Olonkho – the Masterpiece of the Oral Intangible Heritage of the Mankind

On 25 November, 2005, UNESCO General Director Koichiro Matsuura announced 43 Masterpieces of the world oral intangible heritage of mankind including heroic Yakut folk epic – Olonkho (Russia). 

This is the third time UNESCO has announced Masterpieces of oral intangible heritage to attract attention of the society to its values, which include folk and traditional forms of expression, such as oral traditions, music and dance, rituals and mythology, knowledge and customs, connected with handicrafts and cultural spaces. This fragile heritage reflexes cultural diversity and is extremely important for the originality of the communities and peoples. 

Our desire to preserve the value of Olonkho in the world cultural space was supported by Chairman of the Russian Federation Committee, Minister of Foreign Affairs S.V. Lavrov, Minister of Culture of the RF A.S. Sokolov, Chairman of the RF Preservation Committee of Intangible Cultural Heritage under the RF UNESCO Commission E.S. Kunina, a true patriot of Russian peoples’ cultural legacy.

On 29 December, 2005, the President of the Republic of Sakha (Yakutia), V.A. Shtyrov issued an edict about Preservation Measures and Propagation of Yakut Heroic Epic Olonkho, in which long-term complex and efficient measures of UNESCO recommendations on preservation of intangible cultural heritage were approved. The period from 2006 to 2015 has been announced the Decade of Olonkho in the RS(Y). Legislation and an Olonkho state support program are being developed and Olonkho Theater will be opened. 

The first conference Olonkho in Theater Art is aimed at the integration of scientific ideas and practical work in the process of Olonkho Theater conceptual development. 
A.S. Borisov 

Olonkho Theater

The Olonkho epos is a god-sent revelation to the people of Sakha that serves as a salvation concentrating in itself the ethics, the aesthetics, the philosophy and the world-order energy of the people.  Today Olonkho is a phenomenon of culture common to all mankind.  Olonkho is a creation of the genius of the people, and is passed on from generation to generation by the ‘Brahmins’– the olonkhosuts (Yakut – the narrators of Olonkho).  The Olonkho heroic epos is first and foremost a language.  This great language of Olonkho makes the audible the visible and the visible the audible, it pictures the universe through characters and stories.

The first thing that comes to mind when one is asked about the theatricality of Olonkho is the fact that the olonkhosut in the course of the performance plays a number of roles creating different characters, but this is superficial, because the theatricality of Olonkho should be searched for on a deeper level, where the distinctive character of the theater is found as the bio-spiritual-psychophysical need of the human existence.  Theater is not mere entertainment; it is just as essential as food and water.  If we speak of theatricality in this sense, then Olonkho for the Yakut people really is an originally ancient method of compensating for the externally uneventful reality.  

The “visible language” in Olonkho is on no account an illustration.  If the performance is flawless, the audience ceases to hear the word of the olonkhosut – people see it.  By means of his language he excites in the listeners such a powerful vision – an inner eye – that it hides the audible.  Moreover, speaking in modern terms, people go off into to the virtual world full of other perceptible experiences except for the audible.  

Previously Olonkho was said to be a tale of the Yakut people, later it became the epos, but epos pertains to literature, and the uniqueness of Olonkho lies in the fact that it is always performed; it first and foremost is theater.  I think that we arrived at the theater of Olonkho.

The chief bar on this path was cleared by the play – Kyys Debiliye.  The artistic goals in this play are quite diverse.  The first one is the missionary goal – creating a new phase in the realization of the Olonkho Theater.  A rather particular task is to interpret Olonkho through the computer consciousness.

As for the actors’ performance, each one of them had to learn to sing, master a particular singing style.  Kylyhakh is the most striking peculiar feature of Olonkho, because of this singing technique the word itself, which is prolonged and sung away, turns into action with its own inner dramatic effect.  The language in Olonkho is also impossible to master immediately.  Justly, the work over Kyys Debiliye lasted far longer then a year.  For seven years Sotnikov and I reflected upon this play and for four years the actors mastered the text of this relatively short volume Olonkho.  Now when I walk around in the theater building, I hear singing in every make-up room.  This pleases.  The scenography is subordinate to the main idea, and thus the visual imagery associates with computer design with its typical symbols.  Surprisingly at first, it seemed to us to be a superficial move, but then recently we saw that our square plate symbolizing the Middle world is a diskette, even the opening in the center and the proportions of the sides – all of it clearly corresponds.  This evokes a whole flow of new feelings and ideas.  

For the time being, the visible is visible, and the audible is audible in our play.  But we are moving forward in our search.  During our last rehearsal we defined the stage life logic of the narrator.  Overall, there are many ways for it in the theater:  he may be the “author”, the “human voice of the theater”, simply the “narrator”, we even had an “olonkhosut”.

We have an actor, who reads the text passages (Gerasim Vasiliev), he is not an olonkhosut, but rather he is the gatherer, the creator of the computer version of Olonkho.  The amazing thing about a drama theater is that staging Olonkho or a story about a tablespoon that became a Queen is all the same – action comes first!  When we found the continuous performance of Gerasim in the play, then everything fell into place.  The justification of the spoken word through action took place.  This should not be confused with the “action through words”; this is completely different, we have justified the word through action.  

If we speak of how we chose which Olonkho to stage, then in Kyys Debiliye everything came together: this is a short Olonkho, quite compact, and very interesting in its structure.  It is hard to find such sweeping development of events, in others the commencement is always very long.  The beginning is novel – the action sets out in the Lower world, and the first half is lead by an abaahy-girl (Yakut – she-devil that inhabits the Lower world), Debiliye appears in the middle and plays her part to the end.  The metamorphoses of purification from filth take place, tinted movement from rave, salacity and scabrousness to love.  This love is a love without a traditional “happy ending”; this love does not fit within the limits of the worldly coexistence, because Kyys Debiliye has a mission.  For a long time, I had doubts thinking of which Olonkho to stage, but when a book that gives a full analysis of Kyys Debiliye Olonkho in the series The Monuments of Folklore of the Peoples of Siberia and the Far East came out, it removed all doubts.  The articles by N.V. Emelyanov and V.T. Petrova, Aiza Reshetnikova clarified many issues for me.  It is also very important that we have the performer of the key role – Stepanida Borisova.  
Yes, it really was important that in the new building of the theater the first premier was an Olonkho play.  Through this play we not only enter our home in the material sense, but spiritually as well.  

No matter how paradoxical the computer technologies bring us back to the traditional national culture, help understanding it.  Opening the pages of Olonkho, which was not written, but rather seems to exist independently as a phenomenon modeled by the nature of consciousness itself, programmed and installed, opens the enfilade of windows, files and applications, which easily store the infinite series of characters, their types, subtypes and varieties.  “Precomputer” consciousness is hardly able to catch this particular feature of Olonkho.  It is striking how our remote ancestors were perfect in their integrity, in their ability to meditate and polish their vision of the formula of the universe.  

In my reflections about the Sakha Theater, its origins, I often came to understanding that the true foundation of the nature of theatricality lies in Olonkho and shaman mysteries.  I discovered the eastern Asian Theater in them.  

The second play of Olonkho Theater – Tuyaaryma Kuo The Radiant Brow improved our understanding of the aesthetics of the classical theater, the whole company experienced the aesthetic effect of simple ritual movements on the audience; the procession with chorons (Yakut – traditional wooden cup for drinking kumys), passing the choron, raising it to the sun, bowing – all of which becomes a series of timed gestures that will expand and grow from one play to another until it turns into polished language of Olonkho Theater plastics.  

Tuyaaryma Kuo is a musical drama play in contrast to opera the music here plays the role of the “guide” into the emotional sphere of the play.  

As regards to scenography of Olonkho Theater, in this play the stenographer Gennadyi Sotnikov, the artist Lena Gogoleva, the director Gerasim Vasiliev and I came to an understanding that the correct choice of the spatial representation of the three worlds in the Kyys Debiliye play must be continued and further developed in the following plays.  In Tuyaaryma Kuo the Aal-Luuk Mas Tree is the center of the universe, it connects the spaces of the three worlds: a site of the battle for beauty is the Middle world, it is symbolized by the same platform but of a round shape; the Lower world is created by the matting of roots of the great tree, and the Upper world is the crown decorated with salama (Yakut – offerings hung on a tree).  
Something completely new is the effort to try using carnival aesthetics, which originates from the pagan ritual processions.  Grotesque, ridicule of death, human vices, ugly and funny beasts – all of it composes the figurative system of the Lower world.  I think that our ancestors had this ability to defeat the dark forces with laughter.  This is very clear in Oyunskyi’s play.  

I am convinced that the characters of snow, rain, leaf fall – the symbols of the northern landscape in our culture – will naturally enter the aesthetics of Olonkho Theater.  

Sometimes I am told that our Olonkho Theater resembles a tale, and I do not find any contradictions in this, because a tale in the context of epos exists as a fantastic plot with a hint to its moral meaning.  

The heroic story of Kyys Debiliye and the lyrical, almost lively Tuyaaryma Kuo begin the stage aesthetics of Olonkho.

Olonkho Theater came into being because of a cultural need.  I think that Olonkho could become psychotherapy, the correction of our thought processes.   Today when the human consciousness is split, barren of unity and harmony, the salvation can be found in the clarity of Olonkho.  The actors of this theater have to have a harmonious and a harmonizing consciousness.  Thank God that regardless of anything, even though we have Homer, the Iliad, and Odyssey, the people of Sakha preserved Olonkho!  Olonkho is a salvation.
Savvinov A.S.

Olonkho as the Way of Spiritual Existence of Sakha People

The era of globalization is starting in the history of mankind. It brings its own rules and norms and there are no borders and barriers to stop it. The process is inevitable because it is as natural as a new day’s come. Every national minority has faced the danger of losing their cultural heritage. The problem of globalization does not lie in the limit of freedom choice and in the diversity of values but in the ability to chose and use these values. These conditions make whole nations and communities adapt to developed countries without any chances to getting rid of this situation.

A natural reaction to globalization processes is isolation. The other side of the reaction is an exceptional exposition of their own culture in world processes.

So, the central problem of the present, which is essential for Sakha people, is in contradiction between globalization and isolation. What is the solution? You have to be prepared for globalization. You have to clarify that national and ethnic diversity as they are will not assist to survive. All of us will have to live in the conditions of multiethnic and multicultural environment and will have to be competitive in market conditions. Who will survive? Those who will adapt to the diversity of a multicultural and multiethnic environment, or maybe those who, being tolerant, will preserve their self-identity (the Russian term samost). 

It is every nation’s self-identity which is able to control globalization. What is self-identity of Sakha people? The founder of evolutional humanism Julian Huxley is absolutely right saying that the human represents only one kind, one unit of life on Earth, that there are no any pseudo kinds, which mean different nations, peoples, religious groups, states…

It means that every nation’s self-identity possesses general features which are common for all nations, together with only one feature which is common for only one nation. Indeed, thinkers of all times and nations looked for something common and permanent, which would be peculiar to mythology and beliefs, religions and philosophy, science and technology. 

Such a creative orientation appeared to be extremely productive in the organization of the human’s world, in overcoming of empiric diversity of reality. Never the less, the man ended up in a paradoxical situation, running away from perishable world, where everything is flowing and changing, they built a world where they cannot find peace and hope for the future. The world which the human has built, turned out to be too absurd, for they do not see anything what they would rely on, that would measure the level of their connection to life. This is the situation where the man has got to, including the Yakuts. 

What is the other side of the perishable world? Polemizing with Heraclites, Eleate thinkers Parmenides and Zenon denied the existence of the world of perception – the world of things, objects and phenomena. They regarded the world of perception as the world of illusions, non-real in contrast to the real, understandable world. This last circumstance determined the destiny of the study. The denial of single things’ real existence, announcement of them as mere semblance went against the existing state of affairs. Parmenides’s self-identity, the way he understood it, is not changeability, does not have motion and diversity; it is out of space and time, does not appear and disappear. This is true existence, something that can serve as an absolute standard or a universal measure. This is something that you could rely on, something that could serve as a compass in the shoreless ocean of human life. Now Eleate thinkers’ study could be claimed as the beginning of the life-asserting philosophy. It is a methodological tool in the life of every person and nation. Parmenides’s self-identity is the common side of every nation’s self-identity. It is described in Koran, Bible, Dao de Qing talking about the Sakha people it is written in Olonkho. 

So, the common side of the self-identity for the Sakha people is Olonkho. 

In the contest of globalization and localization problems it would be wise to observe Olonkho in three kinds: Olonkho in the past, present and future. The fundamental basis, which reveals the matter of Olnkho in these three kinds, is isomorphism between Olonkho and the structural organization of human mentality. 

Olonkho in the past is a projection of Olonkho in the culture of writing, which reveals a wide range of choices for its interpretation and exposition on the world level common to the mankind. 

I do not want to go deeply into separate interpretation conceptions of epic heritage but I would like to pay a more close attention to the results which Afanasyev L.A. received. Analyzing three major Yakut works, which show spirituality of the Sakha people in different historic periods: Shaman’s Dream by Kulakovskyi A.E.; Red Shaman by Oyunskyi P.A. and The Book of Mysteries by Gogolev I., the author has come to the conclusion about the existence of invariant matrix which is common for all works and that it reveals the algorithm of thinking. Never the less, they, being epic works of different time periods, solve the Sakha people’s problems. Afanasyev L.A. shows an incredibly high heuristic potential of Olonkho. 

Olonkho in the present is a conceptual basis for preservation of the Yakuts’ mother tongue. The immense richness of the language is conceptually organized and structured in Olonkho. Now when the Yakut language environment is disappearing, especially in the city, the system of RS(Y) education could use Olonkho as a means of language environment reanimation. Another Olonkho layer, which has not been revealed yet, is the use of it as a methodological tool for efficient mastering of mankind’s spiritual achievements. 

Olonkho in the future is an instrument that every Yakut will use while organizing their life, a form of an actual communication of the human with the world, a tool to control globalization processes. 

Actualization of Olonkho does not contain substantial nature. The spiritual activity of the Kamelek center, under the direction of Maximova K.I., is of a great importance in this respect. It is a question of the actualization of an epic layer of individual consciousness, which is interpreted as a direct communication of an improvisator with different levels of spiritual space. In this aspect, Olonkho is a means of human existence. 
A.P. Reshetnikova

The Role Effect in the Epic and Traditional Ritualism 

Epos pertains to such a wide range of epochs, which overall compose the culture of humanity.  As a universal of culture the world epos is represented at the variety of its stages, which discretely represent the change of eras that are different from one another – the Babylonian and the ancient Greek, the Indian and the Western European, the Slavic, the Turkic-Mongolian and the Siberian eposes.  The publications of the past twenty years in the academic 60 volume series The Monuments of Folklore of the Peoples of Siberia and the Far East introduced materials, which showed that the Turkic-Mongolian epos is far from being the most archaic.  Eposes remote from one another in time strikingly preserve the generic genre principles:  a) the pathos of creating the character of the first forefather in archaic eposes develops in the subsequent forms into the pathos of creating an indisputable ideal; b) the motif of a journey of the heroes in search of the intended wife through the mythical worlds is further inherited by the genre of the adventure novel of the Middle Ages, the clichés of which were ridiculed by great Cervantes.  “To put it discreetly, if we take these phenomena as they are and in perspective of their time, they are hardly read as the anticipation of the new stage in literature.  But post factum it is difficult to read them otherwise”.

As we find common and specific features in each national epos, the scholarship is facing a task of determining the uniqueness of each one.  As regards to the Siberian epos, up until today more attention has been paid to the collection and publication, the determining of the structure and the study of morphology of the national eposes.  The regional research schools are beginning to take shape relying on the newly emerged data base, they aim at finding not only the common features in the compared national eposes, but the place of each national epic tradition in the general process of the world epos.  They are continuing the work initiated by the prominent national comparatists A.N. Veselovskyi, V.Y. Propp, E.M. Meletinskyi, V.M. Zhirmunskyi, V.N. Putilov and others.  

The evaluation of the contribution of the archaic epics into the world epos is a difficult and fascinating task, solving it may lead to clarification of the genesis of the universal epic plot motifs, as well as the riddles of the making of the phenomena of epos itself as the monumental genre of oral literature.

The problems of historical poetics are universally broad.  It is necessary to expand the generally accepted notions of “plot”, “plot motif” by specifying their functions.  We suggest introducing a notion of “epic ritualism” as a definition representing a phenomenon that evolves in the context of compositional principles of epos.  

The main biographical plots of the epic hero, which appear in accordance with the traditional ceremonies of the life cycle or represent war, wedding, and other rituals, the author of the article identifies as the “epic ritualism” (ER).  On one hand, the ER as a character-sign is still very close to the represented “traditional ritualism” (TR):  the seeming fantastic nature of ER originally mirrors the attitudinal implication of TR.  On the other hand, the mythical characters “displayed” in the epos are already authentically fictional characters. 

It is the ER that constitutes the backbone of the composition and the anecdotal fabric of epos, and is in our opinion an “original metaphorical code by means of which the natural and social world order is modeled”.  The ER is the primary element of the structure of the epos – the biography of the hero.  The comparison of ER ascertained in national eposes will allow on the one hand uncovering distinctive versions of ER, and on the other hand tracing the trend of stage differences of ER in the eposes of various formations.

ER was successfully revealed in the study of the role effect of the epos sung by the Yakut.  But ER is invariably present in all of the monuments of the world epos, displaying in its reflected version the traditional ritualism, synchronous for various national eposes, which preserve a common compositional frame – the biographies of the heroes, notwithstanding the fact that the cultural traditions of different nations are separated not just territorially, but by the centuries-old, sometimes thousand-year interval.

Transitional rituals in the life cycle of the hero of the epos alternate steadily according to the season.  Because of their predictability, they constitute the primary elements of the composition of the epos, and act as a convenient cliché for the narrator, thanks to which large epic texts were kept in mind. In fact, the olonkhosut (Yakut – the narrator of Olonkho) does not recall the next poetic-musical stanza, but rather he is evenly absorbed by all the details of another large unit.  At the same time, he can anticipate depending on the good disposition of the audience extending or shortening one or another plot motif.  By bringing out the subsequent event from the preceding, the narrator has the freedom to include or eliminate certain plot blocks. 

As the experience shows us, the complexity of the approach in the study of ER is implied by the need to study the subject in comparison with the traditional ritualism.  That is why the study of epos under the proposed perspective presumes not just plain study of the folklore genre, but the exposure of the ritual system of certain epochs:  the tribal community of the evenki – the creators of Nimngakan; the tribal clans of the Yakut – the bearers of Olonkho; the early stages of the State system of the Turki of Southern Siberia etc.  During the evolution of epos as a genre, ER as though exhausts its inner energy.  When the traditional ceremonies die away giving place to new customs, festivals, then the epic rituality gradually loses the “quantum” of artistic merit and overflows into an accurate description and reflections on those vital milestones, which previously were marked with the TR.

The prerequisite in structuring the historical poetics is the analysis of the evolution of the components of epos, including the ER.  The world epos gives a complete picture of the progression of the art forms and structures, their evolution and succession.

The world epos is not a sum, but rather a system of national eposes.  Relying on such a universal, in our opinion, definition as epic ritualism one may recreate the evolutionary chain of the development of each epic ritual – this chain will have a place for the uniqueness of each epos, which will ensure a designated place for each one of them in the system of the world epos.  Then the Siberian epos, which has preserved the archaic versions of the universal epic plot motifs, in spite the today's peripheral interest in the history of the study of the world epos, will occupy a fitting place in it.  The study of coinciding main epic plot motifs of the eposes of the peoples of Siberia and the Far East with the world famous classic examples of antiquity will allow introducing the archaic epic monuments not only to the history of world epos, but bringing them out to its foreground.  The difficulties of the task lie in the two distinctive features:  the contemporary comparatists do not have the knowledge of the folk life mirrored in the archaic epos, and the local researchers do not possess the proper knowledge of the comparative methods, and the thorough mastering of the experience of the classic epos studies.  

It is customary to identify the ancient Greek epos as the classic epos.  Recorded in written form, Homer’s works substantively played a vital part in the making and the development of epos studies, by becoming in a way the epic models.  However, with the discovery of the living traditions of Siberian epics, it turned out that the antiquity of the plot motifs of the Homeric epos is relative:  the antique epos reflected a civilization of city-states with a developed foreign policy far from being archaic.

That is why the eposes of the oldest civilizations – starting with Gilgamesh to Odyssey – differed in plot motifs overall, and the condition of the epic rituality in particular, from such archaic eposes as Olonkho and Nimngakan.  Classic epos is of interest in Siberian studies as the end of the evolvement of oral traditions of the epos and its transition to literature.  The issue of origins – the starting points of the development of epos –, which always interested the scholars, shifts to Siberia, where living epic traditions survived till recently.  To uncover the stages of the beginnings, development, and the extinction of various plot motifs and ER, one needs to trace their development in the world epos from the beginning to the end starting with the archaic monuments of the peoples of Siberia and the Far East.  One can and should trace the chain links of the century-old development of the epos using the characteristics of ER, its evolution in the national eposes, resulting from the dynamic life and attitudes.  

As certain scholars justly reckon, the Homeric epos is not suitable for “consistently carrying out the genetic principle”.  Homer is not the beginning of the Greek epic tradition, but rather its end.  We will never find out what was the pre- Homeric epos like.  The hero of the Homeric eposes is not the father of Hellenes; the narrative line is not the story of his marriage (as the substitute for the “invisible” groom) – he obtains the bride, Medea, for his master; the outline of the adventurous journey is the remainder of the epic journey around different worlds.  The mysterious plots of ancient Greek tragedies can be traced back to the relicts of the mythological epos:  Oedipus’s story back to incest, Medea’s story back to inadequate behavior of a wife from a different world etc. 

With the root unity of the plot motifs of the world epos, every national epos reveals that there is almost nothing in it, which has not been said in other eposes (for example, the plot motif of the birth of the hero of Olonkho from a horse seems unique, but we find motifs that have something in common even with this one).  With the discovery of the actual epic archaic, arises the issue of retrospective revision of understanding the contribution of each national epos to the cultural and genetic history of the world epos.  The use of the comparative method on individual plot motifs from the archaic and the so-called classic eposes lines up a chain of the preceding and the subsequent chain links of each evolving plot motif of ER, which reflect their differences by stage.  In the long history of the world epos the most studied is the late written period, right now we anticipate tracing the development of the plot motifs, ER from end to beginning in the archaic eposes of Siberia and the Far East.

In the opinion of the contemporary reader, ER does not differ from TR: the relay of mythological characters that became epic is hard to detect, as well as the transformation of TR into ER itself; that is the reason why the imaginary epic ritual may seem fairytale-like.  Probably this is the reason why the Turkic-Mongolian epos is termed as the “heroic tale” in the general classification of the world epos.  Our tables were meant to prove the original “realism” of ER, as reflected by the life permeated with shamanism of the natives of the culture, when creating the main events of the epic biography of the ancestor of the ethnic group.  The plot motifs of “the birth from the horse-mother”, “the kidnapping of the children of aiyy and their upbringing by the abasy women (Yakut – she-devil that inhabits the Lower world)”, “the upbringing of the freak under the burial mound/in manure” etc. just seem to be grotesquely fairytale-like.  We showed them in comparison with the ethnographic materials and displayed the attitude implication of TR.  Epos does not simply reflect such realities of the actual world as the traditional ceremonies, but expands this sign system with accessible tools.  

By realizing, that the term the “heroic tale” came to be historically, that its introduction was necessary during a certain period of epos studies, one should still recognize the rejection of the root unity of epic works of all the nations in the term.  Mere declarations will not solve the issue of revising the terminology of epos studies.  It is necessary to examine each plot motif, including the epic ritualism, in a retrospective review relying on all the previous experience beginning with their archaic Siberian versions.  It will turn out that the ancient Greek epos with all its incontestable antiquity is less archaic in its stage then the epos of hunters and cattle-breeders of Siberia.  Then the term “classic epos” as applied to the epos of ancient Greece, which existed on the verge of the decline of the genre, will lose its notion of archaism, and will keep its sense of the “model” of highly artistic work, based on which cultural and literary criteria and literature of the West became firmly established.  

The proposed method of examining the evolution of large plot blocks, which we have been terming as epic ritualism, and which constitute the outline of any heroic biography, will change the scale of epic antiquities.  It will allow lining up the series of items of historical poetics in a new fashion, where in solving the issues of the latter it is so important to find still new fulcrums.  

Virtually the following statement by S.S. Averintsev applies to ER.  “The genre rules at this stage are the direct continuation of the rules of everyday decencies or the sacral ritual…As the oral culture became more complex and refined, genres, in which the ritual and everyday nature was not deep and material […] but relatively thin and immaterial, emerged, the eposes are such from Gilgamesh to Odyssey and Iliad”.  Indeed, in the mentioned eposes the reflected level of ritualism of the life of ancient civilizations with the system of cities and the state religion was different from traditional ritualism reflected in Olonkho.

Regional programs are capable of carrying out large-scale studies of ER.  Under such programs the national eposes will be examined both in the synchronous dimension – identification of the structure, the features of ER of local eposes; as well as in that of diachronic (defining the place of the local ER in the context of the historical poetics).  The history of artistic familiarization with the world based on the example of each separate type of epic ritualism can be created in such manner.  

The commonness of plot motifs of the world epos is evidence of the presence of some historical standards in its development.  The interruptions and missing links are obvious in the process.  However, overcoming the interruptions in the study of the archaic monuments of the epos of the peoples of Siberia and the Far East will allow to fill in the gaps using the available materials and to trace the evolution of the main plot motifs.  Only in this manner, it is possible to determine the contribution of every national epos to the world epos irrespective of the number and history-making achievements of that nation.
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Vinokurov V.V.

Yakut Olonkho on Theater Stage

The first Yakut language three-act play, based on the Olonkho of famous Olonkho singer Okhlopkov-Naara Suokh P.A. Bert kihi Beryet Bergaen (The Bald Good Young Man Beryet Bergaen) was held on 3rd January, 1906 in the Inorodcheskyi Club of the Salesclerk Society. The main characters were performed by the author of the Olonkho Okhlopkov-Naara Suokh P.A., well known Olonkho singer Androsova-Ionova M.N., Kulakovskyi A.E. and others. That was the first ever recorded Yakut Olonkho performed on the stage of amateur theater in Yakutsk. 

Another play with five acts based on the Olonkho of an unknown narrator Kulan kugas attaakh Kulantai bukhatyyr (Hero Kulantai on the Quick Bay Horse) was acted on 2nd March, 1907 at the same salesclerk club. Special police permission was needed to perform a Yakut language play. Olonkho was presented as an opera and the libretto was prepared by Nikiforov-Kyulyumnyur V.V. All the conditions were met and police chief Berezkin N.M. gave a permission to perform the play. The main female character Yuchyugay Yukeidan was performed by Androsova-Ionova M.N. Obviously, the play was a success with the public and was performed several times. It is interesting to note that the main characters in the first amateur performances of Yakut Olonkho were acted by famous Olonkho singers, who were experts on Yakut folklore. However, in 1908 Olonkho performances in the Yakut language were banned by the authorities.

In 1926 Sofronov A.I. was appointed Director of the Yakut National Theater and occupied the position till 28th March, 1928. As the head of the theater he seemed to take an active part in the first staging of Olonkho in spite of difficult life conditions. On 1st March 1928 Oyunskyi P.A. wrote an article in Kyym newspaper about the play, based on the extract of the drama Tuyaaryma Kuo from his Olonkho Nyurgun Bootur the Impetuous, performed on 18th February on the stage of the Yakut National Theater. It is interesting that plays of the Russian and Yakut theaters were acted in the same building – the ex-club of salesclerks. The article is written in the style of a review without actors’ names and their parts. At the end of the article Oyunskyi hopes that the stuff of the National Theater will continue to perform Yakut Olonkho and wishes good luck to the actors of the theater. This should be regarded as Oyunskyi’s benediction. The final variant of the three-act drama Beautiful Tuyaaryma Kuo was completed by Oyunskyi on 29th July, 1930. Olonkho again appeared in the repertoire of the Yakut State National Theater only in 1937-38. Old pages of Kyym newspaper, dated 1937, announce that on 4th, 5th and 6th April, 1937 a play will be performed on the stage of the Yakut State National Theater, based on Oyunskyi’s drama Tuyaaryma Kuo from Olonkho Nyurgun Bootur the Impetuous. Zhirkov M.V., Turalysov G.M. and Mestnikov V.V. were said to be the directors of the play. The drama was on till the end of the theater season and was a huge success with the public. In 1930 the Yakut State National Theater was given a new place, the building of the former cathedral, where the theater continued performing Oyunskyi’s drama Tuyaaryma Kuo. 

K.G. Orosin’s Olonkho Nyurgun Bootur the Impetuous, as a music drama in the interpretation of Sivtsev-Suorun Omollon D.K. and with V.V. Mestnikov’s staging, was performed in the Yakut Theater in the 1940-s. Till the end of the theater season the music drama was performed over 40 times and was always great success with the public. The music was composed by Zhirkov M.N. There were debates about the Olonkho in the pages of Eder Bolshevik newspaper. Later Sivtsev D.K. would notice, “In 1943, the community regarded the 100th play as a holiday of national culture.” The money, the theater earned performing the play, was spent for a tank, which was named Nyurgun Bootur and gifted to the Red Army (Suorun Omollon. Nyurgun Bootur. – Yakutsk, 1992, - p. 46)

Starting from 1947 Olonkho was performed as an opera Nyurgun Bootur. With the new redaction made by composers Zhirkov M.N. and Litinskyi G.I. in 1945 the Nyurgun Bootur opera was even bigger success with the public. In 1957 the opera was shown in Moscow during the Yakut literature and art program and was warmly accepted by Moscow viewers. 

During different years Mestnikov V.V., Potapov F.F. and Borisov A.S. have been the producers of the opera. 

The production of the play based on the Olonkho of Burnashev-Boojoghos N.P. Kyys Debiliye in 2000 was an important event in the cultural life of the republic. The play was performed on the stage of the Academic Sakha Theater named after Oyunskyi P.A. The producer of the play was Borisov A.S. and the director was Vasilyev G.S. In 2002 Kyys Debiliye won the Golden Mask award, the prize given by professional theater critics. Thus, Yakut Olonkho gained All-Russian acknowledgement.  

On 19th December 2004 National Dance Theater of the RS(Y) presented the music and dance play Aiyy Aimagha based on Olonkho Bert Khara on the stage of the Center named after Kulakovskyi A.E. It was quite an unusual performance where the Olonkho was narrated with the help of dance and music language means. The director and choreographer of the play was Baishev G. and the music was composed by Petrov N. Thereupon I would like to mention a beautiful legend. Long time ago one of the Indian rajahs wanted to enjoy the sounds of the sacred books of Ramayana and Mahabharata but not in the difficult language of Sanskrit, they wanted to enjoy it in the language of the local people. With the help of different gestures and body movements the dancers started to express feelings and passions of gods and demons, performing the scenes of love and cruelty. That was how the Kathahalie dance was born. Nowadays this classic dance starts with the sunset and goes on all night long, just in the same way as our Olonkho in the olden days. But usually tourists are shown a short variant of the Kathahalie dance, which lasts about 2 hours. When the night comes down drum-roll proclaims the beginning of a performance. Singers (narrators) narrate the story and dancers “translate” it into the language of dance, jumps, gestures and mime. There is also pantomime, ballet and acrobatics. It turns out that, moodrs play a very important role in the Kathahalie dance. These are symbolic gestures which stand for words. It is said that, there are 24 moodrs in the Kathahalie dance which in different combinations may express 300 words. This is enough to express the most complicated, delicate, hardly visible human feelings and relations between characters of the performance. It is easy to imagine that any Olonkho could be transformed into the language of dance and we are capable of making our own Yakut Kathahalie dance. We need such an outstanding Olonkho singer as Oyunskyi, who would be able to create a canonical text of Yakut Olonkho based on all known, generally recognized and the most profound texts of Olonkho. 
Luisa L. Gabisheva
Mythological Classifications:

Animal Code
The Yakut materials serve as one of the striking examples of using the natural phenomena as cultural signs.  Animals for a long period served as a graphic paradigm, the relationships between the elements of which could be used as a particular model of a life of a human society and the nature overall.  

Let us address an epic formula describing the home of the epic hero.  “(He has) a cuckoo on the wall in front of the entrance, a ferocious animal on the left-hand side, a lion of the right-hand side, a raven on the wall, where the entrance is”.  There is another more prevalent version of this formula.  “The person standing on his left-hand side appears as large as a swallow; the person standing on his right-hand side looks as large as a capercailye; the person standing in front of the fireplace appears as large as a cuckoo; the person standing by the doorway looks as large as a raven”.

The figures of the birds and animals are inserted into the main areas of the living space and sort with their semeiotic characteristics: south/north, left/right, white/black, and light/dark etc. The formula describes the lodgings of the epic hero, its magnitude – but this is only its surface notional structure.  Its profound implication communicates information of completely different quality:  life rests on the confrontation and the struggle of two source, aiyy and abaahy, the human and the dark forces of chaos.  Opposite each other are the ferocious beast of prey that personifies the dark forces of the Lower world and the lion as a symbol of the divine might of the human being.  
The Yakut legend goes that in the beginning there was the horse, an animal half a horse and half a human came from the horse – the Yakuts call it the lion (hahai – L.G.) – and the latter gave birth to the human being.  “Hahhaidar!” this is how the evil spirit addresses the people in shaman texts.  Yakuts of the Boturusskyi Ulus (Yakut – county) regard the lion as their tangara – a deity.  In the old times, an adornment depicting the lion served to protect children from evil forces.  We will cite the description of the tethering pole from Olonkho to compare it with the analyzed formula.  “For tethering the horse he has the main pole with a guardian lion on it, a pole of a medium height with a pigeon on it, and a small pole with a song-bird on it”.  It is revealing that the first tethering pole has a picture of the lion on it – the symbol of the might of the divine hero; the right to dismount next to the main pole is an object of rivalry for the heroes in the plots.  

In the Kutadgu-Bilig typical tropes are used to portray the valiant warrior.  “There at the war he has to have the heart of the lion, when attacking he has to have the paws of the pard” [4. p. 292].  An Uzbek proverb about a cowardly and weak enemy scornfully goes:  “The dog does not follow in the tracks of the tiger or the lion”.  In the folklore of the Kirghiz, the Kazakh and the others, the figure of the lion also symbolizes the hero’s might; the word ‘кaplaп’ – ‘lion’, ‘tiger’, ‘panther’ is an epithet of the epic hero.  Another name for lion ‘arslan’ has a metaphorical meaning of ‘mighty, brave’.  We find in the Kara-Kalpak epos Aryslan – “fiercer then the tiger, stronger then the lion”; as the researchers point out “pard” names have a metaphorical meaning of ‘courageous’.  Interestingly, in the Old Turkic anthroponomy the frequency of occurrence, for instance, of the ‘wolf’ is smaller then that of such exotic animals as the lion, tiger, and leopard.  

As regards to the confrontation of the lion and the beast of prey personifying the wild forces of chaos, let us turn our attention to the fact that according to one of the epic plots, the hero Dyyrai turns into a lion during the fight, and his chthonic adversary into a bear (cf. with an old Yakut belief, according to which lion’s bone fragment serves as an amulet from the bear).  In the Tuvinian epos, the horse asks its master to prepare stirrups with lion heads on them to kick off the enemy arrow.  S.V. Ivanov writes, “This indicates that the lions were regard as living beings that protected their master and received the enemy blows instead of him” [3. p. 62].

The introduction of the figures of shaman prophetic birds to the formula neutralizes the opposition of two antagonistic sources.  The cuckoo in Olonkho and the shaman texts serves as the milestone on the way to the deity, Uluutuyar Uluu Toyon, the father and the chief of the shamans, who resides in the western sky, – “with the cuckoo on the milestone the bloody road of Kyakhtyi”.  In the folklore texts, the spatial localization of the cuckoo is strongly connected with the western or the ‘back’ side (Yakut – ketekh, kenniki) of the forest or mountains.  

In accordance with the views of the peoples of Siberia, the cuckoo is a shaman bird, and unlike the bear, wolf, snake, and eagle owl it was among the light pure spirits-helpers.  If a Kachinzy (rus. Качинцы – one of the Turki tribes 16-18th century, the closest historical ancestors of contemporary the Khakas) shaman’s drum was devoid of the depictions of the cuckoo, it meant that the owner of the drum could not make prayings to the deities of the Upper world.  As a shaman bird, the cuckoo seems to be endowed with adversarial qualities.  On the one hand, her figure personifies the idea of fertility, abundance and wealth; the Altaic epos sings that “from the cuckoo cry their white flowers / blossom in Altai, / the blue flowers bloom on the earth”.  “As abundant as the cuckoo cries cuckoo”, is still very much a superstition among the Yakuts.  The well-known in folklore of the Turkic nations sayings “two identical, as large as the head of a horse, golden cuckoos” (Altaic – eki tyanei at bazhincha altyn kyaak) or “the grey cuckoo bird with a golden head” possibly have an implication that hints at the function of fertility (See 1 regarding the connection between the head and the notion of fertility).  To remind you, in the formula of Olonkho the figure of the cuckoo is correlated with ketegheriin dieki, where the owners’ bed ketegheriin oron was found.  After analyzing Altaic folklore the researchers arrive at a conclusion that the function of the cuckoo was in the revival of life and fertility.  On the other hand, there was an omen among the peoples of Siberia – the cuckoo could bring people both good and bad luck; for instance, her appearing near your home betokened misfortune.  The Yakuts believed if the cuckoo flied over the road then that bode the traveler his near end; the cuckoo appearing near their dwelling, just like the raven’s cry, served as an omen of trouble for the Shor people.  According to the Altaic myths, people became mortal because of the cuckoo that forgot the right words.  According to another Altaic myth, not the cuckoo should be blamed for the mortality of the humans, but the raven that lost the souls of the people.  In the folklore of the Turkic peoples of Siberia, the raven’s figure is also associated with death (cf. with the motif of the raven cleaning the earth from the corpses found in Olonkho).  At the same time, for example, a plot about black ravens that protected the elixir of life, which cures and brings back to life the dead heroes, is popular in the Khakas epos.  The raven plays a part of the mediator and the trickster in the mythology of many nations of the world.  He eats carrion, and carrion is already not animal and is not vegetable food, that is why the raven personifies a certain compromise between the predators and the herbivores, the opposition of which, in the end, turns out to be softening of the fundamental antinomy of life and death.

In the taboo language of the Yakuts, the raven is called argys ‘a companion’, he travels with the soul of the dead to the other world.  In the analyzed formula, the image of the raven is brought into correlation with the side of the soul ayaghar (ad verbum ‘the doorway to the road’).  The Yakut myths and folklore texts picture the raven (along with the roaming wolf) always on the run, and the cuckoo sitting on the tree (mountain) is quite a static image.  The raven is closely connected with the road.  There are numerous versions of the legend about how the raven rescues the forefather of the Horinzy (rus. Хоринцы – represented the last of the Mongolian lingual groups that formed the Yakuts, arrived in the Tuymaada valley before the 18th century; the medieval tribes of the Horinzy inhabited Baikal Siberia in the 11-12th centuries) from his death; one thing remains invariable – the assistance is rendered to the travelers, the person who is on the road.  The raven serves as a mediator between this and the other worlds, the future and the past.  It is not by chance that in the legend telling about the arrival of the first Russians to the river Yana, the raven plays the part of the “interpreter”:  shaman Kuruchei “although could not speak Russian, but spoke glibly without thinking.  All the while, his (shaman) spirit turned into a raven seated itself on the crown of a tree and told the shaman what the Russians were saying.  In that way the shaman knew what they were speaking of”.  The raven is a prophetic bird that has a gift of foresight and knows the destinies of the people.  The Yakuts say that the raven “knows the unknown, sees the unseen”.

As a resident bird, the raven serves as a mediator between the summer and the winter, as well as the day and the night – according to the Yakut beliefs the one who eats the raven’s eye will not be able to fall asleep.  Someone suffering from insomnia is said to be “The one who ate the raven’s eye” 

The figures of the shaman birds that of the cuckoo and the raven are the symbols of the boundary between the old and the new year in the traditional culture of the Yakuts.  The singing of the cuckoo, the first singer among the birds, served as an original audible signal of the end of the old and the beginning of the New Year for the Yakuts and the other peoples of Siberia.  “The cuckoo’s voice heralds the folk the arrival of the spring, and the end of the hard wintering”.  Croaking of the raven associates with the end of the summer and the beginning of the old year.  In the Yakut folk songs about the seasons, the mistress of the Arctic Ocean, Kyys Changyidan Hotun, summoning the frosts and the fogs, commands her children to have no mercy, but “spare the raven and make him the singer…”.

The color code is less intense in the description of the shaman birds.  The myths of the Kachinzy explain why “the cuckoo has different color feet”.  One of the Yakut myths tells how the raven tried to change its black marking, but failed trying.  His father’s name, Suor Ala Suorun, contains the word ala – ‘motley’.  The double nature of the raven’s figure perhaps reflects in the epithet “the raven, the messenger of the white and the black (drums)” from a chant of a Tuvinian shaman.  We should point out that in the myths and the folklore the figures of the shaman birds are connected with the motif of transformation, the change of one’s “status”.  The cuckoo, according to the myths of the peoples of Siberia, once used to be a person; the raven is the son of a celestial deity, who was punished and turned into a bird, and then sent down to the Middle world.  The birds, which appear in the myths as living beings of double zoo- and anthropomorphic nature, function as the mediators between the “human” and the “animal”.

Let us turn to the other version of the analyzed formula, where in the text the nominations of the capercailye and the swallow correlate with the southern and the northern sides of the lodgings.  The bifurcated tail, the long, narrow, pointed wings of the swallow and the dense feathering with metallic lustre associate with metal scissors, the figure of the latter serves as a symbol of a girl’s soul (kut) in the traditional culture of the Yakuts and other Turkic nations of Siberia.  An arrow is a symbol of a boy’s soul; the Yakut etiological myth mentions this, which explains the “arrows” on the feet of the capercailye that originated because of a pike shooting the bow.  In the tropes of Olonkho, the image of the capercailye serves as a standard of male charm and smartness.  The word qarluyаи – ‘swallow’ developed a metaphorical meaning of ‘beautiful’, ‘agile’ in modern Turkic languages.  A caring wife, an untiring homemaker among the Yakuts is said to be “the butterfly of the white house, the swallow of the black house”.  These comparisons and figures not only accurately convey the typical female sense of rhythm in movements, but also undoubtedly have a psychological background [1. p. 366].  In light of contrasting the capercailye and the swallow, as the male and the female symbols, we should point out the substantial difference between the birds:  the order of gallinaceous birds is precocial, and the swallow is an altricial bird.  The swallow both breeds and nurtures the nestlings, and the capercailye only sits the eggs.  The bird figures correlate through the relationships of identity and contrast in the formula.  The cuckoo has offshoot without nesting, sitting the eggs, and nurturing the nestlings (in a similar manner, the raven consumes animal food without killing anything).  A Yakut tale “Why the cuckoo stopped nesting” ends ascertaining that the cuckoo “began giving eggs to little horse and cow birds”.  In the text of the tale, the cuckoo is represented as the mediator between the little ‘horse’ and ‘cow’ birds.  It is known that in the Yakut mythological-poetic picture of the world the figures of the horse and the cow are the zoomorphic classifiers associated with the series of semantic oppositions: top/bottom, south/north, male/female, dynamic/static, sun/moon, summer/winter etc.  

The swallow is a migrant bird, the capercailye is a resident bird, but is nomadic, and the raven is both resident and not nomadic.  The swallow’s image that comes flying over the sea from far away foreign lands in a number of folklore traditions is related to the other world and dearth.  

The metaphorical language of Olonkho tells about life and the world using subjects and enclosing them in the schemes customary for the traditional culture, for example, the dwellings or the spatial orientation according to the four corners of the earth.  Within the bounds of the schemes, the human being places the subjects and the facts of experience using the analogies and matching and conveys the universal meanings: ‘male’/’female’, ‘day’/’night’, ‘native’/‘alien’ etc.  The symbols, which the olonkhosut collates within the spatial structure of the dwelling are contrasting according to certain features, and according to others are identical.  The logic of the bricolage “speaks” with the help of the things telling of the world and the life by means of the choice made.  The analyzed structures may be defined using the terms of Y. M. Lotman as “thinking structures”; they need an intellectual interlocutor to “function”, they carry out a function of creating new information, storing and transmitting it.  
Some coincidences and similarities in the semantic structure of the analyzed formula with the elements of specific examples of “iconography” in the dwellings of the Turkic and other nations of Siberia arouse our big interest.  As such, receptacles of the spirits (eeren) – different color ribbons, pieces of shaman clothing (squirrel skins), images of people and animals cut out from wood and fabric or embroidered on rags, taxidermies of sable and eagle-owl stuffed with dried grasses – were hanging in the dwellings of a Tuvinian shaman.  In the Khakas jurt not only the skins of the animals were hanging, but their symbolic pictures too.  The Kara-Kalpaks to protect the jurt from the evil spirits or redeeming a woman from barrenness hung taxidermy of the steppe eagle (kara kus) on the kerege of the jurt.  The elements of “iconography” could be found in the dwellings of other peoples of Siberia as well.  A particularly strict order was kept in placing the shaman articles around the jurt; for instance, in a Tuvinian shaman jurt the drum “was always placed in the front, the honorary part (tyor) of the dwelling…   The images of birds (kek – cuckoo, hartyga – hawk), the spirits – helpers of the shaman cut out from wood, were hung out directly above the drum in the jurt…on the right-hand side of the drum the eerenei group was hanging: adyg (bear), bugu (bull), kara (snakelike creature similar to moos eeren).  On the left-hand side from the doorway, the images of an arrow and a bow were placed, with capercailye feathers and a figurine of a person attached to the bow-string.  Eeren chamala (a bunch of fabric ribbons, figures of snakes etc.) was hanging above the doorway, a wooden sword was slipped behind this eeren” [2. p. 153-154].  First of all, the meanings of the right and the left-hand sides of the dwelling need to be specified in the quotation, these were determined from the position of a person facing eastward, in the direction of the doorway, i.e. practically from the honorary place – tyor.  Based on the indicated position the eeren – adyg, bugu, kara – in fact were placed in the female left half, and the bow, the arrow with the feathers and the figurine of a person on the male right half of the dwelling.  This is confirmed by the information enclosed in the same article: “adyg (bear) hung next to the cupboard”, “during the shaman rituals through the “back entrance” the shaman usually turned into a bear, … and such shaman ritual was accompanied by the adyg eeren” [2. p. 146, 159].  A spatial opposition of the figurine of a person on the right and the figures of chthonic animals – the bear, the bull, and the snakelike creature placed on the left, is revealed in the description of the jurt of a Tuvinian shaman.  The figurine of a person evidently depicted a man – the bow and the arrows are not simply weapons for a man; as we know, the arrow served as a symbol of a boy’s soul.  In the light of the semantics of the figure of the capercailye, the presence of its feathers on the bow-string is also demonstrative.  Curiously, the Yakuts also tied up the craw of a capercailye and black grouse tails on the string attached to the ceiling to prevent the abaasy from entering the dwelling.  It should be noted that just like in the formula the figure of the cuckoo is matched with the honorary part of the dwelling, the tyor place.  Thus, the analysis of the formula reveals not only the sacral information reflecting the shaman views, but also the archaic elements argumentative of the ethno-genetic relationships of Olonkho with the cultures of other Turkic nations.  One may presume that the structure of the formula represents a mnemonic diagram of texts kept in the oral memory of the group.
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Chusovskaya V.A.

The Language of Classic Theater Form

The language of a theater form is composed of an empty space transformation (with the help of acting and other means of stage expressiveness) and time which passes by in it. The correlation of stage space and time which appears there is the law of a theater forming factor. The components of its space and time relations are invariant in theater forms of different epochs. 

Under this level of forming invariants there is a next level which connects the theater types according to the principals of certain world view attributes. One of such kinds is a form of classic national theater based on the heathen world conception. Regardless of time they appeared, they are formed according to typological features, which indicate their belonging to cattle breeding and agricultural cult ceremonies. Ancient Greek theater, which appeared in V-VI centuries BC, Japanese theater No, appeared in the Middle Ages and Yakut theater of Olonkho which is now forming at the turn of centuries, they all represent one type, based on the invariants of heathen theater forms. The common features for all of them are: mythology in the basis of dramatic art and a stage, which is connected with the sites of cult ceremonies (altars, temples, special places for rituals).

Syncretism, common for theatrical art, is expressed here in the following invariants: motet to gods (dithyrambs, algys (a Yakut traditional blessing), round dances, choir participation, the use of mask (tattoos, ritual make-up) and ritual objects, a competition of performers. 

One of the common features is the division of the world into three parts, different time interlacing and laconism in stage mounting, based on symbols only (chariots, sergae – a Yakut traditional tethering pole and choron – a wooden cup for drinking horse milk).

One more general and permanent feature is a spell function of classic forms of national theaters. The connection with calendar holidays makes it important when an act is held with a lot of people around so that it possesses a deep, sacred aim, more vitally important then just mere entertainment of public. 

I.V. Pokatilova 

The Phenomenon of Olonkho 

In Shaping the Yakut Artistic Mentality in the 20th Century

Folklore is a holistic culture; all of its forms emerged on the common social and historic grounds, in the same geographic conditions and are based on the worldview of syncretism, the myth-creation.     

The acme of the folk art is Olonkho; it plays that ethno-generating role and all-embracing value in the everyday life and the culture of the Yakuts as an ethnos.  The oral form of creative thinking engendered the profound tradition of improvising – the repetition of the old, already discovered and possible diversity of the variants, and enriching the canonized forms with the new elements and motifs.  Such improvised nature is present in folk music, ornamental art and epos.  

Olonkhosut (Yakut – the narrator of Olonkho) was among the sacral persons in the traditional culture and possessed an all-embracing vision of the world – anaaryy – a comprehensive gift of foresight of a poet, singer, improviser, and was capable of creating even acoustical and visual hallucinations.  He had very peculiar memory that retained all of the spatial plots and the arsenal of means of expression in oral form for several centuries.  

The phenomenon of Olonkho shows the maturity of the traditional Yakut society, where each member was prepared to grasp, retain and orally pass it on.  The epic structure of Olonkho poetic style influenced the main methods and principles of artistic mentality of the 20th century, and thereby shaped the specific features of the mentality and affected the development of the creative potential of the Yakuts.  

The layer of the traditional artistic culture of the Yakuts is characterized by syncretism, mythological character, the powerful epic origin, and the improvising culture of the folklore, crowned with the epos – Olonkho, the highly developed art of ornamentation.

Overall in characterizing Yakut artistic culture before the 20th century, it should be emphasized that historically nonsimultaneous traditions (according to their ethnic characteristics) welded together in it; and chiefly the fact that “not pictorial, but sculptural, plastic and graphic forms” (S.M. Chervonnaya) prevailed in the artistic folk legacy, which later influenced the developmental character of Yakut fine arts and all of the artistic culture of Yakutia of the 20th century – the bone-carving arts in Yakutia of 1940s, 1960-70s; Yakut graphic arts of the 1960s and the dramatic art of the 1990s.  
Lira L. Gabisheva 

The first and the only: 

On the History of Staging M. Zhirkov and G. Litinskyi Opera – 

Nurgun Bootur

Olonkho opera? Opera Olonkho? Epos and professional music, the singing traditions of the Yakut folklore and the opera vocal school.  The widest range of relationships, issues and tasks is outlined by the first and so far the only national opera-Olonkho – Nurgun Bootur the Impetuous – by M. Zhirkov and G. Litinskyi.  This work, just like one of the timeless riddles of the Oedipus sphinx, repeatedly excites our minds, stirs our hearts and agitates our souls.  

In many respects being the creation of its time, it embodied the revival from a protracted oblivion of a whole layer of the Yakut culture, but already in a different modern for that time period understanding of the artistic concept.  We may have a long discussion of the canons of traditional European or Russian opera, on the principles of which the Yakut opera firstling was structured on the surface, just as the national operas in Kirgizia, and in Buryatia, etc.  As well as of the fact that except for the Yakut language, the plotline and the musical themes there is nothing “truly Yakut” in it, and that overall the Yakut opera as a genre is alien to the nature of a national culture.   

Then why in the distant year of 1940 (when the author of the musical drama at the time was just Zhirkov himself, who personally lead a small orchestra) and in 1947, 1950, 1957, when Litinskyi added his authorship, this production was a tremendous success among both the Yakutians and the Muscovites.  The success is legendary, and the opera itself is both of unquestionable historical and artistic value.  

Until now the people’s memory as a precious relic keeps the image of those distant in time performances created by the efforts of obsessed with the dream and possessed by talent associates of M. Zhirkov – Ustin Nokhsorov, the author of libretto Suorun Omollon, the stage designer Georgyi Turalysov and a whole galaxy of remarkable performers of several generations: Alexandra Novgorodova, Anna Egorova, Ekaterina Zaharova, Mikhail Zhirkov, Nikolai Kharitonov, Innokentyi Mestnikov, Taras Mestnikov, Maria Belolubskaya, Elena Skryabina, Petr Reshetnikov, Viktor Savvin, Marina Popova, Marfa Vasilieva, Akulina Sidorova, Semen Migalkin, Anastasia Lytkina, Nikolai Baskarov, Ilya Perevalov, Petr Krivoshapkin, Matvei Lobanov, Nadezhda Shepeleva, Gavril Kolesov, Aksiniya Adamova, Dmitryi Kopirin, Maria Nikolaeva, Konstantin Borisov, Lazar Serguchev, Zinaida Gabisheva and many-many others.  The actors of the dramatic troupe took part in the crowd scenes together with the singers of the chorus, as well as performing small parts.  And so much painstaking work and enthusiasm was put into it by the composer Genrikh Litinskyi, and the conductors, each in their own time, Mikhail Venediktov, Galina Krivoshapko, choirmasters Vladimir Popov, Fevronia Baisheva, Gavril Tanygin, Petr Cherkashin, leaders Polina Rozinskaya, Sergei Jangvaladze, Evgenia Krutovskaya, choreographers Sergei Vladimirov-Klimov, Maria Zhornitskaya, and Vasilyi Kozlov.  

Not all of the participants of the legendary performances devoted their life to theater later on, but the success of Nurgun was an ascent in everyone’s fate: one judges by the memoirs sometimes sent to the Museum of Opera and Ballet Theater.  

We may not agree that in the production of the opera of 1977 the striving to novelty, a certain generalization and laconic brevity of the interpretation after all turned out as the loss of the charm, the spirit and the splendor of the piece on the whole, in spite of the excellent leading cast: M. Nikolaeva, A. Ilyina, I. Stepanov, S. Okoneshnikov and others.  After a few premiere performances, Nurgun did not cause much enthusiasm in the audience and in the beginning of 1980 was staged primarily in fragments, later completely leaving the stage.  

In the forth production of the opera-Olonkho Nurgun Bootur the Impetuous (1993) the director A. Borisov, by his own account, aimed at restoring the bygone legendary spirit of the piece, the original national flavor in all its picturesque details.  The cast (Tuyaaryma Kuo – Albina Borisova, Anna Savvinova, Aitalina Adamova; Nurgun Bootur – Ivan Stepanov, Vladimir Pavlov, Vladimir Zabolozkyi; Urun Uolan – Semen Okoneshnikov, Ivan Ksenofontov, Prokopyi Neustroev) to some extent defined the interpretation of the performance, as well as the participation of the actors of P.A. Oyunskyi Drama Theater.  Consultants on all aspects were engage in the production – starting from the experts of folklore to costume production managers.  The décor by the stage designer G. Sotnikov, the costumes by L. Gogoleva, the conductor A.Unarov, the choreographers V. Vinokurov and A. Afanasiev, and the choirmaster V. Ptizin.  

The opera-Olonkho Nurgun Bootur the Impetuous is our national legacy, property of the people that became the classics, and it repeatedly puzzles and amazes the audience with its profound beauty and nobility. 
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Dance Characteristics of Olonkho Characters

The syncretism of mythological conciseness initially supposes dance figurativeness in Olonkho. 

In spite of the fact that there is no direct indication of certain dance types existence, richness and figurativeness of the Olonkho language give us a possibility to feel a plastic and dance vision which lies within the basis of the Yakut traditional dance

It is not surprising, that traditional female and male dances, including such original ones as osuokhai (Yakut traditional round dance), betee and others completely coincide, in terms of interpretation, lexical and composition structures, with plastic and imaginary descriptions of Olonkho main characters. Imitative and associative motion elements are vividly described in Olonkho especially those which reflect animals and birds mores. Gods, sky female shamans – udagans, hero gods and monster devils – abaasy and even nature phenomena create visual dance images. Olonkho contains the essence of dance images. 

Epic works, mythology, legends, fairy tales contain artistic features which could have appeared only basing on an esthetic ideal of a nation which has been forming for thousands of years. 

There is no Olonkho which would not mention an archaic movement syugyuryuyu. As Maak R.K. determines the Yakut word yunkyu (dance) comes out of the verbs yunkyu, yunebin which mean lean and bow. 

But the main sense of it is connected with praying. Kyys Debiliye Olonkho says about the ancient Yakuts, “…they are those who have happy thoughts, they are those who aspire to good praying with reins behind their shoulders, the race who worship gods.”

Obviously, the ancient Yakuts did not treat yunkyu only as a bow, the movement of a dance itself, but they also connected it with a praying. In this context yunkyu expresses perfectly well the meaning of the praying which is found in the archaic dance. 

We can say that the bow is a dance symbol of faith. This is one of the most archaic movements in which genetic human memory together with the way of thinking are preserved. The bow is meditative and it can concentrate person’s attention, accumulate their energy. In ancient times a motion itself, was one of the meditative ways of concentration, which was widely used in Oriental religions. 

The Yakuts do not have a single Olonkho where a bow would not have been mentioned. A bow is everywhere in legends, stories and fairy tales. The main characters of Olonkho are people of the aiyy race – they bow severally to each other, take low bows before nature spirits. Bows are not only specific feature of the ancient Yakuts but is also an essential part of their mentality, the peculiarity of their psychological cast of mind and the extract from Olonkho proves it. It goes, the man of the aiyy race begs, the man of the sun race asks. In Olonkho only a man of aiyy can ask and beg. The monsters do not have this right. 

Olonkho mentions 3, 7, 9, 90 and 99 bows. The number of taking bows implies a magic sense. 

In Yakut dances, particularly in bows the aiyy man’s world view foundations are accentuated, their aspirations, life positions based on worship, respect towards nature forces and desire to combine their spiritual impulses with powerful nature. The ancient Yakuts’ ultimate wish is a natural combination of their inner energy with the energy of environment and Cosmos. It is clearly observed in a bow which gave the direction of Yakut traditional choreography and which actually determined its context. 

The word yunkyu does not only mean dance. It is deeper, wider and is connected more with the world view concept. It reflects the Yakuts’ conceptual vision, their attitude to the environment, to themselves, to other people, Cosmos and the Universe. This idea connects all three worlds – the Middle, Upper and Lower. It is not surprising that syugyuryuyu – a bow and its variants are found in Olonkho texts. Generally a bow is not surrender, not obedience to everything. A bow is an understanding of necessity for agreements, peace and aspiration to goodness. 

The trichotomic conception of the world supposes free travel of the Olonkho main characters, including heroes in all the three worlds, but they can go from one sphere to another as birds and animals only. The gift of re-incarnation is another characteristic of heroes and shamans’ supernatural abilities. A hero in Olonkho turns into a falcon, eagle, pike, snake, mythical bird – exsecyu, mythical animals – bar kyyl, Kei Suoruma, lunkha-fish and so on. The re-incarnation as a means of penetrating to the other world is observed in all the Yakut Olonkhos and is one of their permanent elements. It is a lexical characteristic of these re-incarnations which is interesting for us. As a rule a character should somersault three times or turn around to turn into an animal or a bird. Somersaults, going rounds and turns symbolized acting magic power in the Yakuts’ world view, a change of a previous status into something new. 

Olonkho created a perfect model of a hero. The beauty of the body, svelte, muscle body, height, unusual vital force observed in every gesture and move are natural proofs of his spirit power. That is why a defender is handsome, strong and noble, whereas a destroyer is ugly and repellent. The plotline of all peoples’ epics is built on this contrast. The desired ideal of the ancient Yakuts is the harmony of the soul and body, nobility of wishes is naturally combined with physical perfection. 

Unusual physical abilities of the heroes do not have any sense without their inner spiritual perfection. The inner richness of their soul and its depth find reflection in outstanding physical abilities of the heroes. Only a natural combination of inner matter and appearance give the heroes possibility to become the best young men, the perfect one of all the Yakuts. 

The feeling of power, nobility and realization of their moral superiority are seen in every move of the aiyy hero. 

Abaasy heroes are fussy. Their moves are not coordinated, awkward and exaggerated. The plastic characteristic of the Lower World heroes correspond to their inner state – unpredictable, changeable and inconstant. 

The characters of the Lower World have disorderly hands, legs, bodies, non-rhythmic walk, run and unnatural positions. They tend to walk half-bent (limp, convulsive steps). All these features make an impression of instability and strangeness. The rhythm is confusing and uneven. Their poses are aggressive and artificial. Their plastic is rough, tough and awkward. 

One of the most vivid dance characters in Olonkho is Kuo – a beauty, female shaman, and heroine. This is an ethnic ideal of female beauty described in Olonkho, for whom plastic and manners are extremely important. Descriptions of her movements deepen and enrich her female image. 

The spiritual culture of aiyy people is clearly observed in Olonkho, in other words the people of the aiyy race and one of the characteristic features of them is worshipping the woman-mother, progenitress, showing respect to her. Oyunskyi P.A. wrote that a woman had an authority in a family and that in a number of situations her opinion was conclusive. 

At first the beauty’s plastic might seem a little poor and boring. The Sakha people mentality does not let a woman be observed as a fussy, whirling and hyper dynamic person. Her reserved plastic is expressive and is in one same style. In a calm, usual state a Yakut woman is laconic in motions. Even in extreme situations when a woman is kidnapped by abaasy she does not take any active actions. There is no Olonkho which would describe her actions in this situation. It may seem that the female character in Olonkho is passive, without any active part. But this is the aesthetics of the Yakuts’ female beauty, which they have had for centuries. It supposes that a woman has peace of her mind in any extreme situations. A woman can be gentle, delicate but never weak-willed and dissolute. The female image is composed, self-possessed and dignified. 

Olonkho practically contains the complete lexical and kinetic basis of traditional Yakut dance. It possesses the plastic and dance ideal of the ancient Yakuts, reflects the main directions of their creative thinking. There are also 11 groups of movements and in every group there are 10 motions. Hence we can conclude that Olonkho possesses the kernel of a lexical fund of Yakut traditional dance and the beginning of a dance language which are then found in the development of traditional Yakut choreography. The plastic and dance ideal of the ancient Yakuts is recorded in Olonkho. It reflects its basic directions and aspects of kinetic creation. 

L.I. Gogoleva

The Artist in Olonkho Theater –

Mazes of Creative Abilities 

What the exterior and inner form of Olonkho Theater should (or may be) like? 

Is it an elitist theater?  Is it the people’s theater?  Is it a theater of mass culture?  

“Elitist” theater is a theater for intellectuals, complex in its inner form, and chic on the exterior.

“People’s” theater, vulgar – akin a dell'arte comedy, of current social importance, comic, slightly naïve, with unsophisticated transformations.  Masking is the most primitive way of transformation.  There are plenty transformations in the Kyys Debiliye play.  

Mass culture rests on archetypes.  In the analytical psychology of Karl Jung, it is the unconscious form of perception of the fundamental fabrics of everyday life: love, violence, happiness, work.

How do we show three worlds in theater?

The Upper world.  The gods are sublime.  Fine.  Fairy?  Ghostly?

The Lower world.  Are the demons – abaahy of the Lower world graphically and frightfully ugly?

But who in our time gets scared of a horror story?  Can we outdo the Americans using our means?  Alas!  In the Japanese theater, the demons are suffused with “lustrous sinister extravagance”…

The Middle world.  The human.  The ideal of the Renaissance?  The Oration on the Dignity of Man of count Pico della Mirandola (XV century): “The Supreme Maker set Adam in the middle of the world and thus spoke to him:

We have made you a creature neither of heaven nor of earth, neither mortal nor immortal, in order that you may, as the free and proud shaper of your own being, fashion yourself in the form you may prefer. It will be in your power to descend to the lower, brutish forms of life; you will be able, through your own decision, to rise again to the superior orders whose life is divine…”

Theater influences so actively the human subconscious that it can shape the national aesthetic ideal.  I believe Andrei Borisov is following this path.  

I read Andrei Borisov: “The militant plebeians are the grounds for any revolution”.  I think of the devils – abaahy.  Did the black ragamuffins of the Lower world put their eye on the beautiful replete Middle world?  A topic for discussion.  

Color.  We can not manage without the philosophy of color.  The color has a hypnotic effect on me.  “The Magic of Color”.  To be precise, in this play the wording should be different – “the dramatic composition of color”.  The Upper world.  The white color is for completeness.  The absolute freedom.  In the East, it symbolizes physical death, but at the same times the beginning of the new incarnation.  The peace flag is white.  This color conveys the idea of Absolute Everything.  Silver is the polished white color.  “The clear white skies…”  Yellow conveys liberation.  Gold – the polished, shiny surface of yellow – radiates resplendent happiness.  Blue is the peace of mind.  The deeper the blue the stronger it calls the human to the infinity.  The color of silence, the state natural to beauty.  Gods and spirits in silver and gold garments.  The garments and make-up may be of all shades of azure and blue.  The Lower world is opposed to the Upper.  The black color is the terminus of darkness.  The aggressive confrontation to the buoyant bright world.  As a belligerent cry – “No!”  The absolute “Nothing”.  The color that absorbs all colors.  Grey – a color as a boundary, the demarcation strip between “Yes” and “No”.  Neutral.  “… It is the twilight side that is akin lean watery fish-soup…” (Olonkho Kyys Debiliye).  The Middle world is the familiar, colorful, buoyant world.  But even here there is a choice to be made:  the “kin of sunny aiyy” should be dressed into shades of the “sunlit earth”, the shades of a “warm tree”.  

Texture.  Is more or less taking shape.  Gods – sparkling brocade, organza, jewelry of shining metals.  People – the familiar folk costumes of silk, thin chamois, saryy, thin cloths.  Everything soft, comfortable, living.  Demons - abaahy – the ragamuffins, the textures imitating shabbiness, bare furs, “shawls of cloudy slime, scarves of the sky’s slime” (Olonkho Kyys Debiliye).

Form.  “It seems as if we are afraid of beauty, we do not love beauty, afraid of beauty as of luxury; do not want any superfluity…” (Nikolai Berdyaev, the Fates of Russia).  We do not love form, do not know it, we do not know the joy of various forms!  Has not it been too long for the “scant laconic style” to linger on in our theater?  As well as in the costumes.  In many theaters, the costume as a phenomenon was neglected.  Of course, this is closely related both to the economic grievances and to the fact that we had to invent “on the run”, whatever was on hand, sufficiently “conventional”.  But the costume can be a detailed story.  The décor costume.  

When the olonkhosut (Yakut – the narrator of Olonkho) describes in detail the dress of the hero, he does this not only to make a brilliant display of his imagination or fine observations.  He imparts important semantic information.  By receiving it, the listener (spectator) delves into not only the world of things, but also the world of ideas.  

Materialization.  The spectator has to feel with and enrich oneself by the material medium of the stage performance.  And the costume is one of the most important constituents of such a performance.  The psychological, intellectual pressure and physical stress on the artist is very high.  There is a strong sense of responsibility.  That is why the success of the design depends on the quality of execution.

Few theaters held on to the skilled executors.  Our theater in that sense is one of the exceptions.  We were able to keep and renew the strong, professional structure of production workshops.  For our executors achieving an artistic result becomes the point of honor, in spite of incomprehensible difficulties.  From ordinary apprentices they grow into well-known and respected masters.  Something to be proud of! 

On style, the artist and nontraditional artistic thinking.  The hardest task is to create the plastic medium.  This task is always there.  But here, in this play, the task is special – creating a particular aesthetics, which would embody both the traditional folk forms and the fancies of the future.  

The director’s style of Andrei Borisov somewhat reminds the artistic technique of Fellini.  But it is not the entrancing strangeness of the exaggeration of forms, but it is a strange harmony of contrary forms.  A contact of the eastern and western worldviews.  The striving for overcoming any national limitations.  Rising above the national exotics.  The common to all-human spirit lives in the Yakut nation!

In King Lear, the Yakuts wear tuxedos and greatcoats.  In Kyys Debiliye, the choir in European evening dresses, “casual” olonkhosut and the “fancies” of the main characters.  

Incidentally, on the fancies.  I cannot say for sure how many stylistic versions of them were designed.  Three? Four? Ten?

In this period The Copper-Headed Somnambulists and Tattooed Gods, the costumes of Gods for two sports competitions and many more were created.  We had a multitude of versions.  I believe the discarded versions could be shocking (or the best?).  In this sense the theater is grateful to Gennadyi Sotnikov.  The artist – thinker, as a catalyst, singles out the treasure grain from the rapid stream of “the rest”.  

An artist who possesses the rare gift of style diversity is always interesting.  It seems to me that the contemporary artist is like a guide, stalker.  His memory, imagination are the guides for the past, as well as the future in the boundless world of creative abilities.  

We need the creative superfluity. 

Ivanova S.V.

The World Model in 

Scenographic Interpretations of Olonkho Staging

Staging as a kind of theater and visual art sets the task of recasting of real space into the space of art. A theater artist offers different conceptions of an art interpretation: decorations may represent an insubstantial and figurative exposure background or this may be a visual and plastic environment. 

Theater becomes a modeling system, if a person, as a creator and the product of culture, with the help of theater means constructs their own model of the world and culture. The staging interpretations of Yakut traditional epos Olonkho represents a special code which is based on a national world view, social and cultural environment and the culture common to all mankind. 

An acting space of the stage, with certain physical parameters, possesses different contours depending on the character of staging. Modern thinking and the complex of visions accumulated by the human during the whole history of existence influence new forms of a space construction. But this is the national peculiarities of a play staging which determines originality and art value. Staging understanding of Olonkho plays and the subject’s studying are interesting as a reflection of an ethnic model of the world. The culture is regarded as a sign system which is actually a mediator between an individual and the environment and has a function of selection and structuring information about the outer world.

A three part construction of the stage space with the upper part is the space under gridirons, the middle is a stage and the lower is a hold is close to a traditional world view and attitude, so it finds a material reflection in the three part structure of the cosmogonical world in the Yakuts’ mythological consciousness.

The stage space has a geographical concept, religious and moral meaning: the upper part is the Upper World; the middle part is land, the Middle World; the lower part is the Lower World. This idea is common not only for the mythological and medieval thinking but for modern plays as well. 

Let us observe the brightest Yakut Olonkho plays in terms of dramatic art. For the research we will take the staging of 1957 opera by Zhirkov M. and Litinskyi G. Nyurgun Bootur the Impetuous (director – Mestnikov, scenic artists – composite authors Osipova A.N. and Antonova V.K. under the direction of Turalysov G.M.), the staging of the same opera in 1977 (director – Potapov F.F., scenic artists – Ivanov V.D., Munkhalov A.N.) and the staging of Kyys Debiliye (director Borisov A.S., scenic artist – Sotnikov G.P.).

The scenographic interpretations of the stage in the 1957 opera by Zhirkov M. and Litinskyi G. Nyurgun Bootur the Impetuous represent a space model similar to the real world at its maximum. Using a wide range of means, accumulated by the history of Russian scenic decorations, the artists created an illusionary space framed in a portal arch and aiming to optical destruction of the stage box. There appeared the world, material, corporeal and convincing in the way it looked and felt. The holiday bright colors, light and linear perspective, scene of the action and time reproduced with documentary and historical convincingness. For the artists a reflection of the stage was a vivid painting in which they expressed their vision of the Olonkho world common for the postwar triumphant period. The brightest painting is the final scene of the opera play. The central place of the stage is occupied with the sacred tree Aal Luuk Mas. The image of the Sacred World Tree which runs through all the three worlds of the mythological space does not show the assumed spaces of the Upper and Lower Worlds. The crown of the tree rests again the upper line of the portal, the roots of the tree spread over the hill, making a bottom line of the picture. The Middle World expanse going far inland and into the endless expanse of the sky gave the viewers the feeling of endlessness and wealth. The space development takes place in the assumed, perceptible and familiar landscape. Life, events, bright and light images of the heroes created the world of a fairy tale and reality at the same time. A static character of the composition, the front planning of decorations gave a feeling of stability and confidence. This feeling was supported by a very real image of the Sacred Tree, an oak with wonderful acorns. Inconsistency between the description and the image of Aal Look Mas in the epos was dictated by the historic reality of the Soviet period. The visual conception of the play was supposed to be understandable for all ethnic and social groups. The mise en scene of the mass pictures of the final scene was made in a form of a semicircle which united the actors and the viewers in a single circle, the circle of osuokhai (a Yakut traditional round dance). It created a single emotional and spiritual impulse which is remembered in the people’s memory. The artistic and staging interpretations of the play were made by the artists in an adequate way according to the historical conditions and viewers’ expectations.

In the 1977 play (director Potapov F.F., scenic artists Ivanov V.D., Munkhalov A.N.) there was a model of the space different from the real one. The vision of the world was given with the help of such means as a metaphor, allegory and symbol. Active viewers’ imagination was needed to understand the artistic and visual images of the play. The main artists’ effort was directed onto revealing the main points of the events but not a detailed description of the events. To express an idea of a natural phenomenon for instance, several major features were chosen or a poetic metaphor, allegory or a subject association was used. For this purpose images or comparisons closely connected with this or that phenomenon were implemented. An illustrative example of a description was replaced by a symbolic picture of objects and phenomena. The perception of such images was possible only due to common symbols widely accepted and understood by the public. The staging interpretations became clear and meaningful because the artists and the viewers had the same initial attitude towards elementary perceptible phenomena of the reality and expressed their emotional evaluations in the same forms of behavior. The implementation of such a model is typical of the period when there is a desire to stabilize life or when it is impossible to talk openly about a situation in the society while believing in it. 

Monumental forms, clear details, new reading of the Olonkho imaginary language and traditions of decorative folklore are typical of the artistic interpretations in this play. There was only one installation on the scene – a ramp. It changed its configuration when the stage circle rotated with the sacred tree Aal Look Mas in the middle. The rotating ramp around the tree was a materialized embodiment of an epic description of the three worlds revolving around their axis. The pattern of the osuokhai dance motion was spiral, one circle of osuokhai was changed by the other, going higher and filling all the space of the stage. There appeared an artistic realization of multilevel, multicolor, rich and vast space of the blessed Middle World. The scenic interpretation symbolized the triumph of national self-identification.

The staging of the Kyys Debiliye play (director Borisov A.S., scenic artist Sotnikov G.P.) represents the space model corresponding to the modern period of our history. The usage of this model is common in the comprehension period of the past, in the period of information accumulation and transformation of it into self-organizing systems. An artistic interpretation is not aimed at the illustration of an action but at the creation of a single plastic environment. A hanging wooden quadrangular board symbolizes the Earth, which corresponds to the traditional vision of the ancient Yakuts about the quadrangular model of the horizontal space. The position of the board hanging in the infinite Universe also symbolizes the instability of the Middle World and which the light and dark forces fight for. The simplicity of the form of this major picturesque element gives different ways of reading it and its stage use. The subjects around this general metaphoric image of the board gain an independent semantic meaning. The world of the material Yakuts’ culture presented in the play – choron (a wooden cup for drinking horse milk), silver jewelry and wares – this is the world of steady forms, remained in the vortex of changes, when traditional foundations and values have been swept away. 

The plays we have observed provide different artistic and esthetic interpretations of the stage space. The creators’ artistic work is impossible without a preliminary realization of the connection and relations between all the elements of the drama structure with social and cultural events of the outer world and personal experience of an individual. The space model built on the stage is complex and multilevel. It includes mythological images, common functionality, existing historic and ideological visions and the play purpose. Images created by different scenic design, music and drama are all laid upon viewers’ mind, upon their cultural and life experience, historic and everyday life memory and then this all creates a complex, semiotic mechanism in motion. The basis of all these plays is in traditional mythological and poetic consciousness, which is reflected in Olonkho at its most and in artistic understanding of the most important human life phenomena and the reality which surrounds them. 

A.L. Gabisheva 

G.G. Neustroeva 

The Heroic Epos –Olonkho 

In the Fine Arts of Yakutia 

The Yakut heroic epos is closely connected with the traditional culture, the initial image of the people, the time, the world, the heart of the nation is concentrated in it; the mythological, religious, philosophical outlooks are summarized.  In the national epos and the folk art, the artists look for different guiding lines.  Some are interested in the plotline and thematic relationships, the others – in the stylistic basics, the third – in the overall creative principles, based on the originality of the ethnic artistic mentality.  The craving for the global, higher meaning is the typical characteristic of the national perception stemming from the way of life, the particular climate, landscape, and the natural environment.

Olonkho in the works of the first artists of Yakutia 

From the very spring of the fine art in Yakutia the artists turned to the ancient epic legacy, there they drew inexhaustible ideas and images of the nations. 

The gallery of folk figures in painting of the republic begins with the Portrait of the Olonkhosut I.N. Vinokurov-Tabahyrov created in 1930 by Ivan Vasilievich Popov – the first professional artist of Yakutia.  Starting with this portrait the figure of the narrator continually attracts the attention of the artists (P.P. Romanov, The Portrait Of I.I. Burnasheva-Tong-Suorun, 1944; V.G. Petrov, Olonkhosut Yrya Bylatyan, 1955; S.L. Alexandrov, The Portrait of the Olonkhosut I.G. Timofeev-Teplouhov, 1960; E.S. Sivtsev, Olonkhosut V.P. Popov, 1965; V.D. Ivanov, The Portrait of S. Zverev, 1970; G.V. Lebedinskaya, The Portrait of Manchaary, 1974; S.S. Parnikov, The Portrait of P.P. Yadrikhinskyi-Bejeele, 1982; L.A. Kim, The Portrait of Olonkhosut, 1983; L.D. Sleptsova, Olonkhosut Uustarabys, 1991).  

The first expounder of the epic images was the national artist of Yakutia Petr Petrovich Romanov.  In 1936-1937, he worked on the illustrations to the monumental saga by P.A. Oyunskyi Nurgun Bootur the Impetuous, but at that troubled time, this fundamental work was not destined to see the light.  Later the author revised the illustrations for Olonkho of D.M. Govorov Muldu the Strong, published in Yakut in 1938 in Moscow.  The drawings done in pencil in imitation of lithography are devoted to the giant-cripple’s coming into being an epic hero of the Middle world and his feats.  The sheets reveal the large scale of the accomplished deeds of the epic hero (The Hero’s Leap to the Ninth Heaven, The Jump over the Flaming Abyss, and The Duel with the Hero Arjaman-Jarjaman).  

In the canvas The Hero with the Bride (1938) P.P. Romanov is the first one to express the figurative structure of the Yakut folklore, its living tissue, rich in passions, dramatic conflicts and the life-asserting source, as a vivid narrative of mundane human existence.  The painting with its detailed narration, the active role of the scenery, the brilliance of the characters, looks as if painted from life describing everything in an accurate and clear manner.  The painter renders it in a genre descriptive key by emphasizing the reality of the spatial perspective.  In the color rendition, there is the multicolor of the epic saga itself.  The clothing and the munitions are painted out with ethnographic accuracy, to the description of which the narrators attached special importance, because in Olonkho each detail among the multitude of others has a notional significance and at the same time serves to reveal the character of the image-figure.  The reality and the fiction are balanced in the picture, the painting techniques and the stylistics of the work are folkloristic, and are based on the folk worldview.

One of the first artists of Yakutia, ethnographer, local lore expert, Mikhail Mikhailovich Nosov in his creative work often turned to the historically legendary and folklore motifs.  These are represented by the pictures: The Dance of the Ancient Yakuts (1946), Struggle of the Heroes (1940), The First Settlers of the Lena (1947), and the sheets of the graphic series Yakutia in the Folk Epos (1945).  These works acquaint with an unusual fantastical imaginary world, created by the imagination of the author.  His graphic series Yakutia in the Folk Epos remained unfinished – seven sheets dedicated to Olonkho heroes and the world surrounding them.  The style of the compositions of the series is “exalted pantheism”, which harmonizes the stylization of ornamental and plastic shapes of old Yakut domestic ware and the artist’s personal improvisations coming from the serpentine and intertwining vegetable and zoomorphic shapes and lines with naturalism in the work up of the details.  Nosov illustrates epos like a fantastic tale rich in everyday life observations and recreates the overall poetic atmosphere of folklore with its spontaneity and naïve realism. 

Consequently, in the works of the first painters, the plots and the characters of Olonkho undergo transformations form the naïve tale-like mythological (M.M. Nosov) to the high figurative epic realism (P.P. Romanov).  At the same time two different approaches are observed:  M.M. Nosov’s stylization as a consequence of the one-sided understanding of the national peculiarity of the Yakut art and the ways for its further development; P.P. Romanov’s convergence of the myth with reality as a consequence of the search for the ideal hero, which showed through the reliance on the traditions of the poetic folk-lore, the deepening into the national psyche and ethnography, which expanded the genre and the thematic foundation of the fine art of Yakutia at the initial stage.  

Characters, plots of the folk epos in the Yakut artistic bone carving.  
In the art of the second half of the 1940s in the republic Olonkho distinctively transformed in the traditional folk art, and first of all in the mammoth tusk carving.  The bone carving underwent a long and difficult course of development in Yakutia.  Its history allows tracing its natural course from ornament to figurativeness, from crude archaic shapes to their gradual enrichment and perfection, and achievement of simplicity and clarity.  The middle and the second half of the 20th century is the time of flourishing of all kinds of folk art in Yakutia.  The revival of artistic bone carving commences in the first postwar years and is associated with the name of a hereditary bone carver Vasilyi Petrovich Popov.  A measured epic structure of narration inheres in his sculptural composition A Yakut Woman next to the Tethering Poles (1947).  The artist originally presents the traditional scene of the national holiday.  The brevity of the composition, successfully found proportions, solemn serenity of the woman impart the work a monumental character, and the pattern of the ornament, the elements of the decoration of the horse give ornate festive impression.  One may notice in this combination of the scale and the meaning of the character with the colorful ornamentality the kinship of Popov’s work with the figurative structure of Olonkho.  

One of the handcrafters who always turned to the characters and the plots of the heroic epos was Terentyi Vasilievich Ammosov, a magnificent narrator, dowered with the gifts of singer-improvisator, actor, and an excellent expert of folklore.  The revival and development of the traditions of ornamental-anecdotal composition, the renovation of the range of the themes and characters are associated with his name, which determines the weighty contribution of the artist to the fine art of Yakutia.  The handcrafter, based on the motifs of Olonhko, created chessboards, chorons, snuff-boxes, caskets and small decorative sculptures (composition Nurgun Bootur and Soruk Bollur (1958); a choron Ysyskh (1965), a chessboard Olonkho (1980); a small chest Olonkho (1980) and others).  T.V. Ammosov retains an engaging narration, the traditional solemn nature, and the festive elation peculiar to Olonkho in his works. The motifs of the ornamental pattern born in the profundity of his historical memory, submitting to the cutter, created a high style akin to the so-called technique of verbal pyrotechnics characteristic to the genres of poetic folklore arts.  At the same time, the author adhered to that degree of conventionality that is imperative to the decorative articles.  

A different graphic interpretation of Olonkho is realized in the creative work of Stepan Nikiforovich Petrov, who strived to uncover the historical method, the bylina (the Russian epic) source, and reflect its epic monumentality and the striking ornamentality in his works (the compositions The Groom and The Bride (1965), My Ancestors (1974); the plates The Sons of Erkeeni (1976), The Welcome of the Hero (1981)).  The plastic entirety and the rhythmic balance of the compositions are noticeable in the works, and at the same time, the modern figurative language of the author is warmed with a breath of folklore poetry.  The hyperbole of generalization, the idealization of the character, and the abstractiveness of the poetic style of S.N. Petrov originate in the artistic stores of Olonkho.  Manliness, serene dignity, and chaste reserve of feeling are the features that characterize his bylina heros (The Yakut Warrior (1967), The Epic Hero (1967), Erbehtei Bergen (1974)).  The artist turns to mythology as the tool of artistic organization of the material and as the means of expressing the timeless values.  The inner memory, the past in the present become the figurative core of his works.  

Many of the works of the bone-carvers A.V. Fedorov, T.V. Ammosov, S.N. Petrov, N.D. Amydaev, R.N. Petrov, F.I. Markov, and R.M. Pinigin were evoked by the motifs of Olonkho and other genres of the folklore.  The compositional features of their works – the parallelism of structures, fluidity of construction, certain recurrence, and the equal significance of the idea and the colorful ornamentality –without doubt are determined by the numerous rhythmical repetitions, the alliteration characteristic of the Yakut folk poetry and the peculiar manner of performing Olonkho using the technique of kylysah – the solo two-voice singing.  

The folklore themes and characters established in the bone-carving plastic arts are notable, for instance, the scenes of traditional kumys drinking at the Ysyah holiday, the dancing or flying white cranes, the round dance – Osuohai, algyschyts (Yakut – persons who make a traditional Yakut blessing), shamans, craftsmen – the keepers of the traditions and the spiritual memory of the people, the figure of the rider, who personifies the heroic source of the human being, and the individual heroes of Olonkho – Nurgun Bootur, Soruk Bollur.  

Accordingly, the heroic epos Olonkho initially constitutes the artistic arsenal of the folk art and the arts and crafts.  In the structure of the works of contemporary artists, one may note the particular significance of the historical cultural memory and the multi-layers, in which both the professional and the folk interplay, the legacy of the world artistic heritage.  

The heroic epos – Olonkho in the fine art of Yakutia in the second half of the 20th century.

The graphic art of the 1960-1970s opened a fundamentally new graphic understanding of the heroic epos; this is when the Yakutian engraving obtained the scale of an international cultural event.  At that time, the works of the artists see the completion of the transition from ethnographic character to another form of creative expression – animation of the folk art; a dialogue of the past and the present is in progress, and an insight into the figurative symbolism of the national existence.  The trends toward the traditional art, use of the ornamentality of color, planarity of the space, monumentality of the forms find a new impulse.  The works of the graphic artists E.S. Sivtsev, V.S. Karamzin, V.R. Vasiliev, and A.P. Munhalov This most vividly realize this, in their inclination to the epics in the characters and the generalized artistic language.  In this sense, the epos has the decisive role.  Olonkho served as the main means of aesthetic perception of the reality reflecting the integral mentality of the people in its centuries-old evolution, which gives the understanding of the nation’s heart and mind.  In the graphic art, just like in the bone carving, the path to professional mastering of the heroic epos characters lies parallel to understanding one's people as the artist - keeper, continuator of cultural traditions.  The images of the national masters, such as olonkhosuts, craftsmen, udagans, shamans (E.S. Sivtsev, V.R. Vasiliev, S.S. Parnikov, U.I. Votyakov, M.A. Rahleeva, T.E. Shaposhnikova, A.E. Evstafiev) can be observed in the works, as well as the example of emboding the aesthetic atmosphere of national festivities (L.M. Neofitov, E.M. Shaposhnikov V.S. Karamzin, A.P. Munhalov).  

The founder of the Yakutian engraving Ellyai Semenovich Sivtsev was an authentically folk artist in the essence of his art, attitude, and the genetic kinship to his origins.  In his graphics, he gives a special significance to the works about the spiritual culture, the keepers of the old traditions of the Sakha people (the series of etchings Yakut National Games, 1969; series of lithographs The Guest, 1978; Shamans, 1988).  In the series of linoleum engravings The Narrators (1966), the author, through the epic plots and the figure of olonkhosut, in allegoric form tells the tales of the history of his people that overcame all severities that fell to their lot (The Past), of the duel and the victory of the hero (Struggle), and the restored calm and peace (Happiness).  

The folklore origin is the fundamental principle in the works of Vladimir Semenovich Karamzin.  The natural striving for the three-dimensional figurative “language” and sincerity distinguish his works, in which the artistic means recreate the folk perception of the surrounding reality, the aesthetic concepts of Beauty and Memory (the series of etchings The Ysyah Holiday, 1968, The Yakut Heroic Epos, 1969; lithographs The Celebration of Summer, 1976, The Yakut Evenings 1978; linoleum engravings Yakut Folk Songs, 1968, The Summer Time, 1986, Countrymen, 1989 and others).

In the series The Yakut Heroic Epos (1969), the graphic artist gives a portraiture of the key characters – the epic heroes of the Middle and the Upper Worlds, the forefathers and the beauty of the Middle World, the climaxes – the path of the epic hero, the duel of the epic heroes, and the scene of the festive Ysyah dedicated to the victor and his bride.  The artist finds an accurate graphic equivalent to the poetic means of Olonkho distinctly outlining the main characters as a light spot on the dark background and vice-versa.  The author sets off the background with a fancy lacy pattern of numerous scenes from Olonkho, decorating it just the way the narrators-olonkhosuts colored their performance with the vocal modulations. 

The works of V.S. Karamzin illustrate such books, as the Nurgun Bootur the Impetuous by P.A. Oyunskyi for the first time published in Yakut in 2003 for the 110th birthday anniversary of the prominent writer; Olonkho of the narrator R.P. Alekseev Alatyyr Ala Tuigun (2002) in three parts from a 21- volume series Sakha Booturdara. 

The art of Valerian Romanovich Vasiliev seamlessly combines subtle lyrical arrays with the profundity of an analyst and the breadth of a philosopher.  Vasiliev is an artist-innovator, the finder of new paths.  The series of linoleum engravings The New and the Old (1965-1966), dedicated to the historical fate of the Yakut people, is carried out within the “austere style”.  Sharp peculiarity of graphic techniques distinguishes the series Old Yakut Masters (1967), reflecting the thoughts on the national cultural origins, the succession of modern and traditional art.  In 1969, he created a triptych Nurgun Bootur the Impetuous, in which the author emphasizes not so much the plot of the works as the character structure and the high spirituality of Olonkho epos, the philosophic-epic conceptions of the struggle of Good and Evil.  The author chose, like the folk craftsmen, the art of xylography for the works based on epos motives.  The triptych found a new life.  In 1970, the All-Union Firm Melodiya released a set of gramophone records based on the short version of Nurgun Bootur the Impetuous Olonkho, the booklet to which was illustrated with the engravings by Valerian Vasiliev in color.  

Yuryi Innokentievich Votyakov in his own way keeps on the traditions of V.R. Vasiliev.  A special place in his work is devoted to folklore and epos of different countries and nations, addressing the human being, his memory and moral principles.  The figurative plastic structure of the graphic artist’s works gravitates toward complicated richness in metaphors and associations.  Masterly pencil drawings to Olonkho Nurgun Bootur the Impetuous remained unfinished, in which following the stylistic features of the heroic epos, its dynamics, the technique of contrasting characterization, hyperbole, grotesque and incoherence the artist creates suggestive figures of the epic hero – the protector of the people of the Middle earth or the monster of the Lower world.   

The path of ornamental decorative stylization distinguishes the creative work of Seksei Semen Parnikov.  In the graphic art, he developed his unique language that rests upon the ancient artistic mentality of the people realized in its most archaic forms – the rock carvings, ornamental decoration, and anecdotal drawings on birch bark, carved bones – and traditions of the East.  The distinctive features of Parnikov’s graphic style – character simplicity and lucidity almost reduced to a formula, inclination to modest size, plane interpretation of the space, rhythm and symmetry of the composition, accentuated outlines of the images and the balanced gentle coloring of the lithographs – are pronounced in the works created based on the folklore motives (Shaman, 1981; Olonkhosut Bejeele, 1982; The Hero of the Middle World, The Hero of the Lower World, 1984; Udagan, 1992).  

An outstanding event in the cultural life of the Republic of Sakha were the illustrations to the heroic legend Nurgun Bootur the Impetuous created in 1973 by E.S. Sivtsev, V.S. Karamzin, and I.D. Koryakin for the publication of Olonkho in the Russian translation by V.V. Derzhavin.  S.S. Parnikov developed the layout and the exterior design of the book.  There are thirty-six illustrations in the book, four for each nine songs of Olonkho.  They are notable for the generalized artistic characters, imaginary and real at the same time.  The illustrators in their works were able to communicate the mighty spirit and the figurative system of the Yakut heroic epos.  
In the 1990s, the artist Innokenyi Yurievich Pestryakov turns to the mythological plots and characters of Olonkho.  In the works created within naïve realism, the author, relying on the folk aesthetics, poetically recreates the genre traditions of the historical-domestic side of folklore in the manner of entertaining pictures (illustrations to Olonkho by P.V. Ogotoev Eles Bootur, 2002).  
Olonkho constitutes the graphic arsenal of Timofei Andreevich Stepanov.  The painter is attracted to the epos by the richness and expanse of the folk imagination, the brilliance and expressiveness of the language, and the combination of the most unexpected twists of imagination with the realistic evaluation of the reality.  Olonkho becomes the object of his creative thinking.  The author takes the legends as the historical source.  He recreates, artistically reconstructs not only the physical milieu of the distant past, but the epic time itself.  In the art of the master, one witnesses most vividly the property of the “modern historical method”, the belonging to the greater Time and the big History.  Stepanov translates all of the rich content of the heroic epos into the language of painting, interpreting its plots and characters as the mythemes and philosophemes of the universal order.

Thirty large-scale compositions of the series Yakut Heroic Epos – Olonkho (1977-1997) picture the cosmic structure of the universe.  The artist selected the crucial parts of Olonkho – the images of the three Worlds, the World Tree, and the main characters – the epic heroes and the beautiful women – keepers of the hearth for whose sake the feats are accomplished.  When creating his graphic folklore the author takes only the basic kernel of the legends and builds a complete creative composition around it, using the necessary historical, ethnographic, geographic and domestic attributes.  The psychology of individual characters is replaced with the portrayal of the life of more complex organisms: the human race, the tribe, the earth, and the universe; certain critical events give place to scenes of life in its most typical manifestations (The Middle World (1980), The Upper World (1981), The Main Heroes of Olonkho (1985) and others).  
By finding his ideal in the epic legends, Stepanov adopts the multidimensional compositions, majesty of strong and rich colors, and the monumentality of the characters.  The thematic, compositional, and plastic figures of Olonkho served as forming and style-constituting forces.  Hence, the distinctive features of his art are the mythological base of constructing the plot and the overall character structure (The Tree Of Life (1982), Balagan – The Cradle of Olonkho (1982), The Youth of the Main Heroes (1984), In front of the Mistress of the Fire-deep Sea (1985), In Defense of the Middle World (1986), The Heavenly Battle (1996) and others).

Stepanov’s ideology is pantheism.  The artist attributes a soul to the Earth by arranging a colorful blooming carpet of the middle earth, where the people of the aiyy kin live (Kun-Kuo (1984), Peace on the Planet (1985) and others).  By ascribing latent powers to the Earth and examining human relationships in indissoluble unity with the nature, the artist informs us of its perception peculiar to the people of Olonkho.  

The epic in the creative work of the painter reveals itself in the compositions, where the sun and stars, the water and fire directly participate in the action in their cosmic significance.  Such are his works The Birth of the Worlds (1981), The Land of Olonkho (1984), The Contest (1988).  This is well pronounced in his painting The Worlds of Olonkho with the World Tree (1979) representing a conceptual section of the universe in a three-part painting of the universe devoid of hostility, division into the animate and inanimate nature, where among the grasses and flowers frolic the tiny ereke-jereke and all is endowed with reason.  Essentially this is the parable-mythological philosophical mastering of the world.  The series Yakut Heroic Epos of Olonkho by T.S. Stepanov appears as the symbol of the history of the people of Sakha invested with a high and generally valid meaning, in a sense like a rich metaphor of “the structure of the world and the human being”.  
Thus, the artistic life of the Republic of Sakha (Yakutia) from the very beginning shows a deep interest in the figure of the narrator, the epic legends, understanding the latter as the system of traditions, which may be absorbed and continued.  The development of graphic folklore results in the singular convergence of the myth with reality, the transfer of the heroes and plots of Olonkho into certain characters of the moral coordinates.  The dependence on the traditions, a search for styles, the problem of the ideal – these are the stimuli of the active relationship of the artistic practice and the heroic epos.  The graphic transformation of the epic heritage significantly enriches the inner figurative essence of the art and is not just the forming and style-constituting force, but also is a way of artistic thinking.  It actualizes the ethnic values, promotes the exchange of imperishable aesthetic and ethic ideals, and allows preserving singularity and uniqueness of national art in the age of the intensive integration of cultures and civilizations.
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The Narrators of Ellyai Sivtsev:

Olonkho in the Context of Fine Arts

The 50-s and 60-s of the XX century were marked with a huge rise of the Soviet graphics, especially engraving. Engraving is a special kind of fine art, where originality is combined with mass production which makes it socially valuable. It is not surprising that the rise of engraving coincided with the period of thaw. The rapid development of engraving is connected with a new generation of graphic artists in autonomous republics of the Russian Federation. The creative activity of Yakut artist Ellyai Sivtsev is an example of this phenomenon. He was a founder of engraving art in the republic. 

Ellyai Sivtsev graduated from Moscow State Art Institute named after Surikov V.I. in 1956 (E.A. Kibrik’s studio). In 1966 he created The Narrators – a graphic triptych, where, for the first time, the artist had used the motives of Yakut heroic epos Olonkho and images of their creators – Olonkho singers (1, p.108). Literally, the visual image of Olonkho singers in the contemporaries’ minds, not only of the artists’ ones but of also of those who have never seen the triptych has been formed under the great influence of the triptych. What is the secret of the graphic’s influence on the masses? 

In The Narrators the artist combined the Olonkho plotline with the Soviet myth about happy sovereignty of the people. The myth sends us to the sacred image, where something has already happened, but when you recall the myth, it projects that situation in this time. To make from “there and then” “here and now” is the ultimate goal of the myth’s ritualization. (2, p.22)

As a rule literature and narration prevail in graphic art, look at the names of the triptych’s engravings. They picture the history of the Yakut people The Past, The Struggle, The Happiness in an allegoric way. The background for the first composition is a girl in fetters and a sleeping epic hero, captivated by evil spirits – abaasy, which represent pre-revolutionary past of the Yakuts and are considered to be dark and hopeless existence. 

In The Struggle the Olonkho singer tells about the struggle between the good and evil – the symbol of the people’s fight against enslavers. 

The central part of the triptych The Happiness pictures the triumph of the final scene from the heroic epos – the singer has finished Olonkho – the time has stopped at a perfect eternal celebration. It is known that in totalitarian cultures mythological pathos, trying to understand, legalize and sum up the history of the world culture, is extremely hypertrophied (3, p.214). 

It is not surprising that in The Past the narrator is shown as an old man in traditional Yakut clothing, in The Struggle part, the singer is a bit younger and is dressed as a Yakut man at the turn of the XIX and XX centuries (with the Civil War period of time in the background). In the composition of The Happiness the Olonkho narrator looks like a contemporary artist. The time structure of the graphic is reflected in the images of Olonkho singers. In the left and right parts of the triptych, the narrators are pictured in motion because they are telling the story of a new world coming and about the mythical time creation. And the Olonkho narrator in the middle part of the triptych is still in a triumphant pose – cosmic order is reestablished. The story of events in epic works is usually aimed at picturing the time when chaos is turning into cosmos. The ideological pathos of the triptych’s anecdotal motif does not sound and the figures in the background, common for the Soviet art of that period, increase the impression of the general stamp. 

The artist does not address to the style of applied art but an esthetic effect of a fine silver touch of traditional metal works could be found in the character of the engraving technique of the linoleum blocks (1, p.109). The monumental and epic excitement of the ancient Yakut story is expressed through the size and the form of the graphic work – triptych. 

The well-known attachment to the nature is reflected in the fact that Sivtsev brightly depicts the narrators and at the same time does not pay much attention to the epic heroes. It is interesting to note that for the creation of the triptych the artist painted portraits of famous narrator Popov V. (1965) and Olonkho singer Yadrikhinskyi (1966). The portrait resemblance and details which are common for Sivtsev’s creative work, propagandize the idea of originality of people’s national culture traditions. (The scientific project is supported by the Russian Fund of Fundamental Researches (RFFI), grant N 06-06-96020)
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Alekseeva G.G.

Music and Rhythmic Performance of the First Song Modun Er Sogotokh from the Olonkho of Karatayev V.O.
Er Sogotokh is one of the most popular and favourite Olonkho among the Yakuts. First this Olonkho was published in 1851 in the interpretation, under the title Ereideekh Buruidaakh Er Sogotokh in the book by Böhtlingk O.N. About the Language of the Yakuts in the German language [4]. Wide performance geography of the Olonkho covered the central Viluy, Verkhoyan, Oimyakon and Zhigan districts of Yakutia. In the Viluy region there are variants of the Olonkho by Olonkho singers Vasilyev-Khokhoora A. and Karatayev V.O. The text of the Olonkho by Karatayev V.O. was completely published in 1996 [9]. 

Today the tradition of Olonkho performance is going in two directions. The first direction is live creative activity of Olonkho singers, who write and perform Olonkho themselves. The modern brightest representatives of this branch are Tomskaya D.A. (Verkhoyan district) and Reshetnikiv P.E. (Taatta district). The second direction of Olonkho exists due to Olonkho singers’ performing skills and they pass Olonkho traditions via collective performance. 

Ivanov S.I. is known as a wonderful toyuk (Yakut traditional singing) singer, a leading singer of osuokhai (Yakut traditional round dance), Jew's-harp player S.A. Zverev’s follower, has worked 45 years in the sphere of culture. For the last several years he has been trying to reincarnate Olonkho, not only performing Modun Er Sogotokh by Karatayev V.O. but has also created his own original kind of collective performing of this Olonkho together with the people of all ages from Chochu village in the Viluy region. The children tell the text and the elder generation performs the direct speech of the heroes, meaning the songs of Olonkho. 

The aim of this article is to analyze phonogram grammar of the gierety yrye singing with the example of Ivanov S.I. performing the 1st song of the main character of the Olonkho Modun Er Sogotokh by Karatayev V.O. in terms of music and rhythmic performance. The given Olonkho, performed by Ivanov S.I., was recorded by the author of the article on 14 February, 2006. The singing cliché in his performance contains different in character songs of Olonkho heroes in the genres of toyuk, yrya, algys (different types of Yakut traditional signing). Only the first song from the Modun Er Sogotokh can be analyzed as a typical example. In this form the song from the Yakut Olonkho has been analyzed for the 1st time which gives us a possibility to clarify new principles of a text structure in Olonkho songs and also it will explain the laws which work while it interacts with singing. The text of the Olonkho belongs to Karatayev V.O. and the music to Ivanov S.I. the musical realization was possible because of the performer can sing in the technique of toyuk, common for the Viluy region of Yakutia perfectly well. It is known that Olonkho songs are built particularly in the performing traditions of toyuk in the style of gierety singing. 

The first song of Er Sogotokh. Having come back as a mighty hero from the Upper World, the hero addresses to his father and mother. According to its content the song could be divided into two parts. In the first part (from line 1 to line 15) the hero says to Sir Sabyia Baai Toyon and Sir Sabyia Baai Khotun that he is their son sent by the Aiyy people of the Upper World who have brought him up and given him a name of Modun Er Sogotokh. In the second part (16-20) Er Sogotokh asks to bless them with algys (Yakut traditional blessing).

<…>

The rhythmic structure of the lines is: beginning – double spondee, 1. dactyl- spondee- iambus- anapaest; 2. dactyl- spondee- iambus-amphibrach; 3. de iambus-anapaest; 4. de iambus; 5. de iambus; 6. Dee iambus-dactyl; 7. double anapaest; 8. iambus- anapaest; 9. anapaest- iambus; 10. de iambus-trochee; 11. iambus-anapaest-iambus; 12. iambus-de iambus; 13. iambus-dactyl-spondee; 14. iambus-anapaest; 15. cretic - anapaest; 16. anapaest- iambus-pyrrhic-iambus; 17. iambus- pyrrhic- iambus; 18. anapaest- pyrrhic-iambus; 19. iambus- pyrrhic-iambus; 20. anapaest-pyrrhic-iambus; 21. anapaest-de iambus; 22. bacchius. 

The text consists of the beginning jye buo (4 syllables), three strophes (1-8, 9-15, 16-21). canto – cadence with kylyhakh finishes every strophe: I (4 syllables – the 8th line), II (6 syllables – the 16th line), III (15 syllables – the 22nd line). There are 21 independent lines with the number of syllables from 4 to 10. When introducing the idea of general words [7, p.89] in the heroes’ names (1-2, 13), in the word combinations noryon norui (greet– 3), iyeleekh agham (parents – 16) the number of words in the lines is 2 or 3. 

The 1st strophe consists of eight lines. In the first three lines the hero greets his parents. The lines are coupled (1-2, 4-5, 7-8), connected with poetic devices: alliteration of consonants in the beginning and middle of the lines с, б (1-2), х (4), к (5-6, 8); the law of vowel harmony а-ы-о (1, 2), а (4), и-э (5-6). The single lines are the third and sixth. The number of syllables in the lines is from 4 to 10. The principle of a poem organization is a constant number of words in the line – 2, with an exception of the sixth line which has 3 words. The tonic verse also creates repeating structures in coupled lines: dactyl-spondee and iambus-anapaest (1-2), de iambus (4-5), final anapaest (1, 3, 7, 8). 

In the 2nd strophe (9-15) the last lines (9-10, 14-15) are the same with the number of syllables (5, 6) and words (2, 3), three middle lines (11-13) are similar to the number of words – 3. In contrast to the 1st strophe, the lines of the 2nd strophe represent 7 independent single lines, connected with alliteration in the beginning of the lines with consonant м (11-13) and between the lines уо-у-о (9-10) vowel а (14-15). The organizing principle, as in the 1st strophe, is a constant number of words – 3 (11-13) and 2, 3 (9-10, 14-15), repeating rhythmic structures anapaest-iambus (9-11), rhythmic structures with long durations spondee (13), anapaest (14, 15). 

The 3rd strophe (16-21) also consists of coupled lines (17-18, 19-20, 21-22) and one single – address to the parents (16). The number of words in the lines is 2, with an exception of the next to the last (21), which consists of three words. Alliterations of vowels y in the beginning of the lines (17-18), similar endings of uneven (17, 19) and even (18, 20) lines, the law of vowel harmony inside the lines y-a (17), у-э (18), а-ы (19) and between the lines у-э (17-18), а (19-20), a rhythmic structure of final lines anapaest-pyrrhic-iambus, iambus-pyrrhic-iambus, these all assist to the organization of the tonic verse. 

The song is closed with cadence of the word ahy which is out of semantic meaning with final huoi. 
The connection principles of the song text with singing are based on vocalic harmony of vowels and consonants within a word, phrase, line and strophe. Syllable music and rhythmic form [5, p. 52] of the 1st Er Sogotokh song is dictated by a regularity of a versification tonic type, with a phonetic word being its unit. This regularity is easily realized in singing without a melodic formula, built on ascending-descending intonation b.2 major third tri chorde b2-b2, where b.2, having fixed in the role of the simplest melody step …becomes the major instrument of building a sound accord system, its original “general equivalent” [2, pp 81-82]. 

The ascending-descending intonation – b.2, which is built on low and middle supports of tri chorde b2-b2 (c¹-d¹-e¹), is used in singing of every meloline word. It is in every singing word, which can be two or 3-4 syllable. Every singing word is separated from each other with a certain rhythmic structure, based on a distribution of short (two eighth) and long (quarter) durations or ultra short (two, four sixteenth), ultra long (half, half with a dot, whole, whole + half), which are regulated by an expiratory stress on the last syllable of words, more often in the end of a meloline. Rhythmic structures, expressed by the ascending-descending intonation – b.2 (c¹-d¹-c¹), outline the main regularity of the tonic versification – the constant number of words in a line at different syllable amount of a meloline. The upper support of tri chorde ascending-descending – b2-b2 (e¹) in this song can be heard only in the final strophes and in the concluding cadence. The ascending-descending intonation – b.2 (d¹-c¹-d¹) can be observed in the second and seventh meloline. 

As a result of this meloline regularity, which embodies the singing text, there are certain variants of a syllable and rhythm realization in an Olonkho song, with time as its unit of expression equaling to a quarter, two eighth which makes an even step rhythm in its succession. The origin of the even step rhythm in the style of gierety singing in Olonkho songs, most probably could be explained by the expressions a Yakut on a bull is always a singer or a horse route is a basis for algys, which witness the birth of gierety singing during long trips with a rhythmic pace of a bull or clatter of horses' hoofs. In any case lame rhythms, mentioned by Grigoryan G.A. and Struchkov T.T. in Even songs [7, p. 77], in toyuk and gierety singing in Olonkho songs are not observed in this particular song. 

When the rhythmic structure of the 8 lines from the text of the song is compared with its singing variant (see the note appendix), we see that the beginning – double spondee is replaced with de iambus-anapaest; in the 1st line dactyl-spondee-iambus-anapaest is replaced with pyrrhic-moloss with fragmenting of the 1st and 3rd elements by dipyrrhic - moloss with fragmenting of the 1st element; in the 2nd line dactyl-spondee-iambus-amphibrach is replaced by double dactyl-dactyl- moloss; in the 3rd line de iambus-anapaest is replaced by anapaest- pyrrhic-iambus-anapaest with ultra long durations. In the 4th and 5th de iambus is replaced by double anapaest; in the 6th de iambus-dactyl is replaced by dipyrrhic - moloss; in the 7th double anapaest is replaced by moloss with fragmenting of the 2nd element- moloss with fragmenting of the 1st element; in the 8th iambus-anapaest is replaced by anapaest-anapaest in long durations. 

Such a change of inline (secondary) rhythm by rhythmic structures of a singing text could be possible due to the fact that a singer sings every word in certain foots, for example in 2 syllable words pyrrhic, anapaest, iambus, spondee and dactyl are used; in 3 syllable words anapaest, moloss with fragmenting of the 2nd element, dactyl. Other 4-5-6-7-9-10 syllable lines consist of the given rhythmic foot combinations. For example 4 syllable lines 2+2 (4,5) a performer sings in the rhythm of anapaest and iambus (jye buo in the beginning), 5 syllable lines 2+3 (8) in the rhythmic structures anapaest + anapaest in long and ultra long durations; 6 syllable 3+3 (7) – moloss with fragmenting of the 2nd element + moloss with fragmenting of the 1st element; 7 syllable 2+2+3 (3) – anapaest + anapaest + anapaest from long and ultra long durations or dipyrrhic - moloss (6). The end of every line a singer marks with long durations in the rhythmic structures of anapaest, spondee or moloss. 

As a result of such a realization of the singing Olonkho text, in which every repetition without a melodic formula is its new variant, there appears a variant and variation form of a a¹ a² a³ a4… with cadence at the end of every strophe with a beginning and ending. 

A performer’s breath at the end of every line is of great importance in the compositional structure of a song. It coincides with final meloline and separates poem lines from each other. In coupled melolines (4-5, 7-8) a performer breathes in at the end of the second meloline with exceptions of the 1st and 2nd meloline, in which a performer’s breath at the end of each meloline. This could be explained by a bigger syllable size of lines – 10. 

In the conclusion I would like to say that the theme of Music and Rhythmic Realization of the Modun Er Sogotokh 1st song reveals a little in one of the most complicated music problems in epic works studied by modern linguistic and music methods of a research. A complete research of the phonogram grammar of gierety singing includes not only Olonkho song rhythmic models but also the issues of their timbre organization, in the connection with sound production, the regularities of kylyhakh and other timbre use and also stop and high sound peculiarities and kinds of compositions. Considering the fact that there have not been complete studies of all local kinds of Olonkho, Olonkho and toyuk performers’ personal styles we can only imagine how deep and huge a complex research of epic music, connected with ancient forms of the Yakuts’ music folklore could be. 
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A.V. Varlamova 

Figurative Content Richness of Olonkho 

In the Yakut Piano Music 

The making of the basis of professional music of the Yakuts was typical of those national cultures, in which before the beginning of the 20th century only oral forms of musical folklore existed.  The folk art that developed through the centuries served as the significant source and stable foundation for the making of national musical art from the first steps guided by the richest traditions of the Russian classics.  

Regarding folklore as the national foundation of professional music, we rely on the genre and thematic structure of the Yakut folklore in respect of differentiation of distinctive features of the jieretii yrya and deregen yrya styles.  For example, signing in the jieretii style is the integral part of any Olonkho: the direct speech of most of the characters is delivered in the form of toyuk.  Generally, all the main singing and performance styles coexist and interact in Olonkho, as the epos absorbed the whole richness and diversity of the artistic heritage of the nation.  The researchers identify Olonkho as the crown of oral art of the Yakut people, its favorite and the most distinctive kind of creativity, the core of the traditional heritage.  E. E. Alekseev writes about Olonkho the following: “Olonkho is a complex comprehensive genre that is rooted in the distant past.  The divaricated storylines are composed of many thousand lines of alliterated poetic text delivered in a particular melodious tongue-twisting manner.  Such rapid intoning continually takes turns with the signing of the numerous heroes, which have individual musical features, an individual range of singing manners”.  

The tremendous interest to the folklore and Olonkho is motivated in the professional musicians, firstly, by their recognition of it as the basis for professional creative work.  This is particularly important because folklore, both as the living art, and as a system, originated from below as the spontaneous self-expression of the aesthetic and ethic needs of the people, its philosophy, at the same time shaping into certain forms without the influence of the European culture.  The composer N.S. Berestov repeatedly emphasized:  “For the composers of Yakutia, including me, folklore is the inexhaustible source in our work, in particular the unique genres:  Olonkho, toyuk; the melodies of osuohai.  This is the very key to the originality of the Yakut musical culture”.

Thus, the Yakut piano music too from the first steps of its development took shape as a result of the interaction of the two sources:  the national traditions and the classics, where the distinctive features of the folk music and the classical canons are coherently blended with the contemporary musical means of expression.  Today the piano music of Yakutia, as one of the significant branches of the musical creativity of the republic’s composers, has quite a wide selection of literature.  The heritage on piano miniatures combined into respective series take a significant place in it.  This fact becomes comprehensible if one remembers that all Yakut musical art, in the first place, feeds on the program characters and plots, folk epic scenes, for the most part related to the themes of Olonkho and the song that lays a chief significance on the sounding word.

The first composition of the Yakut piano music literature was written in the genre of suite, and it is the Yakut Suite of the Moscow composer Rosa Romm, which dates back to 1945.  The work was stored in M.N. Zhirkov Archives almost half a century, and as far as we know, was never performed in concerto.  Meanwhile, it happens to be the first token of Yakut professional piano music, and it is, firstly, of big historical and theoretical interest, and because of its undoubted artistic value may be used in the repertoire of student pianists.  The authentic melodies of Yakut songs from Olonkho, later used in the first Yakut opera Nurgun Bootur (1947), underlie the four-part suite by Romm.  For example, the first piece Tuyaaryma Kuo’s Song was written based on the folk tune Tuyaaryma’s Weeping – Tyyi da Tyyi.  The second piece Procession uses the theme of the second song from Nurgun Bootur.  The third piece Chorus of Weepers uses the folk melody of weeping from epos.  Lastly, the forth miniature The Chase cites and diversifies the first song of Soruk Boolur, who is one of the characters of Olonkho.  At the same time, one should note that the character Soruk Boolur always sings in a fast tempo as if gasping for breath and “swallowing” words, which emphasizes the bustling of the character.  Thus, his musical description corresponded very well with the author’s intention in the last miniature The Chase.  However, one needs to mention that these adaptations were created during a period when the first attempts of studying and using musical folklore in Yakutian music were taking place.  That is why the national character in them appeared only superficially – in the use of individual, most striking “attributes” of Yakut national art.  This experience of piano adaptations, serving as a creative lab for the composer, later had a positive influence on the symphonic music of R. Romm:  the author later on used that thematic material in a composition for a symphony orchestra Suite on Olonkho Themes (1957).  

The trend of creating series of miniatures continued in the further development of Yakut piano music.  An example for that is the V. Kaz’es series of eight piano pieces (1974).  In the composition, the composer combined original, thoroughly polished miniatures, and used stylistic touches and subtle tints that enrich the Yakut music.  The fact that certain features of Olonkho plot content are present in the series is also noteworthy – the characters of monster-abaasy in pieces Hero of the Lower World and Dancing of the Lower World.  The researchers note them as an interesting example of interpreting the character of evil power in chamber instrumental literature.  In the piece Narrator, the hostile source of the Lower world is in opposition with the positive characters of the Middle world heroes appearing in the olonkhosut’s narrative.  The Festival is the final composition of the series; it appears as a versatile genre picture in the spirit of a folk festival penetrated with joy.  

The refined piano writing blends well with the rich national coloring in the series.  The composer extensively uses the specific characteristics of folklore genres, especially the osuohai, expressive means of deregen yrya and jieretii yrya.  In other words, V. Kaz continued and developed the achievements of his forerunners in finding the specific sound of the folk song, national instruments, and ornamentality.  The national coloring also influences the fret tune of the pieces (almost each one uses the “opening fret”) and the patterning (improvisation character of introductions Hero, Narrator).  The difficulties of performing Kaz’es pieces lie in their “folklore character”, feeling the national nature of their peculiarities, as only under such circumstances the pianist will be able to render the colorful scenes from Olonkho, the folk characters that V. Kaz imagined when creating his compositions.  

Thus, even a short (by perforce) review of compositions with figurative content richness of themes from Olonkho shows that Yakut national melodic and traditional rhythm system are organically embodied in various forms of piano music and can enrich it.  The variety of genres, themes and expressive means make Yakut piano music one of the outstanding phenomena of modern culture in the republic.  As piano literature is a vastly big anthology on history of culture and an inexhaustible source of learning for a musician.  In addition, it is an introduction to folk art, the artistic content richness of Olonkho characters, training of polyphonic thinking, a preparation to performing contemporary music, gaining various piano experiences etc.  Understanding the artistic-figurative side of the musician-performer’s work, especially that of the instrumentalists, in the performing art of our time attracts increasingly more attention, becomes the object of meditation for the critics, academic musicologists, and progressive teachers.  Such interest is natural: it is associated with the common for contemporary era tendency to uncover fully the spiritual destination of music, its unique ability to capture the state of mind and meanings of the life of the humans.  Today you cannot miss that this issue is not only exceptionally relevant, but in the light of the 21st century worldwide trend of spiritual-humanistic development of humanity, lately has become even more significant.

Training based on national music is traditional for the home piano school, as the native musical folklore and its varied instrumental realizations present the widest scope for versatile acoustic and instrumental education of the students of different nationalities based on their native materials; promoting the wide and active use of it and the stable shaping of the national-figurative thinking of the rising generation of pianists.  The art of Olonkho continues to feed by giving a creative impulse to the development of modern poetry, theater and music.  
Illarionova N.I.

Universal Nature of Yakut Epos Olonkho

Yakut heroic epos Olonkho has become one of the winners of Mankind Masterpieces contest and is included in the UNESCO World list of intangible cultural heritage of mankind. This is the third time UNESCO has announced Masterpieces of oral intangible heritage to attract attention of the society to ethnic values. The phenomenon of traditional forms of expression is people’s spoken traditions, their music and dance, rituals and mythology, knowledge and customs related to nature and the Universe, knowledge and skills connected with traditional crafts. It means that the world community has acknowledged the unique and original culture of Yakutia, its spiritual traditions. 

Olonkho is of great importance for the Sakha people, for their spiritual, cultural and artistic life. Olonkho is a heroic epos of the Yakut people and it includes mythology, religion, culture, literature, psychology and partially Yakuts’ metaphysics.

In Russian Orthodox culture, iconography is a speculation in colors (1, 111) so Olonkho could also be characterized as the work of divine existence, the sense of which is expressed by all religions and confessions. In heroic epos Olonkho we find the history of the world creation, ultimate goals of human activity in the world, the purpose of human existence in the context of eternal senses and eternal life values. 

Nowadays the questions of ethnos, language, national spirit, ethnic consolidation, consolidation of all nations that inhabit our republic are of great importance in the changed conditions of a public, political, social and economic situation. In our opinion Olonkho has always been a source of self-respect spiritual mutual enrichment in a political and cultural society. 

It is an olonkhosut (Yakut – the narrator of Olonkho) who has helped people with his power of skill and predestination in spiritual rise. There is an assumption that an olonkhosut, during his performance corrected energy and information field around. So we can say that the function that an olonkhosut had could be compared with the activity of clergy. 

Olonkho consists of numerous stories which tell us about a battle of heroes from the aiyy race (among the meanings of the aiyy word there are such as: good beginning, as a necessary element of creative activity; all the favourable for humans all the good and pure in the visible and invisible world) with evil monsters from the Lower world (the size of large stories can be 52 thousand poem lines). It reflects common consciousness of people, their world view, history memory and spiritual culture in a special artistic and esthetic form. It contains germs different kinds of folk art – music, singing, poetry, drama, choreography, fine arts and many others. 

Olonkho was first observed in the works of Böhtlingk O.N., Vitashevskyi N.A., Maak R.K., Middendaurf A.F., Pekarskyi E.K., Sieroszewski V.L., Khudyakov I.A. and others. The first records of Olonkho original texts were made in XIX century by educated Yakuts Aleksandrov R., Androsova-Ionova M.N., Bolshakov R., Orosin I.N., Orosin K.G., Popov N., Uvarovskyi A.Y. and others. These texts assisted the first scientific research of Olonkho. 

Modern scientists Alekseev E.E., Vasilyev G.M., Emelyanov N.V., Illarionov V.V., Pukhov I.V., Sivtsev D.K., Ergis and others have done a great amount of work studying Yakut heroic epos Olonkho. 

As it has been mentioned above the original phenomenon of Yakut traditional culture – Olonkho attracted attention of several people in political exile. For example, Pole Sieroszewski V.L., who lived in Yakutia 12 years, in his famous work The Yakuts mentioned Olonkho with admiration. In his opinion there is something solid in the basis of Yakut epic drama. But this is not fate but something alive, active human will (2, 592).

In the modern science this is corroborated by scientist, ethnic pedagogue Portnyaguin I.S.: Olonkho is a treasury of the Yakuts, it has a profound pedagogical character. Portnyaguin I.S. gives a very good definition of the artistic and esthetic phenomenon in Olonkho: in Olnkho every episode has an educational and pedagogical element. First of all these are moral and ethic ideas: diligence, the unity of a clan and tribe, human relations between the characters, hatred to the enemy, respect for elder people as they are possessors and keepers of national holidays, the beauty of relations between people. 

In his work researcher Ievlev E.K. lays stress on the fact that Olonkho is a philosophy of love for the Yakuts, which comes out of collective consciousness in the form of morals, spirituality and virtue. We get connected with the Universe through the feeling of love, because the human spirituality consists of deeds, speech, thoughts and feelings. Feelings are the last element in the hierarchy of the system called a human. 

A researcher of epic traditions of the Siberian people Sherkhunaev R.A. writes that Yakut narrators knew all the nuances of their native language perfectly well (4). It is not surprising that Pekarskyi R.A., the author of the fundamental Yakut language dictionary, used Olonkho texts, recorded in different periods from famous Olonkho narrators of XIX century, as the basic material. 

Middendaurf A.F. was first to notice the singing character of Olonkho in the scientific literature and he was the first to record the Olonkho Eriedel Mergaen. He noticed that some of the parts in the fairy-tale were performed by the narrator with a singing accent (5). 

It is also known that a researcher of the Yakut music Krivoshapko G.M. supposes that it does not matter what kind of values a literary and poetic material possesses the images and heroes’ characters in Olonkho are mainly molded by performing skills of an olonkhosut including various melodies and volume of the voice (6). 

In the modern world the connection of epic traditions and a European type of art is not only expressed in succession but also in experiencing influences of new information sources. A live epic tradition gains new ideas. 

Using a sacred essence of Olonkho wonderful international school could be built which would assist a further unique development of esthetic world view of a nation. Through Olonkho we can perceive the picture of the other nations’ worlds (Kabuki Theater, Armenian music duduka, Indian epos and ancient civilizations, etc.). 

In the metalanguage of Olonkho we can see elements of several cultures, which have evolved and assimilated. We must preserve moral and spiritual values for our descendants, give them the knowledge and wisdom of our ancestors. 

Yakut director, the USSR and RF State prize winner, honored culture worker of the RF, Borisov A.S. wrote in his article Olonkho it is us that his Olonkho Theater is a wonderful mixture of Yakut and West European cultures. For example, being on tour in Finland, the theater showed Kind man from Sezuan. They wrote about the play that in the Yakut interpretation Brecht became a Northern author (7). In Olonkho-play, Kyys Debiliye (Girl-hero), he realized his idea and today it is one of the most favourite, bright and popular theater plays. The prize of the Russian national theater contest-festival Golden Mask, shows the interest to epic traditions. This all going through Yakut nature and world view of nations, that inhabit the land of Olonkho, gains such an intonation, that Olonkho becomes a unique artistic and esthetic phenomenon attracting political and cultural environment around itself. 
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Bilyukina A.A.

Olonkho and the Rise of Yakut Theater

The philosophical depth and detailed elaboration of the ancient Yakuts’ traditional beliefs, customs and folklore contained the connection between various fields of knowledge and art including theater. It is not surprising that the first Yakut writers, such as Kulakovskyi A.E., Sofronov A.I., Oyunskyi P.A. and Neustroyev N.D. based their creative work on traditions, folklore and epic artistic thinking of people and their works are in the golden fund of Yakut literature and theater. 

Initially Olonkho was a fairy tale about the beginning of the mankind in the world. Its heroes, former celestials, create the basis for their nation in the internal fight with the devils from the Lower and Middle worlds. The Olonkho creators were poets and philosophers, who respected mythology greatly together with people’s beliefs. Some time ago Khudyakov I.A. pointed out a religious element of Olonkho¹. 

With the development of clan relations the connection of a human with the world starts to differentiate. The drama elements appear when an individual realizes that it is their responsibility to take care of their clan and the world. Dramatization of the text appears when the role of a hero starts strengthening while dramatically interfering with nature together with an increasing tension of inner tempo rhythm of the act. 

Gradually multilevel symbols and ritual signs flow into the system of artistic mythological figurativeness and are filled with new poetic and ideological sense in Olonkho. An individual who used to be an expert and performer of customs and Olonkho becomes an author and artist of drama. 

In shaman mystery and in Olonkho a religious content is a conflict of light aiyy with the devils abaasy. In this battle a human is an assistant of aiyy. However Olonkho and shaman mystery differ in reasons and context of performance. Although shaman mystery has a form of a theater play it differs from Olonkho in one main thing, it has a religious, utilitarian and practical purpose. The role of a human there is practical. 

Olonkho addresses to the collective mentality through the individual one, to the feeling of ethnic unity. A human is a hero of Olonkho. 

Sieroszewski V. saw the dramatic beginning of Olonkho not in a religious plot but in a fight for life and victory of a human will and mind². The plotline of Olonkho with numerous side lines is aimed at one scenic act; it has dynamic conflict with culmination and denouement, which is common for a theater play. Olonkho stimulates esthetic feelings, opens new edges of thinking and widens the boundless horizon of the world. The language of Olonkho is considered as the highest manifestation of the national language culture which corresponds to a multilevel life content and vivid expressiveness of a theater act. Olonkho carries a light and life-asserting idea, proclaiming the victory of a human over the dark powers. 

In olden days Olonkho was both a one-actor theater and a collective performance with roles. At the present time a collective dramatized performance of Olonkho by folklore groups is reviving. The first Yakut plays were Olonkho performances of The Bald Good Young Man Beryet Bergaen (1906) and Hero Kulantai on the Quick Bay Horse (1907). 

Later, willing to get esthetic and content richness of Olonkho to viewers, Oyunskyi P., Suorun Omollon and director Borisov A. created scenic interpretations from the positions of artistic understanding of their time, from their personal, national and natural conceptual points of views. Oyunskyi in Olonkho Tuyaaryma Kuo accentuated the role of a person in history. Suorun Omollon in a national tragedy Ayal and opera Nyurgun Bootur the action was based on the idea of unity of an individual with people against a common foe. In Borisov’s plays Nyurgun Bootur, Kyys Debiliye and others the heroes of a Universal scale embody light and dark forces of the world, a way to the people’s revival through troubles of a global scale. 
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Vinokurova R.E.

Ecological Ethics of Olonkho Verse in the Development of Children’s Creative Abilities

One of the means which strengthen lyrical sound of Olonkho is verbose and beautiful descriptions appearing in different parts of the narration. The description of the three worlds is one of such means. The worlds are: Upper, Middle and Lower, they are all inhabited by various characters from Olonkho, the heroes of Aiyy and Abaasy; their horses, beautiful girls, who are kidnapped by the heroes from the Lower World. But this are the numerous and detailed nature descriptions which play the most important role in it. Some of them can give us an idea where our ancestors used to live. Landscape, mountains, forests and lakes are presented in Olonkho in bright and vivid pictures. 

Olonkho singers resort to comparisons of the world of nature aspiring to emotional expressiveness and lyricism. It is the world of nature which gives a singer a chance to endow a hero with epithet and praise his power. In general Olonkho reflects juridical and social norms of the society in which narrators live having a close connection with Yakutia peoples’ traditions and their way of life. The language of the epos is full of set expressions, epithets and comparisons – epic formulas. Every singer can have a number of such formulas and construct new ones basing on them. In their turn, the epos formulas are grouped in thematic blocks which are common for epic poetry. 

Variety skills of gifted people let narrators base on achievements of other folklore genres: interpret mythology, add spell formulas, use proverbs and sayings. Keenness of observation and analytical skills allow creating verbal and poetic images with the help of intonation and musical rhythm, to reveal heroes’ psychological portraits. All together it creates an esthetic effect: duels in the minds of readers merge into a general image of a great epic battle. Sound waves, differing in amplitude and frequency, cause neural impulses which produce perceptible emotional experience. Quanta of energy, produced by the sun, order sensor material and organize it. Immanuel Kant claimed that the categories of space, time and causality are located in the structure of mentality itself. The categories and ways of putting in order perceptible information is an element of our biological legacy. It is obvious that low-frequency waves of the epic work cause more neural impulses which mean more emotional experience. 

That is why narrators can develop their imagination. They use a method of a distant stimulus. It means that they do not have material – close stimulus and listeners have to imagine the things the narrator is singing about. And the narrator, being broad-minded with philosophical thinking, wonderful vocal and drama qualities teaches his listeners to share this emotional experience and develops his listeners’ imagination, creative skills and helps them all to discover the world as a whole.

When a child listens to Olonkho a process of matrix imprint occurs which remains there in their minds for all of their life. Maybe that is why most people of creative work say that Olonkho sings inside of them. Being delighted with the beauty of a word and harmony of music, children start opening, dreaming and making their dreams come true. They become kinder; treat nature and their families with care through ecological ethics of Olonkho verse, moral ideals and principles. 

Drama visions of Olonkho are close to South-Indian dance drama Kathahalie, classic Cambodian ballet, Thai pantomime of masks and Indonesian theater of shadows vayang. They all greatly influence on speaking, moral and psychological development of children. They stimulate the development of art, sculpture, new styles in model business and jewelry; give new perspectives for North tourism development. 
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