MucreuTBO3HaBCTBO

UDC 008:130.2 Aphonina Olena
PhD of Arts, Associate Professor,
Doctoral student of National Academy of
Culture and Arts Management
aolena7@gmail.com

MYTHOLOGICAL CODES AND «DOUBLE CODING» IN ART

The purpose of the research is to determine the characteristics of mythological code and "double coding" in
various art forms. The research methodology is the use of a systematic approach, which reveals features of mythologi-
cal codes and the "double coding" in different genres of art. The methodological basis for the study of mythological codes
is the concept of Peirce and Saussure, and the principles of "double coding” of R. Barth, Charles Jenks and Lotman.
Scientific originality. Based on the study of works of various arts, myths are considered as a system of codes. "Double
coding" is revealed in the disclosure of double standards of mythological codes and combination of various codes in one
piece of work. Conclusions. Mythological codes are presented in all the arts (dance, music, theater and visual arts).
Mythological codes maintain a constant system of quality, by which they are differentiated regardless of interpretation of
images and stories. M. Tcherepnin's "Narcissus and Echo" demythologizes the true myth content by means of the art of
ballet. Remythologization (replacement of old ideas with new ones) is present in "Pygmalion” by B. Shaw. The allusion to
the myth of Ariadne is found in the ballet "Crossroads" by R.Poklitaru.
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AgpoHiHa OneHa CmanieHa, kaHOudOam mucmeumeo3sHaecmea, doyeHm, 0okmopaHm HauioHanbHol akademii
KepigHUX Kadpig Kynbmypu i Mucmeums

MidhonoriuHi kogn Ta «<noaBiiHe KOAYBaHHA» B MUCTELTBI

MeToto cTaTTi € BU3Ha4YeHHs1 0cobnMBOCTEN MichOMOriYHMX KOAIB Ta «MNOABIMHOMO KOAYBaHHA» B Pi3HUX BUOAX MUCTELT-
Ba. MeToponorisi OCTifpKeHHs Nonsirae B 3aCTOCYBaHHI CUCTEMHOTO NiAX0AY, KW PO3KpMBaE 0COBNMBOCTI MidhONOriYHMX KoaiB
Ta «MOABINHOIO KOAYBaHHSA» B Pi3HMX XKaHpax XyAOXHLOi TBOpYOCTi. MeTogonoriyHo OCHOBOK AN BU3HAYEHHsT MichororivHmnx
kogiB ctanm pobotu Y. Mipca, ®. ae Cocctopa Ta «nofginHoro kogyBaHHa» P. bapTa, Y. keHkca, 0. NlotTmaHa. HaykoBa HoBM-
3Ha poboTU nonsrae y BU3Ha4eHHi MidhonoriyHmx (ayaianbHux, BepbarnbHuX, 30poBKX) KOAIB Y Pi3HUX >aHpaXxX XyO4O0XKHBOI TBOPHO-
cTi (baneTt, TeaTp, 06pa3oTBOpYE MUCTELTBO, My3uka). BucHoBkW. MicbororiuHi koam npeacTaeneHi y BCiX Bugax mMucTeuTtsa
(xopeorpadis, Mmyavka, TeaTp, 06pa3oTBOpHe MUCTELITBO). Michokoau, sik Oyab-siki iHLLI koau, 36epiratoTb CTany cUCTeMy SKOCTENR,
3a SKMMM iX PO3PI3HSIIOTb HE 3aMEXHO Bif iHTepnpeTauin 06pasiB Ta ctoxeTiB. Y TBopi M. YepenHunHa «Hapuwuc i BignyHHsa» 3aco-
6amn BaneTHoro MucTeLTBa BiabyBaeTbCA AeMicdhororisaLis icTHHoro amicty Midpy. Pemidbonorisauis (3amiHa crapux ysBneHb
HoBVMU) NpucyTHA B «[irmanioHix» B. LLoy. Antosia Ha mid npo ApiagHy BusieneHa B 6aneTi P. MNoknitapy «lepexpectsi».

KnioyoBi cnoBa: koz, noagiliHe kofyBaHHS, Migh, micponoriuHmi koa, 6aneT, My3nka, 06pa3oTBopYE MUCTELTBO,
Tearp.

AdgpoHuHa EneHa CmanbesHa, kaHOuGam uckyccmeogedeHusi, doueHm, 0okmopaHm HauyuoHanbHoU akade-
MUU PyKOBOOsILUX Kadpoe8 Kyfibmyphbl U UCKYCCM8

Mudconornyeckue koabl U «kABONHOE KOAUPOBaHUE» B UCKYCCTBE

Llenbto ctaTbu siBnsieTca onpeaeneHve ocobeHHocTeln MUONornyecknx KogoB U «4BONHOIO KOANPOBAHUSAY B
pas3nuuHbIX BMAax Uckycctea. MeTogonornsa nccnenoBaHns 3aknioyaeTcsl B NMPUMEHEHWM CUCTEMHOrO noaxoaa, KoTo-
pbI packpbiBaeT OCOBEHHOCTN MUEOMNOrMYECKUX KOOOB M «ABOWHOIO KOAMPOBAHMSA» B Pa3fNMYHbIX XaHpax Xydoxe-
CTBEHHOro TBOp4YecTBa. MeTOoOOMNOrMYeckon OCHOBOW AN WCCNEeAoBaHWS MUONOrM4eckMx KoAoB CTanv KOHLUEenuun
Y. MNupca, ®. ge Coccropa 1 NpuHUMNLI «4BONHOrO koamposaHusa» P. bapta, Y. OxeHkca, 0. NlotmaHa. Hay4yHas Ho-
BM3Ha. Ha ocHOBe aHanv3a npov3BefeHUI pasnuyHbIX BUOOB MCKYCCTBA MUMbI pacCMOTPEHbl Kak CUCTEMbl KOLOB.
«[lBOWHOE KOOUPOBaHWE» NPOSIBMSETCA B PaCKPbITUM ABOWHbIX CTaH4APTOB MUAOMOrMYecKkUX KOAOB, COYeTaHuu pas-
NWYHBIX KOOOB B OQHOM npousBefeHun. BoiBoabl. Mudonoruyeckne koabl NpeacTaBneHbl BO BCEX BUAAX MCKyccTBa
(xopeorpacus, my3bika, TeaTp, n306pasuTensHoe NCKyccTBO). MUAOKOAbI COXPAHSOT MOCTOSHHYK CUCTEMY KA4ecCTB, Mo
KOTOPbIM MX pasnuyaloT He3aBUCMMO OT MHTeprnpeTauuMn obpas3oB u cioxeToB. B npoumssegeHnn M. YepenHuHa
«Hapumcec n 3Oxo» cpeactBamm 6aneTHOro MCKyccTBa NPoOUCXoauT Aemudonormsaums UCTUHHOTO coaepXkaHusa muda.
Pemudonornsaumsa (3ameHa ctapbix npeacTaBneHun HoBbIMU) nNpucyTcTByeT B «lMurmanvoHe» B. Woy. Anno3susa Ha
muc 06 ApuagHe BoisiBrieHa B 6anete P. Moknutapy "lMepekpecTok”.

KntoueBble croBa: kof, ABONHOE KoaMpoBaHue, Mud, mudonormyeckun kon, 6anet, Mmysbika, nsobpasurtens-
HOe UCKYCCTBO, TeaTp.

Relevance of the research topic. The word «myth» is of ancient Greek origin and is identified with the
words «word, story or language». It refers to a set of sacred values and philosophical truths that are opposed to
the profane truths and expressed with words [8, 63]. Defining the distinction of language, speech and language as
a system of signs, as well as differences in synchrony and diachrony of the process, by Ferdinand de Saussure
concept, understanding the «language question» is close to the content of the «code and coding». According to
observations of Ukrainian scientist S. Povtoreva «in the conceptual apparatus of structuralism category “relation-
ship” is concretized through the concept of “building relationships”, “synchrony”, “system of relations” that justify
the integrity of structure, hierarchy structure and does not mark a change or development structures» [5, 25].

For our study, the duality of interpretation of signs is important — the sign language and speech code
in a myth as a language, where language itself is a whole system of signs, and the synchrony with diachronic
process of speech (myth) with a system of signs. In addition, language or myth code can be considered as
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species, wherein each one maintains its signh constant quality, on which it (code) can always be recognized.
Therefore, the classification of different types of relations (syntagmatic and associative) by Ferdinand de
Saussure may be used to code a methodological analysis of the phenomenon of culture, given the nature of
relations in the differences and oppositions [9, 151].

In particular, all these parameters are important for linguistics of code analysis of works of various art
forms (music, visual arts, cinema, plastic arts, etc.), when involved various senses or their synesthesia. Every art
form has its ontological and semiotic nature: the music unfolds in time through sounds, visual arts — in the space
through the forms and colors, the choreography — in time and space through the dynamics of plastics. Therefore,
in the art there are various forms of linguistic, aesthetic and artistic codes. The study of myth as a system of codes
and the "double coding" in the creation of the interpretation of codes causes the relevance of the chosen topic.

In its traditional form, a myth refers to bygone eras, but its themes, characters and events became a
prototype of new works, close to mythical stories.

The Italian scientist G. Vico considered a myth as "divine poetry" and poetic understanding of the
original ideological syncretism, from which later the heroic poetry of Homer appeared. [1, 44-45, 377]. In a
myth, he saw a poetic understanding of the original ideological syncretism, from which later the heroic poetry
of Homer appeared. He associates its originality with underdeveloped and specific forms of archaic thinking,
comparable with the features of child’s psychology. Vico implied sensual concreteness and physicality, emo-
tion and wealth of imagination in the absence of reasonableness, unconscious man in the transport of ob-
jects of the world of their own property, the inability to abstract the objective attributes of things and shape of
the subject, essentially replacing the event “episodes” [1].

In other words, the interpretation of the code by G. Vico is the same in myths to the definition of a
sign code as a specific empirical material object, perceived on the sensory level and it acts in the process of
communication and thinking of people representing other object.

The national code and its uniqueness is defined in the works of German philosopher J. Herder. On
the example of poetic achievements, he saw a variety of mythological codes. F. Schelling interpreted myth
as an aesthetic phenomenon with the dominance of the symbolic factors of nature and art, where the attrac-
tion to the symbolic is placed on the allegorical. F. Schelling saw a continuation of the myth in art and reflec-
tion of individual authors in the process [3].

The myth and its symbolism always attracted the attention of scientists. The following authors stud-
ied the myth codes (XIX century): German scientists (A. Kuhn, V. Manhardt, V. Schwartz), English scientist
(M. Muller), Ukrainian (A/ Gorsky, V. Lichkovah), Russian (Alexander Afanasyev and F. Buslaev) and repre-
sentatives of English anthropological school (E. Taylor, E. Lang, Spencer et al.) There is an interpretation of
a myth as an archaic way of explanation of the world at the pre-scientific stage of human knowledge, at the
level of the missing customs and rituals. George Fraser saw in magic rituals, rites, cults with agricultural cal-
endar "dying" and "reviving" of the gods.

E. Golosovker, M. Eliade, F. Cassidy, J. Campbell, A. Losev, M. Mamardashvili, B. Malinowski,
E. Meletinsky, A. Pyatigorsky and V. Toporov determined the character code in myth and mythology and their
communicative and informative functions. Despite the large number of scientific works, the problem of symbolism
of mythological codes in the ballet art remains understudied, which confirms the relevance of this study.

The purpose of the article is to determine the characteristics of mythological code and "double cod-
ing" in various art forms.

Codes of the myths and mythological scenes influenced the development of art. Greek mythology has
become not only an arsenal, but also the soil of ancient Greek art. Therefore, without the knowledge of the myths
or codes, it is impossible to understand the plot of many operas and paintings, imagery and poetic masterpieces.

Since the end of the XIX century positivist process of demythologizing of culture has been going on
gradually changing demythologizing it (by writers, critics, philosophers, sociologists, ethnologists). Dionysus —
Apollo at Nietzsche have become almost code symbols. To date, the interpretation of the history of Europe-
an culture comes on criteria Dionysian and Apollonia. In Greek tragedy, Nietzsche opens the synthesis of
Apollonia and Dionysian ("The Birth of Tragedy"). According to the concept of Nietzsche Apollonia began in
fine arts and art of plastic to combine with a harmonious beginning of Apollonia, and theater — tragedy the
Dionysian. Maybe that is why a myth becomes the basis for ballet and opera performances to various de-
grees played mythological symbolism of the codes in these works.

One of such examples is the myth of Narcissus, which found its expression in the world culture. In fi-
ne arts, one of the first was a picture of Caravaggio's "Narcissus" (1594-1596), in which the artist conveyed
the image of Narcissus narcissistic. In the XVII century, Italian composer Francesco Cavalli wrote an opera
based on the story of this myth as well as Alessandro Scarlatti (XVIII century) and German composer and
opera reformer Christoph Willibald I'lyuk (XVIII century). Younger contemporary of W. Shakespeare, Spanish
writer Calderon de la Barca, the founder of the philosophical and religious drama, the ideologist of the thesis
that "life is a dream" interpreted the mythological story of the play «Echo and Narcissus» (XVII century).

In the early twentieth century, there was a one-act ballet "Narcissus and Echo" (music by
N. Tcherepnin), and later choreographic miniature "Narcissus" (music by N. Tcherepnin, choreography by
K. Goleizovsky, 1960). The ballet is based on the version of the myth in Ovid's poem "Metamorphoses" (one
of three recorded in writing).

Russian composer and conductor Nikolai Tcherepnin was a pupil of Nikolai Rimsky-Korsakov. At the
beginning of the century N. Tcherepnin conducted in Paris "Russian Ballet" and his ballet "Narcissus and
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Echo" (1911) in Monte Carlo turned out to be very natural. N. Tcherepnin created music taking into account
the choreographic solutions that conveyed an emotionally shaped and meter and rhythm foundation work.
Although the music in this ballet is the program for the development of the movements and actions of the
dancers, still N. Tcherepnin continues the line of Western European ballet developed in line with the one-act
chamber performances and based on the principle of pass-through of the musical fabric with refraction of
different musical styles. Ballet music was written in the tradition of the romantic and impressionist composers
K. Debussy, N. Rimsky-Korsakov and A. Skryabin.

Despite the fact that the music of the ballet is the active component of the action, the main artistic im-
age of the ballet is Narcissus. His role is a framework and code as a myth, and many works of art have arisen
throughout the history of culture from this story. The image of Narcissus is not subject to any time or space, no
social change, the code image has become a symbol of pride and self-love. A mythological image became
code with the certain qualities of human nature, characteristic to Greek mythology anthropocentric ways.

In the ballet, "Narcissus and Echo" there is a pair of such opposition as spatial and sensory landmarks —
the images of Narcissus and Echo. We perceive the myth of Narcissus as a concept or phenomenon of narcis-
sism, in which Narcissus is the embodiment of love to one's own image. Although the image of Echo equally im-
portant because the myth of the phenomenon of "echo”, the inability to express their thoughts and feelings, and
readiness to use other people's recipes are typical of any time and shows the modern society and could even be-
come its symbol. If you ignore the anime (ratio | — my soul), the result can also be negative: the impossibility of
self-realization is literal death, what happens in the myth of Narcissus. Value of Narcissus-Echo is realized in outer
space-time context of myth and established a parallelism between | — my actions.

At the heart of the mythological character codes are mythological creatures or objects that are pecu-
liar clusters of signs, where their features are identified, as opposed to other [4]. Therefore, Narcissus em-
bodies the image of the narcissist, and in another case, a man who cannot find himself. This combination of
identifications and opposition structures is building a system of myth. E. Meletinsky indicates that the possi-
bility of classifying the binary logic expands the hierarchical distribution of the world at different levels. More-
over, the concept of "level" with the hierarchical partitioning close to the notion of "code" as a mean of ex-
pression and language. In this case, these terms are used interchangeably.

According to Plato, it is a symbol of the transition from the determination of the scope of manage-
ment in the sphere of mystical material expression of the highest ideal essence. Narcissus passed through
the art of sculpture the encoding process by means of art — mythological symbolist code. Coding is the pro-
cess of multi-stage processing of sources of information (code) into a substantive or meaningful value (code-
sign-symbol-image): code image of narcissist ballet N.Tcherepnin — Ovidiy — K. Goleizovsky embodied by
N. Tsiskarizde; musical tone — Tcherepnin, more consistent imagery — Narcissa-Tsiskaridze. Narcissus in the
interpretation of K. Goleizovsky and V. Vasilyev is not so much a narcissistic man as passionate creature in
the form of a Faun. He is not just "admires his reflection ... he's trembling with excitement ... something huge,
fantastic figure appears in his, in his jumps and violent revolution” [2, 356].

Thus, the symbolism of the mythological code in the ballet "Narcissus and Echo" by Tcherepnin is asso-
ciated with the transmission through art sculpture of the basic idea of the work and feelings of the protagonist.

At the level of a sign, there is a known concept of code incarnation in the mythological conscious-
ness by Raglan F. and S. Hyman, who believed all the myths to be ritual texts. Australian anthropologist
E. Stunner in the context of post-structuralism tried to examine the myths and rituals in the north Australian
tribes in terms of their structure [3].

In the 20-30s of the twentieth century, the following ancient mythology researchers studied the sign
system and the codes: J. Troy, Tolstoi, Franko-Kamenetz and A. Freudenberg. They analyzed the semantics
and poetics of myth and art genres and subjects dealt with as a result of the transformation or "metaphor" of
myths, as Levi-Strauss later wrote as a "transformational myth" [4].

An example of "transformational myth" and a symbol of the mythological image of the code can be
Pygmalion, implemented in different genres: tragedy ("Galatea" P. Torelli and I. Gundulic) eclogue "Galatea”
J. Sannazzaro; L. de Gongora's poem "The Legend of Polyphemus and Galatea" and Jean de La Fontaine
"Galatea". At the same time, the story was very popular in musical and dramatic art: the opera "Galatea" by
S. Orlandi; "Galatea" L. Vittori; "Acis and Galatea" by M. Charpentier; "Acis and Galatea" by JB Lully). It is
interesting that in the nineteenth century this myth was embodied only in opera productions ("Acis and Gala-
tea" George. Eccles, "Acis and Galatea" by G. Shteltselya, "Galatea" M. Porpora).

Symbol code of Galatea — a sea nymph, was the epitome of beauty and the embodiment of calm and
shining sea. Perhaps that is why the European poets, playwrights and composers turned to the myth of Polyphe-
mus and Galatea since the XVI century. It is through the story of Pygmalion and Galatea it is possible to allocate a
specific type of organization of myth and symbolism in the form of two contrasting worlds and species of a meta-
phor to the conformity of the opposition desired / unwanted. Seeking to use the symbolism of a myth, an artist
creates each product as his own unique masterpiece of various genres, becoming a kind of Pygmalion bringing
listeners / viewers to the main theme, where a myth is the spiritual rebirth of a man through art and creativity.

George Bernard Shaw in his play "Pygmalion" is far from the thoughts of recreating images and situ-
ations of the ancient myth. On the contrary, they paradoxically changed his play. The uneducated girl Eliza
Doolittle, who was selling flowers appeared in the role of Galatea, and the role played by sculptor phonetics
professor Henry Higgins. The main product of the collision, Professor Higgins and his friend Colonel Picker-
ing taught Eliza proper English and manners. They achieved very good results with their student. Eliza
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turned out to be very capable of learning and changed spiritually. However, Shaw has shown the tragic im-
possibility of talented, spiritually enriched and educated women to rebuild their lives with dignity without ade-
guate capital. There is comic tragedy connected with the real life of society and spiritually rich man, which
has no place in the world where the biggest paradox is a man himself. So, a myth in its embodiment in the
literature (and other arts) is the transformation of the initial information, not just static play structures and
processes, guided by cyclic changes in the ritual, and the nature of social relations.

According to the Ukrainian scientist Ryzhkova, formal analysis of characters aims at establishing the
structure of the cultural code and synchronic and diachronic transformation of its prerequisites. Content
analysis is designed to identify and value the differences and the meaning of the symbols of cultural codes.
They contribute to discern common features of unique cultural-historical time and a pragmatic analysis of the
approaches to the understanding of communicative, discursive and social aspects of the creation, transla-
tion, interpretation, culture, sense of hierarchy of cultural values, cultural identity, the laws of the genesis of
the world and mutual influence of local cultures [7, 20].

Based on the fact, that mythological symbolism of the codes has a slender aesthetic system, a mod-
ern choreographer Radu Poklitaru is mostly interested in the emotional and psychological patterns of myth
and music. His ballet triptych "Crossroads" to the music of violin concertos (the second, sixth and seventh)
by famous Ukrainian composer Myroslav Skorik tells the story of human destiny. The main idea of the work
is determined by the images of female goddesses of Greek mythology, who spun the thread of life. In Greek
mythology — the goddess of fate Moira (Moira "in the Greek language means "share", "part”, meaning "fate"
that each person receives at birth). First, in the view of the ancient Greeks destiny embodied in which inani-
mate objects — fetishes, who was the bearer of vitality, and later — the magical power was imprisoned in a
deity. In principle, the existence of things is the same with Australian mythology, where an element of the
human world is paired with a natural element, — writes the researcher E. Stunner, emphasizing mythological
or symbolic meaning of the mutual "metaphorization" [4].

According to Homer, Moira who spun the thread of human destiny has three sisters — Lachesis, and
Atropos Clotho. They represent the image of harsh grandmothers: Lachesis with a yardstick or weights, Clo-
tho with a spindle in her hand, Atropos the book of life, and a pair of scissors and thread, where the gap
meant death. Poklitaru is transmitting images with a spool of thread, which rotate — as a symbol of life. Like
Plato, who depicts women in white dresses Poklitaru uses the white robes for the dancers, marking the con-
tours of the male and female bodies on the canvas. Moira in the myth of the heavenly possessed by the su-
preme rule of law and deciding the music of the heavenly spheres present, past and future. Plato called them
daughters of the goddess Ananke ("necessity") that rotates the spindle of the world. Such treatment has a
character in the ballet, though the fundamental principle of works of R. Poklitaru and music of M. Skorik do
not favor the myth in full reading. The code of the main symbols of the myth of the action are in metaphors,
allegories and allusions. Ballet has several important ideological foundations and a kind of aesthetic system.

Firstly, weaving the threads of fate, where the thread is a symbol of human life. Each life is unique;
each person has his way (on stage symbolic suitcases). Secondly, in chronological terms of yarn or rope
weave represents generations of tradition, continuity of duty. | remember another Poklitaru ballet "The Long
Christmas Dinner", which is already on the material of the traditional Christmas festival played out family history
from birth to death, where death has a major role in life. Returning to the ballet "Crossroads", the third such
symbolic meanings of yarn, thread, like life, the umbilical cord, continuity, sequence, number and proportion in
the context of the ballet explain the role of thread, rope as a means of communication between the sky to the
earth or the earth with underground kingdom. Image-symbol code thread-savior, with which manages much
down, climb or just to escape, constantly appears in myths and folklore texts. In our opinion, this image of the
celestial ballet yarn and space-cloud yarn resembles a philosophical interpretation of Plato’s necessity, force
majeure that tends not only on people, but also on the gods. This motion arises from the cosmic device or
spindle Ananke. Color performs one of the controversial issues in the ballet. The white color is a symbol of
sanctity and detachment from worldly things, striving the spiritual simplicity, the involvement of the divine world,
and the black color on the clothes of dancers symbolizing the care of earthly pleasures, ambiguity and mystery — it
all depends on fate, which spins the thread of life. Death is dressed in black. On the one hand, man is free cre-
ator of his own happiness, and on the other, not all people can create their happiness.

A special role is played by red thread, which combines and changes the consciousness and man’s
life. The red color code serves the action and crossroads: the life-death, death-rebirth and revival-labor.

Creating an image code "Crossroads of Destiny" has become one of the leitmotifs of the ballet.
Without repeating an ancient myth, R. Poklitaru reproduces it in a postmodern version. Outstanding choreog-
rapher shows the stages of change and "Crossroads of Destiny" of every man. He develops the main idea of
the story, suggesting that myth is reflected on the problems of every man. Poklitaru robs the plot of the ballet
of its mythological understanding of reproducing content in a paradoxical form.

Ballet Radu Poklitaru "Crossroads" has much in common with the ballet by Pina Bausch's "Orpheus
and Eurydice." It is also a ballet written on the well-known mythological story, which is very often used in dif-
ferent kinds of art. Both use modern ballet choreography and specific movements with free movements of
the whole body. Even there is a similarity in the selection of characters and costumes and transmission of
storyline of the myth, although they are written on the different myths. Therefore, it is indisputable heuristic
influence of code of myth in art in general, and particularly modern. Therefore, the study of the nature of
myth in terms of the realization of the sign-character code and encoding process and a constant transfor-
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mation of the classical model of a new artistic image becomes important at various levels of modern culture —
from philosophy to art and from social institutions to the subjective knowledge.

Aesthetical artistic ideas of such writers as J. Borges, M. Bulgakov, I'. Hesse, T. Mann, G. Marquez,
A. de Saint-Exupery are transmitted through mythological symbolism codes. After all, mythologizing code is
characterized by its focus on demonstrating a rational inaccessibility through the truths of faith, and how
higher courts are located outside the competence of reason and are available in a coded form.

Scientific novelty. Based on the analysis of works of various kinds of arts, myths are considered as a
system of codes. "Double coding" is shown in the disclosure of the double standards of mythological codes, com-
bined in a variety of product codes. Conclusions. Mythological codes are presented in all the arts (dance, music,
theater, visual arts). Mythological codes maintain a constant quality of the systems in which they are differentiated
regardless of interpretation of images and stories. In M. Tcherepnin's "Narcissus and Echo", the art of ballet de-
mythologizes the true content of the myth. Remythologizing (replacement of old with new ideas) is present in
"Pygmalion” by B. Shaw. The allusion to the myth of Ariadne is found in the ballet by R. Poklitaru "Crossroads".

Cities, events, history and heroes often act as mythological codes. Code-sign of a myth is not only an ob-
ject (phenomenon, event), but also the properties of objects and subjects, and the relationship between them.
These relationships make up the encoding process. This process is represented in the concept of Ferdinand de
Saussure and Peirce: code with the exact definition of the character image (iconic sign); code with the definition of
the context and the relationship between objects and their properties (signs indexes); code symbol is not associ-
ated with objects or entities physically, but indicates their probation for conventionality of its value (mark-symbol).

Mythological code is implemented through the symbol of artistic image with a certain set of feelings
or ideas. The symbolism of the mythological code is usually associated with rising product of plan. The ballet
art mythological symbolism of a code is contained in the libretto, motifs and images. The study of mythologi-
cal codes and their acceptance by the art of the theater is a promising direction of art studies.
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