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COMPOSITION METHODS OF DOOLOT SYDYKOV AND
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Abstract. In 2018, the Analyzing Kyrgyz Narratives (AKYN) Research Group, based at the
American University of Central Asia, made three separate recordings of Doolot Sydykov performing an
account of the birth of Manas. Transcriptions of the performances were analyzed to see whether Parry and
Lord’s theory of formulas in oral traditions were applicable. In examining whether the results of an earlier
study, concerned with three performances of Talantaaly Bakchiev, are replicable, this paper raises
methodological questions that future research can address.
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«MAHACTBIH TOPOJIYIIIY» DITM30JYHYH KOUYPMOCY:
J006J10T CbIJIBIKOB 'KAHA TAJTAHTAAJIBI BAKYNEB/IUH ATKAPYYUYJIYK
BIKMAJIAPBI

Annomayun. 2018-xbutbl  bopbopayk Asusnarsl AMepuka YHuBepcuteTHHiern «Koiprsiz
snoctopyH u3nmngee tody» (AKYN) manacubl [leener ChiIbIKOBAYH alTyycyHIa «MaHacy BIOCYHYH
«MaHaCTBIH TOPeJYIIY» 3MU30AYH Y4 KOJy BHAEO TacMara skasyyra tymrypres. [Iappu menen Jlopaayx
003€KH YblrapMallapblH TEOPETHKAIBIK (popMmynanapbiH «MaHacy SMOCYHYH 003€KH aWTyyCyHa Kapata
KOJIZIOHYyra MYMKYH K€ MYMKYH 3MeC 9KEHJUTWH aHBIKTOO YYYH MAaHACUBIHBIH TEKCTTEPH TaJlJaH]Ibl.
Myppuarel usungeenery MaHacuel TajmaHTaansl bakuuMeBIMH Y4 JKOJIKY AWTYyyCyHYH HaTbliKajapbl
Jleener ChIIBIKOBAO KaiiTajdaHa anadbl jke JKOKIy JETeH CypOOHYH HErM3HWHJC, Oyl Makamaja >kaHa
KeJIeUeKTe 3I0CTY U3UIIIe6/1e Kapala TypraH METOIUKaJIbIK Macelellep KoTepyJiorT.

Hezuzeu cozoop: «Manac» snocy, Heenetr CeimpikoB, Tamantaansl bakune, Munmaa I[Ippu,

Anwoept Oetitc Jlopa, AKYN Usungee to0y.



176 Hseectus HAH KP, 2020, Ne 3

BOCITPOM3BEJAEHUE JIIN30JA «POXKIEHUS MAHACA»:
METO/JbI UCITOJTHEHUSA J1OO6JIOTA CbHIABIKOBA U TAJTIAHTAAJIbBI
BAKYHUEBA

Annotanusa. B 2018 rogy muccienoBaTenbckasi rpynmna «AHAJIU3 KBIPTBI3CKUX STIOCOBY
(AKYN) npu AmepukanckoMm YHuBepcurere LleHTpanbHOll A3uK OoCyIecTBHIIa TPU pa3HbIS
BUAeo-3anmucu smu3ona «Poxnenme Manaca» u3 smnoca «MaHac» B UCIOJHEHUM MaHAC4H
Heenera CprapikoBa. TpaHCKpHUIIIUKM €r0 MCIOIHEHUH OBUIM HpOaHAIU3UPOBAHBI IS TOTO,
49TOOBI MOHSTH, MPUMEHUMa JIn Teopus Gopmyit [1appu u Jlopaa B yCTHBIX TpaauIMsIX 30ca
«Manacy. Ilpu paccMOTpEHHMHM NaHHOTO BOIpOca HaMM IPOBEACH CPAaBHUTEIBHBIM aHaAIU3
OJHOTO M TOrO >Xe 3Mu3oaa 3moca «MaHac» B HCIOJHCHHU JBYX pPa3HBIX CKa3UTEJICH:
Heenera CeiapikoBa u TanaHtaansl bakuneBa. JTa cTaThsl 3aTparuBacT METONOJOIHYECKHE
BONPOCHL, KOTOPBIE MOTYT OBITH PAacCMOTpEeHBl B OyaymeMm B HCIICIOBAaHUAX IO
SIIOCOBEICHUIO.

Knwueeswvie cnosa: snoc «Manac», Jleener CeiapikoB, Tanantaansl bakuneB, MunMmasH
IIsppu, Ansbept 6eiite Jlopn, AKYN MccenenoBarenbsckas rpynia.
Recent studies examining the birth of the hero Manas have followed the tradition of mining
one or more narratives from one or more historical manaschis for content; one study,
however, took a different position and compared three transcribed contemporary
performances recorded on different occasions from the same manaschi.' This research
revealed that the compositional methods of the modern performer Talantaaly Bakchiev (b.
1971) were similar to those used by oral poets studied by Milman Parry and Albert B. Lord.>
The aim of this comparative study is to see whether replicable results can be noticed when
studying the transcripts of another noted contemporary performer: Doolot Sydykov (b. 1983).
The Analyzing Kyrgyz Narrative (AKYN) Research Group made three recordings of
Sydykov performing the same part of the epos in 2018. The group, founded with the aim of
using technology to explore an oral tradition, previously recorded another manaschi. In 2017,
the aforementioned three performances by Talantaaly Bakchiev (labeled T;, T,, and T;) were
recorded to assess, scientifically without speculation or prejudice, composition methods of a

contemporary performer. To see if the results were replicable, AKYN opted to record another

' K. O. OwmypammeBa, “ManacTeiH TopenymyHmery wMudonorusmsik MoTtusaep (Mommobacan

MycynMaHKYJIOBIYH BapHUaHTBl OoroH4Ya)”, Hayka, noewvie mexuonocuu u unnosayuu Keipevisemana 9 (2019):
186-189; D. P. VYcynbaeBa, “baaTelpablH Tepenymy Tyypallyy 3JIJIHK TYIIYHYKTOpAYH “Manac” arocyHua
Oepunumn”’, Hayka, noevie mexnonocuu u unnosayuu Koipeviscmana 5 (2018): 213-216; M. A. MaiipbikoBa,
“Onoc “Manac” u onmcanue B HeM 0o0psanoB B Bapuante JKycyn Mawmas’, Uszeecmus BY306 Keipeviscmana 11
(2016): 47-49; T. K. AiranueBa, “MaHacTBIH TOPOIYIIy >KaHa Oalalblk dYarbl” aTTyy OJIH30JIYH
ManacuysliapablH BapuaHTTapbiHaa Oepunumn’”, Mseecmus BY3o06 Kwvipeviscmana 11 (2016): 38—40; AxbiHOCK
BekbonoToB, ‘“Manac’ 6aaThIpAbIH TOPOIYUIYHIO® KEIUKKEH BIpbIMaap xaHa umenumiep (Caskobait Kapamaesnuna
BapuaHThl 0010HYa)”, Alatoo Academic Studies 3 (2016): 170-175; James Plumtree, ‘A Kyrgyz Singer of Tales:
Formulas in Three Performances of the Birth of Manas by Talantaaly Bakchiev’, Joxnaowt Hayuonanvnot
akademuu nHayk Keipevizcroti Pecnyonuku 1 (2019): 125-133. The last is abbreviated to “AKSOT” in the following
footnotes.

2 Milman Parry, The Making of Homeric Verse: The Collected Papers of Milman Parry, ed. Adam Parry
(Oxford: Clarendon Press, 1971); Albert B. Lord, The Singer of Tales, ed. Stephen Mitchell and Gregory Nagy
(Cambridge, MA / London: Harvard University Press, 2003).
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performer. The main difference was that the first performer, had time limits, while the second
performer could choose how long the performance would be.? (The rationale for this was to
avoid the possibility that the time limits made artificial results.) Sydykov was selected
because he, like Bakchiev, was listed as a prominent manaschi in the successful 2013
application for the Manas Trilogy to receive UNESCO Intangible Cultural Heritage status.’
Whereas Bakchiev came of age during the seismic changes in the early 1990’s, Sydykov is
representative of the next generation of performers who began after Independence.” While
Bakchiev is also known for his publications, Sydykov is familiar for his work with Krygyz

television. Details of the three Sydykov recordings are as follows.

D, 1,760 lines February 16
D, 2,157 lines February 22
D3 2,716 lines March 1

These Sydykov recordings were made in the same location and manner as the Bakchiev
recordings, and are also being made accessible online.’®

Comparison of individual shared features can illuminate differences between
performers. Though care must be employed to avoid value judgments, the statistics establish
some of the differences between the two performers while illuminating their method of in-
performance composition. The previous article examined Bakchiev’s use of the familiar word
“mbiaa”. In the three transcriptions, he uses the word 180 times.” Only on one occasion — in
the spoken prose introduction in Ty — does the word appear not at the start of the line. This
was regarded as Bakchiev’s “adherence to the traditional meter of the epos”.® Sydykov uses
the same word 511 times: 489 at the start of the line, 22 times after a vocalized vowel, and

once after another word. These can be arranged as follows (with numbers indicating

frequency).
AHBI MbBIHa TOE alTHIN 1 MpIHa OHIOHIO KaJlaWbIK 1
MprpiHa Oyiiap MUHTHUIT KaJlTaHbI 1 MgiIHA OIIOHI0 KaH YBIKTHI 1
MpIHa MEHU KUUTHU3IU 1 MpbIHa OLIOHAO KaHT KOy 1
MpIHa MEHU MUHTHU3IU 1 MpbIHa OLIOHIO KaH4a 3P 1

3 For an explanation, see AKSOT, p. 127 fn. 12. Admittedly, a comparison of like with like would have
been stronger, and recording both performers with and without time limitations would have been optimal. For one
method of addressing this issue, see James Plumtree, ‘Computer-Assisted Analysis of Manas Narratives:
Demonstrations and Directions’, (forthcoming).

4 https://ich.unesco.org/en/RL/kyrgyz-epic-trilogy-manas-semetey-seytek-00876.

5 Sydykov, his context, and his views on the epos appear in Vincent Michael Artman, ‘The State and the
Sacred: Memory, Theology, and Identity in Kyrgyzstan’ (unpublished University of Kansas PhD thesis, 2016); the
equivalent for Bakchiev is Nienke van der Heide, Spirited Performance: The Manas Epic and Society in
Kyrgyzstan (Bremen: EHV Academicpress GmbH, 2015).

® http://akynproject.auca.kg/en/; as with the Bakchiev recordings, the three Sydykov performances were
recorded in the AUCA recording studio. Kamilia Baimuratova, an AUCA student, managed the recording
equipment. Alymkan Jeenbekova later made transcriptions; given the importance of this contribution, she is listed
as co-author.

7 AKSOT omitted one use; T3 was incorrectly listed as having 1,851 lines; the correct number is 1,854;
references in that article to lines after 490 in T should subsequently be incremented by one.

8 AKSOT, p. 128.
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MpbIHa MUHTHTT TYPYIITY
MpeiHa MyHYH OOJITOHY
Mgi1Ha MBIHIAH O€K aliTHIIT
MpibiHa MBIHIaH OOIyTITYp
MpiHa MeIHAal Ui 60100 T
MpIHa MBIHIAW KBUJITAHIa d3)
MpIHa MBIHIAW KBUIIBI DJI€
Mperaa omonga Camamar
MpIHa omoHg0 agamMra
MpbIHa OIOHAO aNTTHIPHII
MpIHA OMIOHIO alfbLIBI
MBbIHA OILIIOHI0 aJIThIHIaH
MpIHA OOIOHIO0 aTd9achl
MpiiHa omroH0 apbakka
MpbIHa OIIOHIO aTake
MpEIHA OIIOHJO0 aTaKeH,
MpIHa OIIOHAO aTaHIbIH
MpEpIHa Oo1IOH0 aTaHBI3
Mp1Ha onTOHA0 GaaphIChH
MpbIHa OIOH10 Oall KOOIl
MpbiHa omoH10 6Ganduue
Mpeina omon10 bakneener
Mpgea omroago bamakan
MpiHa o1moH10 GajtaHbl
MpeIHa o1oH10 GaaHbIH
MpbIHa OIOHA0 OapThHIH JIETT
MpIHa OIIOHJ0 Oanikava
Mprpina omoHg0 belkuaank
MpgIHa o1IoHI0 O€K alThII
MbIHA OIIOHIO0 OEITHIIETT
MpbIHa OUIOHIO OepAUPHUIT
MpiHa oHIoOHI0 Oeperu
MprbIHa oIoH1I0 OepCHH JIeTt
MpbIHa OUIOHIO OUP KBI3bI
MpiHa omoH10 003 Yitay
MpbIHa OIIOHI0 OOJITOH COH,
MpiiHa omoHA0 00OpyHa

Meina omonno beiiexkan
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Mpiaa omono Kaneimoex
MprHa oIoHA0 Kapaca
MpBIHa OIIOHIO KapacaM
MpbIHa OLIOHIO KapacaH
MpbIHa OLIOHI0 KaThIHAAP
MpbIHA OIIOHA0 KEJITHUH eI
MBEIHA OIIOHIO KEJIJIUM IEIT
MpBeIHaA OILIOHIO KOJIAOI0H
MpbIHaA OLIOHI0 KOPYHYI
MpbIHa OIIOHI0 KOTepPYIT
MpbIHa OIOHA0 KYHIY3/1aH
MpbIHa OHIOH0 KyMYLIY
MpEbIHa OIIOHIO KBIJIBIPABIH
MpbIHa OLIOHIO KBIPTbI3Ta
MpbIHa OLIOHO KBIPK 06epy
MpbIHa OMIOHO KBIPBIMTa
Mpeina omongo Kerraiiaera
MpEIHa OITOHI0 MUCKHUHTE
MpEIHA OINOHI0 HETEIH
MpEIHa OIIOHI0 HETET Aell
MpIHA OIIOHI0 HETKEHU
MpbiHa OLLIOHA0 OHAOHYTI
MBbIHa OLIOHIO0 ©3YHO
MpbIHa OIIOHIO cypaca
MpbIHa OLIOHAO CypacaH
MpEIHa OIIOHAO CYUYHAOI
MpbIHaA OIIOHIO TAPTHIIBIIT
Mpina omionao TeHupanxa
MpIHa OIIOHAO TOJITOHYII
MpbIHa OLIOHIO TOJTO00CY
MpbIHa OLIOHIO TOJNAY JE
MpIHa OIIOH0 TONTOJITOH
MpbIHa OIOHIO TyAIIapkl
MpbIHa OLIOHIO TypTraHaa
MpbIHa OLIOHIO TYIIyHA
MBIHa OIIOHIO TYLI KOpAy
MpbIHa OLIOHIO TYII KOPpAYM

MpIHA OIIOH/IO TYIIKOHY

_ =

— = N

e S

[a—

—_

S = S S e Gy S

—_—



MzBectuss HAH KP, 2020, Ne 3

179

MpiiHa omoH 10 Oy anar?
MpiiHa omon10 OypKypan
MpIHa ommoHI0 OypyTTaH
MpbIHa OMIOHI0 OYT KOpayM
MpbIHa OIOHIO AeM Oepun
MpIHA OHIOHIO A€M YBIKIIAK
MpIHA OHIOHIO JUHHIIIE
MpiHa omoH 10 AyO0aHa
MpbIHa OUIOHAO TYHYHO
MpbiHa omoHI0 JKaliagal
Meina omougo JKakel0bIM
Meiixa omouno JKakelObIH
MpeiHa onroumo JKakpinka
MperHa onrouo JKakbIITEIH
MpIHa ONIOHIO JKaHarbl
MpbIHa OLIOHJIO KapajiraH
MpbIHa OLIOH[IO YKapaTKaH
MpbiHa OLIOHIO KapaaMra
MpbIHA OIIOHIO KEJT KaUbIII
MpIHA OMIIOHIO KOJI00pC
MpbIHa OMIOHO KOJIOOPCTY
MpbIHA OLIOHIO KOKOJITY
MpbIHaA OIOHIO KYPAYH AeTl
MpEbIHa OIIOHIO XXYPYIITYP
MbIHa OIIOHO KbUIKBITa
MpiIHa OIIOHO >KBUIKBIHBIH
MpbIHa OIOHA0 3apiaigbIM
MpbIHa omoH10 30p Oana
MpIHa OIOHI0 UHWHTE
MpiIHa OIIOH0 WIWHIAH
MpiIHa OIIOH0 HUITUMIH

MBIHA OMIOH0 KaObLIBIIT

N = = NN = N = = N N = e e e e e e e N
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Mpina omonn0 Yrys3 gen
MpbIHa OMIOH/IO YTY3 KaH
MpbIHa OLIOH/IO YTYIY
MpEbIHa OIIOH/IO YKTYM Jen
MpEbIHa OIIOH/IO YOH MEpreH
MpBbIHa ONIOH/IO YOH YIIIKYJI
MpbIHa OLIOHJIO YOH YOKY
MpbIHA OIIOHIO YOOIy
MpbiHa om1oHA0 YbIibIpabI
MpiHa onroHa0 ubiH Kbirtait
MpbIHA OIIOHIO BLIAAM OaT
MpbIHa OIIOH/IO BIPHIMBIH
MpbIHa OLIOHIO 3P 0OJIOT
MprHa omroHA0 3p JKaksIm
MpIHa OIIOH0 PCUM/IE
MpbiHa OLIOH/IOM Kepu Oap
MpbiHa o1ioH10# eHy 0ap
MpiiHa omioHy Oeperu
MpbIHa OLIOHY KOProH10
Mpb1Ha oIOHYH OaapblHaH
MpBIHa YBITBIIT AJBIITHIP
MpeiHa sMu OepcHH YOHYHaH
Oo0 MyIHA OIIOHO KaHarbl
95 MEbIHA MUHTHIT KaJTaHbI
D5 MbIHa omoHA0 6eperu
95 MEbIHA OUIOHIO KaHAarbl

D5 MbIHa OLIOHAO0 KOpyI ajl

95 MpbIHa OIIOHZO MEH KOPIYM

95 MpbIHa OIIOHIO cypacaH
35 MpbIHA OIIOHIO YOH YOKY
D5 MpIHa omoHI0 YUBIHBIPABI

D5 MbIHa omonao 3p XKaksin

e e e e e T e T e T S S = S S N T = S S Gy S G S Y
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Sydykov’s 511 ‘MsIna’ appears in 148 combinations; Bakchiev's 180 ‘Meina’ in 41.° Though

this statistic may indicate Sydykov’s greater linguistic variation (or, as possible, Bakchiev's

% AKSOT stated 42 owing to “MpIHa TankaH O6anaH, — aen’” (recte “MpblHakeil TankaH O6anaH, — aemn’).
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sharper focus), there might be other reasons for this difference. One potential influence might
have been the strict time limit allocated to one performer and freedom to the other.'’

Another feature that the two performers share are the single lines that they repeat in
their performances. Study of the Bakchiev transcripts revealed his use of individual lines such
as “ainanaiiplH Kynypet” and “araraHart ayHy#e” when he wishes (or needs) to pause, make
emphasis, or change the episode in the narrative.'' Examination of the Sydykov transcripts
revealed his choice lines that are used in a similar manner. His most frequent (with combined

usage indicated) are the following.

aTaHJIBIH KOpY JYHYIe 368
MBIHA OIIOHIO >KaHarbl 166
MbIHA OILIOH0 Oeperu 113
TaK OIIOH/O >KaHarbl 81
omro ke3zae oeperu 65
KaK OLIOHO »KaHarbl 60

As with Bakchiev, Sydykov’s use of such phrases fits with the method of oral-formulaic
composition outlined by Parry and Lord. A 46 line example from D; (left) and 45 line

example from D, (middle), and 49 line from Dj; (right) are included below, with repeated lines

(noted above) in bold.
AK OpJIOHYH UYUHE
MpgIHa OMIOH0 KOTepyn
OMH KUpUIl OapbITMbIH
Ax epreeHy xacaJapM
Tory3 alibl xacaabiM
MpbIHa OIIOH/I0 KAHATBI
VyKTapblH KbIHANTAI
AJNTBIH MEHEH OaTaJjbIn
ATaHJIbIH KOpY AYHYH6!
D91, KyMYIII MEHEH ChIpIarad
Kepren amam sipmaran
Kupren ajnam xpipraran
O110p33KUH epreere
OMH KUpUN MeH Oapcam
TyypyHa KOHIypraH

aliierecus 6oJsTypras

Tyrenepie KeIprbI3Abl
Tynremn ubiraT Oy Gana
Yaybuiranga KeIprbI3/Ibl
JKepriiaarm gpirat 0yn 6ana
Jem OyTKeH1e KbIPTbI3/1bl
Kyuren usirat 6y Gana
Ky06aTbIH apThITl 6TOT Aer
MpbIHA OIOHIO sKAHATBI
Orty3 )Ky3 MUH aajlamra
Koi10oii canblll KeTeT Aern
Kak omoHa0 skaHarbl
JKakuputan aMu KyTyH ai
— Jlen OLIOH/IO YKaHarbl
Autaka >ka3bIll KaJIbIITHIP
baranamn smu ansmTeip

AJrakaH >ka3bII KOJ OepHIr

Taxk omroHa0 GapbIHBI3
Owio ke3ne Geperu
Yuypaiibln aibIHbI3
MyHKaHOACBIH aTaHbI3
JIETI OIIIOH/IO JKaHarbl
JKapaTkanapiH aTKaHbI
AS3BIPKBICHIH OaJIaHbI3
AnapIHA KEJHI TapTKaHbBI
AlinaHaliblH aTake

Kem kaiirsipa 6epbe nen
Viy rynay 6eperu
AWTKaH ce3ay Jerae aer
Kenyire canswin ame nen
MpbIHA OIIOHIO0 KAHATBI
Kepyrm Typran xumm KoK

Bunun TypraH HILH 5KOK

19" Audience, and who the performer presumes is his or her audience, likely influences the language.
Comparing a text of a performance produced in front of only a camera to those produced in front of a visible
audience might be revealing. The influence of who the performer assumes is his or her audience may also be
distinguishable in the method of composition and language used.

' AKSOT, pp. 129-130.
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MpbIHA OIIOHI0 sKaHATbI
AT Kapaky1 3bIMBIPBIK
Typran skeH OaitnaHbIn
MpbIHA OIIOHIO *KaHATBI
OmuroHy KeTIieil aiianbI
Konyma xonnypyn
ATaHJIBIH KOPY aJbIIIMbIH
MBIHA OIIOHO KAHATBI
JKaxbIH KOpYT KaJIBIITMBIH
AlnaHalbIH )KapbIKTBIK
AJNTBIMBILI KyJIad KOO3Y
Tak OIIOH/IO TarbIITMbIH
333 Oy SMHUHE 00ITydy?
JIeTI OLIOHO KaJIraHbI
AWTBIN MU caJaraHbl
A7 aHrsI4a Kapacam
OUIMKKE YBITBIIT MOMYH1al
ArTa KBI3BIK Tamaria
XKetu Oupneii MomyHaM
MpiiHa omoH10 603 Yoy
ABBIp KepyIl aJramMmbIH
Omo ke3e 0epern
Ap OupuHIH Kyury oap
Kepyn Typraun ymy 6ap
ATaHABIH KOpY AYHYIi6!
MBIHA OIIOH/IO0 5KAHATBI
Teepnery 603 yiiny
Ann kapakyur MOMYH/Ial
TaanpIHBII YMH KOUT'OHIO
ATaHIbIH KOpy AYHYIie!
(D 416-461)

AiinaHailbIH )KapaTKaH
MprpiHA OMIIOHA0 OCpPCUH Oen
Omopekn O0yn 6arna

Tory3 aiiibIH ©3YHIO
YilyHe oMU KEJICHUH Aen
AKKaH >KalllbIH KbIPTBI3IbIH
Teriiran 6aa OOJICYH Aen
Yaupuiranaa KbIprbI3abl
JKepriiran 0ana 00JICYH Jel
Kak omongo xkapacay
ATaHABIH KOPY AYHYHO!
DTEruHaN TOC JAEeaN
Oterun JKakpIll TOCYyNTYp
Kak omonno :xaHarsl
ArTtanapnasl cypaca

Kexke kosyH co3ynTyp
KexTeoH aMu aHarsl
Yarsuiran tymryn OypKypen
Ky#n valikansIn adubUTBIT
AcMaHJaH 3MH HYpP TYIITY
Kak o1moH10 ’kaHarbl
Hypny smu anransl
Orterune JKakbIITHIH

Kaxk omonmo caaranel
bIpbiMbI OOJICYH KBIPTBI3 TYY
Kak o1m1oH/10 skaHarsl

— JIeTI OIIOH 10 OaaphIChI
Bbaranan typyn xajnrassl
Mpiina omoug0 3p JKakein

(D, 295-339)

MpbIHA OIIOHI0 sKaHATbI
Bamka >xaAra kepyHOe
ANbpIHA KEITUM aTake
ASBBIPKBICBIH KapacaH
Tory3 ailbl TOITOHYTI
Torys kKyHy 60JroHI0
TepesiemyH TOpYHIO
MBIHA OIIOHIO sKAHATBI
Owo ke3ne 6eperun
AlilaHaliblH aTake
KypMaHABIKTBI YajlaapChlH
AHBI MEHEH KapacaH
ATa-6abag apOarsl
ArTtan Typyn cainaapchlq
Tak OLIOHAO KAaHATBI
ANTKaH ce311y KblJIaapChIH
AHBI MCHCH KapaTKaH
blii0aa KbUIBIIT TypaapchiH
AlnaHailbIH aTake
Tak oIOH/I0 KaHATBI
Tory3 aitbl TONTOHIO
Tory3 kKyHy O60JITOHIO
TepenemMyH TOpyH10
MbiHa oIIOH0 Oeperu
Kenemun atam aprunae
ATaHIbIH KOpY AYHYIi6
VYurypeku KeIuHIuH
NimennunH akTaiiMbIH
Backansbl »x0J11y TaKTaliMbIH
TerusaukTyu opHOTYII
O1o ke3ae Oepern
ATaHIbIH KOpY AYHYIi6
Ten xym TanTan Kyl KbUTBITT

(D3 604-652)

A comparable example displaying variants by Bakchiev revealed his most repeated lines

. . 12 . .
appearing in the same manner. - This shared feature raises a new area of research that would

determine the degree to which different performers employ such lines for narrative, emphasis,

12 AKSOT, pp. 129-130.
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or filler. This could be used to establish the capability of the performer, and also, potentially,
the extent such ability reflects the experience of the performer (if it changes with maturity)."
A simpler analysis is measuring the frequency of usage and the lines used. Bakchiev uses his
most frequent line, ‘ainmanaitbia kygyper’, 107 times in the 3,843 line corpus (2.78%);
Sydykov, ‘araHmeiH kepy ayHy#e’, 368 times in 6,633 lines (5.54%). Bakchiev’s most
frequent lines consist of two words (one four syllable, the other three); Sydykov’s repeated
lines, printed above, contain three smaller words. Bakchiev’s less frequent use of such lines,
and use of more complex vocabulary when required, may be indicative of his experience or
personal style. The AKYN Research Group recordings have established that these two
contemporary performers use the same method of repeated lines in performance; comparison
of usage can reveal aspects of a performer’s method, and future study can, potentially,
establish more about this feature and be more concrete regarding the terms “experience’ and
‘style”.

Another element that Sydykov appears to share with Bakchiev and with other oral
poets are larger sections (longer than a single line) that can be used whenever the narrative
requires. The similar length T, and T, clearly showed Bakchiev using such sections. With the
Sydykov transcripts, it is less obvious which lines can be regarded as fulfilling this function.
In all of his recordings, this short two-line phrase, possibly equivalent to the Bakchiev
examples, is present.

ApxaceiHia OamaHbIH
Aiinaii kapa xaisl 0ap
(Dy 1627-28; D, 1929-30; D; 2526-27)
Another potential example is another two-line phrase.
OH 06NTOKTYH acThIHAA
Mamnac gereH xa3syy 0ap
(D 1648-49; D, 2147-48; D3 2526-27)
Another two-line phrase follows in both D; and D.
OH 0ONTOKTYH acThIHAA
Mamnac nierex xazyycy
(D 1654-1655; D, 2151-2152)
These lines appear in passages concerned with the future deeds and remarkable heroic signs
of Manas. D, including his roar-like cry, is on the left; D,, with the revanchist message he
will bring people together, right. Repeated single lines, discussed in an earlier paragraph, are

in bold; the repeated two-lines are in italics and bold.

13 AKSOT, p. 132; Lord, Singer of Tales, pp. 31-34.
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JKaarer1 sxa3bl, 9911 Y3yH
bun myuenyy 6anbsipek
Op MyHe3y KepyHeT
AJTakaH a3bIl KOJ a4bITl
[lTep myHe3y KepyHOT
Tak omoHI0 KaHATHI
Oo3ynnia ManacTbiH
MbpbIHa OIIOH/I0 KAHATBI
DKU YbIKKaH a3zyy 0ap

On 661MOKmMyH acmuvlHoa
Manac oezen xncazyy oap
AHBI KOpYT aJbITITHIP
AiipaH a3pIp KaJIBIITHIP
Taxk omong0 KaHATBI
N xetun onongy

On 6onmoKmyHn acmuvinoa
Manac oezen rcazyycy
ABBIPKBICHIH JKOTOJITY
Tak o1I0HI0 HETKEHH
Baiidbuvere MmoMmyHaii
Dc-aKbLI KUPUIT KETTU IMU
baam xaina skeH gen
MpbIHA OLIOH/IO0 KAHATBI
Ce3yH calbIll KETTH MU
AJ1 aHTBIYa OaaHb

Kak omronmo xapacax
Youory xkartaT YOpMOIOII
Kax omonnio 6epern

O3y xKarart 60JTOOI
Bapkpipam 6ana britaca
Tait 4aObIM xKepre yyiry
AH4Ya-MBIHYA KaTBIHAAD
DOCH KETHIT )KBITBUTABI

D3 Tak omoHI0 deperu
Bananb! anpin OepruH aemn
OMU alTHIT KadraHbl

BepHI/IKCHI/IH KaTbIHbI

O1110 ke3¢ JKaHarel

Tak omono cypacan

33 TONTOHY MBIHYA OOJIYNTYP
BakpITTHIH KyITy OambpiHa
Konrony mpiaua 60myntyp
OTKeH/IeH anap euTy JAem
Kerkenaen amap KeTT nen
Katipem Oepep remty nemn

D3 Tak OLIOHAO cypacaH
AKKaH aIlIblH KbIPTHI3IbIH
D5 ThIfrad O6ana 00JI0T Ien
Yaypranaa KeIPTbI3AbI
JKpritran 6ana 00J10T A€l
Y3ynrenay ynat aen
Yaupragabl )KbIHHAUT Jel
ATaHJbIH KOPY 1YHYIi0
DMH KETKEHH MU TOJIO0P JIeT
ATaHIBIH KOpPY AYHYHO
Kexcerenym 6omoop men
Ouro ke3sie deperu

On 661MmOKmMyH acmuvlnoa
Manac oezen xncazyy oap
DKM YbIKKaH a3yy 0ap

Taxk omon0 6eperu

A1 ObIIIIBIMIal 00JITOH OH 0OJITOK
OH 601mOKmyH acmuviHoa
Manac oezen rcazyycy
MbIHa OIIOH/IO KOOI Y
ATaHJbIH KOpY AYHYii6
Kepym anbiin sHeHIMH

OMHU Ke3Y raHa MbIHYA TOIOHAY YYY

(D, 2127-2157)
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Besunnen 6aca Gapranbl
MpIHa OIOHI0 OaIaHbI
OMH )Kep/IeH araHbl
Ketepe anbaii omon 10

(D; 1639-1679)

The malleability of the repeatable two-line phrases placed in tandem is apparent in Sydykov’s
use of them for narrative details.'* Comparable elements in the Bakchiev transcripts however
provide a more specific narrative structure. Sydykov’s repeated lines refer to details (Manas’s
name; a coloured flame), while Bakchiev’s contain plot features (establishing the time; a
dream)."” This might be a significant difference in the composition methods of the two
performers, perhaps indicative of the generation difference (Bakchiev bridging pre-
Independence; Sydykov, post-Independence) and their relationship with the earlier material.
The difference also might be an example of how the limitations (or lack) placed upon the
performer influences their construction of a performance text.'® Future research might clarify
this issue, and reveal more about the appearance and use of repeated passages in Kyrgyz oral
epic poetry.

One feature that can be investigated further is influence. Quotation is often assumed
to indicate a mentorship with a previous manaschi. Though Bakchiev has frequently stated
that Shaabai Azizov (1927-2004) was his mentor, his transcripts revealed a passage from
Saghimbai Orozbakov (1867-1930), a performer who died more than forty years before
Bakchiev was born. While Bakchiev’s reuse of Orozbakov raises questions as to the degree
mentorship is recognizable within a text (as training may impart lessons other than linguistic
features),'” it also emphasized the influence and value of printed historical variants by
contemporary manaschis. Close comparison of the Sydykov transcriptions beside those of his
mentor, Saparbek Kasmambetov (1934-2020), may reveal the same issue.'® However, given a
performer’s historically itinerant lifestyle, and the requirement to adapt to local audiences,
such shared features may indicate more passing acquaintances rather than a studied
inheritance. Though a database of all known variants would help establish such relationships

between performers, variants, and contexts, the connection might not be indisputable. Exactly

!4 Comment should perhaps be made regarding the position in the narrative: D, stops where the quotation
stops, while D; continues for another 81 lines.

5 AKSOT, pp. 130-131.

16 Notably, substantial similarities were found in Ty and T,, performances of a similar length; the longer Tj
appears to share less lengthy passages with Bakchiev’s earlier performances. Since Sydykov was recorded without
such restrictions, there is the possibility that these elements may be more frequent in particular types of
performance.

17 The issue of what is taught is discussed in Heide, Spirited Performance, pp. 131-135.

'8 This, however, requires accurate and authentic transcriptions to be available. For an English translation,
and contextualization, of Kasmambetov’s life and work, see Keith Howard and Saparbek Kasmambetov, with
Razia Sultanov, Gulnara Kasmambetova, and Gouljan Arslan, Singing the Kyrgyz Manas: Saparbek
Kasmambetov’s Recitations of Epic Poetry (Folkestone: Global Oriental, 2012).
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what is indicated by quotation (or close similarity) requires further comment. Sydykov’s most
frequent line, “atanabiH Kepy AyHYHe”, also appears 31 times in the Bakchiev transcripts.
This could be regarded as textual evidence of the younger performer’s indebtedness to an
older colleague he has performed alongside.'’ Since the line also appears in a printed version
by Sayakbai Karalaev (1894-1971),° an esteemed predecessor who both Bakchiev and
Sydykov claim personal affiliation,”' this could indicate that they both independently learnt it
via their own studies of the famed manaschi. To complicate matters, according to Kyrgyz-
speaking AUCA colleagues, the line is also an old idiomatic expression; this could indicate
that contemporary performers are using popular phrases or, as possible, using old-fashioned
expressions to emphasize the past setting of their narrative.

The lingering shadow of esteemed predecessors can however influence contemporary
performers in other ways. Whereas the use of Orozbakov by the academic Bakchiev may
indicate the desire of a modern manaschi to find stability and a model in reconstituting, or
recreating, an earlier edition, the immense reputations and achievement of the Soviet-era
Orozbakov and Karalaev can be regarded as detrimental to the reputation of a contemporary
performer. Post-Independent manaschis are frequently regarded as imitative or trite in
comparison. Harold Bloom, in his The Anxiety of Influence: A Theory of Poetry, argued that
poets, pressured by the weight of their predecessors and tradition, are inspired to rewrite
earlier works in a manner that emphasizes their own imagination and originality.” Though
typically regarded as a problem faced by modern authors,” this may be a feature of oral poets
having to perform with the existence of widely-available published and near-canonical
variants. Such might explain the seeming alteration included in an aforementioned two-line
phrase Sydykov used in each performance. His account of the ominous signs on the baby

Manas’s back is likely an adaptation from his predecessor Karalaev.

Apxkacsinaa 6anaHbIH ApxacsiHaa 6anaHbIH
Alinail kapa xaibl 6ap Kapa xex xai xaibl 6ap
(D; 1627-28; D, 1929-30; D5 2526-27) (Karalaev, 2728-29)*

Karalaev uses a simple blue, whilst Sydykov uses the more complex image of it being as dark

as the moon. This subtle change, included in each performance, perhaps indicates the tension

' The two participated in a 2011 tour of Kyrgyzstan funded by the Christensen Fund; see Heide, Spirited
Performance, p. 169.

20 Casx6ait Kapamaes, Cememeii: snoc Casxbaii Kapanaesoun eapuanmer 6oronua, xuten 1 (Opymnse:
Keipreiscran, 1987), p. 25.

2! Both Bakchiev and Sydykov have stated Karalaev appeared in their calling dreams: AKSOT, p. 132, fn.
22; Artman, ‘State and the Sacred’, p. 201.

22 Harold Bloom, The Anxiety of Influence: A Theory of Poetry (New York/Oxford: Oxford University
Press, 1997).

2 Walter J. Ong, Orality and Literacy: The Technologizing of the Word, third edition (Abingdon/New
York: Routledge, 2012), p. 131: “[Bloom] treats this modern writer's anguish. Manuscript cultures had few if any
anxieties about influence to plague them, and oral cultures had virtually none.”

2 Cas6ait Kapamaes, Manac: Keipevisckuii eepouneckuii snoc, 1. 1 (bumikek: Ksipreiseran, 1995), p. 95;
this passage is contextualized in bex6onoros, “Manac”, p. 172.
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of a contemporary manaschi: wishing to continue the tradition and subscribe to a predecessor
for a model, feeling the requirement to include this detail in their narratives, but also wishing
to transcend it and make it their own. Future study can investigate this issue further. In
addition to carefully establishing the use of quotations and influences, and understand its
relevance for the narrative, the performer, and the tradition, research can potentially establish
how a performer, whether like Bakchiev who quotes word-for-word, or Sydykov, who adapts,
views the tradition and their role.

Study of the Sydykov transcripts reveals the repeated lines and phrases that are
equivalent to those previously observed in the Bakchiev transcripts. This indicates that the
contemporary post-Independence performers continued (or recreated) the traditional
composition method of oral poetry. Sydykov’s probable revision of a detail from Karalaev
indicates, like Bakchiev’s use of Orozbakov, the importance of earlier variants of the epos
while revealing different method of a contemporary performer for dealing with the near-
canonical status of a Soviet predecessor. The questions posed above regarding the
significance of the differences will hopefully provoke further research into these elements,
permitting more nuanced understanding and appreciation of the methods of individual
performers, and reveal the significance of these differences for the performer, their narratives,

and the tradition.
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