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Introduction

Mythological and semiotic thinking is mainly intrinsic to the 20th-century
literature that is characterized in the realms of the artistic style and the au-
thor's perception, since the perception of the world of the other side is beyond
the boundaries of consciousness and cognition and contradicts its identity. In
the 1920s, when modernism was realized, various innovative perceptions
emerged that had numerous meanings, so the modernists' reference to the
"myth" and the "sign" phenomena was not accidental. Through the usage of the
myth, they sought to answer the questions of remodeling and reconfiguration
of human nature and the harmony of nature, here and now, as in the core of
the mythical thinking lies mythical archetypes in relation to other phenomena.
All possible attributes of myth and sign are observable in the domains of sense
discovery, in the realm of harmonizing between the real and the ideal, when
the myth ceases to act as a myth, the sign as a sign, they transfer into indistin-
guishable states of reflection as the boundaries between the natural and the
supernatural, the unity of object-subject are missing. By the help of semiotics,
on the contrary, the domain of collective unconsciousness at different levels of
language use is overcome, particularly in the process of text-making, as the
sign is born in the same way.

Interpenetration of Myth and Sign
Myth and sign are closely intertwined, revealing the exit of images from

their own boundaries through inner-textual interpenetration, with the utmost
supremacy of the meaning. In this context, Axel Bakunts's "Mtnadzor" (The
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Dark Valley) collection is noteworthy, in particular the "Alpine Violet", "Mtnad-
zor", "Mtnadzor Evil", "Mina Bibi" narratives in which myth-sign interaction and
author's linguistic orientations are juxtaposed only after collision when the sign
materializes the image, but is not identical to the myth and is not characterized
by the feature of separation of text. In the "Alpine Violet" they are united in the
personal: "How long has it passed since that day? And it is possible that they
have two lookalike faces, even the same lips. The shapes of the eyes were the
same as the other one, that was thin and be tall. Her dress was rustling, her
skirts were down to her bare heels. That woman also had rustling clothes, was
wearing a gray coat, a black velvet hat, the long pin of which, had universal
orange head" and environmental transformations, "perhaps the Basuta Riv-
er mixed with another river reaches the sea, on the shore of which, on the
sand, one day the woman and the artist were sitting"'. In the right professional
domain (voice, color, sensation) are referred to as metaphors.

Roland Barthes? sees the sign at the three levels of consciousness
transmission:

a. sign consciousness, which denotes the depth of the image and views
the world in the world-image-form relation as an external multifaceted, infinite
and omnipotent cavern (Abgrund), which is constantly expanding in line with
the proportional movements of consciousness, as the form-content relation is
being constantly updated;

b. paradigmatic, according to which, in order to attain meaning, it is
enough for one to simply dig into their own memory or imagine the final forms
of the material;

c. syntagmatic, when as the consciousness evolves one no longer sees
(or hardly sees) the sign, but manages to participate in its development.

In Barthes's sign system, the ontological inner-subconscious layers are
comprehended, which direct the reader to the author's-text psychophysiologi-
cal sub-layers, since the process of creation is materializing the consciousness
in the interval of spirituality and materialism.

Therefore, text poetry assumes author-text equality by regulating also
author-text contrast. This relates to the discovery of the cosmic microcosm of

" Pwyniug 1976, 184-185:
2 Bapt Ponan 1994, 246-252.
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the text as the author's psychic and psychophysiological content, and is trans-
formed into macro and micro universes, revealed by substrates of cosmic ele-
ments and energies. In this case, the myth is perceived as an early form, and a
category, that has already historically overcome the stages of development that
is able to first be purified and sanctified, then to unite the text as culture and
culture as a whole in the context of different cultural realities. In the Bakunts'
narratives, fore-memory is paramount, as the inner cultural meaning and con-
tent of the text are understandable especially from the point of view of map-
ping and chronology of the world, its content and means, when the natural life
of things and the chain process of history are materialized in the author's do-
main of thought as in "Mtnadzor" story the structure demonstrates the above
mentioned conventionality of the text: the preposition showing he mythical
times is gradually approaching the time of the sign, which eventually tran-
scends the present time presented by the author and leads to concrete reali-
ties. Or as in "Alpine Violet" story, "It was the story of a fortress in his head,
the words in parchment registration books about the days when armored
horse hooves were hitting the iron entrance and his adjutants returning from
the destruction were shaking their swords. From behind the glasses, the
trained eyes could see the armored, parchment writer praising with a cane,
and he heard the drumming sound of ancient horses"®.

The existence of such a psychophysiological layer, in some traces, re-
veals the cultural-nature interaction in mythical texts, in particular the pre-
cultural ("when a superstitious man was trying to control the phenomena of the
nature")* the essence of mythological-poetic questions: "Kakavaberd stones
seemed like were awaken and talking to the archaeologist..., when he called
from the edge of the pyramid that he had found the tomb of Prince Bakur or
that gold treasures were buried on the top of Kakavaberd™. Such reflections
are plausible, reasoned by the text, accidental and spontaneous, and suppose
the text as a psychophysiological opposite structure, disintegrating: "The wom-
an sitting next to the fire <...> seemed to be a priestess guessing the move-
ments of the ward in front of a tripod"®. The myth, in this case, is in the do-

3 Pwyniug 1976, 181:
4 dpesep Ameiimc 2011, 280-282.
5 Puniug 1976, 182:
® Pwyniug 1976, 185:



224 Interpenetration of Myth and Sign in Axel Bakunts’ “Mtnadzor” Collection

main of the objectively tangible and epistemologically from the other side (and
not metaphorical) subconscious, which is at the same time a fact of Bakunts'
discovery and surpasses the author not only as an individual but also as a writ-
er. This is an ontology, a direct fact of being, which ensures the presence of
the true myth and its cultural vitality. Therefore, Bakunts' intrinsic conceptions
of creation as prelude to the duality of the Jung’s archetypes’: “It seems as if
Mtnadzor was a forgotten corner from the days when there was no man yet,
and the fossil dinosaur felt as free as the bear in our day. Maybe the world was
like this when huge layers of coal were created and there were traces of long-
lost plants and reptiles on the layers".

The sub-layers of mythical and archetypal images in Bakunts' narratives
are created through ideas, images, matrices, signs, prototypes, systems, struc-
tures, at the same time forming the cultural axis of the text and its starting
point. Though Bakunts is simplifying Panin's myth "they were making a lot of
stories about him", and from the domain of the internal spatial unity of the
text, "his horror was far-fetched", transcends the psychological domain of
symbolism: "no one knew his nationality, nor faith and origin", emphasizing
Panin's cruel image to the most. This process is by no means the result of ne-
cessity, so the actions of incorporating different realities into the text are fol-
lowed by mythological-poetic tricks by Bakunts, emphasizing the topic of the
myth:" They used to say he was a former officer, he killed a man, was sent to
jail and then went to the forest. In one of the northern forests he killed his wife
one night, hunting, or rather, ordered the dogs to hunt down and tear up the
woman".

Myth and sign transitions in Bakunts' practice and practicality create a
semiotic two-dimensional text: "Whip froze in the evening cold winter breeze"
and "it seemed as if a satan in Mtnadzor was cackling" by "whip" and "satan"
signs highlights and intensifies the alternating the abundance of mythical
images, which, despite certain structural commonalities, avoids identifying with
other texts, creating a re-imagined and changing model of the same text in the
inner domain. Noteworthy are also introspective forms of perception of the
text, the differences of which lead to the inaccuracy of the textual features. The

7 St'u tOHr 1996.
8 Puilyniug 1976, 11:
® Pwlniug 1976, 13:
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meaning relates to the word, highlighting the mythological and psychological
all-encompassing interpretation of the signs: “One person was a linen, the
other was a red beetroot. Panin spit it out as a Mtnadzor bear"', although re-
ferring to classical psychoanalysis (Freud), it is also possible to find more origi-
nal principles of interpretation of the text. In the inner domains of intralinguis-
tic and extralinguistic transitions, space encompasses the text, and the myth is
not perceived as an unintentional psychosis, the objects involved here have
their boundaries of creation, or are correlated with the existing, in other
words, at its absolute other-a-limit, the almighty of creation.

Roland Barthes writes

"Myth is a word, and anything that is in the domain of discourse can be-
come a myth. The myth clarifier is not the subject of the program but the
means by which it is transmitted"". In this context, the myth is the functional
substance of the author's language, though the comparison with it does not
change anything in the inner domain of the language, as it is passed by in
words and is given to the saying: "Panin was like a wild boar. He was a monster
in a forester costume, with a cockade hat on his head. Suddenly he would
come out of hiding, roaring so that even the bears would wake up and roar in
the dens. The lumberman was left to run away or twirl like a snake under Pa-
nin's whip"2.,

The meaningful word breaks up its own case in the upsurge. The past,
the present and the future merge into one universal time domain, and beyond
that, as systems, cross the boundary of resimultaneity. A third space-time (as a
system) is created, which has the characteristics of the previous two space-
times, penetrating into the mythical space of the text and deepening into the
realities of the past. In this context, it is possible to say that the myth-making in
the mythical "Mtnadzor" story reaches perfection, since the mythical essence is
created not through style, form or meta-logic, but through the story within it
"One looks and can't decide whether Avi is old or still young, where his voice
comes from, maybe he is not a human but a scarecrow; maybe he is a skeleton
under the man outfit <...> And one does not know whether he is angry or that

1 pulyniug 1976, 14:
" Bapt Ponan 2010, 265.
2 puyniug 1976, 12:
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the old hunter is smiling..."”. The ever-evolving and narrative myths about
hunter Avi and Panin help to discover not only the author's linguistic but also
the intrinsic qualities of sound when the meaning is awakened and discon-
nected from its original basis in the highest sphere of the word perception,
bringing the mind to the absolute, the secret, where the author excels himself
and stands out from the text as a being, "Panin was cackling like a satan, his
foot on a bear's corpse™. In this context, Alexei Losev's though is remarkable:
“One must be extremely short-sighted or even just blind in science, not to no-
tice that the myth is in its clearest, the most effective and strained reality. And
this is not the fictitious but the most colorful and precise reality. This is the
most necessary order of thought and life, away from any kind of accident and
arbitrariness"’. Losev clarifies the idea of a myth in terms of its initial percep-
tion and formation of myth consciousness, and it is noteworthy that the myth
as "the most viable and most strained reality" is not only reflected in the do-
main of science. The experience of rethinking the past (proving the individual
in the domain of eternity), in this case, is perceived as an expression of psycho-
logical types and culturally sustainable models. "In this case the mythological
motifs are often hidden in modern figurative language, that is, instead of the
eagle of Zeus or the Bird of Fate, a plane appears, instead of a fight with a
dragon, a car crash, instead of a dragon-wielding hero is a heroic tenor of an
urban opera, instead of the chronic mother, a chubby grocery saleswoman,
and Proserpina's abductor Pluto appears as a dangerous driver. But a very
important fact for literature is that the manifestations of collective uncons-
ciousness have a compensatory nature in their relation to the nature of con-
sciousness"®.

In general, all genres of literature are directed to the preliminary layer
of myth contained in some aspect of human consciousness and activity; there-
fore, when certain images are not mythologically separated, they become pre-
liminary and final points of judgment in the context of the text, which are even
though unequivocal, they do preserve the duality of the meaning in their axis:
"In the dream, it seemed to Sakan that he had seen Mtnadzor, a woman in a

B Pwyniug 1976, 17:
" Pwlnitg 1976, 16:
5 Noces 2008.

1% 1OHr 2003, 104.
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white robe was running after him in a canyon, approaching to catch him, the
woman would stop, laugh and run back up the crayon"". Therefore, it is also
possible to clarify: the culturological information is not only what the human
scientifies, but also what one can know, because the myth in its cosmology may
not only be immortal but also mortal in order to create new myths. (In this
case, it is already perceived as an individual-author myth, thus opposing the
classical creation of the myth, but remaining and perceived as a myth.) In
"Mtnadzor" collection, the author's myth is mainly in the domain of meaningful
tricks, by which the author also expands the space-time perceptions of the sto-
ries. The myths and signs in the Bakunts' narrations are sequenced, appearing
in a single chain as interconnected rings or endless loops. In other words, the
reality of the word stands out from the meaning, and all the rings together
complete the inner domain of the text. Language becomes an object through
which Bakunts overcomes the reality of the text, because "the myth is the pri-
mary function of the language, it is transmitted by words, it fully finds its do-
main of expression"'®, and as the verbal state is not separated from its, the au-
thor's, pre-perception; and author - text interaction is formed in the text by the
existence of the author. Authors of mythological-poetic and semantic texts (also
Bakunts) have their own individual perceptions, they do not lead the characte-
ristics of the object by way of physical or emotionally primitive description, but
rather create an intuitive understanding of the text by completing the myth
+metaphor relations, "Mina Bibi was opening the millennium book of the vil-
lage in front of Elya's eyes, each page of which was a martyrdom of a victim of
ignorance, under the horror of a mother-in-law, a description of a woman's
torture under a tyrannical husband's heel, or a story of a secretly smothered
children <...> Elya was appalling and it seemed as if in the village, in the cor-
ners of the dark huts, the condensated darkness and evil spirit of the centuries
yet remained".

7 Pwlniug 1976, 144:
18 Jleeu-Ctpocc 2008, 241:
9 puhniug 1976, 102:
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Conclusion

In the 20th century, the myth ensures the harmony between human
consciousness and worldview. In different societies, it is manifested by diffe-
rent structural features, perceived within the unity of differentiation of socie-
ties' different working styles and perceptions, for the simple reason that brea-
king the mythological portion is always dangerous on the one hand for the po-
licy development and for the corrosion of the latter on the other. Each period
includes the incompatible individual and the story, legalizes its myth percep-
tions and its understandings of myth territory, its conjectures on the boundary
of material and spiritual, and the author living in this period (in this case, Ba-
kunts) finds his geography of perceptions of the things which also directly re-
lates to his inner world.

Spwlwunipyniu

Pwyniug U. 1976, Gpytp snpu hwunnpny, h. 1, «Uwhwlwu dwunpulyy», Gplw,
Cwjywlwu UUL U hpwwn., 670 ky:

Bapt P. 1994, M3bpaHHble pabotbl. Cemmotuka. Mostuka. BoobpameHue 3Haka
(1962, «Arguments»), Mockea, «[lporpecc», 616 c.

Bapt P. 2010, Mudponorusa, Mocksa, «Akagemnyueckuii npoekT», 265 c.

Nen-Ctpocc K. 2008, CrpyktypHaa aHTpononorus, MockBa, «AKkagemuyeckuii
npoekT», 555 c.

Noces A. 2008, [dwanektuka mucba. Mud ectb 4vygo, Mockea, «Akagemmnyeckuii
npoekT», 304 c.

Ppesep [.0. 2011, 3onotaa BetBb, MockBa, n3g. Act. Actpensb, 767 c.

FOnr K.I'. 1996, Oywa n mud: wectb apxetunos, Kres, MocynapcteeHHaa bubnuvo-
Teka YKpavHbl AnA toHollecTsa, 384 c.

FOur K.I'. 2003, [yx B yenoseke, uckycctBe M nutepatype, MuHcK, «XapBecT»,
384 c.



Naira Hambardzumyan 229

Ubhdb 64 LTCULP PNuLENFUPULINRULENE ULUBL PUUNRLSH
«Umruuanr» dsnanduonhNhU

Lwhpw <wdpwpénidjwut
Udithnthnud

1920-wywu pR. gpwlwuniyejwut wnwyb| punpng £ dhdninghwywu nt
Upwuwpwuwlwu dnwdnnnieiniup: Uhdh W bpwuh huwpwynp pninp hwwnyw-
uhoubipp wbuwubh Gu ppwywup Nt hnbwjwywup uEpnwotwydwu nphpny-
pnud: Uphdp bLupwnpnw £ wnwplunpbu  onowithtih U hdwgwpwunpbu
wmpwuugbunbun Gupwghwnwygniejwtu wnlwjnyenu (ny dbnwdnpught), npu
wju nbwpnu wpunwhwynby £ UJubp Pwyniugp: Pwyniugh' dh$p ibipunpu
gniqunpbint thnpdp, Yunngwdpwiht hwdwywnpgnd unbndnud £ upwuwgh-
wnwlwu Bpygbipn wbpuwn, npp, funwwting unyuwlwuwgniphg, h hwjun k
pbpnud npnowyp punhwupnieyniuubp’ unyu wbpunnud untbindtinyg Ytipwhdwu-
wmwynpynn b thnthnfuynn bty wy dnnbi: Uu hwdwwnbipunnid nipwnpdwu Gu
uwl unp dnnbjubph unipjbynpy’ hinhuwywihtu Ywd ny hbnhuwlwihu pulyw-
(nudutipp: pwug wmwppbpnyeniuubpt wprnwhwjnnw Gu wbpunwpwuwywu
hwuwnlwuhoubph wuypyubhniejniup:

Pwuwph pwnbkp® Uh$, gnjwpwunyeini, wpwuugbiunbuwnw| hpnnnyejniy,
Uyubp Pwyniug, Bplwywynie)niu, Pundbuninghw, tupwghwnwlygnipeiniu:

B3AUMOINPOHUKHOBEHUE MUA U 3HAKA B CBOPHUKE
AKCENA BAKYHUA «<MTHA30P»

Hanpa AmbapuymsaH
Pestome

Hawnbonee xapaktepHoii coctaBnatoweid nutepatypbl 1920-x ropos AB-
naetcAa MUONOrNYECKOE N CEMUOTUYECKOE MbllneHne. Bce Bo3MoxHbIe aTpu-
6yTbl Mucba M 3HaKa NPUCYTCTBYIOT B FapMOHWW PeaNbHOro W WAealbHOro.
Mudb npepycmatpusaeT Hanuyme NpeaMETHO OCA3aEMOrO U KOTHUTUBHO TpaHC-
LIeHEHTHOrO NOACO3HaHMA (HemeTacpopnyecKoro), YTo B AaHHOM cnyyae 6bino
BbiABNeHo Axkcenem baxyHuem. lNonbiTka bakyHua o6beaMHUTL MUK C TEKCTOM
B CTPYKTYPHOM MnaHe npuBena K CO3JaHWUI0 [BYXMEPHOIO CEeMUOTUYECKOro
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TeKCTa, KOTOpblii mojyepkuBaeT pAag obiHocTeld, msberaa naeHTUMKaLMA,
BHYTPW TOrO Me TeKcTa co3faBad MOfeNb NEPEOCMbICIEHHOrO Y U3MEHEHHOrO
TekcTa. B KOHTeKcTe ckazaHHOro 3acnysuBaeT BHMMaHWA CyObeKTMBHOE BOC-
npuATWE HOBbIX MOJENell Kak aBTopamu, Tak U HeaBTopamu. Wx otnnuwma ot-
paxaroT HEMOBTOPUMOCTb TEKCTONOMMYECKUX NMPU3HAKOB.

KnioyeBble cnoBa - mMudp, oHTONOMMA, TPaHCLEHAEHTabHAA PearlbHOCTb,
Akcenb bakyHu, BoobpaxeHue, beHoMeHonorvs, NoACo3HaHve.
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Abstract

The most characteristic of the 1920s literature is mythological and semiotical
thinking. All possible attributes of myth and sign is visible in the realms of the
harmony of the real and the ideal. The myth assumes an area of objectively tangi-
ble and ideologically transcendental subconscious (non-metaphorical), which in this
case was revealed by Axel Bakunts. Bakunts’s attempt to combine myth with text
creates a two-dimensional semiotical text in the structural system, which avoiding
identification reveals certain similarities, creating another redifined and changing
model within the same text. In this context, the subjective perception of new mod-
els with the perception of the author or non-author is also noticeable. Their diffe-
rences reflect the uniqueness of the textual features.

Key words - myth, ontology, transcendental reality, Aksel Bakunts, imagina-
tion, phenomenology, subconsciousness.



