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Abstract. Transformation processes take place in society in many areas of people’s lives and activities. In
such conditions, the importance of in-depth studies of the mythological consciousness of man increases. The
archaic texts of the Yakut epic olonkho have a rich symbolic nature, which appears as a fertile ground for the
study of deep meanings and structures. The focus of this study is on the codes of the beginnings of multi—temporal
fixations of the central epic tradition of the Yakut storytelling art. The purpose of the study is to identify the
code configurations of the olonkho beginnings of the early and late periods of recordings, fixing changes in
the coding categories of the contents of the beginnings. The work uses a comparative typological approach,
structural-semiotic and quantitative analysis (continuous sampling method, statistical analysis), the method of
hermeneutics and induction. The analysis revealed 264 units of codes from the beginning of the early olonkho
record, and 112 units from the later record. In both beginnings, there is a hierarchical alignment of codes on three
levels. It was found that the frequency of use of codes in the beginning of the later record is higher than in the early
one. Numerical, semantic, somatic, and color codes were found to be stable in time. It is also noted the use of the
hidden code of the unconscious and geo-economic code in the beginning of the later record, which are absent in
the early record. In the latter, paired combinations of two codes are noted — natural-climatic, zoomorphic-color,
which is not found in the beginning of the later record. In general, there is a significant reduction in the volume
of the beginning of the later record compared to the early one. However, identity is verified in the implementation
of the main function of the beginnings — the manifestation of “representations” of chronotopes of subsequent
events of epics, where codes appear to be an important structure-forming component of myths. At the same time,
the “loss” of a number of plot motifs from the beginning of the late recording is partially compensated by an
increased use of code configurations. The absence of the main component of the hero myth in the beginning of the
late recording of olonkho serves as an indicator of the functioning of the “micromyph”, and not a real myth built
in accordance with the mythological model.
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Cesepo-Boctounstit henepanbubiii ynusepcuretr umMm. M. K. AMmocosa

Koapl Mu(OAOTrHYECKUX DKCHO3UIIUI AKYTCKOI'O 3I10Ca:
CpaBHUTEABHBIH aHAAH3 Pa3HOBPEMEHHBIX 3aIIHCE€H OAOHXO

Annomayus. B o01iecTBe IPOUCXOASAT MPOLECChl TpaHCHOopMaMy BO MHOTHX cepax JKH3HU U JesTelb-
HOCTH JIIofied. B Takux yCcIOBUSIX yCHIIMBAeTCsl Ba)KHOCTH DIIYOWHHBIX M3Y4eHHH MHU(OIOTHUECKOro CO3HAHUS
YeJIoBeKa. ApXanyeCcKHe TEKCTHI SIKYTCKOTO T0Ca OJIOHXO MMEIOT O0raTyro 3HaKOBYIO IPUPO/LY, KOTOpast Ipe/cTa-
eT OJaroJaTHON MOYBOIl JUIsl M3y4YeHHs [TyOMHHBIX CMBICIIOB M CTPYKTYp. B hokyce HacTosero uccienoBaHus
— KOJZIbI 3a4MHOB Pa3HOBPEMECHHBIX (DMKCAIMI IEHTPAIBHOM SMUUECKOI TPaIUINK CKa3UTEIbCKOTO MCKYCCTBa
sIKyTOB. L{enb vcciieoBaHus — BBISIBICHUE KOJOBBIX KOH(DUTYpAIMii 3a4MHOB OJIOHXO PAHHETO U TO3/IHETO MepH-
0JI0B 3amucel, Gukcalys U3MCHECHHUI B KaTCTOPHSIX KOTUPOBAHUS COACPIKAHUN 3auHHOB. B paboTe mpuMeHSOT-
Csl CPABHUTEIILHO-TUIIOJIOTHUCCKUI TOAXO0/, CTPYKTYPHO-CEMHOTUYCCKUI M KBAHTUTATUBHBIN aHAIU3bI (METOM
CIUTOIITHOM BBIOOPKH, CTATUCTHYCCKOTO aHAJIHM32a), METO/I TEPMCHEBTUKU U MHAYKIMHA. AHAIH3 MO3BOJIUII BEISIBUTh
13 3a4MHA PaHHEH 3aMUCH OJIOHX0 264 ¢MHHIIBI KOIOB, U3 Mo31Hel 3anucu — 112 equnuil. B 060ux 3aunHax Ha-
OJTrOIaCTCSl HEPAPXUUECKOE BHICTPAUBAHUE KOMIOB 110 TPEM YPOBHSIM. YCTAHOBJICHO, YTO YacTOTa YIMOTPEOICHUS
KOJIOB B 3a4MHE MO3JHEH 3alKCH BBIIIC, YeM B paHHEH. YCTOWYMBBIMU BO BPEMEHH BBISBICHBI YUCIIOBOM, CEMHU-
YECKHI{, COMATHYCCKHUH, IIBETOBOU KO/IbI. TaKkke 0TMEYaeTCsl HCIIOIb30BaHUE CKPBITOTO Kojla 6€CCO3HATEIHLHOTO 1
TEOHOMHYECKOTO KOJIa B 3a4MHE MO3/IHEH 3aMUCH, OTCYTCTBYIOIINX B paHHEH 3amucu. B mocneaHeM oTMedaroTes
MapHbIe COYETAHUS JIBYX KOJOB — MPHUPOIHO-KIMMATHYECKOTO, 300MOP(PHO-IIBETOBOTO, YTO HE BCTpPEYACTCS B
3a4MHE MO3JHEH 3amucu. B 1ienom, HaOmonaeTcs 3HAYUTENIFHOE COKpalleHHe 00beMa 3auiHa TIO3HEH 3amucu
B CpaBHEHHHU ¢ paHHel. OJHAKO, BEpUPHIIUPYETCS] TOXKICCTBCHHOCTh B PEaM3alliK [IABHOW (DYHKIUM 3a4H-
HOB — MaHU(ECTAUH «IIPEACTABICHUIN» XPOHOTOIOB MOCIIEAYIONNX COOBITHI 3MOCOB, TAE KOABI MPEICTAIOT
B)KHBIM CTPYKTYPOOOPa3yIOIIMM KOMIIOHEHTOM MU(OB. [Ipy 3TOM, «BbINaICHHUE Psilia CEOXKETHBIX MOTHBOB U3
3a4MHA MMO3/HEH 3aliCH YACTUYHO BOCIIONHSICTCS 3@ CUCT IMOBBIIICHHS MPUMCHEHHN KOIOBBIX KOH(HUIYPAIUIA.
OTCyTCTBHE K€ B 3a4MHE MMO3/IHCH 3aIUCH OJIOHXO INIABHOTO KOMIIOHEHTA MU(a — Teposi, CIIY>KUT HHIAUKATOPOM
(DYHKIIMOHMPOBAHUS «MHKPOME(]ay», a He pealbHOro Mu(da, TOCTPOCHHOTO B COOTBETCTBUH ¢ MU(OIOTUIECKON
MOJICITBIO.

Kniouesvle cnosa: MUQOIIOTHS; 3a41H; KOJIBI, MOTHB; BPeMsl; IIPOCTPAHCTBO; T€POil; CTPYKTYpa; Kiaccuduka-
UOHHAS CeTKa; ceMuocdepa.

bnazooapnocmu: VccnenoBanue BEIOIHEHO B paMKaX HaydHO-HCCIEN0BATENbCKOro npoekra CBOY «Omu-
YECKUI MaMSITHUK HEMAaTepUAILHON KYIBTYPBHI SIKYTOB: TEKCTOJIOTHUSCKHUI, THITOJOTHYCCKHN, KOTHUTUBHBIN H
HCTOPUKO-CPABHUTEIIBHBIN aCTICKTHI.

Introduction

The “universal character” of cosmogony is well known for understanding the mythological
worldview, which appears to be an important modeling system of symbols for the culture of the people
as a whole [1, p. 230]. The theme of the opening scenes is thoroughly described in the scholarly
works of a number of researchers (E. M. Meletinsky, M. Eliade, B. N. Putilov, S. Yu. Neklyudov,
V. N. Toporov, etc.), in which the morphology and semantics of the opening scenes are analyzed. The
“optics” of this study is “focused” on studying the method of transmitting messages, dividing and
classifying the phenomena of reality. The world is structured by the ancient consciousness by recoding
the perceived information using all the receptive systems. By limiting the scope of the article, without
delving into the subtleties of operational techniques with binary oppositions, which at a deeper level
are “splits” from the chosen code system, we are interested in the sphere of the hierarchical division
of the world into levels, which uses codes as the language of description. It is important that “these
divisions into codes and levels are essential in the development of mythological motifs” [1, p. 235].
The motifs are unraveled through the harmonious deployment of the original mythological core. When
isolating the plot motifs of the opening scenes in the olonkho, we are guided by the index of motifs
proposed by A. A. Dmitrieva [2, p. 198]. Our next questions is what is the dynamics of changes in
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the methods of encoding information over the thirty-five-year period between the recordings of texts
of one local storytelling tradition? Are the contours of traditionalism preserved or disappearing in the
categories of coding messages in the formal aspect?

The materials of the study were the texts of the best examples of the Yakut epic olonkho: “The
obstinate Kulun Kullustuur” (recorded in 1906), included in the “Samples of the Yakut folk literature”
by E. K. Pekarsky, and “Kyys Debiliye” (recorded in 1941), included in the 4" volume of the series
“Monuments of folklore of the peoples of Siberia and the Far East”. The main criteria for the choice
of research materials are: the presentation of the best examples of epic texts of the Yakut people,
belonging to one local story-telling tradition as well as the availability of academic translations.
The research is based on the theoretical framework provided by E. M. Meletinsky, V. N. Toporov,
S. Yu. Neklyudov, R. Bart and others; it is also based on the theoretical works of the Yakut researchers
L. L. Gabysheva, L. N. Semenova, E. I. [zbekova and others. The main research method is structural
and semiotic analysis. When identifying code units, their quantitative indicators and percentages, the
method of continuous sampling, statistical analysis, the method of hermeneutics and induction are
used in the context of the comparative typological approach.

The motifs structure in the mythological expositions

According to S. Yu. Neklyudov, the compositional organization of the epic opening scenes is formed
by static descriptions of the sequential chain of representations of “time — space — the main character”
[3, p. 185]. In the analyzed opening scenes of the early olonkho recording, the implementation of
the sequence of three phases of representations in the form of the chronotope and actant settings is
observed in its entirety. The exception is the indicator of the sequence, which reflects the gradual
deployment in the compositional space of the chain “time —character — space”. Such a technique can be
regarded as an individual innovation of the performer-storyteller. The initial part of the late recording
clearly demonstrates a significant difference that expresses the going beyond the limits of “tradition”,
namely the absence of an actant. The latter logically leads to the “falling out” of the compositional
space of the beginning of the motifs for describing the dwelling, wealth, horse, clothing and armor,
as well as the origin of the main character. Considering all the points mentioned above, the proposed
analysis will proceed in accordance with the compositional structure of the opening scenes of an early
olonkho recording.

The genesis motif codes

From the very first lines of the storyline of the Yakut epics, the idea “at the beginning of those
ancient times” is implied, when nothing was created yet: At a distant peak of ancient years, / On a
distant ridge of past years, / When three Sakha were not yet born, / Three Yakuts still did not come into
the world [4, p. 286]. In the archaic consciousness, the presence of a certain boundary is emphasized,
implying a message about the beginning of time, which once preceded the starting point of historical
time, qualitatively separating the relationship between mythical (sacred) and historical (profane) time.
These relationships are specified by the code that conveys the time message. In the early entry of
olonkho, a numerical code in combination with an anthropomorphic code “Sakha” and a somatic code
adjoins the time code (the past years are outlined as having a ridge). A detailed semantic analysis of the
formulation of the formula by means of these codes is presented in the previous work of the author of
the present article [5, pp. 304—305]. Note that in the description a phonetically motivated addition in the
form of the phrase “two Yakuts” reflects a poetic technique, since it is based on alliteration. The name
of the main character, the Obstinate Kul/un Kullustuur, is also a code that conveys a message about the
character, tough disposition of the main character, as well as the implication of data about the main
character’s descent (Kulun literally means “stallion” is the son of the deity Uordakh Dzhosogoy Toyon
[6, p. 61]). In the late recording of olonkho, there is a combination of the time code with the action
code [7, p. 73]. The latter implies a message about a certain contradiction, behind which oppositions
“action-reaction” are found. In both motifs, the time code, containing private codes, appears to be
dominant, therefore, two levels of the code are fixed in the motifs.
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The codes of the motif of main character’s horse description in the early olonkho records

The length of the motif in the early recording of olonkho is 15 lines of poetry. Here is a
fragment:

With a curlew-bird on the ears, / Cuckoo-bird on the back of the neck, / Sarich-bird on the shoulder
blades, / Drake-bird on the croup, / Dove-bird on the thighs, / Gray hares on the pop-knees, / In the
Upper Siberia named: The Fiery Red Horse, / Which, frolicking, shakes his head [4, p. 286].

The cosmological code dominates, structuring the vertical organization of space, which is formed
by means of private codes (body, animal, somatic, color, semic codes). The composition of the animal
codes is peculiar, reflecting the pairs “curlew-cuckoo”, “sarych-drake”, “pigeon-hares”, which appear
as classifiers of space directions. The theme of personification of certain somatisms by birds, where
the image of birds symbolizes this or that quality (for example, “curlew — sensitivity, rabbits — speed
of legs, etc.”) was analyzed by E. S. Kupriyanova [8, p. 25]. In the aspect we are interested in, the loci
are presented in the form of the oppositions “Upper Siberia / Middle World”, “Lower World / Middle
World” and are accompanied by predicates characteristic of a heroic horse. At the same time, the semic
code is noteworthy (repeating three times in the form of shaking his head, kicking his legs, wagging
his tail), each time in the description confirming the characteristics of the three worlds of olonkho (for
example, the type of his movement — flinching, trembling) is considered to be a distinctive feature
of the Lower World. This implication of the message is reinforced by the use of the epithets “fiery,
violent, vortex” reflecting the connotations with the natural elements of fire, water and air, which also
form the semic code at a deeper level of the semiosphere of the motif. Therefore, in this motif, the
codes are built on two levels of the classification grid of the epic space.

The codes of the motif of the main character’s appearance in the early olonkho records

The length of the motif is 38 lines of poetry. Here is a fragment:

He has such fine lips and teeth, / As if lips and teeth were playing on him, / Cutting into pieces a
fox-cinch, / Grown on the right side of the city of Irkutsk <...> / Smooth white hands — / Like larch,
peeled from bark; <...>/ He has a huge back, / As if knocked together from nine woods / A large skiff,
raised upright; <...>/ With high hips — in three swing fathoms, / With broad shoulders — in six swing

fathoms [4, p. 287].

The text demonstrates the functioning in the motif of the anthropocosmic metaphor, represented by
the parallelism of spatial directions (right, left) and paired parts of the main character’s face (lips-teeth,
eyebrows-eyes), which is duplicated by the parallelism of cosmic zones (vertical; horizontal) and body
parts (back, as if raised stand up the boat; chest, like a wide open door). The constituent private codes
of the dominant cosmological code — numerical, semic, color, metallic, somatic, zoomorphic-color,
phytonymic, “work™ in favor of the most complete representation of the epic space. The presence of
an archaic element is observed, which is a prototype of the world tree Aal Luuk Mas, expressed using
a phytonymic code. The topic is discussed in detail in another work of the author [9, p. 1141]. There is
also a wide usage of somatisms (hips, shoulders, etc.) in the representation of a system of measures of
lengths and volumes. There, the motif also fixes the functioning of two levels of codes.

The codes of the world genesis (description)

The combination of the motif for describing the world with the motif for the origin of the hero in
the early recording of the olonkho seems effective. In a late entry, the presence of a motif for describing
the world is recorded (according to the systematization of A. A. Dmitrieva). The total amount of the
analyzed motif in the early recording makes up 47 lines of poetry, in the later version — 79. Here is a
fragment of the motif in the early recording:

“I'didnt fall,” he thinks, “along with the hail-rain / From the bluish sky <...> /If only I got out of
the Lower World, / From the country of Yutyugyan / With a faded sad sun, / From a vast hooting abyss,
/ Which will not bend if you press <...> / If [ were born and grew / Together with herbs and trees, /
Growing on the middle mother-land, / Whose bed is the foggy sea, / In the middle — the bottomless
sea, / Bottom — continental ice <...> / Sealed with lead, / Bonded by iron, / Interlayered with copper, /
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Braided with silver, / Bordered with gray-black forests <...> / Then I would have in the middle of the
Jfoot / Trail of the black earth” [4, pp. 287-288].

Now we will quote an extract from the motif of the late recording:

Radiant white sky <...> / Expanding, stretching, / It turns out to be created <...> / People of three
tribes <...> / Looking closely, / Four sides of it cannot see <...> / In that pristine light sky, / Where are
the two-legged <...> / They became friends with the army-struggle, / Recognized with strife-discord
<...>/ Should breed, — / With the cool-windy western sky, / With the blessed-kind eastern sky <...> /
With the rotating sea axis, / With the generous white moisture-ilge <...> / Surrounded by many stars
<...> /with a full moon accompanying it, <...> / With drying up and newly arriving waters <...> /
With a rotating center-axis, / with four converging sides <...> / Eight-free-eight-edged <...> / Mother
Earth, shining, was created, it turns out [7, pp. 73-77].

In both versions, the dominant code is the cosmological code, which models the vertical three-
part organization of space in the first version; in the second version, it is the horizontal four-part
organization. Motifs include all elements of the model of the world in a three-dimensional projection,
formed by combinations of many private codes (in the early entry — social, actional, numerical, color,
natural-climatic, sound, olfactory, metallic, landscape, geometric, name code; in the later — the code of
the unconscious (idea of creation), actional, scholarly, color, numerical, geometric, semic, geonomic,
astronomical, cyclical time code). In the motif of the early olonkho notation, the lower part of the
geometrical model of the world is encoded through the epithet “vast”, the qualitative content of which
is revealed through the prism of a single structure of the universe [10, pp. 471-481]. The absence of a
descent indicates a low social status. The semantic code is indicative, which, through the description
of “action from above”, implies the vertical dimension. The name of the Lord of the Underworld
Buor Mangalai the old man (literally translated as “The Belly of the Earth™) appears as a code that
conveys “the narrator’s desire to clearly express the negative emotional characteristics of the eternal
enemy — abaasy” [6, p. 76]. The semiosphere of the motif in the late recording of olonkho seems to be
interesting. Therefore, there is a code in the form of “expansion, stretching of the object” included in
the descriptive structure (comparison with the tangalay — the palate, part of the human mouth), directly
referring to the scholarly understanding of the concept of the expanding Universe, experimentally
confirmed by Hubble’s law. An explicit indication of the presence of a creator is also recorded here,
referring to a precedent that actualizes the code of the unconscious. It is rather difficult to decode the
astronomical code “eight-layered-eight-edged mother-earth”, which, upon detailed analysis, “splits”
into components of “subcodes” — into elements of an even lower functional level, the analysis of which
is presented in the previous work of the author of the article [11, pp. 247-256]. The emphasis on the
idea of rotation of the world is manifested by the geonomic code, which also has a scholarly decoding
(the geomagnetic field of the planet Earth), first introduced into scholarly circulation by A. S. Popova.
Thus, in the motif of the early recording, there is a hierarchical division of the world into two levels,
in the motif of the late recording — the division of the world into three levels.

The codes of the motif of describing the main character’s clothes and armor in the early
olonkho records

The length of the motif covers 31 lines of poetry. The same technique of metaphorical recoding is
used, in which space is correlated with parts of the main character’s clothing: the Upper World — with
a selected sable (meaning a hat), the Middle World — with soft moose skin (coat), the Lower World
— with dense leather (shoes). Of the three parts, only the sacred upper part is specially detailed — a
horned cap sewn from skins from the heads of nine male elks attached to one another. As you can see,
the description of the cap is extremely filled with five codes that convey information about the form,
action, body part (head, which has the orientation meaning “up”), number, gender difference (male)
of the constituent parts, which together recreate a single semantic field of the sacred locus epic space.
In the description of the armor, namely the thundering bow of the main character, attention is drawn
to the selection of qualifying somatisms — fastened with glue from the bubble, the shaft of the bow
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from the humerus, the bowstring from the back sinews of the fish, which also structure the spatial
organization of the cosmos. Note that a fish is an image initially endowed with a cosmic status, which
occupies a central place in the cosmogonic myths of the Yakut people. The numbers seven, eight, nine,
which are the cosmological postulates of the epic model of the olonkho world, are manifested in the
representation of the octagonal iron arrowhead-sardaana, the seven-sided iron arrowhead-tingsiriki,
the nine-sided saber batyia. The motif repeats the epithet “iron” four times (iron is a symbol of stiffness
and strength), which develops the connotations of the “crushing power” of the main character. In the
description of the “loud roaring ball-core” the body speed is encoded, where the epithet “roaring”
means the sound of a flying object. Summarizing all of the points made above, it can be argued that
the dominant code in the motif is the cosmological code, which is expressed with the help of private
codes — somatic, numerical, color, bodily, metallic, semic, anthropomorphic, sound. The hierarchical
organization of codes by two levels of mythological structuring is indicated.

The codes of the motif the main character’s homeland description

The motifs for describing the country — the focus of mother earth also have a deep semiotic
representation. The motif in the early recording consists of 58 lines of poetry, in the later version it
consists of 139 lines of poetry. Consider an example of an early entry motif:

This man grew up and settled / In a light blue country, / The circles of which they could not fly over/
Nine free white-headed cranes / For nine whole years <...> / The edges of which they could not fly over
/ Eight female white cranes / Flying over it for eight years. / If we look at the left side of the country
from here <...> / If we look beyond this valley <...> / If, looking back, we look east from the sea — /

We will see a high coast <...> / If we look further east from it again —/ They stand, soaring upward, /
Three triumphant silver hills <...> / Here the breeding cattle is not transferred, / Trees, falling down,
do not thin out. / Water, evaporating does not decrease, / The revered white sun rises here every day
[4, pp. 289-290].

Now an example from a later version of the introduction to the epic:

When in the eight-tiered light yellow sky / Archangel-tangara <...> has not yet sat down; / When
in the very middle of mother earth / the Orthodox faith did not exist at all; <...> / People of the
three tribes / The true God has not yet been cognized by reason <...> / Western Siberia called / The
gloriously famous country was created, it turns out <...> / At its very nape, / On the best ridge <...>
/ Where the crane, flying high, will stretch its neck / And, not finding it around the borders, it will
screech alarmingly, <...> / Where the Siberian Crane, flying low above the ground <...> / Similar to
Russian girls in sundresses / Walking crowd, low bush she has <...> / Similar stately women <...>/
importantly strolling / Birch trees, she has <...> / From under the northern sky to this country / The
narrow path of fetid tribes has not run yet <...> / From under the western sky <...>/ Who and in what
times, in what centuries, days / By this, with the evaporating, but not drying up waters <...> / Along
the eight-layered-eight-edged earth / Its yellow bosom, disturbing, passed? [7, pp. 77-83].

In the reported information of both motifs, the very mode of action “fly around the circle” or “not
finding a way around the borders” appears as an actional sign that translates the symbolic semantics
of closing in a circle. In the motif of the later olonkho recording, the time code is reapproved. The
cosmological theme is also conveyed by images of birds that are stable in this motif, the semantics of
which goes back to the basic opposition “male / female”. The numerical symbolism, which explains
the combination of vertical (the number nine expresses the masculine principle) and horizontal (eight
— the feminine principle) structures, were also selected for a single context of the cosmological theme.
In the motif of the early recording, the space modeling structure is the gradual introduction of four
directions of light with successive inclusions of loci of the distant peripheral landscape according to
the circular principle, forming a sacred center. The metal code “silver” indicates a positive marking
of the east. The storyteller’s technique used in the description “if you look upwards”, “if you look
downwards from above”, how the action code reproduces the sacred vertical structure. In the later
entry of olonkho, we find a complex system of metaphorization by correlating tree species with the age,
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sex and social status of people who form a social code in combination with sound, semic, numerical,
phytonymic, and landscape codes. But here, as L. N. Semenova points out, there is no correlation with
the directions of light — an important branch of the symbolic spectrum [12, p. 64]. However, such
an omission is “compensated” by the fragments described below, “descending from all four sides of
the pass-roads to the middle world”. The analysis of the epic formula “with reins behind the tribe of
the sun aiyy, with reins behind the shoulders of a tribe of revered aiyy”, which has a high semiotic
status, remains open [7, p. 81]. In both versions, the cyclical time code, tied to the anthropological
one, in mythopoetic thinking, ascending to the unconditional opposition of positive and negative —
“life / death”, appears to be an interesting aspect. Thus, we can conclude that the motif reveals the
interweaving of “codes constantly interrupting each other” (R. Barthes), which are lined up along two
levels of the classification grid in the early introductory part, and on three levels in the later version of
the introductory part. The functioning of the third level is due to the organization of the inner essence
of the epic formula “eight-leveled-eight-edged primordial earth™, as it was mentioned in the previous
section of the present article.

Motifs of the codes of main character description in the early olonkho records

The abundant wealth praised in the motif is described using color, animal, bodily, actional, spatial,
olfactory and object codes. The motif consists of 22 lines of poetry. In this motif, there is a cliched
usage in the description of the equestrian and cattle images (the breeding of which was a traditional
occupation of the Yakut people). Researchers note that a horse, which is considered to be a pure
animal, in mythopoetic worldview is associated with the sky (the Upper World) and opposed to its
antagonist — a cow associated with the world of evil principles (the Lower World) [13, pp. 27-30;
12, p. 44]. Attention is drawn to the mode of action — “interweaving with the manes” of horses and
“interweaving tails” of cows, who draw up the action code. The text of the code, along with the
designation of the plurality of the described objects, also contains an indication of the vertical structure
of space, through the use of parts of the animal bodies. Images of birds (Siberian crane, a white crane)
as “speaking symbols” are also involved in modeling the horizontal and vertical structures of the epic
universe. Giving a cow the scent of sweat reflects a connection with the “stinking smell of the Lower
World”. Finally, re-asserting the top / bottom (sky / earth) opposition is implemented using object and
animal codes.

The motif of describing the household and home yard in the early olonkho records

The motif that closes the beginning part of the epic, first of all, stands out for its length — 155 lines
of poetry. From a lengthy exposition description, we will give only vivid examples of message coding:

In the very middle of the courtyard there are / Three main pillars-tethering posts <...> / The front
pillar ends in a hawk, crowned with an eagle-yokshokyu, / is painted with lion’s blood, / On the top of
the head it has a bar-beast, / On the middle a raven post is drawn, / A cuckoo is depicted on the back
post. / A huge courtyard is fenced with a “Kyokerime” hedge, / She, as if descending from the sun, runs
around the courtyard <...> / In the spring, the barn talks loudly with people, / In the fall, the canopy
laughs loudly with people. / It turns out that the door of his home is made of solid silver. / It cannot
be opened from the evening of the full moon / Until the seventh day of the second half of the seventh
month / And seven superbly strong heroes <...> / A six-row floor is made of solid wood — / So that
destructive force does not come out of the Lower World <...> / Four-row walls of blown silver — / So
as not scattered them with the winds from different sides <...> / In the yurt, the bench on the left side
looks like <...> / The front bench <...>, the back bench <...> / On the right side of the bench, <...>/In
the yurt there is an octagonal wide white table <...> / There is a story-teller, but all with sayings, hoton
<...> /A stool that the story-teller speaks olonkho on <...>/Such a spacious, vast, bright dwelling, /
That a man standing on his left side, / Seems the size of a swallow <...> / They say that he did not have
and did not have a respectable father / With a bright face <...> /in a loud voice <...> / He did not
have a venerable intercessor mother / With a white body, like a partridge <...> / With powerful silver
fingers <...>/ They say that he did not and did not have an old woman Simekhsin / Dirty, but arguing
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in work, / Staying on the left side of the yurt <...> / No and not he had a lumberjack guy / staying on
the right side of the yurt [4, pp. 291-294].

The motif contains a complex of static descriptions of small loci detailing the general picture of the
main character’s habitat. Accordingly, the unfolding of space in a three-dimensional projection occurs
in the direction “from outside to inside”. The abundance of applications of various private codes
(animal, numerical, actional, color, semic, phenological, chronological, metallic, object, geometric,
objective, social, somatic, sound, bodily) is raised to a single goal — the representation of an epic
space. The images of the tethering posts (the tethering post is an analogue of the sacred vertical growth
of the tree) simulate both vertical and horizontal spatial dimensions at the same time. Accordingly,
the key oppositions “front / middle / back™ correspond to “top / middle / bottom”. Before us is the
isomorphism of the vertical and horizontal orientations of the epic space, typical for the mythological
representations of the ancient Turkic peoples. The numerical code indicates the triad nature of the
vertical structure of the universe. The front pillar is supplied with the symbolism of “pure” birds and
animals, and then the middle and rear pillars are represented by zoomorphic symbols of a raven and
a cuckoo, personifying the semiotic characteristics of the Middle and Lower Worlds. The description
uses the action code as the “running around” action. Images of outbuildings (barn, canopy) by means
of semic, sound, phenological codes transmit “the traditional spring awakening not only of nature, but
also the revival of the Yakut people after a long winter”, as well as “the traditional autumn satiety and
gaiety of the Yakut people due to the presence of food supplies”. The proverb kuhungu kihi kulbutunen
(literally “laughing autumn man”) is widely known among the people. Interesting is the deep subtext
of the epic formula describing the door of the dwelling, which conveys the “idea of a talisman” (L. N.
Semenova) from adversity by means of numerical, semic, chronological codes. The image of the door
serves as a border between the developed and undeveloped spaces, in which the semic code of “action
outside” is enhanced by the use of a chronological code. Here the time period “from the evening of the
full moon to the seventh day of the second half of the seventh month” contains a symbolic correlation
with the Lower World. According to E. N. Romanova, it is in the seventh month according to the lunar
calendar (October-November) that the earth freezes, which in the people’s memory is steadily associated
with the concept of “activation” of evil forces [14, p. 136]. The same protective function is conveyed
by the description of the “three-row ceiling” and “six-row floor”. Here, the interweaving of numerical
and object codes in the form of “binding” the number six to the “floor”, and the number three to the
“ceiling” reflect the connection with the Upper and Lower Worlds, in which it is the Middle World that
appears as a mediator between the poles. In the composition of the motif, there is a constant arrangement
of objects around one theme — the actualization of spatial structures. Therefore, the description of the
interior decoration of the dwelling is formed by juxtapositions of levels equipped with spatial vocabulary
— the left side from the right and the back side from the front. The listed features of the objects of the
interior decoration of the dwelling are based on the animistic attitudes of the ancient people.

The unfolding of the interior space of the dwelling using animal codes was studied in detail by
L. L. Gabysheva [15, pp. 81-108]. A fragment of the representation of the main character’s relatives,
who are absent from the storyline, with the use of dominant codes — social and spatial —is also reinforced
semiotically. The formed oppositions appear as role — playing — “father / mother,” “lumberjack / old
woman Simekhsin”, “lumberjack / sister”, going back to the attribute “male-female”. However, there
is an overlapping of other meanings: relations in terms of status, age, etc. as well as the hierarchy
between a father and mother, a mother and daughter, an owner and farm worker, hostess and farm
worker, farm worker and daughter, respectively, based on the characteristics of “native-not native”,
“old-young”, “rich-poor”, etc. Before us is a truncated version of a range of correlations of the vertical
space structure (top, bottom) and three parts of the world (south, north, west) with a person of a
particular age, gender, social status, reflecting a picture with socio-anthropological content [12, p. 64].
Thus, in the motif, a “peculiar orchestration” (E. M. Meletinsky) emerges along three hierarchical
levels of sets of codes which complement each other.
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Research statistics

Table 1 — The levels of codes implemented in the olonkho texts of different time records

Olonkho epics
“The obstinate Kulun “Kyys Debiliye”
Kullustuur”

Year of recording 1906 1941
The length of the introductory text (lines of poetry) 423 232
Total amount of implemented codes 264 112
Maximum amount of code levels in terms of the plot motifs:

o The motif of the genesis time 2 2

o The motif of describing the main character’s horse 2 -
o The motif of describing the main character’s appearance - -
o The motif of genesis 3

o The motif of genesis and the main character s origin 2 -
o The motif of describing the clothes and armor of the main

character 2 -
o The motif of describing the main character’s homeland 2 3

o The motif of describing the main character s riches 1 -
o The motif of describing the household and home yard 3 —
The amounts of various codes 29 21
The percentage of implementing various codes compared

to the total amount of introductory parts 62% 48%

It is worth noting the indicator of how frequently the codes are used: in the early recording of
olonkho codes, on average, the codes are found in 1.6 lines of poetry, in the later recording — in 2 lines
of poetry. However, if we take into account the traditional maximum semiotic strength of the motif for
describing the main character’s household and yard in the early olonkho record (the number of code
fixations, see the table below), which in the present study occupies the largest number of the initial

motifs, there is an evident high frequency of the using codes in the late olonkho record.

Table 2 — Dominant and infrequent codes subdivided into the motif types

Olonkho epics
“The obstinate Kulun “Kyys Debiliye”
Kullustuur”
Year of recording 1906 1941
The length of the introductory text (lines of poetry) 423 232
Total amount of implemented codes 264 112
The genesis motif:
e Dominant code, amount of reoccurrences Temporal, 1 Temporal, 1
o Frequent codes 4 1

The motif of the main character s horse description:
e Dominant code, amount of reoccurrences
o Frequent codes

Cosmological, 2
22

The motif of the main character description:
e Dominant code, amount of reoccurrences
o [requent codes

Cosmological, 2
25

The motif of world genesis:
e Dominant code, amount of reoccurrences

o Frequent codes

Cosmological, 3
22

Cosmological, 3
27
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The motif of describing the clothes and armor of the main

character:

o Dominant code, amount of reoccurrences Cosmological, 2 -

o Frequent codes 22

The motif of describing the main character s homeland.:

e Dominant code, amount of reoccurrences Cosmological, 2 Cosmological, 3
o [requent codes 34 77

The motif of describing the main character s riches:
e Dominant code, amount of reoccurrences - -

o Frequent codes 15

The motif of describing the household and home yard:

e Dominant code, amount of reoccurrences Cosmological, 6 -
o [requent codes 102

In terms of frequency, the following private codes used in the beginning part, in the early record
olonkho “are in the lead”: somatic (36), numerical (34), animal (26), semic (20), color (18) codes; in
the later version of the introductory part of olonkho — semic (17), numerical (11), color (8), somatic (7)
and fifth place are shared by actional and landscape codes (6). It is important to clarify that in fixing
the numerical indicators, not only explicitly expressed numerical codes are taken into account, but
also implicitly present (for example, “this person dressed/in the densest of rovduga, / in the softest of
moose skin, / in the most selective of sables”, where the number 3 functions in full mode).

Conclusion

In the opening passages of the olonkho epic, a multitude of codes of myth-consciousness are
recorded, creating a classification grid of its sign system. The method of continuous sampling revealed
264 units of codes from the beginning of the early recording (423 lines of poetry), 112 units of codes
from the beginning of the later recording (232 lines of poetry). There are fluctuations in the alignment
of code configurations of various motifs along the three hierarchical levels of the classification grid.
The number of actualizations of the dominant cosmological code (in the form of the presence of
vertical or horizontal structures, or both structures at the same time) in the motifs of the beginnings
of the olonkho recordings of different times has been established. We found 29 units of varieties of
private codes in the motifs of the early entry, and 21 units — in the motifs of the later entry, “serving”
as the dominant codes. Of these, numerical, semic (code of behavior), somatic (code associated with
parts of the body), color codes are stable in time. In a single application, paired combinations of
natural-climatic and zoomorphic-color codes in the early record, and the code of the unconscious,
geonomic codes in the late olonkho record are detected. The frequency of these motifs appearing in
the recordings at different times differ significantly: in the early recording, 9 motifs function (of which
2 motifs are combined), in the late recording this figure is three times lower. With such a tendency to
reduce the number of lines in the initial passage, the implementation of procedures of temporalization
(representation of the time of events) and spatialization (representation of the space of events) is
observed through the manifestations of the universals of “generative semantics” (A. J. Greimas,
J. Courte). It has been established that the absence of a number of plot motifs in the beginning of
the late recording is partially compensated for by increasing the use of code configurations. The
absence of the “first person” (whose appearance is synchronized with cosmogenesis) in the beginning
of the late entry of the olonkho serves as an indicator of the “micromyth” functioning in the plot
(S. Yu. Neklyudov), and not a real myth built in accordance with the mythological model.

References

1. Meletinsky E. M. Poetics of myth. Moscow, Oriental literature Publ., 2000, 407 p. (In Rus.)
2. Dmitrieva A. A. Index of plots and motifs of the Vilyui region. Science and education. 2007, no. 2, pp.
197-200. (In Rus.)

106



Anocoseoenue, Ne 4, 2022

3. Neklyudov S. Yu. Morphology and semantics of the epic beginning in the folklore of the Mongolian
peoples. In: China and its surrounding areas: mythology, folklore, literature: in honor of the 75" anniversary of B.
L. Riftin. Edited by I. S. Smirnov. Moscow, RGGU Publ., 2010, pp. 185-198. (In Rus.)

4. Shrew Kulun Kullustuur. Olonkho. Epicteller I. G. Timofeev-Teploukhov. Executive editor A. S. Mirbadalev.
Moscow, Main edition of Eastern Literature Publ., 1985, 608 p. (In Yakut and Rus.)

5. Satanar M. T. Explication of some codes of the mythological system of the Yakut epic Olonkho (to
raise the question of folklore time and space). Nauchnyi dialog. 2020, no. 6, pp. 302-319. DOI: https://doi.
org/10.24224/2227-1295-2020-6-302-319. (In Rus.)

6. Filippova N. I. Proper names of characters in the Yakut epic olonkho: structure and semantics. Yakutsk,
Institute of National Schools of the RS(Ya) Publ., 2016, 104 p. (In Rus.)

7. Kyys Debiliye: Yakut heroic epic. Novosibirsk, Nauka Publ., 1993, 330 p. (Monuments of folklore of the
peoples of Siberia and the Far East). (In Yakut and Rus.)

8. Kupriyanova E. S. The symbolism of the image of the cuckoo in the Yakut and Bashkir epics (based on the
material of Olonkho “Obstinate Kulun Kullustuur” and Kubair “Ural-Batyr”). Young scientist. 2011, no. 8(31),
pp- 24-27. (In Rus.)

9. Satanar M. T. Towards a semiotic interpretation of the mythological image of Aal Luuk mas in the olonkho
epic. Oriental Studies. 2020, vol. 13, no. 4, pp. 1135-1154. DOI: https://doi.org/10.22162/2619-0990-2020-50-
4-1135-1154. (In Rus.)

10. Satanar M. T., Illarionov V. V. The Sakha world model: semantics in the perspective of the geometry of
forms (based on the material of the Yakut epic). Russian Humanitarian Journal. 2018, vol. 7, no. 6, pp. 471-481.
(In Rus.)

11. Satanar M. T., Illarionov V. V. Understanding of the epic formula of the eight-the beginning of the Universe
in the light of the physical theory of a single field. Social sciences. 2017, no. 3, pp. 247-256. (In Rus.)

12. Semenova L. N. The epic world of Olonkho: spatial organization and plot. Saint Petersburg, Petersburg
Oriental Studies Publ., 2006, 232 p. (In Rus.)

13. Gabysheva L. L. Colors- and symbolism in the Yakut epic olonkho. Soviet Turkology. 1984, no. 3,
pp- 18-23. (In Rus.)

14. Romanova E. N. Yakut ysyakh holiday: origins and representations. Novosibirsk, Nauka Publ., 1994,
98 p. (In Rus.)

15. Gabysheva L. L. Folklore text: semiotic mechanisms of oral memory. Novosibirsk, Nauka Publ., 2009,
143 p. (In Rus.)

Jlureparypa

1. Menerunckuit E. M. [Tostuka muda. — Mocksa : Boctounast ureparypa, 2000. — 407 c.

2. ImutpueBa A. A. Yka3zatenb CIOKETOB 1 MOTHBOB Buumrolickoro pernona / Hayka u o6pazoBanue. — 2007.
—Ne 2. - C. 197-200.

3. Hexmonos C. FO. Mopororus n ceMaHTHKa 3INYECKOT0 3a4rHa B (POIBKIOPE MOHTOJIBCKIX HApooB //
Kurait u okpectHOCTH: MuU]OIIOTHS, HONBKIOP, TUTEpaTypa : K 75-neturo akajgemuka b. JI. Pudruna. — Mocksa
:PITY, 2010. — C. 185-198.

4. Crponrussiii Kymyn Kymmyctyyp : ononxo / ckasurens U. I. Tumodees-TemoyxoB ; OTBETCTBEHHBIH pe-
naktop A. C. Mupb6ananesa. — Mocksa : [T1aBHas peakuust BocTouaHo ureparypsl, 1985. — 608 c. (Ha sikyTckom
U pyc. 513.)

5. Caranap M. T. DxcnmKanms HEKOTOPHIX KOJOB MH(OIOTHUECKOH CHCTEMBI SIKyTCKOTO 3TI0Ca OJIOHXO
(x TocTaHOBKe BOTpoca O (hOIBKIOPHOM BpeMeHH M mpocTpaHcTse) // Haywnerit mmamor. — 2020. — Ne 6. —
C. 302-319. — DOI: https://doi.org/10.24224/2227-1295-2020-6-302-319.

6. ®ummmnmosa H. 1. CoGcTBeHHBIE MMEHA TIEPCOHAXEH B IKYTCKOM II0CE OJIOHXO: CTPYKTypa U CeMaHTHKa.
— SIxytck : MuCcTHTYT HarmoHaneHbIX mkox PC(S), 2016. — 104 c.

7. Keibic p0ummiis : SIkyTckmii repondeckuii anoc. — HoBocnbupcek : Hayka. Cubupckast u3narenbekas Gup-
Ma, 1993. — 330 c. — (Ilamsarauku donpkinopa Hapogos Cubupu u Hamsaero Bocroka). (Ha sikyTckom u pyc. 53.)

8. Kynpusirosa E. C. CumMBoimKa o0pa3a KyKyIIKH B SIKyTCKOM U OaIIKHPCKOM 31ocax (Ha Marepuae oJloH-
x0 «Crpontussiii Kymyn Kymnyctyyp» u kybaupa «Ypan-6ateip») // Momonoit yuensrid. — 2011. — Ne 8 (31). —
C.24-27.

107



M. T. Satanar

—— MYTHOLOGICAL EXPOSITION CODES IN THE YAKUT EPIC: A COMPARATIVE ANALYSIS ——
OF DIFFERENT TIME-PERIOD OLONKHO RECORDS

9. Caranap M. T. K cemuotryeckoii HHTeprpeTanun Mudoaornieckoro oopasa Aai Jlyyk mac B 31oce oJIoH-
xo // Oriental Studies. —2020. — T. 13. — Ne 4. — C. 1135-1154. — DOI: https://doi.org/10.22162/2619-0990-2020-
50-4-1135-1154.

10. Caranap M. T., Mnnapuonos B. B. Mozens Mupa caxa: ceMaHTHKa B pakypce reometpuu popm (Ha mare-
puae sKyTckoro smnoca) // Poccuiickuit rymanutapHsiii sxypHai. — 2018, — T. 7. — Ne 6. — C. 471-481.

11. Caranap M. T., Umnapuonos B. B. Mupononnmanue snu4eckoil pOpMYIIbl aBbic UUIIIX-CAFANAAX AAH
uiis dotldy B cBeTe puzmdeckoil Teopun enuHoro noss // ObmecTBeHHbie Hayku. — 2017. — Ne 3. — C. 247-256.

12. CemenoBa JI. H. Dnuyeckuii MUp OJIOHXO: MPOCTPAHCTBEHHAsl OpraHu3aus U crokeThka. — CaHKT-
TletepOypr : [lerepOyprckoe BocrokoBenenue, 2006. — 232 c.

13. Ta6wbimiesa JI. JI. [[BeTo- 1 300CHMBOIHKA B SIKyTCKOM 310ce 0J0HX0 // CoBeTckast TIopkoaorus. — 1984.

—Ne3.-C.18-23.
14. Pomanosa E. H. SIkyTckuii mpa3HUK bIChIaX: HCTOKU U mpeactaBieHus. — HoBocubOupck : Hayka, 1994.
-98c.

15. T'a6pimesa JI. JI. DonbKIOPHBIH TEKCT: CEMHOTHYECKHE MEXaHU3MBI yCTHOW maMsiTH. — HoBocnbupcek :
Hayxka, 2009. — 143 c.

108



