenoaunity. The performance
repertoire is fixed and nothing new is being adubeid. Participation, creative
freedom, and grooving decline noticeably.

6) Shifting The grandparent generation is proficient in thissic, but fewer

contexts exist for passing it on to younger peoplessibly the younger people do

not express interest (or are perceived that waheiy parents and grandparents).

The music is not dead or endangered at this lawel ,can be revitalized, but signs

point to downward movement and likely endangerment.

7) Dormant Functional contexts for performance are goneyécrdings and

other ethnographic description exist. A commundauld re-acquaint itself with

the music, but its rebirth would likely be somethatifferent than what it was.

8) Extinct No one in the community is capable of creatingenforming in this

style. Probably no performance has occurred iriftigme of anyone currently

living. No documentation exists. This is rarerpasst musics grow into other
styles, or stylistic elements are perpetuated|ated styles. But people may be
able to name music styles, genres, instrumenenggmbles that they have never
actually heard.

Coulter’s sole departure from the terms used inESSik “Stage 5—Locked,”
which reflects a common phenomenon related to musioot to language. Although
language use in ritual can become “locked,” itneammon for a language as a whole to
be used only in a “locked” (performance) mode. @aulefinedockedin regard to
music as “the stage at which a music style is peréal for tourist shows or other
basically non-functional occasions, and the reperie not being added to but is frozen”
(2011, 11). This addition to the EGIDS model is artpnt, as it reflects reality for some
genres of music, including to a certain extent, s@ithe current performance contexts
for olonkho which are showcasing memorized versafranonical olonkhos. Overall,
Coulter’'s model is useful for olonkho, providingsight and helpful descriptions about

music vitality levels that olonkho has experiencslyvell as commentary on movement

considerations (both upward and downward) withenghectrum of vitality levels.
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Figure 6.1: Diagnostic Decision Tree for the Gratigsic Shift Scale (GMSS)



182

The Diagnostic Decision Tree for the Graded MugidtScale

One of the limitations of the GMSS is that it does directly address the key
factors concerning how a genre ends up in one mvahother. | noted that Lewis and
Simons created a “Diagnostic Decision Tree” (DDAr)their Expanded GIDS. This tool
uses a series of questions to predict the levielingfuage vitality, questions such as a)
What is the level of official use? b) Are all paietransmitting the language to their
children? and c) What is the youngest generatasnsome proficient speakers? (2009,
Figure 1).

In order to expand the usefulness of the GMSS, mgaikimore practical for those
interested in the factors influencing vitality,dve likewise created a Diagnostic
Decision Tree (DDT) shown in Figure 6.1. This diagfic tool begins with several oval-
shaped fields, the content of which is determingthle researcher and which delimits
the genre or style and a specific time period uedesideration. The first column of oval
shapes defines the ethnolinguistic community (E&Q) its broader context, which can
be either broadly or narrowly defined, and the sdomolumn inputs at least one (or more
if comparison is desired) example of a communiggsre or intangible cultural heritage
(ICH). In the third column, a time period is defihfor the project, with an option for
several differing time periods plotted in differeators if a comparative study is desired.

This DDT posits that there are two key variablescivlaffect the outcome in
terms of GMSS level, and those two variables atediin the fourth and fifth columns:
transmissionthe number and diversity of transmission patltsethnolinguistic
contexts) andhnovation(evidences of creativity within the boundarieshsd genre—is it

a living tradition?). Since the levels in these wasiables are often connected, | posit
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that movement from columns four to seven is likelype more or less horizontal, not
having large peaks and valleys in the lines indicgthe paths toward GMSS levels. In
other words, the GMSS levels will largely refleetrallel realities according to degrees of
transmission and innovation in the genre.

For example, if transmission is happening in soommf then the resultant GMSS
levels are likely to be 1 to 6. If there is no samssion, the GMSS levels are likely to be
7 or 8. If transmission goes beyond the ethno-istgucommunity (ELC), it often results
in a GMSS level of somewhere between 1 and 3, adikpgmon the degree of innovation.
Less broad amounts of transmission and innovaéeultin GMSS levels of 4 to 6. The
Lockedlevel can exist in tandem with other levels ifrthes the presence of a memorized
corpus of works as well as thriving and broad tnaigsion. | should note however, that
the boundaries between each of the levels in cadunbd, and 6 are permeable, in reality
representing more of a continuum than bounded sets.

The sixth column (the last one before the GMSSIg\aefines the contexts for
Performers, Performances, and Appreciators/Aude(feBAs), that is, who is
performing and listening and whether there are aagopportunities for performance.
Each level corresponds to a level in the GMSS aneks to briefly describe it.

There are a few items in the GMSS descriptorslitivatuld change. Under the
Extinctdescription, Coulter includes the statement, “oudmentation exists.” | posit
that the existence of documentation does not naabsdisqualify a genre from the
extinct level. For example, Homeric poems are ex@s a performed epic genre, but

documentation does exist for them. In fact, Lord Berry were able to do research on
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them from the extant documentation by compariwgth research from living epic
traditions (Lord 2000).

The second modification | suggest for the GMSSBGIDS is that level 6,
Shifting®? would be better titleGtressedas Coulter rightly notes that the term “shift”
should be neutral, indicating both 1) shift in theection of increasing viability, or 2)
shift in the direction of disappearance. Measurmgsic shift, (in Coulter’s terms),
happens for the full spectrum of GMSS levels. Haesr “| like the term ‘music shift’
because it affirms that music preferences are aatigtchanging; the word ‘shift’ need
not imply downward movement toward endangermer@1(2 11). His continued use of
Lewis and Simons’ terrBhiftingat level 6 confuses the matter, as that is netra t
descriptive of a state of vitality as much as bme of movement. This is an important
distinction because the entire GMSS is measuringstashift” in multiple directions.
With those two suggested changes for the GMSSydagse using the Diagnostic
Decision Tree | have provided in Figure 6.1 to giv&aght into how genres arrive at
viability levels such as proposed by the GMSS.

This Diagnostic Decision Tree for GMSS can be usetbmpare the vitality of
two of olonkho’s main performance practices (tradial, solo performance as well as
theatrical presentations). It also allows the redes to compare how olonkho vitality
levels changed in various periods of Sakha histoy demonstrates how various

transmission levels and innovation relate to ami@MSS level.

%2 ghiftingin Coulter's GMSS is a level of vitality betweBrormantandLocked
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Figure 6.2: Traditional solo performance of olonldwer four time periods
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Placing olonkho and its variants on the GMSS

This research has focused largely on the performahtraditional olonkho solo
versions during three history periods: pre-So#elyiet, and post-Soviet up to the
present. By inputting the variables into the charg possible to see how olonkho has
moved from Level 3 ¥igorous(during the pre-Soviet period) to Level Akreatened
(during the early Soviet period), and further toréle6 —Shifting/Stressed by the end of
the Soviet Period. Figure 6.2 shows the differethg for olonkho during these periods.

Note that Level 6 is the lowest level at which takzation is practically possible,
as it is the last level at which transmission é¥iag tradition is likely to happen. By the
end of the Soviet Period, a description of “a whggeeration of grandparents who are
proficient in the genre” (Level 6) would be far toptimistic for olonkho, as there were a
severely limited number of performers of “grandpdif@ge. According to the interviews
reported in Chapters 3 and 4, that number wouldmutkho at Level 6. Some reports
would even place it closer to Level 7, with virtyalo performers at all.

In the post-Soviet Period, vitality for olonkho laggto slowly turn around and
appears to be moving back up through the levelse@tly, it has at least some elements
of both Level 5I(ocked and mid-range Level &qifting/StressgdIf one includes the
performers who are not creating in the genre buemg@erforming memorized sections,
then Level 5l(ocked becomes a clear reality. Since there are a festenalonkhosuts,
one can say that there is some upward movemerthahdlonkho is not trapped at Level
5. Some would put olonkho moving slowly toward le€Threateneylwhich is still

endangered but more vigorous than just a “grandp@eneration” of performers.
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Olonkho theatrical versions, a primary derivativan be plotted at GMSS Level 4
(Figure 6.3). This is largely based on the fact dach time a theatrical production is
staged, creativity and innovation come into playva#i as expand to a broad spectrum of
people, both performers and audiences. Since naksvaoe not being written for the
stage, | also include Locked (where innovationashappening).

If a higher level of innovation is employed in parhing olonkho, for example,
staging a broader variety of olonkho plots or esemmissioning new olonkho stories
written specifically for the stage, it is quite pdde that the genre will move in the
direction of being vigorous, as it has a fairly dcaudience of appreciators. This is
especially possible since the stage is a hybridegeshich does not require the years of
transmission and intensive exposure to olonkhcop@idnce, making it easier to transmit

than traditional olonkho.

Transmisssion — a key factor in placement on the&SGM

Transmissiorandinnovationare the two factors posited by this research as
influencing olonkho’s placement on the GMSS dumiagh period in its history. Without
some measure of transmission, a genre is autoritatieduced to two options: 7
(Dorman, or 8 Extincl. Given that some form of transmission is takitarp, the
guestion becomes “how broadly?” or “to whom?”

The ethnolinguistic community is the foundationadi@nce for olonkho
transmission (and many other forms of ICH whichtare closely to linguistic
communication). If this community is experiencingaherate to vigorous transmission

levels, (even including to groups broader tharetih@olinguistic community), then the
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GMSS level is likely to be somewhere in Levels #tanlessnnovationhas slowed or
ceased, in which case the level could conceivatap tb Level 5ICocked. If the
transmission is very limited, the resulting GMS&elds rarely higher than 5, as the
number of performers (and thus performances) énattted. If the transmission has
reached such a high level that it is including gobroader than the ethnolinguistic
community, there is a very high likelihood thatréhevill be vigorous levels of innovation
as well, and placement at Levels 1 to 3 will berémult.

Although olonkho recordings have had some effeatlonkho revitalization in
Yakutia (especially among those who have becomeeafgtive audiences of olonkho in
this way), they have not been a significant fagtahe kind of transmission that leads to
people becoming master olonkhosuts. For exampé though Tikhonov credits a
recording as helping him to memorize his first slodmnkho, hedoes not claim to be a
master olonkhosut and does not (yet) create hisaamkhos. He is among those, in fact,
who believe that the olonkho canon is closed. Hs,sd/y personal opinion at this
point, is that everything has already been writtewriten when the language was at that
(high) level. Olonkho is not created by a persdapdhn individual person). It is just
passed along from one generation to anotfréiTikhonov, therefore, values olonkho
recordings and printed versions, listing them astrmportant for revitalization.

Certainly the documentation of the olonkho epiditran through audio and
video recordings is important. These recordingdaieg accessed through websites and
other mediated forms of communication. For olontdhbe seen and heard in places
where there are no living olonkhosuts (which is hudshe vast Republic) is a benefit

only possible because of media. Furthurmore, lseecordings can have the effect of

23 Tikhonov, 2009. [See DVD]
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expanding audiences for olonkho, these recordiags blayed, and will continue to
play, a key role in olonkho revitalization. It iegsible that increased numbers of good
guality recordings, given play time on radio aneesion, will build up the episreda
as Sakha audiences learn to appreciate their rgqgiition.

Another benefit of mediated transmission formiha the viewer of the video (or
the listener, if it is audio only) can enjoy thefpemance in a time and place which is
convenient for the listener, not dependent on thedule of the person performing. It
can be transported in a smart phone, or a laptoygpater, or a radio or CD player. In
addition, these mediated forms allow for shorteditle sections of the recording to be
heard over and over again, opening up possibilitegreater analysis and processing in
the minds of the listeners. For these reasongrihsth in the numbers of audio and
video recordings, as well as their archiving on pataers and Internet is a welcome
phenomenon for those seeking to revitalize olonkho.

Although Kolesov’s recording dflyurgun Botumwas cited by many of my
respondents as being the primary olonkho sourceadltkaing the Soviet period, my
research, however, did not find an instance ofrge®rding resulting in anyone learning
the improvisational art of olonkho, just the memed version. Coulter stresses the
importance of human transmission over recordinggng, “...for communities
interested in revitalizing their local musics, retings can be useful but they do not
replace the active human-to-human transmissionusiecrknowledge” (2007, 17).

Transmission is important in both language vib#ind music viability. In

addition to UNESCO'’s 2009 document on languagéditytstressing the role of
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transmissiorf>* Fishman’s GIDS also focus on transmission as ga&e&pr. In fact,
Fishman recommends strengthening intergeneraticaramission as a first priority in
language revitalization (1991, 39). Lewis and Sisjon their EGIDS scale for language
vitality, measure intergenerational transmissiooras of five important factors, the
others being “the identity function, vehicularitierary acquisition status, and a societal
profile of generational language use” (2010, 103).

Albert Lord, in his ground-breaking work on orgi@traditions, explains the
crucial role transmission plays in regard to epi¢gith oral poetry we are dealing with a
particular and distinctive process in which oralrteng, oral composition, and oral
transmission almost merge; they seem to be diftdamets of the same process” (2000,
5). In other words, transmitting oral tradition€kas olonkho depends on repeated live
performance opportunities over a long time permdppreciative audiences. So as |
condensed Coulter’s description of GMSS levelg@atng the DDT, | have formulated
a column which measures the number of PerformergoiPnances, and Appreciative
Audiences (PPA). This “condensed description” ifeCoulter’s thinking while

distilling the important variables down to theseethto create the diagnostic instrument.

Innovation: The interaction of stable and malleainldiving traditions

As mentioned above, innovation is the second ingmbrfiactor in the vitality of an
ICH expression. In explaining some of the dynamicsnovation, | have found Brian
Schrag’s model of stable and malleable infrastmastio be a framework providing
powerful insight into how enduring creative tragiits are energized. Schrag’s model

comes from his work with a dance group in Camenobare he observed that stable

%4 Seehttp://unesdoc.unesco.org/images/0018/001836/183689(p. 9. Accessed January 18, 2012).
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infrastructures interact with malleable ones tat@ealynamism>° His conclusions are
remarkably germane for olonkho:

Bamiléké music-makers create culture through thstentul exercise of the most

plastic—or malleable—of their physical, social, andsical infrastructures to

strengthen the most stable... Without creative, {@astalleable structures to
infuse new energy into the stable structures—bgisg) for example—the stable
structures will stagnate and dissipa&@d without stable undergirdings, the

creators in malleable forms will have no placeaadntheir hats. (2009)

My analysis of “stable and malleable” in olonkhdimsited to four performance
facets (music, dramatic, performer-audience intevacand oral-verbal arts), rather than
a broader socio-musical analysis such as the ome&did with Bamiléké culture. After
exploring some of the stable and malleable palede@ to olonkho, I discuss the
interactionof stable and malleable elements, demonstratiagtieir interdependent
nature provides dynamism in olonkho performanceally, | address further approaches
to understanding the stable and malleable contleqiagh the viewpoints of other
scholars’ writings.

In Figure 6.4, | have outlined four olonkho perfamge facets (music, drama,
performer-audience interaction and oral-verbal) avith some examples of the
corresponding stable and malleable pairs for eatdgory. These pairs could be

expanded to other olonkho performance aspects,aaiclothing, gestures, or other

derivative forms and performance settings.

255 Schrag’s definition oinfrastructurefor this model is “any social construct that enaldad influences the

transmission and reception of a message” (2012}dfiaes his terms: “a stable infrastructure astbaeis temporally
and locationally regular—and thus predictable—axtulets tight ...organization. More malleable infragttures, on
the other hand, are temporally and locationallggeiar, unpredictable, and are more loosely orgatii2012, 13).
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Figure 6.4:Stableandmalleablein olonkho through the lens of four elements.
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Dynamism in the interaction of stable and malleable

Having outlined some stable and malleable elemaraknkho, it becomes clear
that it is thenteractionof stable and malleablghich make the olonkhosut’s art possible.
If everything was stable, there would be no impsatary spark and olonko would
become locked, or frozen. If there were no stal@ments, such as formulas and themes,
the olonkhosut’s job would be too difficult. But @honkho, thestableformulas and other
elements are used in thwlleablere-creation of the particular performance. These
interlocking concepts can be seen in Bauman’s ghien about formulaic expression in
epics (my terms noted in brackets):

The ready-madenesstébility] of the formulas makes possible the fluency

required under performance conditions, while teibility [ malleability] of the

form allows the singer to adapt his performanctaéosituation and the audience,
making it longer and more elaborate, or shorterlassl adorned, as audience

response, his own mood, and time constraints nagtdi (1975, 303)

Although this model may be useful for understaneshynzharacteristics of music
and arts, it is especially true for epic formswinich there is a complex web of stable and
malleable structures interacting with one anothesyiding emergent performances
bursting with creativity. For example, Lord contsathe typical Western idea sbng
with the concepts understood by the epic singeegard to what is “stable and
malleable” in the song. He writes,

Whereas the singer thinks of his song in termsfthable plan of themes, some

of which are essential and some of which are netthink of it as a given text

which undergoes change from one singing to anothidrs.idea of stability, to
which he is deeply devoted, does not include thedimg, which to him has never
been fixed, nor the unessential parts of the stdeybuilds his performance, or

song in our sense, on the stable skeleton of marathich is the song in his
sense. (2000, 99)
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Beyond the four facets mentioned above, there thuer onalleable elements that
appear to be breathing new life into olonkho rd\agdion. They are exemplified by the
following: new story lines—some based on historyegend, others fictional, humorous,
or even (recently) erotic in nature; expandingtipes of people performing olonkho to
include children and young people; expanding exgioes of olonkho to other related
arts (like dramatic arts); and expanding olonkhanhs to religious expression outside
Sakha traditional Animist belief systems.

Other writers have observed this phenomenon ofmigra in stable and
malleable interactions and have used different$eand approaches to describe similar
realities intersecting with the topic of innovatidtor example, Victor Turner, in writing
about incorporation and transformation and of @xgspatterns in rituals, describes a
level of innovation and transformation that maypheleathe life into olonkho:

New meanings and symbols may be introduced or nayswf portraying or

embellishing old models for living, and so of remegvinterest in them. Ritual

liminality, therefore, contains the potentiality frultural innovation as well as the
means for effecting structural transformations with relatively stable
sociocultural system. For many transformations afrepurse, within the limits of
social structure and have to do with its intermlistments and external adaptions

to environmental changes. (1980, 165)

If Turner is right and if olonkho flexes to adaptthe significant cultural environment
changes during this period of post-Soviet turmedipecially in areas such as changing
worldviews, values, and entertainment tastes) ay enjoy renewed interest by its Sakha
audiences. Another thoughtful author on transmisard innovation, Paul Ricoeur,
asserts that tradition is

not the inert transmission of some already deadsiepf material but the living

transmission of an innovation always capable affpeeactivated by a return to

the most creative moments of poetic activity. [A].tradition is constituted by
the interplay of innovation and sedimentation. @,98)
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This enlivens the definition of a “stable” elemékeé tradition, because even tradition is
the product of both innovation and sedimentatioiit p over time. Connerty writes in
similar terms, commenting on Ricoeur’s “innovatammd sedimentation” model in
relation to narrative forms:
Again the relationship is one of reciprocity; aghe concept of defamiliarization,
the act of innovation presupposes a sedimentedrorentional form, while the
sedimented form can only be seen as conventiorta ibinas an innovation
which deviates from it.... the narrative paradigmas ahistorical, but is itself a
sedimented structure that could be transformechbgvation. (1990, 393)
So while a rubric of “stable and malleable elemeistshe model | find most useful in
understanding the phenomenon of dynamism and hmiaties to innovation, the
concepts of sedimentation, incorporation, and faansation all illuminate innovation for
olonkho in useful ways. Regarding innovation’s noleevitalization, Coulter writes,
The revitalization goal is surely exemplified bg@mmunity that is actively
creating, developing, and changing a music...withppeplaying around in that
stylistic space. And though the upper levels of@MSS include regional,
national, and international support, the focus gsv@mains on the home
community. Therefore, the crucial stage for musigtalization is Stage 3,
Vigorous. This is the point at which a music’s ¢sge is very stable, and
continued creation within that style is assure@1(@ 11)
The levels of creation, development and innovaitioa genre like olonkho are clearly
tied to its future survival. But when the revitaliion of a centuries-old tradition like
olonkho becomes tied to maintaining canonical takteay dampen or even completely
snuff out the innovative moments and creative lsunseded for its survival as a living
tradition. And unless that “live tradition” is tramitted to a new generation with both
stable and malleable elements intact, the traditibve olonkho performance will

eventually die out, only displayed in a “lockedtrdo (possibly as a Sakha national

symbol) for government sponsored concerts and ékdrib. The choice whether or not
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to support innovation and transmission in olonkbdgrmance will be decided by Sakha
people in the coming decades as they continueabvd#h the forces of change that are

sweeping Yakutia.
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CHAPTER 7
SITTING “UNDER THE MOUTH” IN CHANGING CONTEXTS
The attaining of the UNESCO Masterpiece award actbfs like transmission
and innovation in olonkho are crucial issues whagely rest on the shoulders of
modern-day Sakha people. Olonkho revitalizationldesen (and will be) affected by their
choices in these areas. There are, however, igstoglobal, and political forces which
have affected olonkho and the entire egpedafor more than a century. They continue to
exert pressure on olonkho performance practicenayging the milieu in which olonkho
is performed and enjoyed by audiences. “Sittingeurthe mouth” is undeniably a
different experience now than it was a century ageummary of influences mentioned
in the preceding chapters will include evidenceshzinge in the following areas:

a) three major political regimes (tsarist, Sovagig post-Soviet);

b) performance space (from intimate home contextonhcert stages);

c) season and time of day (from dark winter nigbtdaytime year-round);

d) competing venues of entertainment (from nore tast array of media);

e) levels of orality (from a pre-literate populatito a highly literate one);

f) Sakha language fluency (from understanding acdieams to lack of fluency);
g) competing musical styles (including Russian glatbalized pop music styles);
h) material compensation (from gifts of food anddimg to stipends or money);
i) length of performance time (from unlimited toryesmall; e.g. 520 minutes);

J) age of performers (from largely older peoplatburgeoning number of youth);
k) learning contexts (from relatives and home prenfinces to lessons at school);
) repository of texts (from oral to written forno$ the text);

m) worldviews (from unified view of spiritual/physil realities to various views);
n) performance format (from one-person format tdtiaperson and theatrical);

0) economy (animal husbandry to collective farme&ngual urbanizationd’and

p) function (from entertainment to ethnic identitarker).

0 gee E. Stuart Kirby (1963, 37-38).
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Most of these forces of change have been discusdbd preceding chapters, but
the last one (the change in the function of olongadormance toward being an ethnic
identity marker), is a significant element thatetess exploration, as it provides us with

clues to possible future paths for olonkho.

The role of colonial and post-colonial relationsthnic identity

Olonkho began to be perceived as an ethnic idemigsker as early as the 1930s,
when Joseph Stalin began to populate his gulagsma&mbers of the Sakha intelligentsia
(especially poets and writers, but including spaltleaders); a number of these were
seen as olonkho proponents (Cruikshank and Argug608, 103). Even some
ethnographers writing about minority cultures ia 8oviet Union were imprisoned
during these years (Knight 2004). Although thereassolid evidence that an olonkhosut
was sent to the gulags solely for performing amkitm, many people were convicted for
crimes of “bourgeois nationalism” (Cruikshank anady@nova 2000, 102) which usually
entailed a package of accusations ranging fronpfingpriate song texts” to religious
beliefs not in accordance with the official Sopelicy supporting a “scientific-atheistic
propaganda” (Khazanov 1993, 185; N. A. Alekseyed&Q17).

American anthropologist Ted Levin’s extensive exgaee in Russia, both before
and after the fall of the Iron Curtain, led himtlb@ opinion that there was a disastrous
ideological effect on the people colonized by tlei8ts. He writes that the “Soviets
were imperial micromanagers. No aspect of liferbmas too trivial to attempt to bring
into conformity with the prescriptions of Marxisehinist doctrine” (2002, 191-192).

Levin goes on to point out that an obsession wathtrol over ideas was a hallmark of
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Soviet colonialism. It was not enough for the Statsimply reform the political and
economic foundations of the North. Ideological cohivas deemed necessary to achieve
the State’s goals, and the management of the dosmelnperformed expression of
approved folklore genres was thought to be a crpeid of Soviet ideology. Levin calls
the Soviet system’s relationship to folklore onépathological coupling of
demagoguery and repression... against the texts)stdalklore experts, and with the
entire traditional medium as a necessary contexofklore” (2002, 191-192). Levin’s
close friendship and collaboration on a varietpujects with respected Soviet
ethnomusicologists such as Eduard Alekseyev andritiabk Suzukei lends a ring of
credibility to his assertions. He writes that thenaes a battle against not only folklore
carriers but against its scholars as well. “Th@ldgical criteria and censorship that were
applied in the world of literature were transfertedhe area of folklore as well... It
became just as dangerous to sing about what oneeevemsing as it was to publish”
(2002, 191).
More than a decade ago, Cruikshank and Argunovedgs&ople in Yakutia’'s
Tatta ulus about their Soviet era memories. Thegpondents spoke in terms of their
“cultural roots” being pulled from the ground dugithe time that prohibitions against
local writers were publicized:
All subsequent expressions of Sakha culture wetedden on the grounds that
Tatta manifested “the worst expressions of bougyeationalism” so that, in the
words of one older man with whom we spoke, “to &pmaenly, they wanted to
remove the roots from the ground so that no new@llwriters would emerge
from this place. Those who continued to sing, tiosteries or to write them, were
imprisoned or lost their jobs. (2000, 110)

Because of the repressions begun in the 1930sepreated periodically throughout

Soviet rule, Sakha people began to perceive olorkhan “anti-Soviet” activity and the
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seeds for its role as ethnic identity marker wéamted deep into their national
consciousness. As other changes took place in Saddiety that slowly edged out
olonkho as a widely-enjoyed form of entertainmémese seeds began to grow,
eventually transforming their perception of olonkhmm one of pleasurable pastime to a
marginalized and vaguely dangerous activity.

During the period of perestroika, Soviet oppositioward indigenous art
expressions began slowly to thaw and a culturatakxation movement began to
develop. After the Soviet Union’s collapse in 199991, the State finished the process
of rehabilitating the names of those persecutedkdted in the gulags>’ This process
only sharpened the association between theseibatbgures of the Sakha intelligentsia
and the activities for which they had been punishadtions connected to their ethnic
identity. In this way, these names which at oneetiwere linked to “bourgeois
nationalism” became the cultural and national hexfe¢he Republic of Sakha. In fact,
“...by 1996, the names of these writers were assedtiaith widespread cultural
revitalization throughout the republic” (Cruikshaakd Argunova 2000, 111). They were
celebrated with large monuments in the public segiand their names attached to
universities and institutes.

But naturally, revitalization initially affected ipnarily those cultural elements
which had not completely died out—that which wasilgaaccessible to performers and
audiences alike. The favorite national instrumtre,Sakha jaw hargiiomu$, and song

forms such atoyukand especiallgegeren saw immediate revitalization, as did the circle

%7 Rehabilitation clearing the names and reputations of the peiopieestion, with official State
acknowledgement that they had been repressed liticgloand/or ideological reasons.
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dance ¢huokha). ?°® But olonkho was less accessible for a numberagaes. Its
practitioners, the olonkhosuts, had all but dietlaod the few remaining lived in remote
locations far from the capital. Olonkho was no lengasy to listen to, and the language
was archaic. Lifestyles had changed and no oneeddotstay up and listen all night for
several nights in a row to a story they could bawlderstand. While some valued the
Kolesov recording (enough to recommend it to ma aisiting American
ethnomusicologist) and Sakha folklore scholars vieer®y documenting it and analyzing
it before the last performers died out, virtualtyane was thinking about its
revitalization during the difficult decade follovgrthe fall of the Soviet Union.
Lauri Harvilahti’'s works (1996, 2000) explore a ety of epic traditions in
which negotiations of national, ethnic, ideologjaald religious identities and values
play a central role, often superseding the acteatgived enjoyment of the epoS He
asserts that sometimes revitalization of an epidition has much more to do with the
function of expressing a people’s cultural ideald alentity than it actually does with
enjoying a work’s performance. He underscores that
the desire to reinforce the people’s self-esteethtamrouse respect for their own
heritage and culture is among the main tasks @jpas (even within an oral epic
poetry culture)... The political role of the epicssimengthening cultural and
national identity varies over a large spectrum &diog to the prevailing
sociocultural situation. (1996, 45-46)
| believe that this phenomenon, which Harvilahsd&es both in terms of its relation to

function(being used for strengthening cultural and natiatentity) accurately describes

the current role of olonkho in modern-day Yakutia.

%8 5ee Appendix H and the DVD for examplekbbmustoyuk andohuokai
9 Harvilahti has studied LatviaBear Slayerand Tibet'sGeser a cycle of epic poems from Tibet, China,
Buryatia and India (1996, 40) as well as Altaiccspi
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Recently-published research by Olga Osipova, arebker at IGl, confirms this
function for olonkho in modern Sakha society. ©@sgresearched how olonkho reflects
the ethnic identity of modern representations ef$lakha people and to what degree
olonkho, as a cultural value of the people, ischdiain the formation of ethnic identity
(2011, 1). Her sociological fieldwork during 20001® was in the regions of Yakutia
which were historically the strongest in terms loinixho performancé®® The resulting
data demonstrates that “the recognition of olonkbi@ masterpiece of oral folk creativity
by UNESCO led to an increased status of the epasnasional symbol” (2011, 4§*

When asked how they view the heroic epos of olonBB&6 of Osipova’s respondents
chose this answer: “Olonkho is the foundation efnlational culture of the Sakha
people”(2011, 5)*°?In those regions, at least, olonkho is recognaeteing connected
to Sakha culture and identity. A full 81% of resgents felt that olonkho is a folk
heritage that should be protected (2011, 5).

Surprisingly, Osipova’s research showed that “tlagomity of respondents see the
primary problem [is...] that olonkho is not neededsbyiety, regardless of the
acknowledgement of its value for peopfé” (2011, 7). She concludes that “olonkho,

without a doubt, is seen as a cultural value ferSlakha people, although it does not

%0 These were the “Amginskii, Megino-KangalasskiittiFeskii, Ust-Aldanskii, Gornii, Namskii,
Khangalassskii, and Churapchinskii regions” (Ospa011, 3).

2L [Tpu3HaHMe 0NOHXO meneBpoM yCcTHOTo HapoaHoro TBopuectsa FOHECKO nmpuBeno k NOBBIIEHHIO
cTaTyca 3Moca Kak HaupoHaisHoro cumBona” (2011, 4).

%2 These percentages are rounded to the neareshpéfbe questions and answers mentioned here, in
Russian, follow: Kak Bel olieHrBaeTe repoudeckuii amoc ojoHxo?” Answers: Ononxo — pyHaameHT
HaLMOHAIBHOM KyIbTypbl Hapona caxa” (83.2%)... “BonbmuncTBO (81.1%)0npoImeHHOTo Hace eus
CUUTAET, YTO OJIOHXO — HapOJHOE NOCTOSIHUE, KOTOpoe HaJo Oepeub 1 coxpanats”’ (2011, 5).

203 “BOJIBIIMHCTBO NPOIIEHHOTO HACEJIEHHs TIABHYIO MPOGIEMy BUIAT ...B TOM, UTO CaM OJIOHXO He
BOCTpPeOOBaHO y 00IIeCTBa, ke HECMOTPS Ha OCO3HaHHMe JtobMU ero tieHHocTH” (2011, 7).



204

enjoy popularity in society” (2011, 85 Since this is relatively recent research in
comparison to Vinokurova'’s in 2007 (see AppendixiFaffords insight into the
effectiveness of the governmental programs for mtomg olonkho as a vital cultural
heritage of the Sakha, but reveals that the gqgidais still weak.

Revitalization in the context of “national awakegiimppears to be a common
phenomenon, especially in post-colonial contextRil®/‘colonialism” is commonly
used in terms of geographical distance (often oholy a body of water) from the
imperial power to the colonized, Said, in his b@kKtureand Imperialismsuggests that
a geographical definition of colonialism is not gdate in this case. He points out that
“Russia... acquired its imperial territories almastlesively by adjacence. Unlike
Britain or France, which jumped thousands of midegond their own borders to other
continents, Russia moved to swallow whatever langkeoples stood next to its borders,
which in the process kept moving farther and fartteest and south” (1994, 10).

In another model, Hechter provides a similar cosioln through his term
“internal colonialism” (1975), which acknowledgé®tunusual nature of Russian and
Soviet colonialism, problematizing, as Said dodsnded understanding of colonialism
which defines itself in relation to distance andlies of water. These two concepts
(internal colonialismandcolonialism through conquest of adjacent terrifoaye
important for establishing the relevance of thenteolonialismin relation to the Soviet
period. Even the periods during which Soviet poastensibly supported olonkho (e.g.
naming of a WWII era tank after the hero-wariyurgun Botuy staging an olonkho

theatrical performance in Moscow, and receivinghklmsuts into the Soviet Writers

2644 O110HX0, Ge3yCIOBHO, PACCMATPUBACTCA KaK Ky/IbTypHAs LIEHHOCTh HAPOJA Caxa, OJHAKO He HMeeT
nonyasipHOcUT B obIectee” (2011, 8).
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Union), these “supportive” actions can be undemdtoaderms of primarily benefiting the
colonial power rather than those colonized. Fanmiritgs in this regard about the
conflicting ideological tensions that were reflette how the Soviets treated indigenous
musical culture:

As elsewhere, folk and popular musics helped te ¢nese nations a voice. But at

the same time, centralized support for those musgenerous subsidies for folk

ensembles and for the dissemination of informattwaughout the Soviet

Union—was conceived as contributing ultimately tosgthe cohesion of the

State itself... in a spirit of affirmation and metational pride. (2005, 513)
These observations are important, as they plac8dkiet support structures for folk
music culture directly in the realm of colonialiistpetus. The stated benefit focused not
on the peoples from which the musics came, buherState’s broader goals, which
largely focused on meta-national pride and keefliedregions” from revolting.

Aubert, in writing about the folklore ensemblegparted by the State,
emphasizes how they retained an outer appearanaddfon, while subverting the
essence of its meaning to the people.

[T]he Communist states, which considered thesepgan efficient means of

mass education and consolidating sentiments abmatcohesion... [through]

propaganda and normalization. The intervention twasadicate the substratum
of beliefs and practices in which these expressizere anchored, preserving
instead the appearance — or rather a counterfiEplete of all substance, all

metaphysical significance. (2007 50)

In her insightful article, “Traditional music inetcontext of the socio-political
development in the USSR,” Kosacheva describes iremetail the ways in which
attitudes toward folklore reflected the colonigbiaations of Soviet powers under Stalin.
The primary policy on the arts, she reports, was ¢ central control. This control was

maintained through systems that the governmenttamghparatus could manage—folk

music festivals, contests, and auditions. Kosackenaludes that the consequence was
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that it “largely suppressed and belittled the inwsational character of folklore. Folklore
became professionalized; professional music oftaadition had to comply with the
requirements of European-type concert performaasedon numerous rehearsals. It
also had to comply with rather severe constraintperformance duration (1990, 18-19).
Olonkho performance practice changed during theeSgeriod in exactly the
ways Kosacheva describes, with a growing emphas@ankho theatrical performances
performed in concert halls rather than homes, tieguin severely limited performance

durations—measured in minutes, rather than daysrf@lonkho.

Sakha responses to neocolonial relations with ¢iméec

It is important to note that in Yakutia’s case, #1& century is a period of post-
colonialism in the sense that it is still dealinghathe past and current effects of colonial
policies. Although the Republic of Sakha (Yakutg}till part of Russia, like other
Russian “autonomous republics,” it is slowly losthg small measure of autonomy that
it gained in the early 1990s. For example, begigmmnDecember 2004, the president of
Yakutia (and each leader of the other republisshow appointed by Russia’s president
and presented to the provincial legislature faficattion rather than elected by the
people. In addition, in the mid-90s, the Russiavegoment repealed a 1992 agreement
which had allowed a large percentage of the préfiis: local mineral assets to be
controlled by the republic rather than by Moscowl@r and Vinokurova 1996, 107).
These are just a few examples of control beingmesluby the center after a brief, initial
period of autonomy. In hidistory of Modern Russj&ervice writes about this period:

“The authority of ‘the centre’ was ceaselessly aoméd” (2009, 557).
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Moore uses the termeocolonialto describe those post-colonial contexts in which
it is unclear whether the colonialist powers arthdiiawing or advancing. His thoughts
on the challenges facing post-colonial culturesasrapt description of the complex
tensions in Yakutia today:

According to a rough consensus, the cultures dicptmial lands are

characterized by tensions between the desire tonamy and a history of

dependence, between the desire for autochthonthanfdct of hybrid, part-
colonial origin, between resistance and compliatyyd between imitation (or
mimicry) and originality. ...And the danger of retoliment, or of a neocolonial

relation, is ever present. (2001, 111-112)

This concept oheocolonialrelations, a recalling of freedoms once giverexactly what

is happening in Yakutia at this time. Moore bel®tiee post-Soviet sphereuriquely
post-colonial and muses as to why writers are ddtessing this feature of post-Soviet
space (2001, 114). One of the key characterisgasnhphasizes which applies directly to
olonkho renewal is what he calls “compensatory lemd This is expressed in “an
exaggerated desire for authentic sources, genexratiythic set of heroic, purer ancestors
who once controlled a greater zone than the peuplepossess” (2001, 118). Certainly
olonkho revitalization can be seen in this light.

All the same, having experienced at least two desad relative freedom from
centralized control, Yakutia has experienced sofitkeoprocesses that the “breakaway”
regions did and is therefore clearly in the speutai post-colonial space, exhibiting
many of the characteristics of post-colonial reattito Soviet power. Bhabha remarks
on the complexity of those responses, noting thatré¢sulting identities are often more
multifarious than they are dualistic, especiallthi colonizers were in power for an

extended time period. He suggests that in examithiegultural resources of post-

colonial contexts, we should be careful to “crigqu.the positive aesthetic and political
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values we ascribe to the unity or totality of cuits; especially those who have known
long and tyrannical histories of domination andmegsgnition. Cultures are never
unitary in themselves, nor simply dualistic in tela of Self to Other” (2006, 153.56).

These observations certainly apply to Yakutia, whhbe rejoinders to a
colonializing past are complex. Sakha voices aspaerding to their new freedoms in
various ways, one of which is by negotiating a Saklentity that includeslonkhoas
one of its major iconic representations. One ofrtiwst poignant illustrations of this
phenomenon is that the Republic of Sakha (Yakigiajten referred to as thend of
Olonkho.For example, a headline in the republic-wide newsp#akutiaon June 6,
2009 heralded the presence of “Titans of wresiinipe Land of Olonkho.” The phrase
deti zemli olonkh@"Children of the Land of Olonkho”) is the titleff the annual
children’s olonkho competitionMastera zemli olonkh{masters of the Land of
Olonkho) was the craft competition’s name at thel28ummer festival. Such examples
indicate that the idea of the “Land of Olonkhoglely understood to be a metaphor for
the Republic of Yakutia (Sakha) and the Sakha geopl

Rethman, in an article on “Ethnography in the Fastiet Cultural Context” is
another writer who acknowledges, as Bhabha doesmnthortance of a nuanced approach
in understanding the complex ways people negatieie positionality with respect to
their colonizers. Rethman draws from Malkki's copicef the nation as a “generative
source of knowledge” (1995, 5) and emphasizesdtieearole that people in post-
colonial contexts have in framing their own realifgethman writes,

Nations and communities associate and situate #lgessin both parochial and

transnational frameworks of identity and knowledg@Understanding this] helps
us to move beyond the simple dichotomies of colem@lonized and oppressor-
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oppressed by accentuating the links and assocsatiations forge to situate
themselves within a web of extralocal cultural ites. (1997, 771)

The Sakha are highly adept at forming these limksassociations, doing much more
than responding in a monolithicly defensive martoghe pressures from Moscow. Their
use of the UNESCO Masterpiece program to bringgeitimn to olonkho and to the
Sakha Republic is one response—and it is a powenfe) but there are other responses
as well. The way | was enthusiastically receivef akutia as an American olonkho
researcher is a result of this reality—I am onéhoke extralocal links perceived as
contributing to Sakha transnational identity asiiuce highly valued and recognized by
nations around the world. Although the Sakha amknfor their hospitality and warmth
to all outsiders, | have enjoyed the extra warnfitbrded to me in this role of foreign
researcher studying the “favored genre” of olonkho.

The 2f' century began as an uncertain period for the SRigpaiblic, especially
in regard to the freedoms bestowed (and then nejdkeMoscow. Uncertainty also
looms over the question about what will becoméhef$akha Republic; stability there is
elusive, yet highly sought after. Rethman assketdne of the strategies frequently
employed during liminal periods of turmoil is augt to nostalgia, invoking historical
and geographical attachments which create analtusf stability. Rethman engages
Battaglia’s ideas (1995, 77) on the nature of igs&taand how it expresses more than just
our attachment to an idealized construction abdweipiast but also articulates our desires

for the present and future:
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Nostalgia as a historical practice...on the one rearables its users to appropriate
and assert feelings toward their own history amdhe other hand, allows them
to express their detachment from a disempoweriagshhpresent.... nostalgic
practices articulate a vision that desires whahotbe had: stable histories and a
stable reality. (1997, 772)
Is olonkho merely an instrument for nostalgia? <t an intrinsic part of constructing a
stable future for Sakha people? Can it be bothArRan and Battaglia posit that finding
one’s positionality in regard to the past is a t@grappling now with the future’s
challenges. If they are right, then a robustlyteized olonkho may be crucial for the
Sakha people’s future as they seek to forge artitgehat acknowledges their heritage
and leverages it into tomorrow. Concerning the tiaggd past-present-future nature of
identity, Ernest Renan, in his article “What is atidn?” observes that nationhood has
two important foci: one lies in the past and theeotin the present.
One is the possession in common of a rich legaeyeshories; the other is
present-day consent, the desire to live togethemill to perpetuate the value of
the heritage that one has received ... A heroic gasat men, glory... this is the
social capital upon which one bases a national ilednave common glories in
the past and to have a common will in the pregerttave performed great deeds
together, to wish to perform still more — thesetaeeessential conditions for
being a people. (1990, 19)
| believe Renan has expressed here a core vahlenkho—it not only expresses the
glories of the past, but also a common will in pinesent and a hope for the future, all of
which is closely connected to negotiating the mmdpnial (and neocolonial) realities
faced by the Sakha.
There are a number of scholars engaging post-@blapproaches and applying
them to revitalizing the indigenous culture in Rassnorthern regions. For example,

Schindler writes, “Hechter's model [of internal onialism] predicts the assertion of

indigenous cultures in response to overwhelmingidation by the core, and this is
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exactly what we see happening among the northeplee... today” (1991, 76). Another
example is Serguei Oushakine’s work (2000), whidtiresses Turner’s concept (1969,
103) of “liminal entities” and the ways in whichgyde express their attachments to
signifiers which they invoke from the past.

Turner explores the ways in which individuals négfetchoices in relation to
cultural symbols, concluding that there are twgoeses which are quite common: one is
to change the usage pattern of old symbols, aiosawhich Oushakine calls the
paradigm of remaké000, 1007). According to Oushakine, anothesjds response is
to alter one’s “attitude to the old symbols; thetprn of symbolic production can be
labeled thgparadigm of revivalBoth strategies, however, are aimed at keepia@lith
signifier/symbol intact... [and] both activate thelividual's creative ability within the
rigid symbolic frames of the previous era” (20000Z). Bothremakeandrevival can be
seen in the way thafonkhois being revitalized in the second decade of tiec2ntury.
For example, Yakutia's enthusiastic policies towadtalizing traditional olonkho
practices are examplesravival, while remakeis seen in olonkho’s expansion to include
new versions which extend the traditional undeitamof what constitutes olonkho
performance, such as theatrical and staged perfar@sastrictly memorized (rather than
improvised) performances, and a yearly Ysyakh sunfestival on an olonkho theme.

Although epic traditions can be repressed and rusoi@e circumstances can even
cease to function as “living epics,” relegatedre written word or lost forever, Rene
Louis summarizes well the predisposition of thecégadition to endure the ebb and flow
of societal change. He observes that an epic iwadit

passes from singer to singer and from audiencad@ace, to assume new forms
according to the tasks and the profound tendemditge eras which it traverses
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and the countries into which [it] spreads, aboVénalesponse to the sovereign
imagination of the singers who adopt it as theinoWithin the supple and
accommodating framework of tradition these singémspic themes, narrative
schemas, and formulaic styles never stop improyisgw details, new episodes,
and creating countless “variants” of the originalriw (1958, 10)
If a tradition like olonkho is going to be transtad from one generation to the
next, then its sustainability as an epic traditol lie in its malleability. This capacity
for flexing is necessary to withstand the windslodnge, winds that less flexible genres
cannot withstand and which can cause their densisigiag traditions. Change is

inevitable, but a living epic tradition which tajpgo the deep values and identity of a

people will create a dynamism that provides thesepith a long life.

Lessons learned from the revitalization of otheiaA%pic traditions

Olonkho is not the only epic being revitalizedhe context of UNESCO
initiatives. Van der Heide and other scholars hstudied the Kyrgyz epiManas,and
the Korean epic traditiop’ansori has been studied extensively. Because of thelglaral
which exist between these genres, especially bettveetwo Turkic-based epics of
Manasand olonkho, it is likely that observations ansslens learned about change in

these other Asian contexts will be also applicablenderstanding change for olonkho.

Revitalization in the Kyrgyz Manas
Van der Heide’s book oWMlanasreports it is largely transmitted through

apprenticeship, a process which is being facilitétg UNESCO revitalization initiatives
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including festivals, competitions, conferences, atiter events often supported by
government funding®® She writes,
Manas is passed on through a living and lively tnadition... Manaschi... give
recitals at festivals and Manas competitions, ..tee&i social gatherings or in
schools and universities, and their recitals acatbcasted on radio and television.
There are Manaschis of all generations, all withrtbwn version of the Manas
epic, reaching audiences of all generations. (20038,
The UNESCO description dflanashighlights the role of apprenticeship in transnoiss
noting that the epic still has a valued role in ¢iyz society:
The epics remain an essential component of Kyrdgatity and continue to
inspire contemporary writers, poets, and compossen) today, the traditional
performances are still linked to sacred culturalcgs. Although there are fewer
practitioners nowadays, master[s] continue to tyaung apprentices and are
helped by recent revitalization initiatives suppdrby the Kyrgyz governmefit®
Manasis also seeing both derivatives and innovatioitsimevitalization.
Theatrical performances, movies and novels are sditie derivatives noted by Van der
Heide (2008, 218). Anthropologist Matthijs Pelkreaiaports a parallel to the
appearance of a biblically-themed olonkho in hislgtabout Kyrgyz converting to
Christianity. He documents a recital of dadchi’ (or “Jesus teller”) performing a story
about the life of Jesus in the style ahanasch(2007, 893). The local Kyrgyz pastor
informed him that five morelSachis were being trained. It is quite possible thasthi
trend is being fed by perceived parallels betwesnedManasstories and those of the

Old Testament. In 2009, Richard HewittManasresearcher living in Kyrgyzstan,

presented a paper aMmanasconference at Arabaev University on this topics tork

25 The UNESCO description of Manas highlights the rol apprenticeship in transmission: “The epics
remain an essential component of Kyrgyz identityf eontinue to inspire contemporary writers, poais
composers; even today, the traditional performaacestill linked to sacred cultural spaces. Altijlou
there are fewer practitioners nowadays, mastegjsfitcue to train young apprentices and are helged b
recent revitalization initiatives supported by #yggyz government” (UNESCO -
http://www.unesco.org/culture/ich/en/RL/000@%cessed January 18, 2012).

28 hitp://www.unesco.org/culture/ich/en/RL/0006%ccessed January 18, 2012.
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demonstrates thélanasoral tradition derivatives are ways in which Kyegyeople are
interacting with this epic, adapting it to refleéloe values, spiritual beliefs, worldviews,
and entertainment preferences of the times in wtiely live 2%’

The transcriptions dflanasproduced by the Soviets in the"2€entury reflected
the push for literacy and the development of aeay of universities and research
centers that was already a high priority to thei®ayovernment. Van der Heide notes
the changes that took placeManasbegan to be written down and analyzed:

The written [form ofManag gained in importance over the oral, both as

authoritative source for knowledge production asdoams of disseminating the

tales. Scholars who worked with written texts geipeestige over learned
persons who produced orally transmitted knowledde. introduction of the
scholarly view orManas in combination with the prestige awarded the &niso
transformed the ways people regarded the epic. tdekie image oManasas an
oral epic sustained by the spiritual world arosénaege of theManasas a book

assessed by intellectuals. (2008, 207)

As a result of this intellectual image, the pere€ivigh value for “the written”
was a boon for those Kyrgyz and Russian schola@ved in proliferatingvlanas
transcriptions. It did not last though. In factygonment beneficence came to an end
during the economic crisis of post-Soviet governtnandManaspublications virtually
ceased as well. Scholars either did not receivie plagchecks at all or were paid so little
that many of them were forced to gain employmentirer arenas. Eventually, Van der
Heide reports, “funding foManaspublications slowly emerged from other sourceshsu
as UNESCO, European, American, and Kyrgyzstani NAQ&skish government and

private organizations and private Kyrgyz businessnvost of this funding was given in

the framework of the 1999 anas1,000celebration” (2008, 209), i.e. through UNESCO.

%7 For the text of the paper, sktp:/manasepic.blogspot.com/2009/07/manas-caatiev-university-
june.htmlor go tohttps://docs.google.com/Doc?docid=0AQ-
TYowllUI19Z2GdoOXQ1bnBfMTJjN2cyejZocA&pli=1&hl=en Accessed January 10, 2012.
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In interviews during her fieldwork in KyrgyzstanaW der Heide consistently
found that most people reported readingNfamaswas “better” than hearing the oral
versions but that it was not often read eitf#86he noted that evenanaschislid not
read the written versions to learn the storiescaigih they did listen to recordings.This
dual focus (on both the oral and written versiaepyesents the current stateéMdnas
revitalization for Kyrgyz people. There is a pevesl value, at the grass roots level, for
the literary version (which is not read much) ameré is an official position, supported
by UNESCO and sponsored by the government, whittlesaand supports the oral

transmission process in addition to the literamsians.

Revitalization in Korean p’ansori

Koreanp’ansoriis another epic tradition which has experiencedabzation and
an ongoing development of derivative forms. Theeca least tw@’ansori derivatives
which appeared in the 2@entury — both of which Killick (2003) discussedength.
They have become significant carriers of Koreamonat identity.

The first isch’anggik, a form of multi-performer musical drama whiclbased
on thep’ansori style. After thep’ansorirepertoire solidified into a “canonical” reper@ir
in the nineteenth century, the multi-person theatwersionch’anngik served “as a
vehicle for the introduction of new works” (Pihl93, 229).Ch’anngik was originally
created by Yi Injik, a writer and politician whoeagsit for political commentary in the

early 1900s, but after some initial success, ieegmced decline. In the 1930s, it was

#8«There was general consensus that books cont#ieetluth, because they are well-researched, and if
you read a book, you can study the details... Hewevin the two years | spent Kyrgyzstan| never saw
anyone reading the Manas tale in any published.fdire tale was not read by individuals to pasdithe,
and apart from the eldest son of my host familypne ever claimed that they did. Manas books wete n
used in classes in schools or universities eittah der Heide 2008, 217).
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revitalized as an expression of Korean identity givdn new instruments to supplement
the puk(drum)—the transverse flute, the double-reed pe, the two-string fiddle.
Although troupes began as separate all-male dewrlkle castssh’anggik evolved to
include mixed casts of men and women, which rentwthis day.

Yet anotherch’anggik style derivative occurred when the lead figuresewe
increasingly cast to favor glamorous young femalgess rather than experienced
p’ansorisingers. This led to the formation of the secoadvétive genreyosong kukhik
—an all-female theater, or “women’s national drarfiéflick 2003, 191). This new
derivative came to be distinguished by embracimegsintimental and sensational, as well
as the “modern and cosmopolitan alongside the maltiand in today’s productions it is
not unusual to hear traditional voices and instmtsi@ccompanied by synthesizers... it
is regularly performed overseas (primarily, thougth exclusively) in places with a
substantial Korean population” (Killick 2003, 191).

A significant challenge has begun to affp@nsorireception since it became
identified as part of Korea’s cultural and histatiberitage and declared “Intangible
Cultural Property No. Five” by UNESCO in 198% Although that declaration
demonstrated the value pfansorifor Korean people (and the worlit)has had the

effect of isolating it from its audiences, changihg relationship of the audiences from

29 UNESCO recognizes the effect that its preservatiethods have had on p’ansori: “Threatened by
Korea's rapid modernization, Pansori was designatiational Intangible Cultural Property in 1964his"
measure spurred generous institutional supporgiwini turn fostered the revival of this tradition.
Although Pansori remains one of the most promigentres among traditional stage arts, it has lostimu
of its original spontaneous character. Ironicalys recent evolution is a direct result of theger@ation
process itself, for improvisation is tending todtiled by the increasing number of written textgleed,

few singers nowadays can successfully improvise,camtemporary audiences are less receptive to the
impromptu creativity and language of traditionah&ari.” http://www.unesco.org/culture/ich/en/RL/00070
Accessed January 18, 2012.
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one of “aggression” to “submission"—from a rolepafrticipation to passive alienation
(Park 2000, 276)° Along these lines, Yeonok Jang observes:

The art ofp’ansori seems to be losing its original function as a rsexn

entertainment, as it used to be in traditional etyciContemporarp’ansori

performances are usually organized and arrangegg@grnment agencies...
whose objectives are to promote traditional cultwth nationally and
internationally. Contemporagyansori performances, therefore, have a more
political function, serving as symbols of natiohatitage and/or identity,
although they still provide entertainment. The gesrculturally valued but is
isolated from the general public. With the excaptd the elderly audiences in

Cholla, contemporarg’ansori audiences are not familiar with the genre... The

traditionalp’ansori culture, in which performers and audiences intechwith

one another, is rapidly disappearfi§(2001, 118)

Just as with olonkho, modern, formal stage-typauesrand a lack of knowledge
about appropriate audience participation is deangdhe intimacy of audience
connections to the performance. Withinsori, audiences have become increasingly
silent and “polite”—more likely to clap after a pemmance than to shoah’'uimsae
(responsive vocal interjections) during it. Perfersiincreasingly complain that it is “not
inspiring to perform for an audience that doesraspond” (Jang 2001, 105). Sometimes
the performer has been known to teach the audieoweo shouthi’'uimsae although it
IS not easy to learn when it is appropriate and tedo it with the right words and tone
of voice.

Park asks a poignant question which may well appiis implications to other

epics (and by application, to other artistic forieing placed on the UNESCO

Representative Lists: “Wilb’ansori remain forever encased as an antique remindéeof t

204n p'ansori, the audience’s presence as a notafilgence as a participating supporter or critiitiates

an intertextual negotiation—positive or negative-tween the audience’s communal needs and the
performers’ narrative preferences” (Park 2000, 273)

"1 Expressing a similar view, Park writes, “...vieweslaanostalgic pasp;an could no longer serve as an
arena of unmediated and spontaneous connectiorebetperformer and audience, but, rather, only as an
induced and ideologized past... In the context ofucal conservation, normality dictates reverenceéo
past in place of the pleasure of the present; pfarssori is distanced from the heart to ‘the autivgpast,’
designated ‘national opera,’ the native ‘otherthte hegemonic Western classical opera” (2000, 276).
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past, or will it be allowed a dialectical process-te, perish, or change? Is the duration
of preservation finite, and what follows? Incredidmf its resuscitation at any time in the
future, is the government performing taxidermypdmnsori?” (2000, 279).

Another scholar op’ansori, Keith Howard, proposes that revitalization should
include openness to new lyric themes. He saysiéaservation increasingly fossilizes
the form while at the same time the tradition syded and reinvented as it seeks to
embrace new lyrics about colonialism, tyranny, apdression” (2004, 125). Park’s
conclusion to the dilemma of the modern “passiwgliance is this: “In the context of
p’ansorireception, the process of learning starts witleaming the sanitized manners of
a polite spectator” (2000, 280). Both of theseessuthe need for new lyrics that address
relevant themes, and educating a new generatibstefers—are lessons that can be

conceivably applied to olonkho revitalization.

Common challenges in revitalizing epics

Many conclusions reached by scholars studyingseqich ap’ansori, Manas,
Gesar andBear Slayeparallel my own thoughts on the challenges to kihan
revitalization. We see an acknowledgement of changontexts, beginning with the
meta-national fluxuations of State ideology andtstiing to change in performance
arenas. These “stages” began small, as intimate@tedtainment-oriented family
gatherings, but they grew to public, governmentaspoed festival events calculated to
foster pride in (or admiration of) a monolithicteri caricatured ethnic identity.

Audience reception has changed as well. It is @estng across the board for all

but the theatrical derivatives of epos. Audiencdakresponses which at one time were
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an unconscious and natural part of being engrassthe story are now largely absent,
discouraging the “singer of tales” and further cimiting to shortened texts.

Written texts are burgeoning, along with theinstations into other languages.
They are the product of eager folklorists, anthtogsts, ethnomusicologists, and
comparative literature scholars. But the growingpas of texts, while preserving the
frozen corpses of the once-living epics, are noegaly read by the local population;
they are instead studied at length, dissected emaledinbered for their semiotic, patriotic,
mythic, historic, and even cosmic significance. i kigese freeze-dried, well-documented
texts are memorized and reproduced in tiny incommgmsible bits for tourist and festival
audiences to tuck into their capacious bags aldegsiher bits of memories, jumbled
next to tin imitations of jaw harps and postcartifhe Lena River.

The ray of hope one sees in each of these contegbtsding olonkho, is that the
spark of creativity still glows in the human heditie potential for innovation is always
present, although the response to it can be vanddhe response matters much. If
innovations are accepted and the new stories,dheapproaches to old stories, and new
epic derivatives are allowed to flourish, theimgeission to a new generation is also
likely to happen. Today’s sparkling layers of imation in olonkho may become the

conservative tradition of the next decade, or agnir millennium.
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CHAPTER 8
REFLECTIONS AND RECOMMENDATIONS FOR PATHS INTO THEUTURE

On foam and deep waters

A wise friend from Yakutia recently wrote méi¢ namo 6bITh IPOPOKOM, YTO
npejcKazaTh ruOeNb Hapo/a, TUIMEHHOT0 cBoero poaHoro s3beika” (You don’t have to be
a prophet to predict the demise of a people defrifetheir mother tongyé’* Many
Sakha people feel this way about their languageotimer ethnolinguistic cultural
markers. In the most potent way possible, thesguenéxpressions are the core of what it
means to be Sakha. These carriers of identity pask against decades, even centuries,
of marginalization. They create a space for bregthior creating, and for celebrating the
unique voices of Sakha people. For these reasddiehe it is important for the Sakha
epos olonkho to continue in some form into thereitu

It is still unclear which olonkho forms will endurTheagiotage(craze or
commotion) surrounding olonkho revitalization andgarticular the enormous amounts
of government money being poured into the procassiad the effect of hiding the true
situation. It provides a distinct impression ofitakzation, making it hard to see through
the foam to the deep waters. Alekseyev expresgadsitvay:

You see, folklore has this characteristic, inclgdatonkho—it continues on

because it can endure a latent form of existendecan handle being

underground. And when the situation changes,librs again, as if from nothing.

But the fact is, it was just underground, and teepr it goes, the better, because

it is there that its true nature is preserved. @uthe surface sometimes all you

can see is the “foam” — and the foam is—whooshwhlaway by the wind. For
the “foam” they may put you in prison.... Or they readise you up to the

272 personal correspondence from Eduard Alekseyeuaigr®, 2012.
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heavens, make you a member of the Union of Compok#rink that ten (or
something like that) olonkhosuts were made memdeitse Union of Composers
when it was urgently needed for the war effortti@y create a “Day of
Olonkho”... or a “last olonkhosut’—last this—last thalast, last,... and
government stipends and so forth. This is not sohitoam” as it is a wave, and
waves always have foamy moments. But way down detdpe ocean, it is not
affected by wave§’®
These thoughts hearken back to his bBolklore in the Context of Modern Culturie,
which he writes about the way folklore traditiorac¢'come back to life after a long
period of apparent extinction... occasionally undher influence of ethnomusicologists
appearing ‘on the spot.” Any folklore tradition .s[comparable to a] top—keeping
upright as long as it’s in motion” (1988, 235). 3is an apt metaphor for the movement
engendered by the intertwined dynamics of innowvadind transmission, stable and
malleable, oral and verbal. With this in mindrbpose a few thoughts on possible future

directions for olonkho based on the data gather¢hlis research. | see them in terms of

paths, likely to diverge from one another in thamfeture.

Paths into the future

If the Diagnostic Decision Tree for music shift pes to be a robust predictor of
music viability, then transmission and innovatioill wontinue to be the primary factors
determining the direction of shift. This leaveswith at least three possible future paths
for consideration:

1) If there is vigorous transmission of traditidgaderformed olonkho to the next
generation, but no innovation in plots, derivatjv@sadaptations to the modesreda
the result will be canonization of that which igrismitted, with the state of epic

creativity “locked” into standardized performanceshibitions, concerts and festivals to

273 plekseyev and Larionova, 2010. [See DVD]
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support national concepts of ethnic identity. Nt jYakutia, but the world, will lose a
uniquely improvisational art.

2) If there is no transmission of the traditionallostradition, but there is abundant
innovation, then derivatives such as theatricalrggt, books, movies, and computer
games will thrive, overwhelming and drowning out thaditional version, which
(without attention to transmission) will eventuadlye. It will be replaced by functional
substitutes which satisfy the need for affirmindsaethnic identities, but the unique
improvisatory performances of the master olonkrogull be lost.

3) If there is transmission of the traditional impisatory art of olonkho with
abundant innovation, both within the traditionainfi's boundaries and in creating new
derivatives, then olonkho will flourish in many fos and a burgeoning, truly sustainable
revitalization will take place.

In reflection on the tripartiteme-place-eventframework used to gather and
organize my data on olonkho, it seems to me thabme form or another (at minimum,
in mediated forms), olonkhotameis not up; I believe it will continue to exist mthe
distant future. Thelaces(spaces) in which olonkho is performed and invokade
grown from small family gatherings around the fisg@ over long winter nights to lavish
stage settings and festival crowds. They've evemwgrbeyond Russia—from regional
and republic-wide Yakutian contexts, to Japanesigeaages watching it with subtitles, to
the international stage of the prestigious UNESC&stdrpiece awards. Its mediated
presence has grown from the lone voice of GavrleKov over radio to huge archives of
audio and video recordings accessible through $¥agliev’s Internet portal to anyone

in the world with a computer and broadband Inteaceess.
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The path that theventof olonkho performance will take is in the handshe
Sakha people, both individually and collectiveReither of these two important
processesnnovationor transmissionare neglected or actively opposed by Sakha
people, true revitalization of the traditional fowmil fail. Currently, there are strong
efforts in the direction of general education abaohkho and transmission to those
wanting to learn. This is having a tangible effectthe level of knowledge about
olonkho, beginning with pre-school children andngpall the way up through adults who
attend the annual summer Ysyakh festival and etijeyheatrical presentation there.

Vigorous transmission levels of timprovisationaj oral art, however, is not yet
visible, and other innovative forms such as nevispdmd derivatives are still few and far
between. The vast weight of history and traditioovpde plenty of stability for the
olonkho tradition; it is olonkho’s malleable facethich need nurturing, not the stable
ones. It is surprising and interesting to note that similar way to the developments in
Kyrgyzstan, some of the creative approaches in ¥aka new olonkho-style stories are
coming from Sakha Christians, a group some migpeeikto be stuffy, narrowly
conservative, and even anti-culture in their vieBust the biblically-based stories, while
featuring new heroes, still reflect the worldviesgues important to a good epic: good
versus evil, unified spiritual-physical worlds, géice for loved ones, purity of heart, and

the larger than life hero-warrior one can depentbdisave us all.”
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Recommendations

There are a number of practical ways in which éwells of innovation and
transmission can be fostered for olonkho. | promeseral, adding my own ideas to
others that have been suggested to me in the grotesy research.

First, we need to take good care of the masteikblosuts still alive, while
finding and supporting more. With millions of dolaeach year going into olonkho
revitalization projects such as books, conferentésyses of Olonkho,” festivals, and
theatrical productions, there ought to be morelalika for the transmitters of the oral
tradition. | do not hold the opinion that money caive all problems, but if there are
more than two people in the Republic of Sakha wdnelthe improvisatory abilities of a
master olonkhosut and if those people will berfediin financial support so they can
devote their lives to passing on their art, thdt @ a good investment. After all, the
government stipend for one olonkhosut is only al$ii®,200 USD per year, barely a
kaplia v morygdrop in the ocean) for an overall budget of i, but adequate for a
modest lifestyle in Yakutia. In addition to stipsnthe government can provide a system
of reimbursement for expenses, so that money gpetransmission activities are
reimbursed and not borne by the olonkhosut.

The low number of acknowledged master olonkhosusiurgent problem, as it
demonstrates fragility in the system. The two renmg acknowledged master
olonkhosuts are elderly and not able to travebadir Yakutia energetically transmitting
their art. There needs to be a larger cadre ofenatinkhosuts, with vigorous efforts to

find them and support them.
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Second, Yakutia should create at least some inssamfperformanceand
learning contextshat better reflect the original performance spaées we saw from
Chekhorduna’s account of her childhood experiengad,of the magic of olonkho a
century ago was the home atmosphere on those lengtar nights. The mesmerizing,
flickering fire in the fireplace, the moaning wirttie dark cold winter night beyond the
frosted windows and the late night hours, with be@es and family gathered around,
entranced by the magical stories. This contextasenakin to the darkened conditions of
a theater atmosphere and should be part of thesendory aesthetic experience
(Finnegan 2002, 227). In contrast, modern olonkérégomance contexts are usually
either washed in stage lights or displayed in bmadmer daylight (during the summer
Ysyakh festivals), possibly even with the thumpstigains of semi-Russianized festival
music stage close by, easily overwhelming the feagpundscape being created by the
lone olonkhosuf™

Learning (transmission) can also be brought motméwith traditional contexts.
Yakutia could create a state-funded (or evenly miaflinded) apprenticeship system,
where those who wish to study the oral art of olamkan apprentice themselves to a
master olonkhosut. They can either follow their toearound in their travefs? or
apprentice through a studio-based systémhere they will spend many hours each

week listening to olonkho, practicing their skiég)d acquiring the formulaic mastery

274 | am grateful to my husband, William Harris, fbist observation. His background in television aitrd
makes him sensitive to these issues, which | beliewbe of crucial importance.

25| am indebted to Eduard Alekseyev for this idea for his consistent reminders that the authentic,
deeper layers of folklore are destroyed by the edratage andgiotageof exhibition-focused

revitalization efforts.

28| am happy to acknoweledge Michat Domagata asthece of this idea. He believes that businesses in
Yakutia which have high visibility and large budgésuch as the diamond and gas companies) should
become patrons of these olonkho studios, fundiagtim return for PR underscoring their support of
Sakha arts. This capitalizes on the ethnic pridksaatus for olonkho revitalization, leveragingpit good.
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required to improvise within the genre. This systeay benefit from capitalizing on 21
century Sakha values —a sense of ethnic pride amghpeal to a certain degree of
elitism—by careful attention to admitting and prothg only the best quality performers.
Yakutia already has such a system for classicalgiams. The campus of the
Higher School of Music outside Yakutsk is a boagdschool for musically gifted young
people who come from all over Yakutia. A select fwdition for the limited spots
available and study with the top musicians in Yakufhe Sakha government pays for
the education of the children obtaining those cedetpots, and in return, Yakutia has the
prestige of a cadre of students who regularly wternational music competitions all
over the world>”” An environment in which the students are surrodrziean artistic
sredais ideal for producing top specialists in the@ldi?’® Whether thisredais modeled
on a studio model orkochevniknomadic) one, the important ingredient is large
amounts of focused time spent in acquiring theaand, most importantly, this time must
be spent “under the mouth,” i.e., in direct contaith the master of the living, oral art.
Third, Yakutia must rebuild its epgredg educating and attracting enthusiastic
audiences. This is already a focus of Yakutia'siiAction and they are making some
progress, especially through theatrical presematity the Theater of Olonkho and the

Ysyakh festivals focused in part on olonkho. B@réhis still much that must be done,

77| am grateful to the Republic of Sakha for promilihis facility, as my own family benefitted griyat
from it. Not only did my daughter receive her earlysic education there, winning her first piano
competitions as a student there during the lat®4,98ut the foundation she received eventuallytdeal
doctoral-level music education funded by otherifagons in Russia and the United States (see
www.katpiano.corp This would not have been possible without theegoment funding of the Higher
School of Music. For a website featuring the widedjyebrated Ensemble of Violinists of the Higher
School of Music, sebttp://discover-classics.ru/Yakutia/

2’8 The effect of an intensive artist milieu can haueprising results. When | was in close contach e
Higher School of Music in the late 1990s, one teacWalentina Larionova, told me that by the tirhe t
students were in fourth grade, half of them hacetigped perfect pitch.
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and appreciative audiences for traditionally-perfed solo olonkho are rare, almost non-
existent. What can be done to foster the growtlppireciative audiences?

| agree with Dora Gerasimova, Valeri Burtsev, atiters that one possible
approach is to encourage increased innovation nitite boundaries of the genre itself.
New olonkho stories and plots which reflect thditiea of modern Sakha life, values,
and worldviews will draw audiences in a way that did stories fail to do. Initiatives in
this direction will also benefit from the above gegtions about multisensory and
multidimensional performance contexts. If perforic@nontexts are designed to
reproduce the conditions of being “under the mduthwhich the audiences are drawn
into a different world, forgetting the difficultiesf their lives and being immersed in the
mir olonkho(world of olonkho), then audiences will grow, bathsize and in focused

appreciation for the stories.

For further study

Many questions remain unexplored by this reseprofect. For example, a more
in-depth comparative analysis with the revitaliaatefforts ofManasis likely to yield
helpful insights. | hope to have the opportunityhe future to explore this phenomenon
which parallels olonkho in so many ways. A morertlugh study of the revitalization in
other epic traditions such p&nsori and theGesarepic, although they are further
removed from olonkho than the Central Asian Tugqics, is also likely to provide
insights. | intend, however, to focus much of miufe research on related Siberian and
Central Asian epic forms, seeking ways in whichghaciples learned through my study

of olonkho can apply to revitalization efforts ither parts of the world.
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Other questions which have only been briefly cedeand which deserve further
exploration are related to acquisition of improtis@al oral-verbal arts in contexts where
there is a high rate of literacy and an abundahegiten texts. Is it possible for highly
literate people to acquire the improvisationaligbdf musical-verbal formulaic
language? Some of my respondents predict it is &#sipte and some of the classic texts
like Lord’s Singer of Talesvould affirm that dire prediction. If that is tlease, then most
oral art may eventually die out completely, agéity is a growing phenomenon world-
wide. | am hopeful that there are still possilatifor transmission, even in the face of
growing literacy. Those ways need to be discovaratiencouraged.

The Diagnostic Decision Tree and the Graded M8kift Scale need to be tested
in a variety of contexts, both geographically anthwarious music-related genres. How
broadly do these models apply? Do they apply ewaroh-musical art forms? What
measures are being successfully undertaken in ottmeexts that can inform our
understanding of sustainable futures for threateeenles such as olonktfé%Although
these questions and others remain unexplored bydkearch, | hope the data and
conclusions presented here will contribute to tteeving body of knowledge related to
epic studies. | hope it will encourage the revaatiion of declining oral-verbal-musical

genres, and enhance our understanding of sustaimattives in revitalization.

2’9 The program headed by Huip Schipp&sstainable Future$iolds much promise for discovering the
answers to these questions. The results for thialintage of the project should be available i62Q013.
Seehttp://www.sustainablefutures.com.amdhttp://www.regional.gov.au/regional/ona/nasf.aspx
(accessed January 18, 2012). Research on olonkhooténtially provide a contribution to the onggin
discussions on sustainability issues generatecchipfers’ collaborative project.
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Final reflections

As | reflect on this project and the unusual opyaity | have had over the last
decade to observe olonkho move from marginalizezblebrated, from “forgotten” to
recognition as a Masterpiece, | am at once elatdchambled by the responsibility and
the privilege | have been given as a researchelrégew my field journals,
remembering those sleepless nights and mosquitenldays jouncing around the dusty,
sweltering back roads of Yakutia, a comment | wanteJune 16, 2009 stands out: “Maria
has gotten permission for us to videotape an irdernand performance of Pyotr
Reshetnikov, a privilege that |, to this day, candfy comprehend.” At that time,
Reshetnikov was considered the “last living olorsditd The interview with him that
day and his performance were truly privileges thaill never forget. One of the
memorable things he told me that helped me to whaled my place in olonkho
revitalization was this:

The audience for olonkho is less now because theg forgotten how to listen to

olonkho, as an oral creation, as an attractivelyreaeation of humanity. There

used to be lots of olonkhosuts, great olonkhofi#sause there was a community
of listeners. In the past (as you asked), olonktsosere elevated, and if the
olonkhosut was good, even great, one whose namespraad around the
republic, people would make an effort to come, eivem far away to hed&f®
As | reflect on the effect of my presence that dam reminded that my “effort to come,
even from far away to hear” was not unnoticed bgHeénikov and other Sakha people,
and that my coming has in its own way contributethe revitalization process.
| am glad that these efforts which have consumedifejor several years are

appreciated by Sakha people and by olonkhosutariicplar. But the benefit has been a

mutual one, because | have been immeasurably edriébrever changed really, by my

20 |nterview with master olonkhosut Pyotr ReshetnikoCherkékh, Yakutia, on June 16, 2009.
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interactions with them, by their stories aboutroeening marginalization and their
commitment to the cause of olonkho revitalizatilowill always be grateful that | had the

privilege to “sit under the mouth.”



231

BIBLIOGRAPHY

Abusch, Tzvi. 2001. “The Development and MeaninghefEpic of Gilgamesh: An
Interpretive Essay.Journal of the American Oriental Soci€t21 (4): 614-622.

Ahmad, Aziz. 1963. “Epic and Counter-Epic in Medikindia.” Journal of the American
Oriental Society83 (4): 470-476.

Aksénova, Irina. 2009. Interview with author in Yk, Yakutia. June 8.

Alekseyev, Eduard Ye. 1969. “Novoe v yakutskom rkatziom folklore”[New trends in
Yakut Musical Folklore]. IfMuzika narodov Azii i AfrikiMusic of the peoples of
Asia and Africa], compiled and edited by Victor ¥gradov, 116-131. Moscow:
Soviet Composer.

. 1976.Problemy formirovaniia lada: na material yakutska@rodnoi pesni
[Problems of mode formation: From the material okirtefolk musit. Moscow:
Music.

. 1988.Folklor v kontekste sovremennoi kultury: rassuziidensudbakh
narodnoi pesnjFolklore in the context of modern culture: Thoughisthe fates
of folk songk Moscow: Soviet Composer.

. 1989a. “K postroeniiu tipologii muzykalnogposa” [Toward a typology
construction of the musical epos].Muzyka¢posa. Statii i materialyMusic of
the epos:Articles and materidldoshkar Ola, Russia.

. 1989b. “In search of adequate methods for arabyfsiraditional music:
Towards a theory of meaningful sound productiorapé& given at the Second
Soviet-American meeting of ethnomusicologists, Wgsh University.

. 1996. “O muzykalnom voploshchenii olonkho” [Ore tinusical incarnation of
olonkho]. InMonument®f theFolklore of the Peoples of Siberia and Far East
Vol. 10, “Yakut Heroic Epic ‘The Mighty Er SogotoRmMNovosibirsk: Nauka.

. 2009. Interview with Robin Harris in Malden, Mashusetts. May 18. Available
with English subtitles dtttp://eduard.alekseyev.org/video10.htétcessed
February 22, 2012.

Alekseyev, Eduard and Anna Larionova. 2010. Ineaxvith author in Malden,
Massachusetts. April 20.



232

Alekseyev, N.A. 2008Etnografiia i folklor narodov SibirifEthnography and Folklore
of the People of SiberialNovosibirsk: Nauka.

Alekseyev, N.A, N.V. Emilyanov and V.T. Petrov, ed995.Predaniia, legendy i mify
sakha (yakuto)Stories, Legends and Myths of the Sakha (Y gkérs)n the
seriesMonument®f Folklore of the Peoples of Siberia and Far Ea&tl. 9,
Novosibirsk: Nauka.

. 2003.0Obriadovaia pe@ziia sakha (yakutoRitual poetry of the Sakharom
the serieMonument®f Folklore of the Peoples of Siberia and Far Ea#bl. 24,
Novosibirsk: Nauka. CD-ROM enclosed.

Alekseyev, Nikolai Seménovich. 2010. Interview wailithor in Mytakh, Yakutia. June
20.

. 2011. Interview with author in Yakutsk, Yakuti2ecember 13.

Argunova, Tatyana. 199¥.akutsko-russkoe dvuiazychie [Yakut-Russian biihgn].
Yakutsk: Yakutskii Nauchny Tsentr SO RAN.

Asafyev, Boris. 2008Symphonic Etudes: Portraits of Russian Operas aalteB.
Translated by David Haas. Lanham, MD: Scarecrowg$re

Ashcroft, Bill, Gareth Griffiths, and Helen Tiffil995.The PostColonial Studies
ReaderNew York: Routledge.

Aubert, Laurent. 2007he Music of the Other: New Challenges for Ethnooalsgy in
a Global AgeTranslated by Carla Ribiero. Burlington, VT: Ashg&ublishing.

Balzer, Marjorie Mandelstam. 1991. “Yakut.” Encyclopedia of World Culture& 404—
407. Boston: GK Hall & Co.

. 1993. “Dilemmas of the Spirit: Religion and Atk in the Yakut—Sakha
Republic.” InReligious policy in the Soviet Unipedited by Sabrina Petra Ramet,
231-251. Cambridge, England: Cambridge Univergigs®.

. 1995. “A State Within a State.” Rediscovering Russia in Asia: Siberia and the
Russian Far Easiedited by Stephen Kotkin and David Wolff, 139-188monk,
New York: M.E. Sharp.

. 2006. “The Tension between Might and Rights: 8#ms and Energy
Developers in Post-Socialist Bind&€turope-Asia Studies8 (4): 567-588.

Balzer, Marjorie Mandelstam and Uliana AlekseyeViraokurova. 1996. “Nationalism,
Inter-ethnic Relations and Federalism: The CagsheBakha Republic
(Yakutia).” Europe-Asia Studiegl8 (1): 101-120.



233

Batalden, Stephan and Sandra L. Batalden. IP9& Newly Independent States of
Eurasia: Handbook of Former Soviet Republizd ed. Phoenix, AZ: Oryx.

Battaglia, Debbora. 199Rhetorics of self-makindBerkeley: Univ. of California Press.

Bauman, Richard. 1975. “Verbal Art as Performangerierican Anthropologist7 (2):
290-311.

. 1977 Verbal Art as Performancé’rospect Heights, IL: Waveland Press.

Bauman, Richard and Charles L. Briggs. 1990. “seaind Performance as Critical
Perspectives on Language and Social Lifemhual Review of Anthropology
19:59-88.

Beliaev, Victor Mikhailovich. 1975Central Asian Music: Essays in the History of the
Music of the Peoples of the U.S.SRited and annotated by Mark Slobin,
translated by Mark and Greta Slobin. Middletown, @/esleyan Univ. Press.

Bhabha, Homi K. 2006. “Cultural diversity and cu#ébldifferences.” InThe Post-
Colonial Studies Readegdited by Bill Ashcroft, Gareth Griffiths and Helen
Tiffin, 155-157. New York: Routledge.

Biebuyck, Daniel. 1976. “The African Heroic Epidéurnal of the Folklore Institut&3
(1): 5-36.

Biliukina, A. A. 2006. “Olonkho and the birth of ¥at theater.” InOlonkho v teatralnom
iskusstve: 1 respublikanskaia nauchno-prakticheskanferentsiigOlonkho in
the theater arts: The First republic-wide sciemtifiractical conference; theses
and material}y edited by Dr. Y. A. Vinokurova and L.D. Petrovi24-125.
Yakutsk: Arctic State Institute of Culture and Arts

Blacking, John. 19734dow Musical is Man®Seattle, WA: University of Washington
Press.

. 1995. “Music, Culture, and Experience.”Music, Culture and Experience,
edited by Reginald Byron, 223—-242. Chicago: Chiddguversity Press.

Bragina, D. G. 200%:tnicheskie etnokulturnye protsessy v Respublikye Sakha
(Yakutia): 7690-ye gg. XX v[Ethnic and Ethnocultural Processes in the
Republic of Sakha (Yakutia): The 70s—90s of tfifeCéntury. Novosibirsk:
Nauka.

Bremmer, lan and Ray Taras, eds. 19@&ions and politics in the Soviet successor
states Cambridge: Cambridge University Press.

Burtsev, D.T. 1998Yakutskiiepos olonkho kak zhatfwakut epos olonkho as a gehre
Novosibirsk: Nauka.



234

Burtsev, Valeri. 2009. Interview with author in Makk, Yakutia. June 9.

. 2010. Interview with author in Yakutsk, Yakutiune 28.

. 2011. Interview with author in Yakutsk, Yakutiz2ecember 12.

Bynum, David E. 1968. “Themes of the Young Her&arbocroatian Oral Epic
Tradition.” PMLA 83 (5): 1296-1303.

. 1980. “Review of OinasHeroic Epic and SagaWestern Folklore39 (4):
327-332.

Chadwick,Nora K. and Victor Zhirmunsky. 196@ral Epics of Central Asia.
Cambridge: Cambridge University Press.

Chekhorduna, Ekaterina. 2011. Interview with auihorakutsk, YakutiaDecember 6.

Clark, John. 19007 History of Epic Poetry (Post-VirgillianEdinburgh: Oliver and
Boyd.

Connerty, J.P. 1990. “History’'s Many Cunning Passaaul Ricoeur’s Time and
Narrative.”Poetics Today 1 (2): 383—403.

Coulter, Neil R. 2007Music Shift: Evaluating the Vitality and Viabiliof Music Styles
among the Alamblak of Papua New GuinehaD dissertation, Kent State
University.

. 2011. “Assessing music shift: adapting EGIDSddtapua New Guinea
community.”Language Documentation and Descriptib®: 61-81.

Cowdery, James. 200Kategorieor Wertidee The early years of the International Folk
Music Council.” InMusic’s Intellectual Historyedited by Zdravko Blazeko¥i
and Barbara Dobbs Mackenzie, 88%1. New York: Répertoire International de
Littérature Musicale.

Crate, Susan A. 2002. “Vilui Sakha Oral History€eTKey to Contemporary Household
Survival.” Arctic Anthropology39 (1/2): 134-154.

. 2006. 'Ohuokhai Sakhas’ Unique Integration of Social Meaning and
Movement.”Journal of American Folkloré19 (472): 161-183.

Cruikshank, Julie and Tatiana Argunova. 2000. “Reiilbing Meaning: Memory and
Indigenous Identity in the Sakha Republic, Yakutictic Anthropology37 (1):
96-119.

De Vries, Jan.1963eroic Song and Heroic Legendondon: Oxford University Press.



235

Dunn, Stephen P. and Ethel Dunn. 1963. “The Tramsition of Economy and Culture
in the Soviet North.’Arctic Anthropologyl (2): 37-38.

Egorova, Aelita. 2008urung Kullei: OlonkhoBerdigystyakh: Ulekyyhe.

Emelianov, Nikolai V. 1964. “Pismo A. Ye. Kulakovalio E.K.Pekarskomu” (letter of
A. E. Kulakovskii to E. K. Pekarskii). IKulakovskii. Sbornik dokladov k 85-
letiiu o dnia rozhdeniia Alekseia Eliseevicha Kuagkogo (Collected Papers
from the 85th Anniversary of Aleksei Eliseevichakalskii) edited by G.
Basharin: Yakutskoe Knizhnoe lzdatelstvo: Yakutsk.

. 1996. “The Orphan Husband: The Epic ForefatheénefUraangkhai
Sakha Tribe.’Anthropology and Archeology of Eurasda: 57-94.

. 2000.Siuzhety olonkho o zashchitnikakh plenj@hots of olonkho about
guardians of the trible Novosibirsk: Nauka.

Emsheimer, Ernst. 1991. “On the ideology, functimusical structure and style of
performance of Siberian epics.” 8tudia Ethnomusicologica Eurasiatica Il
translated by Robert Carroll, 15168. Stockholm: The Royal Swedish Academy
of Music.

Ergis, Gyorgiy Ustinovich. 200&8cherki po yakutskomu folklofi&Essays on Yakut
folklore]. Yakutsk: Bichik.

Fanning, David. 2005. Review of “Soviet Music aratiety under Lenin and Stalin: The
Baton and the SickleMusic and Letter86 (3): 512-513.

Fanon, Franz. 196The Wretched EartiHdarmondsworth: Penguin.

Fenn, John and Jeff Todd Titon. 2003. “A Conveosatwith Jeff Todd Titon.'Folklore
Forum34 (1/2): 119-131.

Finnegan, Ruth H. 1978 World Treasury of Oral Poetrgloomington: Indiana
University Press.

. 1996.0ral Traditions and the Verbal Arts: A Guide to Bach PracticesNew
York: Routledge.

. 2005.Communicating: The Multiple Modes of Human Interoection New
York: Routledge.

Fishman, Joshua A. 199Reversing Language Shift: Theoretical and Empirical
Foundations of Assistance to Threatened Langudgiesedon, UK: Multilingual
Matters Ltd.

Foley, John Miles. 1993.he Singer of Tales in Performan&oomington: Indiana



236

University Press.

Forsyth, James. 1992 History of the Peoples of Siberia: Russia’s Na&k#ian Colony
15811990.Cambridge: Cambridge University Press.

Freland, Francois-Xavier. 2008aisir I'immatériel: Un regard sur le patrimoinevant
[Capturing the intangible: A look at a living herggg. Paris: UNESCO.

Gabysheva, L. L. 200%0olklorny tekst: Semioticheskie mekhanizmu ustaniigti
[The folklore text: Semiotic mechanisms of oral nrgindlovosibirsk: Nauka.

Gerasimova, Dora. 2010. Interview with author irki¥tsk, YakutiaJune 24.

Gogolev, A. . 1992a. “Basic Stages of the Formratbthe Yakut People.”
Anthropology and Archeology of Eurasia (2): 63—-69.

. 1992b. “Dualism in the Traditional Beliefs of thf@kuts.’Anthropology and
Archeology of Eurasi&l (2): 70-84.

. 1992c. “Several Features of the Yakut Ethnocealtuknthropology and
Archeology of Eurasi&1 (2): 10-18.

. 1996. “Epic-mythological world of the Sakha.”language, myth, and culture
of the peoples of Siberia: A collection of scientiforks 10—21 Yakutsk:
Yakutsk State University Publishers.

Grigorian, G. G. 1957. “Muzykalnaia kultura lakutslASSR” [Musical culture in the
Yakut ASSR]. InMuzykalnaia kultura avtonomnykh respublik RSEF8Rsical
culture of the autonomous republics of the RJF&dRted by G. I. Litinskogo.
Moscow: n.p.

Gupta, Akhil, and James Ferguson, eds. 1@Qilure, Power, Place: Explorations in
Critical Anthropology.Durham, NC: Duke University Press.

Harris, Robin and Frank Fortunato. 2010. “The Ceado of Local Arts in Orality.” In
Orality Breakouts: Using Heart Language to TransfoHearts.edited by Samuel
Chiang, Steve Evans, Robert Gillchrest, Margaretdam, Laurie F. Nichols, and
John White, 113-118. Hong Kong: International @yadletwork and Capstone
Enterprises.

Harvilahti, Lauri. 1996. “Epos and National Identity: Transfations and Incarnations.”
Oral Tradition11 (1): 37-49.

. 2000. “Altai Oral Epic."Oral Tradition15 (2): 215-229.

Harwood, Dane L. 1976. “Universals in Music: A Rastive from Cognitive
Psychology.”Ethnomusicology0 (3): 521-33.



237

Hunter, Justin, Man Yang, Da Lin, and Robin Har2i811. “Perceiving the Intangible:
Critical Perspectives of Intangible Cultural Hegigain Four Asian Contexts.”
Panel of four papers chaired by Ricardo Trimillotha Society for
Ethnomusicology (SEM) meetings on Nov 19, in Pteladia, PA.

Hechter, Michael. 19739nternal Colonialism: The Celtic Fringe in Britiddational
DevelopmentLondon: Routledge and Kegan Paul.

Heda, Jason. 2001. “Report Regarding a Conferem&gpa Creativity.”Asian Folklore
Studiess0 (1): 147.

Hewitt, Richard. 2009. “Bridging Divided Religiona:Comparative Analysis of Kyrgyz
Jakyb and Biblical Jacob.” Paper given at a Manasf€ence in Arabaev
Kyrgyz State University on June 12 in Bishkek, Kstan.

Howard, Keith. 2004. “Review ofoices from the straw mat: Toward an Ethnography of
Korean Story Tellingpy Chan E. Park.Bulletin of the School of Oriental and
African Studies, University of Londé@:1 (124-126).

lllarionov, V.V., U.H. Dyakonova, S.D. Mukhoplevaa. 2008.Y akutskiye narodnye
skazki[Yakut folk talef Vol. 27 of the serieMonument®f Folklore of the
Peoples of Siberia and Far Eadtovosibirsk: Nauka.

lvanov, V. N. ed. 2007Yakutia: Istoriko-kulturny atlapYakutia: Historical-cultural
atlag. Moscow: The Government of the Republic of Sakhak{}ia) and the
Institute of Humanitarian Research of the Reputili€akha.

lvanov, V. N., E. N. Romanova, A. E. Pakharova, @096.Ustoichivoe razvitie stran
arktiki i severnykh regionov Rossiiskoi Federatdkiontekste obrazovaniia, nauki
i kultury [Stable development of the arctic regions of thesRuag=ederation in
the context of education, science, and cult(ifbeses of presentations at the
international forum, Yakutsk, 24-25 July.) Yakut$&l RS(Y)

lvanova-Unarova, Zinaida Ivanovna. 200@adimir Karamzin: An Albuntranslated
into English by Mina Moiseevna Perlman. St. PetergbThe Ivan Fyodorov
Printing House.

Jang, Yeonok. 2001. “P’ansori Performance Styledi@nce Responses and Singers’
Perspectives.British Journal of Ethnomusicologh0 (2): 99-121.

Jansen, Jan. 2001. “The Sunjata Epic: The Ultindatsion.” Research in African
Literatures32 (1): 14-46.

Jansen, Jan and Henk M. J. Maier, eds. 2Bp#& Adventures: Heroic Narrative in the
Oral Performance Traditions of Four Continenidew Brunswick and London:
Transaction Publishers.



238

Jochelson, Waldemar. 1933. “The Yakuwrithropological Papers of the American
Museum of Natural Histor83 (1/2). New York: American Museum of Natural
History.

Johnson, John William. 1980. “Yes, Virginia, Thésean Epic in Africa."Research in
African Literaturesll (3): 308—-326, Special Issue on Genre and Qilzson in
African Folklore.

. 1992The Epic of Son-Jara: A West African Traditibiotes, translation,
and introduction to the text by Fa-Digi Sisoko. &iaington: Indiana University
Press.

Jordan, Bella Bychkova and Terry Jordan-Bychko@®12SiberianVillage: Land and
Life in the Sakha RepubliMinneapolis: University of Minnesota Press.

Kapchan, Deborah A. 1995. “Performancéotrnal of American folklor&é08 (430):
479-508.

Kempton, Daniel R. 1996. “The Republic of Sakhaki1tea): The Evolution of Centre-
Periphery Relations in the Russian Federati&urope-Asia Studie€8 (4): 587—
613.

Khazanov, Anatoly. 1993. “Yakutian Nationalism iisaarch for Identities.” |After the
USSR: Ethnicity, Nationalism, and Politics in then@monwealth of Independent
StatesMadison, WI: University of Wisconsin Press.

Killick, Andrew. 2003. “Road Test for a New Mod&orean Musical Narrative and
Theater in Comparative ContexEthnomusicology7 (2): 180-204.

Kim, Seong-Nae. 2004. “Shamanic Epics and Narrafieastruction of Identity on
Cheju Island.’Asian Folklore Studie§3 (1): 57-78.

Kirby, E. Stuart. 1980. “Communism in Yakutia: Tinst decade (1918-1928)Slavic
Studies25: 27-42http://hdl.handle.net/2115/509A8ccessed January 26, 2012.

Knight, Nathaniel. 2004. “Ethnography, Russian &odiet.” Encyclopedia of Russian
History. Encyclopedia.comhttp://www.encyclopedia.com/doc/1G2-
3404100416.htmlAccessed January 26, 2012.

Kononov, Valeri. 2009. Interview with author in Bgontsi, YakutiaJune 19.

Kononova, Maria 1. 2007Urduk tbritim [Our great joy. Yakutsk: UPK.

. 2009. Interview with author in Borogontsi, Yakutiune 19.



239

Kosacheva, Rimma. 1990. “Traditional Music in then&xt of the Socio-Political
Development in the USSRYearbook for Traditional Musi22:17-19.

Krader, Barbara. 1990. “Recent Achievements in &dwthnomusicology, with Remarks
on Russian TerminologyYearbook for Traditional Musi2z2:1-16.

Krivoshapkin, Dmitri. 2010. Interview with authar Berdigestyakh, Yakutidune 20.
Krueger, John R. 196X.akut ManualBloomington: Indiana University Publications.

Krueger, John R., ed. 1963. “Yakut SSR.Time Turkic Peopleévol. 32 -Uralic and
Altaic Serie¥ Bloomington, IN: Indian University Publications.

Kruks, Sergei. 2004. “The Latvian Ediacplesis Passe-Partoutdeology, Traumatic
Imagination of Community.Journal of Folklore Researchl (1): 1-32.

Kugdanova-Egorova, Elena. 2010. Interview with auih Yakutsk, YakutiaJune 18.

Kulakovskii, Aleksei. 1990Snovidenie shamana: Stikhotvoreniia¢my[The dream of
the shamanVerses and poerhdMoscow: Khudozhestvenaia Literatura.

Kulikova, Anna Nikolaevna. 200%5ovremennyetnokulturnye ietnoreligioznye
protsessy v Yakutii: filosofsko-religiovedcheskiabiz [Modern ethno-cultural
and ethno-religious processes in Yakutia: a phiidscal-religious analysis
PhD dissertation, Blagoveshensk: Amur State Unityers

Larionova, Anna Semenovna. 20@2geren yrya: pesénnaia lirika iakutdDégerén
yrya: Lyrical Song of the YakdtdNovosibirsk: Nauka.

. 2004 Verbalnoe i muzykalnoe v yakutskorr ¢lii yrya [Verbal and musical
in Yakutdiérétii sond. Novosibirsk: Nauka.

. 2010. “A Living Epic Tradition from Siberia: Théakut Olonkho” (translated
from Russian by Robin Harris). Paper presentedaav&id University, on April
19 in Cambridge, Massachusetts.

Law of the Republic of Sakha (Yakutia) on the Sgategram for the preservation, study,
and propogation of the Yakut heroic epos olonkh@fi7-2015. Passed into law
March 15, 2007. 436-3 N 887-111 (in Russian).

Leete Art. 2005 Religious Revival as Reaction to the HegemonizatioRower in
Siberia in the 1920s to 19404 5ian Folklore Studie§4 (2): 233-245.

Leete, Art, and R. Paul Firnhaber, eds. 2@Ramanism in the Interdisciplinary Context.
Boca Raton, FL: BrownWalker Press.



240

Levin, Theodore. 2002. “Making Marxist-Leninist Masn Uzbekistan.” IlMusic and
Marx, edited by Regula Qureshi, 190-203. New York: Ralgée

. 2006.Where Rivers and Mountains Sing: Sound, Music,Nomiadism in Tuva
and BeyondBloomington: Indiana University Press.

Lewis, M. Paul and Gary F. Simons. 2010. “Assessimgangerment: Expanding
Fishman’s GIDS.'"Revue Roumaine de Linguisticp (2): 103-20.

Lincoln, W. Bruce. 1994The Conquest of a Continent: Siberia and the Ruassitnaca
and London: Cornell University Press.

Lord, A. B. 2000The Singer of Tale€™ ed. Cambridge, MA: Harvard University
Press.

Louis, Rene. 1958. “Qu’est-ce que I'épopée vivahtePTable Rondé&32 (9-17).
Translated by Richard Bjornson. In Ousmane Tandit@arraounia, An Epic?”
Research in African Literature24:2.

Lukina, A.G. 2005Traditsionnye tantsy Sakha: Idei, obrazy, lek$ikaaditional dances
of the Sakha: ideas, imagery, tefnisdited by A.l. Gogolev. Novosibirsk:
Nauka.

Lutgendorf, Philip. 1989. “The View from the Ghatsaditional Exegesis of a Hindu
Epic.” The Journal of Asian Studid8 (2): 272—-288.

Makharov, E. M., ed. 200@lonkho—dukhovnoe nasledie naroda saibmnkho-The
cultural heritage of the Sakha peopl¥akutsk: IGI AN RS (Ya).

Malkki, Liisa. 1995 Purity and exile: Violence, memory, and nationamology among
Hutu refugees in Tanzani&hicago: University of Chicago Press.

Maltsev, Misha and Keith Howard. 20(8beria - At the Center of the World: Music,
Dance, and Ritual in Sakha:Yakutia and Burydtiat of two DVDs). London:
SOAS / AHRC Research Centre for Cross-Cultural Masid Dance
Performance.

Melancon, Michael. 2004. “Lena Goldfields MassdcEncyclopedia of Russian
History. Encyclopedia.conhttp://www.encyclopedia.com/doc/1G2-
3404100745.htmlAccessed January 18, 2012.

Merriam, Alan. 1964The Anthropology of Musi&vanston, IL: Northwestern
University Press.

Mikhailov, Boris. 2011. Interview with author in Xatsk, YakutiaDecember 13.



241

Moore, David Chioni. 2001. “Is the Post- in Postcoal the Post- in Post-Soviet?
Toward a Global Postcolonial Critiquée?MLA 116 (1): 111-128.

Mori, Masaki. 1997Epic Grandeur: Toward a Comparative Poetics of Wdtpic
Albany: State University of New York Press.

Moseley, Christopher, ed. 2018tlas of the World’s Languages in Dang8rd ed. Paris,
UNESCO Publishing. Interactive Internet version at:
http://www.unesco.org/culture/languages-atlas/éagatap.html Accessed
January 18, 2012.

Mukhopleva, S. D. 1993 akutskoe obriadovye pesni (sistema zhanPéakut
ceremonial songs: A system of geihréovosibirsk: Nauka.

Nas, Peter J. M. 2002. “Masterpieces of Oral atahigible Culture: Reflections on the
UNESCO World Heritage List.Current Anthropology3 (1): 139-148.

Nauta, Doede. 197Zhe Meaning of Informatioi.he Hague: Mouton.

Nettl, Bruno. 2005The Study of Ethnomusicology: Thirty-one Issues@miacepts.
Chicago, IL: University of lllinois Press.

Oinas, Felix J. 1978leroic Epic and Saga: An Introduction to the World’'s Gréatk
Epics.Bloomington, IN: Indiana University Press.

Okladnikov, Aleksei Pavlovich. 197¥akutia before its Incorporation into the Russian
State Edited by Henry N. Michael and translated from 1955 Russian edition.
Montreal: McGill-Queen’s University Press.

Osadchuk, Svetlana. 2008. “Finding a Remedy folltH&€2are.”"Moscow Times2
August.

Osipova, Olga Valerievna. 2011. “Geroicheskios kakelementétnicheskoi
identifikatsii sakha: Otsenka v obshchestvennommihgHeroic epos as an
element of ethnic identification of the Sakha: Awpeaisal of societal opinions].
Arktika i Seved. http://narfu.ru/upload/iblock/3e8/09.pdkccessed December
14, 2011.

Oushakine, Serguei. 2000. “In the state of postie@@phasia: Symbolic development in
contemporary RussiaBurope-Asia Studigs? (6):991-1016.

Oiyunskiy, P.A. 1975Nyurgun Botur Stremitelny: Yakutskii geriocheggios —
olonkho[Nyurgun Botur the Swift: The Yakut Heroic Epos min®hd (Text),
translated into Russian by Vladimir Derzhavin,stiated by E. Sivtseva, V.
Karamzina, and I. Koryakina. Yakutsk: Yakutsk Kmple Izdatelstvo.



242

. 1997 .Nyurgun Botur Stremitelny: Yakutskii geriochegkios — olonkho \
[Nyurgun Botur the Swift: The Yakut Heroic Epos wi®hd. Performed by
Gavril Kolesov. Recorded in 1962 by Leningradslstialiia gramzapisi.
Remastered in 1997 by Studiia Poligram [KYDYK].

Park, Chan E. 2000. “Authentic Audience’ in P’arisa Korean Storytelling Tradition.”
Journal of American Folklor&13 (449): 270-287.

. 2003.Voices From the Straw Mat: Toward an Ethnographiofean Story
Singing.Honolulu: University of Hawali'i Press.

Pavlova, Masha. 2006. “Reshetnikov, Peter EgoroviochFamous, Devoted, and
Talented Yakutiangvailable at
http://www.yakutiatoday.com/people/reshetnikov_pstémt Accessed
November 3, 2007.

Pegg, Carole. 200Mongolian Music, Dance, and Oral Narrative: Perfang Diverse
Identities Seattle: University of Washington Press.

Pelkmans, Mathijs. 2007. “Culture as a Tool an@®éastacle: Missionary Encounters in
Post-Soviet KyrgyzstanJournal of the Royal Anthropological Institut8 (4):
881-899.

Pihl, Marshall R. 1993. “What iB’ansori?” Chicago Revie\89 (3/4): 227-230.

. 1994.The Korean Singer of TaleSambridge, Massachusetts, and London:
Harvard University Press.

Pukhov, 1.V. 1962Yakutskii geroichesképos olonkho: Osnovnye obraZyhe Yakut
Heroic Epos of Olonkho: Quintessential Imajg&doscow: publisher unknown.

Pukhov, L.V. and G. U. Ergis. 198Stroptivy Kulun KullustuufObstinate Kulun
Kullustuui. From the seriegpos narodov SSYIEpos of the peoples of the
USSR Edited by A. A. Petrosyan. Novosibirsk: Nauka.

Putilov, B. N. 1997 Epicheskoe skazitelstvo: Tipologiiathicheskaia spetsifikEpic
storytelling: Typology and ethnic particularitie$loscow: Isdatelstvo
Vostochnaia Literatura.

Renan, Ernest. 1990. “What is a Nation?Narration and Nationgdited by Homi K.
Bhabha, translated by Martin Thom, 8-22. New Y ®&&utledge.

Reshetnikov, Pyotr. 2009. Interview with authoQherkékh, YakutiaJune 16.



243

Reshetnikova, Aisa P. 1993. “Muzyka yakutskikh &door’ [The music of the Yakut
olonkho]. InMonument®f Folklore of the Peoples of Siberia and Far E&&bl.
4, The Yakut Heroic Epic “Kyys Debiliye26-69. Novosibirsk: Nauka.

Rethman, Petra. 1997Chto DelaP Ethnography in the Post-Soviet Cultural Context”
American Anthropologif9 (4): 770-774.

Rice, Timothy.1987. “Toward the Remodeling of Etthmgsicology.”Ethnomusicology
31 (3): 469-88.

. 2003. “Time, Place, and Metaphor in Musical Exgraze and Ethnography.”
Ethnomusicology7 (2): 151-179.

Reichl, Karl. 1992Turkic Oral Epic Poetry: Traditions, Forms, Poestructure.New
York and London: Garland Reference Library of therénities.

Reshetnikova, A.P. 20050nd siuzhetnykh motivov i muzyka olonkho v
etnograficheskom kontekdgt€ollection of plot motifs and music of olonkho in
ethnographic contektYakutsk: Bichik.

Ricoeur, Paul. 1984[ime and Narrativ Temps et RégitTranslated by Kathleen
McLaughlin and David Pellauer. Chicago: UniversifyChicago Press.

Robbek, Vasili. 1998. “Language Situation in th&l&aRepublic (Yakutia).” In
Bicultural Education in the North: Ways of Presexyiand Enhancing Indigenous
Peoples’ Languages and Traditional Knowledggited by Erich Kasten, 113—
122. Munster: Waxmann Verlag.

Romanova, Ekaterina. 2011. Interview with authoY akutsk, YakutiaDecember 8.
Russian Census. 2002.

http://www.perepis2002.ru/content.ntm|?id=11&doci@®¥15289081463
Accessed December 4, 2009.

. 2010.http://www.gks.ru/free doc/new site/perepis201Eper itogil612.htm
Accessed April 12, 2012.

Said, Edward W. 1994€ulture and ImperialismNew York: Knopf.

Samoilovich, A. N., ed. 193&.akutskii Folklor [Yakut folklore]Leningrad: Sovietskii
Pisatel.

Savinov, Radion. 2010. Interview with author in @gestyakh, Yakutialune 20.

Schiffman, Harold. 2002. “Language Policies in Bogmer Soviet Union.”
http://ccat.sas.upenn.edu/~haroldfs/540/handoutsdos®et2.html Accessed




244

January 26, 2012.

Schindler, Debra L. 1991. “Theory, Policy, and tRarody Severa’ [People of the
North].” Anthropological Quarteriy64 (2): 68—79.

Schippers, H. 2008. “Sustainable Futures for M@ittures: Towards an Ecology of
Musical Diversity.” Australian Research Council kage Grant proposal.
Brisbane: Queensland Conservatorium Research Centre

Schrag, Brian. 2005. “How Bamiléké Music-Makers &eeCulture in Cameroon.” PhD
dissertation, University of California Los Angeles.

. 2009. “Musical Invigoration of Cultural Dynamisma Bamiléké Dance
Association.” Paper read at 40th International Gduor Traditional Music
(ICTM) World ConferenceJuly 1-8, in Durban, S. Africa.

. 2012. “How Artists Create Enduring Traditionddrthcoming)

Seeger, Anthony. 1962. “Music as a Tradition of @mmication, Discipline, and Play.”
Ethnomusicolog®:156—63.

. 1987.Why Suya Sing: a Musical Anthropology of an AmazoRieople.
Cambridge and New York: Cambridge University Press.

Seroshevskii, Vatslav Leonidovich. 1993 [1896dkuty: Opyttnograficheskogo
issledovaniiaYakuts: An experiment in ethnographic resear2hgd. Moscow:
ROSSPEN.

Service, Robert. 2009\ history of modern Russia: From tsarism to thentyeirst
century 3% ed. Cambridge, MA: Harvard University Press.

SeydouChristiane and Brunhilde Biebuyck. 1983. “A Few IRefions on Narrative
Structures of Epic Texts: A Case Example of BambacFulani Epics.”
Research in African Literaturels (3): 312—-331.

Sheikin, Yuri. 2002Istoriia muzykalnoi kultury narodov sibiri: Sravaito-
istoricheskoe issledovanjglistory of the musical cultures of the people of
Siberia: A comparative — historical stujyMoscow: Vostochnaia literatura.

Shelkovnikova, Liubov, Gavril Shelkovnik, and AnAadreeva. 2009. Interview with
author in Borogontsi, Yakutidune 20.

Schischigin, Spiridon. 2010. Interview with autloefPokrovsk, YakutiaJune 25.

Shishigina, Anastasia. 2010. Interview with autimoBerdigestyakh, Yakutialune 20.



245

Shoolbraid, G. M. H. 1973 he Oral Epic of Siberia and Central AsBloomington:
Indiana University Press for the Research CentethiwLanguage Sciences.

Sidorova, Elizaveta, Elena Protodiakonova, and fasés Luginova. 2011. Interview
with author in Yakutsk, Yakutiddecember 7.

Sivtsev, D.K.—Suorun Omolloon, ed. 20@®os olonkho i epicheskaia gmia Sakha
(Yakutov) The olonkho epic and the epic poetry of the Sakla&ts) Book of
works in Russian translatipnYakutsk: Institute of Humanitarian Research,
Sakha Republic (Yakutia), Academy of Sciences.

Skrybykin R. 1995. Translation of Njurgun Botur the Impetuous by FOduunuskay
Into English: The first song.In Vestnik Respublikanskogo Kolledzkedited by I.
I. Shamayev, 2—-113. Yakutsk: MGP Polygrafizdat Yfakago Nauchnogo
Tsentra.

Slezkine, Yuri. 1991. “The Fall of Soviet Ethnoghgg Current Anthropology2 (4):
476-84.

. 1994 Arctic Mirrors: Russia and the Small Peoples of Nath. Ithaca: Cornell
University Press.

Smith, Graham. 199@.he Nationalities Question in the Post-Soviet Statendon:
Longman.

Smith, John D. 1977. “The Singer or the Song? AsRessment of Lord’s ‘Oral
Theory.”” Man, New Series, 12 (1): 141-153.

Solovyeva, Vera. 2010. Interview of the author theAta, GA. March 10.
Stepanova, Maria. 2010. Interview with author inddgestyakh, YakutialJune 20.

Stokes, Martin, ed. 199&thnicity, Identity and Music: The Musical Constioo of
Place.Oxford: Oxford University Press.

Stone, Ruth M. 2008 heory for Ethnomusicologpper Saddle River, NJ: Pearson
Prentice Hall.

Stravinsky, Igor. 2003Poetics of music in the form of six lesso@ambridge, MA:
Harvard University Press.

Ustrushkova, Valentina. 2010. Interview with authoBerdigestyakh, Yakutidune 20.

Sysoliatina Z. G. 2006. “The advantages/priorityratlition: The Republic-wide festival
of young performers of olonkho.” l@lonkho v teatralnom iskusstve: 1



246

respublikanskaia nauchno-prakticheskaia konfergnf€dlonkho in the theater
arts: The First republic-wide scientific-practicabnference; theses and
materialg, edited by Dr. U. A. Vinokurova and L.D. Petrov&,9-186. Yakutsk:
Arctic State Institute of Culture and Arts.

Thompson, Karen, Peter Schofield, Nicola Palmer@unbhara Bakieva. 2006.
“Kyrgyzstan’s Manas Epos Millennium CelebrationssRColonial Resurgence
of Turkic Culture and the Marketing of Cultural Tram.” In Festivals, Tourism
and Social Change: Remaking Worlddjted by David Picard and Mike
Robinson, 172-190. Buffalo: Channel View Publicasio

Tichotsky, John. 200@Russia’s diamond colony: The Republic of Sakrasterdam:
Harwood Academic Publishers.

Tikhonov, Pyotr. 2009. Interview with author in Bgontsi, YakutiaJune 20.

Titon, Jeff Todd. 1992. “Music, the Public Interestd the Practice of
Ethnomusicology.Ethnomusicology6 (3): 315-322.

. 2003. “Textual Analysis or Thick Description?”Tine Cultural Study of Music,
edited by Martin Clayton, Trevor Hebert and Richihiddleton, 171-180. New
York: Routledge.

Tokarev, S. A. and I. S. Gurvich. 1964. “The YaKuls The Peoples of Siberiadited
by M. B. Levin and L. P. Potapov, 243—-304. Chicddpoiversity of Chicago
Press.

Tomskaya E. I. 2006. “Theory and Practice of olankhthe theater arts.” I®lonkho v
teatralnom iskusstve: 1 respublikanskaia nauchradpcheskaia konferentsiia
[Olonkho in the theater arts: The First republictscientific-practical
conference; theses and materials], edited by DA.¥/inokurova and L.D.
Petrova, 102-104.. Yakutsk: Arctic State Institot€ulture and Art.

Trepavlov, Vadim V. 1995. “The Social Status of Wekut Epic Hero.’Asian Folklore
Studiesh4 (1): 35-48.

Turner, Victor. 1969The Ritual Process: Structure and Anti-Structidew York:
Aldine DeGruyter.

. 1980. “Social dramas and stories about the@nifical Inquiry 7 (1): 141-168.

UNESCO. 2001. “Declaration on the Promotion of Grdt Diversity.”
www.unesco.org/education/imld_2002/unversal_deumk Accessed February
27, 2011.




247

. 2003. “Language Vitality and Endangerment.”
http://www.unesco.org/culture/ich/doc/src/00120-pdN; Accessed February 20,
2012.

. 2005. “Third Proclamation of Masterpieces of @@l and Intangible Heritage
of Humanity.” Available ahttp://www.unesco.org/culture/intangible-
heritage/35eur_uk.htpAccessed February 3, 2007.

. 2009alntangible Cultural HeritageOxford, UK: UNESCO.

. 2009b List of Intangible Cultural Heritage in Need of Urgerdf8guarding
Oxford, UK: UNESCO.

. 2009c.Representative List of the Intangible Cultural Hage of Humanity
Oxford, UK: UNESCO.

. 2010.Basic texts of the 2003 Convention for the Safedjogrof the Intangible
Cultural Heritage Luxemburg: UNESCO.

Van der Heide, Nienke. 2008pirited PerformanceThe Manas Epic and Society in
Kyrgyzstan Amsterdam: Rozenburg Publishers.

Vansina, Jan. 1970ral tradition: a study in historical methodologlyondon: Routledge
& Kegan Paul.

Vasenev, Andrey. 2007 “Yakutia Regional ProfilRlissian-American Business
Magazine 12/20/2007.
http://russianamericanbusiness.org/web CURRENTIasti192/1/Yakutia
Accessed January 25, 2012.

Vasiliev, Sergei. 2009. Interview with author inR&sk, YakutiaJune 11.

. 2010. Interview with author in Yakutsk, Yakutiune 24.

. 2011. Interview with author in Yakutsk, Yakutizecember 9.

Vasiliev, S. E., A. N. Zhirkov, V. V. lllarionov, .. Mukhoplyova. 2009.Epicheskoe
nasledie v kiberprostranstvye: Nauchno-obrazovaternnformatsionaia sistema
‘Olonkho™ [Epic heritage in cyberspace: The scigoteducational informational
system “Olonkho]. Unpublished paper from the Yakiu¢ate University, the
State Senate (Il Tumen) of the RS(Y), and IGI RS(Y)

Vasilieva, Y. I. 2006. “O perevode yakutskogo olbakia drugie iazyki” [About
translations of the Yakut olonkho into various laages]. InJstoichivoe razvitie
stran arktiki i severnykh regionov Rossiiskoi Fedsif v kontekste obrazovaniia,
nauki i kultury[Stable Development of the Arctic Regions of thes§tan



248

Federation in the Context of Education, Sciencd,@ulture] (Theses of
presentations at the international forum, Yakugk25 July), edited by V. N.
lvanov, E. N. Romanova, and A. E. Pakharova, 4&u¥sk: IGI RS(Y).

Vinokurova, Dekabrina M. 2007. “Uroven osvedomlestnaselchan i gorozhan ob
olonkho: na primer g. Yakutska i s. Berdigestyakl¥jel of familiarity with
olonkho for town and city-dwellers: Examples frane ity of Yakutsk and the
town of Berdigestyakh]. IProblemy rodnogo iazyka v usloviakh globalizatsiia
integratsii sovremennogo obshchedgiMiother tongue issues in the contexts of the
globalization and integration of modern socjety09-115. Yakutsk: GU ROHPO
Ministerstvo nauki i proftekhobrazovaniia.

Vinokurova, Dekabrina and Yuri Zhegusov. 2011. iwiawv with author in Yakutsk,
Yakutia.December 13.

Vinokurova, Uliana A. 1995a. “The Peoples of th&l@aRepublic (Yakutia): Reviving
the Value of Living in Harmony with NatureSurviving Togethet3 (2): 43-46.

. 1995b. “The Ethnopolitical Situation in the Repalof Sakha (Yakutia).”
Anthropology and Archeology of Euras3d (1): 60-78.

Vitebsky, Piers. 1987. “Yakut.” Imhe Nationalities Question in the Soviet Uniedited
by G. Smith, 304-319. London: Longman.

. 2005.The Reindeer People: Living with Animals and SpintSiberiaBoston
and New York: Houghton Mifflin.

Weeda, Ed. 2005. “Rulers, Russia and the Eighte€etitury Epic."The Slavonic and
East European Revie88 (2): 175-207.

Whittall, Arnold. “Leitmotif.” In Grove Music OnlineOxford Music Online
http://www.oxfordmusiconline.com/subscriber/artigi®mve/music/16360
Accessed April 13, 2012.

Yamashita, M. 2006. “Problemy perevoda olonkhoamenskii iazyk” [The problems
of translating olonkho into Japanese languagelldtoichivoe razvitie stran
arktiki i severnykh regionov Rossiiskoi Federatdiontekste obrazovaniia, nauki
i kultury [Stable development of the arctic regions of thesRug-ederation in
the context of education, science, and cult(ifbeses of presentations at the
international forum, Yakutsk, 225 July), edited by V. N. Ilvanov, E. N.
Romanova, and A. E. Pakharova, 48. Yakutsk: IGNMRS(

Zakharova, Agafia. 2011. Interview with author iakatsk, YakutiaDecember 4.

Zemtsovsky, Izaly. 2002. “Musicological Memoirs Btarxism.” In Music and Marx,
edited by Regula Qureshi, 167-189. New York: Raigie



249

APPENDIX A
RESEARCH QUESTIONS

Time
What are the periods of history onto which we clar {he process of change in olonkho
performance? What were the “turning points” — tbdes of change — around which key
directions for the future were enacted? What ratehange can be observed in these
different periods of time? What metaphors can leelus describe these periods of time?
Who were the power brokers of each period and hdwh& agency of the performers
and audiences of olonkho interact with the powaladdd by these gatekeepers?

Place
What were/are the performance contexts? For exanmplizidual, subcultural, local,
regional, national, areal, diasporic, global, amtlal spaces, performance settings such
as the stage, broadcast media, recordings, festredigious events, and/or ritual
contexts. Who participates in the performance cdftks it always solo performances or
are there ensembles? Is olonkho ever accompamddf 80, by whom and with what
instruments? What role do the various audiencegiplthe way olonkho is performed?
How have the performance contexts changed oveftime

Event

1) Who were (and are) the performers? Are they amellor women? At what age

did they begin to perform? When and how did thay gacognized mastery? What were

their motivations for learning this art and howttley feel about performing? What
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wasl/is their status, role, and significance in egmdce? How have the above realities
changed over time?

2) Who were (and are) the audiences? Who requestserformances and what
kind of performances do they wish or expect to hétéow do their expectations affect
the performer and the content of the performanaeg?fodern audiences, how do they
perceive the changes in olonkho performance p&aticluding performance spaces (in
the broad sense of the term)? What metaphors rdegribe these perceptions? What
are their values and worldviews, and how do thegeets affect their reception of
olonkho? What do they like and not like about teegfgrmances they hear? About the
various derivative forms they observe? What kinéutdre do they visualize for olonkho
in Yakutia, in Russia, and beyond? What are tligias about how olonkhoight be
further revitalized? What do they think about thstainability of the genre of olonkho
into the future? How have the audiences changedtoue?

3) What was/is the content being performed (inecigdnusical material, plots,
narrative styles, poetic content, theatrical sgtjrexpressions of the visual or plastic arts,
and other aspects)? How is content affect by tindserequest the performance? How is
content shaped by the performer? How does the bra#ect, challenge, or disseminate
features of Sakha culture like values, worldviesligious views, aesthetics, concepts of
identity, and political ideologies? How does thatemt change relative to the modalities
and contexts of performance? What is the possifpbact (negative and/or positive) of
preservation of historical content and performastges in the new modalities and

derivatives of olonkho performance? What is the wdlorality, formulaic composition,
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and improvisation in the content of various kindgperformance? What is the status,

role, and significance of the olonkho content inkehistorical period?
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APPENDIX B
SAKHA RESEARCH PARTICIPANTS!

* [rina Vladimirovna Aksénova; member Glok Suola(Path of Life) church, amateur
musician, sings traditional styles.

» Eduard Yefimovich Alekseyev; ethnomusicologist,hautof over 150 articles, books,
and music editions on various ethnomusicology andicology topics (Sakha music
in particular), primary collaborator for this resaa born in Yakutia and living near
Boston at this writing.

» Nikolai Seménovich Alekseyev; olonkhosut, grandesbmaster olonkhosut Semyon
Gregorievich AlekseyeW staraby3, hosted our research team during the festival in
Berdigestyakh.

» Anna Petrovna Andreeva; daughter of Roman Petrodiekseyev (master
olonkhosut).

» Valeri Gavrilevich Burtsev; pastor of Sakha evaruglchurchOlok Suola(Path of
Life).

» Ekaterina Petrovna Chekhorduna; scholar and aothmany books and articles,
focuses especially on writing curriculum to teabfidren about olonkho, father
(Pyotr Afanacievich Chekhordun) was a master oloskih

» Dora Afanasievna Gerasimova; membeOtfk Suola(Path of Life) church; amateur
musician.

» Valeri Seménovich Kononov; retired, drove many siédeound Yakutia on our
fieldwork during the summers of 2009 and 2010; lansbof Maria Kononova,;
member ofOlok Suola(Path of Life) church.

» Maria llinichna Kononova; prolific poetess and aurtbf Christian poem using
olonkho elements; primary collaborator on my fietally organizing our logistics and
making connections to many olonkhosuts and intervespondents; member Olok
Suola(Path of Life) church.

#lwhile these Sakha participants are the ones quntie text of this research, there were manyrothe
participants (Sakha, Russian, and expatriate) péudicipated in this research by providing researc
information, interviews, and other forms of invabl@support.
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Dmitri lvanovich Krivoshapkin; khomus (jaw harp)ager and olonkhosut, brother of
Maria Fyodorovna Stepanova.

Elena Vasilievna Kugdanova-Egorova; music teachdrgerformer of a variety of
music styles.

Anna Seménovna Larionova; scholar, author, and bedue folklore department at
IGI, she was introduced to me when | translatechéarsession on olonkho at
Harvard. She subsequently hosted me on my 2011otNakutia.

Anastasia Mikhailovna Luginova; research specialishe Olonkho Center,
participated on the team writing the Masterpiegaliagtion for UNESCO.

Boris Nikolaevich Mikhailov; researcher and schpfaomotes olonkho revitalization
efforts, director ofArchy Diété(House of Purification) in Yakutsk.

Elena Nikolaevna Protodiakonova; works at the Olan&€enter, participated on the
team writing the Masterpiece application for UNESCO

Pyotr Egorovich Reshetnikov; master olonkhosut floherkékh, Tatta Ulus.

Ekaterina Romanova; scholar of ritual studies, mldist, head of ethnography
department at IGI.

Radion Grigorievich Savinov; museum curator in Rynatsi.

Spiridon Spiridonovich Schischigin; world-clddsomugjaw harp) player, director
of Secondary School No. 1 in Pokrovsk.

Gavril Gavrilovich Shelkovnikov; grandson of Rometrovich Alekseyev (master
olonkhosut).

Liubov Gavrilovna Shelkovnikova; granddaughter ainfitan Petrovich Alekseyev
(master olonkhosut).

Anastasia Ivanovna Shishigina; teacher of geogrdiplilore, specializes in teaching
olonkho performance to children.

Elizaveta Alekseevna Sidorova; co-chair of YakgtidNESCO committee on
Intangible Cultural Heritage, also affiliated witie Olonkho Center in Yakutsk.

Vera Solovyeva; coordinator of the Internet $itp://SakhaDiaspora.org

Maria Fyodorovna Stepanova; retired teacher, heipedake connections and hosted
us at the Berdigestyakh Olonkho Festival.
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Valentina Vasilievna Ustrushkova; creates elabonat hangings on olonkho
themes, works which were featured in Paris at UNBSC

Pyotr Maksimovich Tikhonov; olonkho performer, diter of secondary school in
Tomtor.

Sergei Yefimovich Vasiliev; Senior Lecturer and DgpDirector of the Olonkho
Research Institute, North-Eastern Federal Univwer§ibordinator of Informational
System “Olonkho” and Internet Portatp://olonkho.info

Dekabrina Mikhailovna Vinokurova; scholar and autivbhose research on olonkho
for IGI contributed to the Masterpiece application UNESCO.

Agafia Eremeevna Zakharova; Dean of the Folkloik Etnno-Culture department of
the Arctic State Institute of Art and Culture; hezidhe Olonkho department at IGI;
coordinated the research team writing the Masteepagplication for UNESCO.

Yuri Innokentievich Zhegusov; sociologist and resbkar in the ethnosociology
department of IGI.
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APPENDIX C
GLOSSARY OF RUSSIAN AND SAKHA WORDS

degeren (marapsn)—one of the two major traditional Sakha song stydegéren is based
on a strictly organized metrical rhythm and is sumgn “ordinary” voice (i.e. without
the exalted style and extensive ornamentatiatiavétii).

dieretii (mpuspaTim)—the other of the two major traditional Sakha samtes, dierétii is
unmetered, exalted, solemn, ceremonial, ornatedeandn-out, with smoothly flowing
phrases. It features abundéagityhakh(ornamentation) and is improvisatory in form.

kylyhakh(xeuisthax)—a unique form of ornamentation characteristic eftttaditional
“exalted” dieretii style of Sakha singing. The plural in Sakh&yilyhakhtarbut when
guoted in Russian text, it is normally given thes&an plural formkylyhakhi.

nasleg(uacrner), ulus(ynyc)—These Sakha words denoting geopolitical adminisgat
divisions roughly paralleling those obuntyanddistrict (respectively) came back into
use in the Russian language after the fall of thae® Union. There are 362 counties
(naslegs) contained within 33 large districts (ak)sn Yakutig® In all, these
administrative divisions comprise a total of ovérr8illion square kilometers.

nationvs. State—In both Russian and Sakha semantic domains, wieeadntext of
conversation is one of discussing Yakutia or itggbe, “national” or “nation” almost
always refers to distinctly Sakha conceptions ohgwnity rather than the actual
geopolitically defined state of Russia. For thasan, this research uses the word
RussianSoviet or Stateto refer to the larger geopolitical entity of whi¥akutia is a
part, anchationto refer to the smaller ethnic groups (like th&l®apeople) within the
larger systemNationalis used as an adjectival descriptor to refer &b which is
perceived by the minority group as belonging torther reflecting some feature of their
own culture.

olonkhosu{(onorxocyr)—a specialist in performing the tales of the olonlepos®?

sreda(cpena) —This Russian term roughly corresponds to a caatimn of the sense of
English words such anvironmentmilieu or atmosphere-denoting not only the

22 For a map, seéttp://www.yakutiatoday.com/region/map.shtamd for the legislation creating these
boundaries, seettp://nvk520.narod.ru/municipal/sakha30112004-4{8l (accessed February 20, 2012).
83 The pronunciation in Sakhadgonkhohutas Sakha language uses an “h” sound, but in Rugbian
language of my interviews and resources), the Si¢hanged to an “s” sound. Because Sakha words with
this s/h substitution are commonly used by scholétts their Russian pronunciation, | have chosen to
reflect that form in reporting this research.
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physical surroundings and visible culture of a pland time, but more patrticularly, the
attitudes and perceptions of people during thag tikmepicheskaya sreda an
environment of appreciation for olonkho mixed watth understanding of its musical and
textual language.

syngaakh annygdrirraax anasirap)—Sakha phrase, literally “sitting under the mouth”
has a connotative meaning “to listen or look inenb try to absorb everything and
every single word?®* It has been used to describe the experiencetehiigy to olonkho.

the cente—When it is used with the definite article in cexis referring to power and
political control, this term refers to center-pérery relations and most specifically to
Moscow as symbolizing the seat of authority forfibgeral government.

toyuk(roiityk)—The most characteristic genre of theretii song style (sedierétii).

ysyakh(siceiax)—A uniquely Sakha ethnic festival, celebrated @iudoors in a large

field during the days of the summer solsti¢ésyakhs celebrated at the regional level and
in smaller festivals associated with cities, toworsgven organizations. Each year,
beginning in 2008, one regional festival has besgighated “Ysyakh Olonkho” and
highlights the genre of olonkho as its central thkem

84 From personal correspondence with Tatiana Argoarmw, whose research found reference to this
term in the writings of Aleksei Kulakovskii, famo@skha intellectual and author of the earl{ 2entury,
describing his fascination with olonkho in his ylout
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APPENDIX D

TRANSLATION OF FRAGMENT FROMNYURGUN BOTUR

[Used by permission from a project in process lgyNlortheastern Federal University]

Project Director: Alina Nakhodkina

SONG 5

The sound of skis

Babbled,

The sound of backs
Gurgled...

The clouds covered the sky,
A disaster had come,

lIbis sang,

As soon as

Bokhsogolloi Botur oburgu
Who has never been tamed
In the Middle World,

Whose father is Arjaman-Jarjaman

Created as the governor
Of the rocky mountains
With eight peaks,

Who has the servant — a ferocious

whirlwind,

And nine hunting skis,

Secretly grasped
By his deep-lake-like-hand
Dear Aitalin Kuo
Having the eight-bylas long braid
And ran away,
The swift and fast
Black horse
Born standing
On the border of the clear white sky
Tried to wake up
His Toyon-master, his destined friend
For nine days and nights,
Then he jumped aside
Like a pebble
Cracks into pieces
And began to kick so fiercely
The top of the head
Of the sleeping man
That the sparks poured
From his face and eyes...
The great giant of the Middle
World



Woke up, - looked right and left,
Dear Aitalin Kuo
Having the eight-bylas long braid
Had disappeared,
No traces were left...
He swayed
And jumped up,
Looked closely
Here and there —
The foot-prints
Of eight deer
On the ground and rocks
Were directed
Right to the south...
When the great giant
Of the Middle World saw that
He uttered a wail,
Shouted,
Hit his hips,
Gritted his teeth
And cried...

NURGUN BOTUR

What a nuisance!!!
Now even the offspring
Of the Arjaman-Jarjaman Tungus
Comes and offends us?!!
The wild hawks
Of the dense forest,

The animals
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Of the eight-peaked rocky mountains
Lying in dens,
The creeping skunks,
You disturbed
The inflexible
And terrible youth,
Who sheds
Your fresh blood,
You made angry
Your obstinate friend...
I'll track you
By your hot scents
Left on the melting ground,
I'll find you
By your cold scents
Left on the frozen ground,
I'll catch you up
Immediately,
I'll put out
By my wet hands
Your veins,
I'll tame your hungry mouth,
I'll make you kneel,
Just wait, wait!!!
Don't be aggrieved of me,
Be aggrieved of yourself!-
Said he
And saddled his swift and fast
Black horse
Born standing

On the border of the clear white sky,



They ran

Piercing

The frozen ground

Up to their knees,

Kneading

The melting ground

Like a cottage cheese

Up to their hips,

Then like the black-billed wood grouse

Flies from the thawed patch,

They flew

Shouting and whirling

Toward the saddle of the sky...
He headed

Right for the south,

Whirling

Nine ferocious winds,

Making a storm

Throughout the eight-days long distance,

Rattling the spring thunder,

Catching the branchy lightning;

His ghost

Was seen from seven-days long distance,

His footsteps

Were heard

From six-days long distance,

Breathing

Huge whirling fire

Big as the bark barrel

He rose up

And flew
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To the dazzling wide top
Of the hollow high sky,
Started

The eight-hilled journey,
Paved

The great white way
With nine bends,

Flew high above

The highest clouds.

As he ran by —

The frozen trees

Began to sway

Like Toyons,

Making drawn-out sounds,
As he passed by —

The melting trees
Began to shake

Like a madman,

His face

Was buzzing,

His ears

Were honking...

The eight-parts
Primordial Motherland
Has left far behind,

The rocky mountains

Have disappeared,

The great was the way,

The extreme was the journey...
The surface

Of the Nujulu Uot Ocean,



Above which
The white-featheréd” never flew,
Which breathes
The vindictive fire
That burns everything and blushes,
That boils and crunches,
Has appeared,
The sound of its waves
Was heard
From nine-days long distance,
Its hot air
Was felt
From eight-days long distance,
It began to burn his face
From seven-days long distance...
As he looked
Toward the north
Whirling like a fire:
Inside the dense forest,
The death root —
From the tree-stump,
From under the hissing wind-fallen trees
Like the young-cow horn
The smoke was funneling
And pouring
Like stretched up artery...
In a great surprise
He stopped
And examined,
When he looked in —

285 \White-feathered - bird
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The voice of an old woman
Was heard...

THE OLD WOMAN VOICE

Old Man! Old Man!
You were created and destined
To foretell the life
In the Middle World, weren’t you?!!
Your pen is feathered,
You have rock archives
From the creation
Of the Motherland,
You, one span-long beard,
Coin-sized shin,
Bad-habited,
Keen-eared,
Interesting story —
What do you see and know,
What do you foretell
The Old Man?!!
Don’t you know, the bad-habited,
How is the life
In the Middle World?!!
What can | know?!!
What can | hear?!!
In three dark nights
Three times | dreamed —
The choking voice
Of the llbis Girl

Said to my two ears



That Bokhsogolloi Botur oburgu,
The best of the Tungus,

With shin-like forehead,

Who has never been tamed

In this Middle World,

Whose father is Arjaman-Jarjaman
With draught-paints

On his knees,

With tangalai-painte®

Under his knees,

With bright motley paints

Above his knees,

Who wears suede

Mouldy clothes

And has innumerable deer,

Has stolen

By his deep-lake-like-hands

Dear Aitalin Kuo

Having the eight-bylas long braid,
Whose father is Ainga Sier Toyon,

Whose mother is Aiy Noraljin Khotun...

Old Man! Old Man!
Have you heard that? —
As the worried voice

Of the Old Woman
Said that,

The rock archives
Opened naisily,

The eagle-feathered

Magic pen

28 Tangalai — a Yakut ornament
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Started to write.

Then
The voice of the old man
Rang

Clearly and imperiously...

THE OLD MAN

Old Woman! Old Woman!
Stop talking!
I’'m just writing
On my rock archives
That Nurgun Botur the Impetuous
Who has the swift and fast
Black horse
Born standing
On the border of the clear white sky,
Spilled around
The Disastrous Under World
Like water in a bast basket...
| had been foretelling
For four years
That only he will rescue
The white-faced
Dear Tuarima Kuo
Who was destined
To make three Sakha,
Who was created
To give birth to four Sakha,
Whose father is Sakha Sarin Toyon,
Whose mother is Sabia Baai Khotun,



From the mouth of Ajarai...

Who can be

Better than him

In the death-dealing top

Of the Middle World?!!
Bokhsogolloi Botur oburgu

Who has never been tamed

In the Middle World

Whose father is Arjaman-Jarjaman

With innumerable deer
Became too conceited
That caused the disaster,
He failed

And spoiled it himself...
For the great guilt

Of stealing

His long bones

Will be ruined,

His short bones

Will be turned

Into ice...

The llbis Girf®’

Cried her tears out
That the hero

Got on a hot scent,
Ohol Uola®®

Lamented deeply

That the hero

Picked up a cold scent...

27 The llbis Girl — the Goddess of War.
288 Ohol Uola — the Spirit of Discord.
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Arjaman-Jarjaman the Shaman,
Who has innumerable deer,
Was said to steal
The elixir of life
From successful and mighty Jehed®,
Pour out bone marrow
Of animals and birds,
Sap the power-gras$
Of the great world,
Take the boulder
As large as a paunch of a fat cow
And hollow out it
Like an ice hole,
Fill the occipital bone
Of the shining sable
With that elixir...
He was likely
To rely on that elixir,
He dared to rob
The great giant
Of the Middle World...
If the great giant
Of the Middle World
Found that elixir —
He would knit the fractured bones
That rotted for nine years,
He would heal the pulled muscles
That rotted for six years,

He would save a life of that

289 jehegey — the God of Horse
299 power-grass — the one who has it gets the
strength.



Who died three years ago, —
Bitter complaints of the old man

Were heard from under his feet...

Having heard the bitter
complaints
Of the old man and the old woman,
The great giant of the Middle World
Climbed over
The rocky mountains with eight peaks,
Stopped at the gorge of nine rocks,
Turned his lucky horse round
To the side it never being mounted —
In an instant
The horse turned into
A birch with
Three high supple branches
And silver laburnum...
He himself
Turned from side to side,
Fell on his back
Very quickly —
He turned into
A fur-bearing animal
And began to sniff
Swinging its tall,
He turned into an ermine
Glaring with white fur, —

It climbed over
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The gorge of nine rocks,
Passed dense dark forest,
Looked around
On the grove of dark forest,
Squatted down
On the top of the hill
With nine gorges.

Seven skewbald deer
With hair stood on end
Were butting each other
Producing a sharp noise
With their antlers...
On an eight-branched tree
There were hanged
Nine pairs of fur-lined wooden skis
Of Bokhsogolloi Botur oburgu
Who has no equal
On the Middle World,
The son of Arjaman-Jarjaman
Who has innumerable deer
The skis swayed from side to side
Sparks flying into the air...

The ermine
Ran up to the tree,
Gnawed at the straps
Of the wooden skis
Like the soft herb roots,
Then it found out a burrow

In one corner of the great high urafa

1 Uraha — cone-shaped dwelling covered with
birch bark, cortex or deer leather.



And whisked into the stone hole —
On the boulder
As large as a paunch of a fat cow
There was the occipital bone
Of the shining sable
Filled with
The elixir of life...
Then he turned into himself

again,

Took the urinary bladder of a black fox,

Filled it with the elixir if life,
Bound it tight and

Put it on his pocket,

After that

The great giant

Of the Middle World,

Nurgun Botur the Impetuous oburgu,
Who has the swift and fast

Black horse

Born standing

On the border of the clear white sky,
Came down to the cellar

And saw his dear sister —

Aitalin Kuo

Having the eight-bylas long braid,
The golden sky lark

Of gracious Kun-Aiy kin,

Was chained to the pillar,

Melting into bitter tears

She languished in captivity,

He was beside himself with rage,
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His furious blood boiled,
His frontal veins burst
In a fit of anger,
His heart was throbbing,
He began to bend
Like a knotty wood,
His strong muscles
Swelled and strained,
His left eye
Looked up his eyebrow
And it sparkled
As bright as Cholbon-Star?
His right eye
Looked down his lips
And it blazed
Like a fiery star,
He had a victorious look,
His blood clotted,
He tarnished
As silver,
He rusted
As iron...

He kissed the upper lip
Of Aitalin Kuo
Having the eight-bylas long braid
Three times
As three khamiyati“of blood
Brimmed over,

He kissed her lower lip

292 Cholbon-Star — the way Yakuts name Venus.
293 Khamiyah — a wood ladle.



Six times

As six khamiyah of blood

Leaked out,

Touching tenderly her skin

He rolled up her

Into a flock and

Put her into his left pocket.

He turned from side to side,

Fell on his back

Very quickly —

Turned into the ermine again

Glaring with white fur,

Darted out of the right side

Of the great high uraha...
As it came out

It withnessed —

The great giant

Of the Tungu®™*

Was sitting on his haunches

Stooping his back,

The back of his head

Looked like a mortar,

His large forehead

Looked like a knee,

Snatching up

The handle of

His long and heavy batds

With his two hands by turns,

Stooping all over,

294 Tyngus — Manchurian ethnic group in the
Eastern Siberia.
2% Batas — a spear.
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Stretching out his short neck,
Pulling his long face,
He was keeping alert
If his worst enemy
Would appear from somewhere
And kill him,
His right eye kept watch
Like Cholbon-Star in the night,
His left eye was asleep...

From time to time
The best man of the Tungus
Was giving a start:
“Soo, tatat!! What a nuisance?!!
Is it a cramp in my leg?!!
Does Nurgun Botur the Impetuous
oburgu,
Who has the swift and fast
Black horse
Born standing on the border of a clear
sky,
Make a noise,
Does he come here,
Does he stain my good name,
Does he spot my reputation?
The son of haughty and ferocious kin
Who never comes and goes
With peace
Will arrive soon,
Will track me down...
My lovely Aitalin Kuo
Having the eight-bylas long braid,
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| will never give her back
Without a fight as well,
| will not let her go in peace
Until nobody screw my head off,” —
He talked
While he woke up,
Gave a cry
And took a short nap again...
The ermine sidled up
Glittering with its white fur,
Stood looking with its shining eyes

And began to bark at him...
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APPENDIX E

FOUR KEY OLONKHO PLOTS IN SUMMARY

The Longsufferindgir Sogotokh(from the text published by V. L. Priklonskii)

1. Er Sogotokh was lowered from the seventh heavercripgi®n of the life of a warrior-
hero. He is bold and swift, considers himself teey)strongest warrior-hero.

2. The arrival on a roan-colored steed of the wailrior demon Timira Uorana.

3. A duel between the good hero-warriors and thmeagewarriors for ten days.

4. The proposal of the warrior demon to chase kinBogotokh chases Timira Uorana,
who runs away.

5. Overcoming difficulties (lake of fire, evil oldomen demons living in a stone house).
On the way the hero warrior is barely able to gebss the lake of fire and he is helped
by the female shaman spirit Aiyy Tiusiulgiu, aneénrdestroys the one-armed, one-
legged, one-eyed demon warriors. Then Er Sogotwk¥ing turned into a bull, attacks
the old woman shaman Timir Bekiydeen.

6. The victory ofir Sogotokh over the old woman shaman and turningnbe a bull.

7. The arrival ofir Sogotokh on the bull to the country of Khongordiayon and the
conflict between the relatives of the bride andognparoused by the aggressive behavior
of Er SogotokhEr Sogotokh begins a battle with the brothers oftttiée—Khoruodzhai

Bergen and Khomustai Bergen. At the request obthie, Er Sogotokh stops the battle.
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8. The battle ofir Sogotokh and the sons of Khongoruun Toyon withtlarriors of Aan
Ajyrgi. Aan Ajyrgi is taken into captivity. Accordg to the wise counsel of Syrkyk
Syralymy they find the vulnerable spot of the wardemon and kill him.

9. Syrdyk Syralyma marries Er Sogotokh. They retarthe homeland dfr Sogotokh

and become the progenitors of the Yaktis.

Kyys Debiliye

The primary heroine of this olonkho is a female nearhero; protector of the
tribes. Kyys Debiliye is sent by the gods to thele World, where she leads the battle
of the heavenly spirit warrior heroines againstdabgressive acts of the women from the
Lower World and her three followers, two of whiclene kidnapped in infancy from the
family of the heavenly spirits and raised in ennt@ytheir own tribe.

Kyys Debiliye, having conquered two of these falérs, the descendants from
the heavenly spirit tribes, purifies them from sogceries and evil, brings them to the
heavenly tribes, returning them to the motherlaiith® heavenly spirits and they settle in

and live a peaceful and joyful life in the Middleond >’

Tuiaaryma Kuo

A character in many olonkhos, Tuiaaryma Kuo iscenan of the heavenly spirit
warrior heroines, the betrothed bride of the herdh(s sister). Tuiaaryma is the epic

ideal of a woman, endowed with beauty, unbendingahyuurity, a true representative of

2% Translated from Russiahttp://tinyurl.com/er-sogotokhAccessed February 19, 2012.

SourceThe Yakut heroic epos “The Mighty Er Sogotdkh the seriedMonuments of the folklore of the
people of Siberia and the Far Eablovosibirsk: Nauka (1996: 413).

297 Source: Emelianov, N. \Plots of the early type of Yakut olonkioscow, 1983.Translated from
Russianhttp://tinyurl.com/kyys-debiliigaccessed February 19, 2012).
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the gentler sex, she is found under the proteetahthe shelter of her whole tribe and its

hero-warriors (cf. the story dfitalyyn Kug. **®

Nyurgun Botur

The protagonist of the olonkho that bears his ndraes the hero-warrior and
protector of the tribe of the Aiyy (heavenly being8y the request of the inhabitants of
the Middle World, the high gods send Nyurgun Batith his sister Aitaly Kuo down
from the Upper World and place them into the Middlerld. Nyurgun Botur protects his
fellow tribesmen from the evil intentions of thesemy powers, returns a kidnapped
woman to the Middle World, frees the captive he&ywerarrior heroes, and rebuilds the
family lives of those set free from tribulationse Hecomes the progenitor of the
Urankhai Sakha, uniting his destiny with the heesiarrior who was victorious in
combat with him. The heroic image of Nyurgun Bahspired P. A. Oiyunskiy in the
creation of his epos-olonkidyurgun Botur the Switind in the dramatic poem

Tuiaarymakuo.?*®

28 3ources: Pukhov, I.Wakut heroic epos olonkhbloscow, 1962; Ergis, G. USketches in Yakut
folklore. Moscow, 1974; Vasiliev G. M.iving spring Yakutsk, 1973. Translated from Russian:
http://tinyurl.com/tuiaaryma-kucAccessed February 19, 2012.

29 30urces:Examples of folk literature of the Yakutl. 1, No. 1, St. Petersburg, 190%urgun Botur

the Swift (Text by K. G. Orosin; translation, commentaryg antroductory article by G. U. Ergis). Yakutsk,
1947; Ergis, G. USketches in Yakut folklaroscow, 1974. Translated from the Russian:
http://tinyurl.com/nyurgun-botur-ploAccessed February 19, 2012.
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APPENDIX F
ENGLISH TRANSLATION OF VINOKUROVA'S 2007 ARTICLE

Vinokurova, Dekabrina M. 2007. “Level of familiayritvith olonkho for town and city-dwellers:
Examples from the city of Yakutsk and the town efdgestyakh” [Uroven osvedomlennosti
selchan i gorozhan ob olonkho: na primer g. Yalaiisk Berdigestyakh]. IMother tongue
issues in the contexts of the globalization anegration of modern societylpooiemer poonozo
A3bIKA 8 YCIIOGUAX 2I00ANU3aYUY U UHMe2Ppayuy cospemenno2o oouecmsd), 109-115.Yakutsk:
GU ROHPO Ministerstvo nauki i proftekhobrazovaniiaanslation into English by permission
of the authof%°

In the opinion of specialists, the loss of varigpi{variativhos) and a unified
creator/performeriffteriotivnos)>®* for olonkho is caused by the disappearance of the
“folkloric milieu’ (folklornaia sredq. As with any other oral folk creation, olonkho
arose in a pre-literate culture. Olonkho developately as a grassroots phenomenon,
gathering and expressing spiritual values, fundaateonceptions of worldview as well
as of the environment and societal experienceeptople, in other words, it fulfilled
one of the most important functions of intangiblétare. At that time, the performer and
the creator of olonkho were united in one persdm was without a doubt, a gifted and
ingenious individual.

With the appearance of written language anddlitee, people began to collect
olonkhos and turn them into literature, as wel@aslying and interpreting them. In time,

they began to increasingly use pre-processed eéxi®nkho. Little by little,

professional artists and amateur performers leamedrform olonkho as a pre-

3% personal correspondence with Dekabrina Vinokufelaruary 19, 2012.

391 |n this case, binteriotivnostis meant the unification of the performer anddteator of olonkho into
one personvariativnost— the ability to create an original variant ofkdo during the moment of
performance (Vinokurova).
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memorized work. In this way, there was a processhich the performance of olonkho
and its actual creation (authorship) became dividéds led to a loss of the original
unified creator/performer and variability of olorkh

The disjoining of the “performer” and “creator’les of this oral work led to the
loss of the fundamental function of olonkho, ilee transmission of information in the
form of the variations and improvisations of théhaw-performers themselves as they
embodied their artistic-aesthetic vision of theréhand now.”

In this way, olonkho, while losing its unified eter/performer and variability,
gradually turned into an “exhibition” form of art.

At the present time the process of inner transéion of intangible culture is
clearly visible; it is characterized by a degreéextteriorization” of the culture of Sakha
people along with a decrease in its traditionaratizr. All of this is happening under the
oblique influence of such external influences saslthe social-economic development of
society, concrete historical context, natural emwmnent, and their related changes:

- the industrialization of the territory of thepreblic and the process of
urbanization has changed the living conditionswaag of life of indigenous people;

- it has also led to a massive influx of migrainten other cultures, ethnicities,
and nations.

- the arrival of these migrants to the republat e a change in the
interrelationships between the “newcomers” andrid@enous populace with the benefit
going to the former.

- Sakha people achieved a certain level of edmcatie. the culture of this ethnic

group in general was susceptible to the processogased unification, characteristic of
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the industrial principle of the development of tration, while unified creator/performer
andvariability were concentrated to a greater extepre-industrialized society;

- during the epoch of the rapid spread of a moiess unified world-wide culture
of folk creativity, folklore gradually was transfoed into a stylized exhibition art form ;

- factors relating to the natural environment aaanodern ecological condition,
without a doubt have left their mark on intangiatewell as material culture and local
traditions, interacting with their socio-historicantext.

In the interests of discovering a level of subjectinderstanding of olonkho and
the reasons behind the threat of its disappearanesearch project was undertaken in
applied sociology. The subject of this research thasttitudes of the populace of the
city of Yakutsk and the town of Berdigestyakh togvére verbal folk art of olonkho.
The location for this research was determined erbtsis of the cultural differences of
the two communities. Because Yakutsk is the sdienéducational, political, and
financial center of the republic, and in the vikagf Berdigestyakh there is a compact
community of Sakha people who work in the areanohal husbandry and farming, they
lead a traditional way of life and, until recemhés, true olonkhosuts have lived there.

As a subject for research, these choices allowsdd subjectively examine and
understand the opinions of city dwellers as welioam-folk, giving insight to the
modern state of olonkho.

The methodological underpinnings of this reseavele informed by the
theoretical views of Russian scholars of epicskl@oists, and Yakutian scholars,

researchers, and specialists.
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The hypothesis being proposed was that the ingdatindardization processes
of global culture is producing a disjoining betwebacreator andperformeraspects of
olonkho, facets which in the past were found in imagvidual. This has led to the loss of
unified creator/performer and variability in olorklthanging it into an “exhibition.”

The survey was carried out by™draders in the schools of both the city and the
town. Also included in the research project werdarolassmen of five departments of
the Yakutsk State University, chosen for their sgldes—in humanities, naturally, and
in technical profiles. In the city of Yakutsk aritettown of Berdigestyakh, respondents
were divided along the lines of their professi®8&5 % white-collar, 11.1 % blue-collar,
5.5 % mid-tier management, 2 % unemployed, 2 %eadti0.8 % upper-tier
management. In all, there were 505 respondents%8f which were men. The
sampling population and instruments of researclewhosen in accordance with the
goals of the research.

It is worth noting that during the survey, mangpendents, especially those who
did not know what olonkho was, often declined regjog to the questionnaire. The
ethnic mix of the respondents was as follows: 82.8akha, 14.3 % Russian, and 3.4 %
were representative of other nationalities.

The first task was to discern the level of famitiaabout olonkho among the
respondents, and how they had first heard abotlihé.first knowledge about olonkho
that respondents reported was from parents antvedg28.9 %); hearing on the radio
(18.4%); hearing fragments of olonkho performartad@ national festival Ysyakh
(16.4%); read about it in a book (14.5%); in adesen national culture (7.3%); read

about it in a newspaper (2.6%); from televisior88); 7.3% incorrectly answered the
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guestion and 2.8% ignored the question. From thgsees we see that 22.8% of the
respondents heard about olonkho from mass medraesuf one divides the sources of
information about olonkho along axes of “public—mate” then in this case the public
means of information, i.e. outside of the familyere the first sources of knowledge
about olonkho in 61% of the respondents.

Secondly, and just as important, was the tasletdrchining the age at which
respondents first learned about olonkho. The nitgjof them first heard information
about olonkho during their first period of socialimn—before school age (43.8%) and
during grade school (44.4%); later years were tepdry 9.2% of respondents. It appears
from this data that olonkho, as eteriotivnaiatraditional oral art, is beginning to evolve
into an exhibition form of art.

Since it goes without saying that first-hand, direxperience of olonkho is not
the same as information received about it, a questas asked about whether the
respondent had heard an olonkho performance lives@ who had heard a fragment of
olonkho performed at various public events andstakh festivals was 49.5%; in
theatrical performances — 14.7%; those who purpdigef’ent to hear true olonkhosuts
were 5.7%; and those who heard olonkho in othetest® were 4.2%. Those who had
never heard a live performance of olonkho were @208 those asked, and 3.2% of
respondents ignored the question.

It is worth examining in more detail the socio-ageupings of those who heard
live performances of olonkho vs. those who hadvign had more often heard live
performances of true olonkhosuts than women. Amthé& examines these categories

according to age, the younger the respondentsntne often they reported not hearing
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live performance of olonkho. However young respoisiethose in their late teens and
early college-age students, had more often heartkbb performances by professional
actors and at large events and the Ysyakh festivals

What is it that attracts modern listeners to olwik Those affirming that they are
attracted by the performing mastery were 25%. Thepgerting to be attracted by the
originality and variability of the text were 15.6%hose reporting being caught up in the
general attitude of the audience and the psychocdbgontext of the performance were
13.7% of respondents. Of course, as in any otles, dinere were few connoisseurs and
fans; only 3% of respondents admitted to being aghwi(fans) of olonkho. People
uninterested in the performance of olonkho wer&%of those interviewed.

This data coincides with the data gathered reggrttia opinions of the subgroups
according to ethnicity and level of education amtrgrespondents. So even among the
sub-group of the carriers of this culture — Sakbéagbe — there was a relatively high
percentage of people who had never heard olonkhd¥d). The majority of Sakha
respondents heard of olonkho at events and natgtivéls of Ysyakh (52.9%) or through
performing artists (17.3%).

From the above statistics, one can conclude tieatiajority of respondents heard
olonkho through “second-rung” performers, i.e. thego perform olonkho as a pre-
memorized work, and not as improvisational creatimectly embodying their artistic-
aesthetic vision.

It appears that if there is a disjoining betwekmkho performance and creation
that it gives rise to amateur performers. Thoselwed in the questionnaire were asked if

anyone desiring to become an olonkho performerdcsutceed. The answers received
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were the following: impossible to learn — requigespecial talent (64%); if you have the
desire you can learn (30.7%); other answers (0.89%yring the question (4.6%).

From this data it is clear that the societal aginis beginning to spread that
anyone desiring to learn olonkho can do it (30.78®me of those asked had even tried
to perform olonkho and said that they enjoyed .5%). Those who had tried to perform
but didn’t do well were 8.5%, and those that hagdenéried were 81.2%. There were
even those who often perform when requested t@d6.82%).

Connected to this, it became interesting to discdvthere were legends, stories,
and/or recollections of people’s memories of olayddts, either living or having lived
among them. So 38.8% of respondents affirmed ket knew about such tales. The
majority, however, had never heard such thingsB%5. or ignored the question (5.3%).

Participants were asked to evaluate the currate sf olonkho. A full 42.6% of
respondents answered that olonkho is disappedogosing that olonkho is turning
into a hobby or form of arts for amateurs was 248%espondents. Optimists who felt
that olonkho is being rebirthed were 23.6% of resjamts.

The reasons for the disappearance of olonkhondiyehe pessimists, were: the
small numbers of true olonkhosuts (31.5%); decginimerest in olonkho (27.7%); lack
of focused, systematic work toward supporting olamk10.5%); other, deeper reasons
(3%); ignoring the question (27.1%); giving diffegi conclusions (0.2%).

Optimists putting their hope on enthusiasts pragiag olonkho were 13.1%; on
the education of children during their lessonscima®l (19.2%); those hoping for a

rebirth of olonkho in a new artistic form, i.e. #®& modernization (8.7%); in the
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appearance of many performers (3.8%); other corriag0.4%). More than half of the
optimists (54.9%) could not decide why they fedtttvay.

Since olonkho is changing into an exhibition tgpeart, the venues, forms, and
artistic genres which were being more actively usedording to participants, were:
television series (26.3%); theatrical arts (25.78)sical works (13.5%); and visual arts
(4.2%). There was, however, a category of partidpavho were convinced that olonkho
was not “renewable” in its original form of folkeztivity (20.8%).

Which function, then, does olonkho best fulfifl,the minds of modern listeners?
Over half (51.9%) of the participants answered thankho provides an insight into the
societal connections between generations abowwuieunding world; olonkho as a
powerful impulse for the development of artistieativity (20%); olonkho as a peculiar
collective form of psychological release (11.7%glpging people to overcome feelings of
aloneness, isolation, marginalization—uniting peqgl1.7%).

Having sorted out functions, we explored how pgtints perceived what
olonkho is. About half of the participants knewttbbonkho was folklore (45.7%); many
suggested that it was one of the most importamees in the culture of the Sakha
people (40.8%); a few confused olonkho wikuk(4.4%) and withalgys(4%); few
believed that it was an artistic amateur perfornegiicd%); ignored the question (3.2%);
and gave unclear answers (0.6%).

The population was least informed about sociaanizations involved in the
promotion and propogation of olonkho. Only 6.5%pafticipants tried to name

organizations, and most of those named scholangmmnent or educational institutions.
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Concluding our analysis of the gathered data, aveconclude that olonkho is
undergoing the process of disjoining performanak@eation (authorship), thus:

e Public opinion is increasingly leaning toward seetime renewal of olonkho as
happening in other art forms, for example, musacal visual arts.

e Live performance of olonkho has been heard byémtlajority of respondents
during large events, in the theater, at the fekstifa'syakh; i.e. the number of
performers is growing. On one hand, olonkho hasimecaccessible to mass
listening. On the other hand, the incidence oficagibn of pre-memorized texts
of olonkho is growing.

All of the above allow us to affirm that the dis)oig of performance and creation in this
verbal art has led to the loss of the fundamentattions of olonkho, i.e. the
transmission of information in the form of the impisation of the author-creators

embodying their own artistic-aesthetic vision o there and now” — clearly a loss of the

variability of olonkho.
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APPENDIX G

OLONKHO DEPICTED IN THE VISUAL AND PLASTIC ART&”

i

Detail of wall-hanging on olonko theme, (Artist: V. Ustrushkova, Borogontsi, 2009).

392 Except for the last two photos, the examples ofikho themes in the art below were photographed
during the summers of 2009 and 2010 at the ope¥isgiakhfestivals on the theme of olonkho. All
photographs by William Harris, used by permission.
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Large-scale painting on the birth of a hero Large-scale painting in a series
(Borogontsi 2009). (Berdigestyakh 2010).

Chess pieces carved from wood depicting good vkclearacters (Borogontsi, 2009).
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Olonkho hero on horse and olonkhosut, carved fronel{Borogontsi, 2009).
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Wooden carving with figure of olonkhosut in the eer(Berdigystyakh, 2010)
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This is an iconic image for olonkho in Yakutf&.

3%3From the boolladimir Karamzin: An Albungompiled by Zinaida lvanova-Unarova (2000).
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APPENDIX H
CONTENTS OF ACCOMPANYING MEDIA MATERIALS DVD
Note: Full-length videos are indicated with onliimks for high definition viewing.

Copies of the DVD are available for inter-librapah through the UGA Hugh Hodgson
School of Music or from the author.

Chapter | Foot- | Date Description Media
_page | note

2 44 37 1996| Fig. 2-hotated recitative mp3

2_46 38a 2009, P. Reshetnikov performance (montageeo

2 46 38b 2009| P. Reshetnikov performance (full) | vimeo.com/33506962

2 47 41 1996| Fig. 2-2otated kylyhakh mp3

2 51 49 1996| Fig. 2-dotated dgeréen mp3

2 52 53 2010| I. Aksénova performs toyuk youtu.be/4ANPE-faJCUM

3 61 62 2011| D. Vinokurova, Y. Zhegusov interview pam

3 61 63 2011| D. Vinokurova, Y. Zhegusov interview pan

3 63 64 2009| E. Alekseyev interview video

3 64 69 2009| P. Reshetnikov interview video

3 66 71 2009| P. Reshetnikov interview video

3 69 75 2011| B. Mikhailov interview mp3

3 69 76 2011| B. Mikhailov interview mp3

372 78 2009| P. Reshetnikov interview (full) vimeo.com/33177383

3. 72 79 2009| P. Reshetnikov interview video

3 73 80 2009| P. Reshetnikov Interview video

3 73 81 2011| B. Mikhailov interview mp3

374 84 2011| B. Mikhailov interview mp3

3 75 85 2009| V. Kononov interview video

3 77 86 2009| P. Reshetnikov interview video
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378 87 2009| P. Tikhonov interview video

379 88 2011| B. Mikhailov interview mp3

3 81 90 2011| A. Zakharova interview mp3

3 81 91 2011| A. Zakharova interview mp3

3 82 94 2011| A. Zakharova interview mp3

3 83 95 2011| B. Mikhailov interview mp3

3 84 98 2009| M. Kononova interview video

3 86 99 2011| E. Chekhorduna interview mp3

3 86 100 2009| P. Reshetnikov Interview video

3 88 102 2010| E. Alekseyev, A. Larionova interviewmp3

391 105 2009, R. Alekseyev relatives interviewl)fu] vimeo.com/34207733

3 91 106 2009| R. Alekseyev relatives interview vide

3 91 107 2009| R. Alekseyev relatives interview vide

3 92 108 2009| R. Alekseyev relatives interview \dide

3 94 113 2011| D. Vinokurova, Y. Zhegusov interviewp3

395 115 2010, E. Kugdanova-Yegorova interview Video

395 116 2010, E. Kugdanova-Yegorova interview Video

395 117 2010, M. Stepanova interview Video

3 96 118 2009| I. Aksénova interview Video

3 97 119 2010 _ D. G_erasimova, M. Kononova Video
interview

3 97 120 2009| P. Tikhonov interview Video

3 99 121 2011| D. Vinokurova, Y. Zhegusov interviemp3

3 101 123 | 2010, N. Alekseyev interview Video

3 102 125 | 2009 P. Reshetnikov Interview Video

3 102 126 | 2009 P. Tikhonov interview Video

3_103 129 | 2010 E. Alekseyev, A. Larionova interviewmp3

4 106 135 2009 M. Kononova interview Video

4 107 136 | 2011} B. Mikhailov interview mp3

4 109 138 | 2011 E. Sidorova interview mp3

4 110 140 | 2011 E. Sidorova interview mp3




286

4 110 142 | 2011 E. Sidorova interview mp3
4 113 144 | 2011 E. Sidorova interview mp3
4 114 145 | 2011} E. Sidorova interview mp3
4 115 146 2011} E. Sidorova interview mp3
4 115 147 2011} E. Sidorova interview mp3
4 117 154 | 2011 E.Romanova interview mp3
4 118 155 | 2011 E.Romanova interview mp3
4 119 156 | 2011 D. Vinokurova, Y. Zhegusov interviewp3

4 119 158 2010, D. Gerasimova interview Video
4 120 159 2010, D. Gerasimova interview Video
4 120 160 2009 P. Reshetnikov interview Video
4 120 161 | 2009 Ysyakh festival video (montage) Yide
4 121 163 | 2011) E. Chekhorduna interview mp3
4 122 164 | 2011) E. Chekhorduna interview mp3
4 123 165 | 2011} E. Sidorova interview mp3
4 125 168 2011, D. Vinokurova, Y. Zhegusov interviewp3

4 126 169 2010, D. Gerasimova interview Video
4 127 172 | 2009 E. Alekseyev interview Video
4 127 173 | 2011 V. Burtsev interview mp3

4 128 174 | 2010, V. Ustruchkova interview Video
4 130 176 | 2011] D. Vinokurova, Y. Zhegusov interviemp3

4 131 177 | 2011] D. Vinokurova, Y. Zhegusov interviemp3

4 132 178 | 2011] D. Vinokurova, Y. Zhegusov interviemp3

4 132 179 | 2009 P. Reshetnikov interview Video
4 133 180 | 2010, V. Solovyova interview Video
4 134 181 | 2009 P. Reshetnikov interview Video
4 134 182 2009 P. Reshetnikov interview Video
4 135 183 2009 P. Reshetnikov interview Video
4 136 184 | 2011} D. Vinokurova, Y. Zhegusov interviemp3

4 136 185 | 2011 A. Zakharova interview mp3
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4 137 186 | 2009 V. Kononov interview Video
4 137 187 | 2009 V.Kononov interview Video
4 138 189 2010, S. Vasiliev interview Video
4 140 192 2010, S. Schischigin interview mp3
4 140 193 2010, S. Schischigin interview mp3
4 140 194 | 2009 V. Burtsev intervew Video
4 141 195 | 2011 B. Mikhailov interview mp3
4 141 196 | 2011 D. Vinokurova, Y. Zhegusov interviewp3

4 142 197 2010, R. Savinov interview Video
4 143 198 | 2010 A. Shishigina interview Video
5 158 225 | 2011] E. Sidorova interview mp3
5 161 228 | 2010 S. Vasiliev interview Video
5 161 229 | 2010 S. Vasiliev interview Video
5 162 230 | 2010 S. Vasiliev interview Video
5 162 231 | 2010 S. Vasiliev interview (full) vimeo.com/33848504
5 162 233 2011, E. Sidorova interview mp3
5 166 236 2009 P. Reshetnikov interview Video
5 166 237 | 2010 R. Savinov interview Video
5 167 238 | 2010| E. Alekseyev, A. Larionova intervielwmp3

5 170 243 | 2010| E. Alekseyev, A. Larionova intervielwmp3
6189 253 2009, P. Tikhonov interview Video
8 221 273 2010, E. Alekseyev, A. Larionova interviewmp3




