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HERMENEUTICS
OF THE NEO-MYTHOLOGICAL IMAGE
OF MEDUSA WITH THE HEAD OF PERSEUS

Abstract. Why is contemporary culture, with its feminist agenda, not satisfied
with the severed head of Holofernes or John the Baptist, but finds Perseus’
severed head in the hands of Medusa the Gorgon highly relevant? This
paper presents a hermeneutical analysis of neo-mythological simulacra as
manifestations of posthumanistic trends in contemporary visual culture, using
Luciano Garbati’s Medusa with the Head of Perseus, publicly installed in New
York in 2020, as an example. The hermeneutic analysis of the archaic myth and
its visual representation explores the transformation of Medusa’s image, from
its chthonic and unattractive form to a more personal and aesthetically pleasing
depiction that originated in antiquity and has influenced the contemporary
portrayal of Medusa in the media as well. The analysis then uncovers the basis

" This article is based on the report Hermeneutics of Spatial Dialogue with Medusa the Gorgon
presented at the Geography of Art Conference (May 25-27, 2023), arranged by the Russian
Academy of Arts, Institute of Scientific Information on Social Sciences of the Russian Academy of
Sciences, and GITR Film and Television School.
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forthefeministinterpretation of Medusa as a figure that challenges the symbolic
patriarchal order embodied by Perseus, while remaining a representation of the
uncanny.

The contemporary media’s preoccupation with the archaic heritage may be
attributed to an unconscious longing for the lost harmony with the world.
This thesis is supported by examining the cultural dialogue between Garbati’s
contemporary art object and the Renaissance sculpture by Benvenuto Cellini,
which reveals the paradox of anthropocentrism. In the context of Renaissance
tendencies, the symbolic killing of Medusa demonstrates the destruction of
a holistic human and nature consciousness, as reflected in both archaic and
religious myths. This destruction has led Western culture towards positivism,
nihilism, and self-negation, while simultaneously affirming the concept of the
superman and the nomadic subject.

Contemporary Perseus literally transforms into a body-without-organs, losing
organization and integrity; Medusa, in turn, resembles the Red Queen from Alice
in Wonderland, personifying the chaotic power of reactive forces that render a
person in a state of being a body-without-organs—or a head without a body.
Consequently, Perseus himself becomes amonsteror afailed hero, representing
the posthuman and postgender, and serving as a neo-mythological symbol of
posthumanism. However, these tendencies do not contribute to the restoration
of harmony and integrity; instead, they exacerbate internal conflict and self-
destruction in the technogenic era, leading humans to exclude themselves
from the universe and perceive themselves as system errors.

Keywords: neo-mythology, feminism, posthumanism, sculpture, chrono tope,
archetype, hermeneutics, media culture, contemporary art
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FTEPMEHEBTUKA
HEOMM®ONOTMYECKOTO OBPA3A
«ME/1Y3bl C FTOIOBOVI MEPCES»’

AHHoTaums. [oyeMy COBpeMEeHHOW KynbType ¢ ee heMUHUCTCKOWM NOBECTKOW
HeJoCTaToOuHO OTPY6ReHHO ronossl OnodepHa wnn MoaHHa Kpectutens, HO
aKTyanbHa oTpybneHHas ronosa lNepces B pykax [oproHbl Megy3si? B ctaTbe npo-
BOAMTCS repMEHEBTUYECKMI aHanu3 dheHoMeHa Co3aH s HeOMUMONOrNYECKIX
CYMYNSIKPOB KaK NMPOSIBNEHUS NOCTTYMaHUCTUYECKNX TEHAEHUMIA B COBPEMEH-
HOW BM3yanbHOW KynbType Ha nprMepe 6poH30BOW CTaTyu flydaHo Fapbatn «Me-
fAy3a ¢ ronoBoit Mepces», NybAnYHo ycTaHoBAeHHON B Hilo-Mopke B 2020 roay.
B xofe repMeHeBTMYECKOro aHanm3a apxanyeckoro Muda 1 ero Brudyanusauymm
vccnepyeTcs TpaHchopmauus obpasa Megyssl OT XTOHUYECKW-6e306pa3Horo
[0 NMYHOCTHO-MPEKPACHOTO B NEPUOL aHTUYHOCTH, YTO, B HAaCTHOCTU, NOBU-
SN0 Ha (OPMUPOBAHKE COBPEMEHHOIO MeAMiiHOro obpasa. [anee BbisBNSETCS
OCHOBaHWe PEeMUHUCTCKOW MHTepnpeTaLmmn cumsona Meay3bl, nobexaatolen
CYMBONMYECKIMIA NaTPUapXaTHbIA NOPSAOK B NnLe lNepces, Npy 3TOM OCTaBasiCh
BONNOLLEHMEM XKYTKOrO. IHTEpeC K apxanyeckoMy Hacnefmntio B COBPEMEHHON
MeAnaKynsType 00bACHAETCS BeCCO3HATENbHBIM XKenaHeM 0BpecTy NPEXHIo0
rapMOHWI0 YenoBeKa C MMPOM, YTO MOATBEPXKAAET aHaNN3 Ky/IbTYPHOTO Avanora
COBpeMeHHOro apT-oobeKTa fapbaTii  peHeccaHCHOM CKyNbNTypbl YennnHu, Bbi-
SBNSHOLLMIA NapafoKC aHTponoleHTpr3mMa. CuMBONMYeckoe youncTeo Meaysbl
B KOHTEKCTe PeHeCcCaHCHbIX TeHAEHUWIA AEMOHCTPUPOBANO Pa3pyLleHme CBA3m
YenoBeKa 1 NpMpPOAbl, BOMNOWEHHOW Kak B apxauyeckom, Tak U pefmnrvo3HOM
Muce, NprBeALIee 3anafHyIo KyNbTYpy K CaMOYTBEPAEHMIO CBepxyenoBeka
¥ HOMagmyeckoro cybbexta. CoBpeMeHHbIN Mepceit byKBanbHO npespallaeT-
cs1 B Teno-6e3-opraHos, NMLWasch OpraHMsalnm v LenocTHoCTH, a Megysa Ha-
NOMVIHAET KPaCHY KOPONeBy U3 «ANWChbl B CTPaHe Yyaec», ONNLETBOPSIOLLYIO
XaOTWUYECKYHD BNACTb PEAKTMBHbIX CUM, BbIHYKAAIOWWMX YenoBeKa HaxoauTsCs
B COCTOSIHMY Tena-6e3-opraHoB, B TOM uucne 6e3 ronosbl. Tak [lepceit cam
CTaHOBWTCS MOHCTPOM MW repoemM-HeyAaqyHUKOM, a N0 CyTW MOCTHENOBEKOM-
NOCTreHAepoM, HeoOMUMONOrvYecK M CUMBOMOM MOCTTYMaHW3Ma, TeH[eH-
UMM KOTOPOrO He CMOCOOCTBYIOT BOCCTAHOBNEHWIO TAPMOHMM 1 LENOCTHOCTU,
a BefyT K ycyrybnesumo BHyTPeHHero KoHMAMKTa v caMopaspyLleHys Yenosexa
TEXHOTEHHOW 3MOXM, KOTOPbIV CaM cebsi HauMHAET UCKNIOYaTh U3 MUPO3AaHMs,
CYMTas OLMOKON CUCTEMBI.

" Ha ocHoBe poknaga «fepMeHeBTMKa NPOCTPaHCTBEHHOMO Aranora ¢ foproHoi Meay3oi»,
NpefcTaBNeHHOro Ha KOHdepeHUmn «feorpadus nckyccTBar, 25-27 Mas 2023 r., PAX, HOH
PAH, TUTP.
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KnioueBble cioBa: HeOMUMONOT13M, DEMUHI3M, NOCTIYMAHU3M, CKYIbNTYPa,
XPOHOTOM, aPXETUM, FePMEHEBTUKA, MEAMaKyNbTypa, COBPEMEHHOE NCKYCCTBO

PROBLEM STATEMENT

In 2020, in front of the New York city court, which sentenced the notorious
producer Harvey Weinstein to 23 years of imprisonment, a two-meter bronze
statue of Medusa the Gorgon was installed intending to symbolize the #MeToo
movement. Created by Argentine-Italian sculptor Luciano Garbati in 2008, the
artwork reinterpreted the Greek myth by depicting Medusa holding the severed
head of Perseus, engaging in an internal dialogue with the renowned Renaissance
sculpture by Benvenuto Cellini (Fig. 1). However, the sculptor’s attempt to show
respect for the #MeToo movement received widespread criticism, with the main
complaint being the fact that the author of the composition was male (Cascone,
2020). Nevertheless, the sculpture is intended to serve as a symbol of feminism and
the triumph of justice against male violence.

This paper aims to investigate the mechanism behind the creation of
a system of neo-mythological® simulacra (labyrinths of reflections of reflections).
These simulacra deconstruct traditional culture through the use of rational tools,
resulting in a fragmented incoherent, and dehumanizing worldview as yet another
manifestation of posthumanism. The chosen hermeneutic method allows for the
exploration of multiple layers of understanding: the mythological context with its
psychoanalytic interpretation, the semiotic analysis of visual representations of
myth across different cultural eras, the ongoing dialogue between contemporary art
objects and Cellini’s sculpture, as well as the feminist and media culture contexts.
The research argues that by inverting mythological images, neo-mythological
simulacra demythologize and nullify the myths themselves, aligning them with
the current conformist agenda. The hypothetical assumption that myth represents
a unifying principle, establishing boundaries within contemporary culture, is
replaced by a neo-mythological model characterized by constant self-negation and
symbolic decay, which are distinct features of posthumanism.

! The author’s interpretation of neo-mythologization is discussed in: Stroeva, OV. (2022).
Neomifologicheskie tendentsii v vizual’noy kul'ture XX-XXI vekov [Neomythological tendencies in
visual culture of the XX-XXI centuries] [Doctoral thesis]. Retrieved May 20, 2023, from https://
history18.com/gorgons-in-greek-mythology/
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Fig. 1. Luciano Garbati. (2008). Medusa with the Head of Perseus?

MYTHOLOGICAL-ARCHETYPAL CIRCLE OF THE IMAGE TRANSFORMATION

The mythological image of Medusa has undergone various transformations,
evolving from a chthonic creature to an anthropomorphic being, from ugliness
to beauty, influencing its multiple functions and methods of visualization in
subsequent eras, including contemporary media culture.

In Hesiod’s Theogony of the 8th century BC, Medusa is presented as a chthonic
creature, embodying primordial horror and natural chaos, demonstrating the
aesthetics of the ugly, while also symbolizing fertility through the birth of Pegasus
and Chrysaor. The head of Medusa, as an apotropaic symbol averting evil, was
often placed on shields, armory, and used in architectural decorum, particularly as
antefixes, prominent within the Hellenic empire (Fig. 2).

2 See the image source: https://fishki.net/3450089-v-nyju-jorke-ustanovili-statuju-meduzy-
gorgony-c-golovoj-perseja-v-rukah.html (20.05.2023)
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Fig. 2. Antefix with the mask of Medusa the Gorgon from Thasos, Greece. (Third quarter of the
6th century BC). Pushkin State Museum of Fine Arts, Moscow?

Archaeologists have actively researched the image of Medusa throughout
the twentieth century.* In one of his earliest studies, Arthur Lincoln Frothingham
analyzed the connection between Medusa and other deities and drew the following
conclusions:

(1) That there was an early connection with Apollo and the sun.

(2) That there was an even earlier connection with Artemis in her aspect
as Nature and Fertility Goddess, also with other Nature goddesses.

(3) That these two ideas were amalgamated and incorporated in the
Gorgon at some time later than ca. 1000 B.C. and before 600 B.C.

(4) That the Gorgon myth is an early, broad, and important nature
myth quite different from the usual conception of it, and that its plastic
expression included elements taken from Egypt, Crete, the Hittites,
Assyria, and primitive Asia Minor. (Frothingham, 1911, p. 377)

Medusa’s association with Artemis in her archaic function as the goddess
of fertility and with the archetype of the Great Mother explains the original duality

3 See the image source: http://www.antic-art.ru/data/greece_archaic/35_antefix/index.php
(20.05.2023)

* The most comprehensive overview and classification of all existing artifacts depicting Medusa
can be found in the research conducted by Anna Lazarou and loannis Liritzis (2022, pp. 47-62).

HAYKA TENEBUAEHUA 19 (4), 2023 18 THE ART AND SCIENCE OF TELEVISION


http://www.antic-art.ru/data/greece_archaic/35_antefix/index.php 

of her image. Laying the foundation for a feminist context of interpretation of the
image, Simone de Beauvoir further explores this duality, stating that “the Woman-
Mother has a face of shadows: she is the chaos, whence all have come and wither
all must one day return; she is Nothingness. (...) Man is frightened of this night,
the reverse of fecundity, which threatens to swallow him up” (de Beauvoir, 2017,
pp. 112-113).°

On the one hand, Medusa, as a chthonic creature, personifies the fear evoked
by natural elements and incorporates life-giving chaos. She represents the uncanny
lurking in darkness, a fruit of the night that gives birth to monsters. Cinematic
depictions of Medusa retain this element of monstrosity and danger (Fig. 3).

Fig. 3. Still from Clash of the Titans. (2010). Directed by Louis Leterrier. Natalia Vodyanova as
Medusa®

The phenomenon of the wuncanny, known as Unheimlich in Freudian
psychoanalysis, is considered to be initially one’s own, but becoming foreign and
dangerous as a result of repression (Freud, 2016). Julia Kristeva refers to it as the
abject, a non-object, “which | name or imagine” and which “has only one quality

°> The English quotation is from The Second Sex by Simone de Beauvoir, translated
and edited by H.M. Parshley in 1956 (p. 166). Retrieved October 20, 2023, from https://
newuniversityinexileconsortium.org/wp-content/uploads/2021/07/Simone-de-Beauvoir-The-
Second-Sex-Jonathan-Cape-1956.pdf

® See the image source: https://elika.spb.ru/aktery-pevtsy-zvyozdy/natalya-vodyanova-meduza-
gorgona.php (20.05.2023)
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of the object—that of being opposed to I” (Kristeva, 2003, p. 37)." The theme
of the uncanny, in an existential sense, can be interpreted as the tragedy of an
individual thrown into a world indifferent to them, finding themselves only in the
homelessness of existential fear. Similarly, in Martin Heidegger’s conception, being-
in-the-world manifests as a feeling of homelessness (Unzuhause), a mode of the
uncanny (Unheimlichkeit).

On the other hand, the female image with snake elements possesses
a hermaphroditic character. The uroboric snake symbolizes the cycle of life and
death, as well as undifferentiated syncretic thinking, where the phallic and feminine
principles merge. In Russian folklore, a parallel archetypal symbol is Baba Yaga,
referenced by Vladimir Propp as the Great Mother (“Yaga-giver, Yaga-kidnapper, and
Yaga-warrior” (Propp, 2022, p. 63)). Snakes, however, have never been associated
with her: her mortar and a bone leg symbolize Yaga’s connection to the realm of
the dead. Nevertheless, as the guardian of the forest and animals, an intermediary
between the world of the living and the dead, Baba Yaga is akin to Medusa in her
function as Artemis. Alexander Potebnja also noted Yaga’s blindness, suggesting
that she appears blind not only in terms of darkness-ugliness but also in terms of
darkness-death (Potebnja, 1865, p. 68). Propp explains blindness as the invisibility of
the dead to the living and vice versa, but it can also be correlated with the archetype
of vision associated with Medusa, who can petrify with her gaze. As for the snakes,
in Russian fairy tales, they are frequently associated with witchcraft and may appear
in the form of a dragon (a devouring or kidnapping serpent in Vladimir Propp’s
classification). At the same time, archaeological artifacts like the Chernihiv hryvnia
of Volodymyr Monomakh (Fig. 4) depict a female figure with snake legs, possibly
representing the Scythian Earth goddess Api, with the snakes symbolizing the roots
of the earth (Rybakov, 1949, p. 57).

"The English quotation is from Powers of Horror: An Essay on Abjection by Julia Kristeva, translated
by Leon S. Roudiez in 1982 (p. i). Retrieved October 20, 2023, from https://www.thing.net/~rdom/
ucsd/Zombies/Powers%200f%20Horror.pdf? (20.05.2023)
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Fig. 4. Chernihiv hryvnia of Volodymyr Monomakh,
11th century gold coil amulet found in 18218

In the Soviet period, the Gorgon appeared as a seductive and deadly woman in
the 1973 animated adaptation of the Perseus myth (Fig. 5).

Fig. 5. Still from Perseus cartoon. (1973).
Directed by Aleksandra Snezhko-Blotskaya. Medusa®

8 See the image source: https://ru.m.wikipedia.org/wiki/%D0%97%D0%BC%D0%B5%D0%B5%
D0%B2%D0%B8%D0%BA_(%D0%BC%D0%B5%D0%B4%D0%B0%D0%BB%D1%8C%D0%BE%
D0%BD) (20.05.2023)

 See the image source: https://triptonkosti.ru/4-kartinki/meduza-gorgona-kartinki-iz-multika.
html (20.05.2023)
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The original archaic meaning of the Gorgoneion reflects a specific
chronotope that constitutes the ancient opposition of cosmos and chaos, life and
death, while also determining the spatial boundaries of the sensory cosmos, since
the chaos enclosed in the image becomes a symbolic neutralization (sublimation)
of fear. Additionally, in the /liad, Medusa’s head is mentioned without any link
to Perseus. The life of Perseus, who embodies the archetype of the hero—“the
most glorious in the host of heroes,” as Zeus calls him (Homer, 2008, p. 320)—is
described in detail in later plays by Aeschylus, Sophocles, and Euripides, where
he defeats the forces of chaos. Thus, the Olympic order (Apollonian element)
subjugates the forces of nature (Dionysian element), revealing the nature of
classical antiquity as a mirror of social aspects: the establishment of patriarchy
and the overall process of Hellenization, which involves expanding the empire’s
borders and opposing Hellenic culture to barbarian cultures.

From a philosophical perspective, the archetypal motif of dismemberment,
such as separating the head from the body, reflects the structuring of archaic
thinking influenced by rationalization and humanization during the Hellenistic
era. This, in turn, influenced the Roman version by Ovid. The process of
Hellenization was based on contrasting rational law with the irrationality of
individual will, embodied in the tangible architectural form of the Gorgoneion,
not only within Greece but also on the periphery of the empire. For example,
antefixes with Medusa the Gorgon were discovered in Georgia (ancient Colchis,
Vani, 4th century BC). The Vani Gorgons have broad faces with deep wrinkles on
the forehead and a troubled gaze. An open mouth, outstretched tongue, and a
frowning forehead convey a certain negative emotion (Avaliani, 2012). Gorgonian
masques can also be found, for instance, on the fencing of the First Engineering
Bridge and the lattice of the Summer Garden in Saint Petersburg, defining the
boundaries of the cultural chronotope, belonging to the common European code
prevalent during the period of classicism and baroque.

According to Freud’s psychosexual theory, to behead means to castrate:
“The sight of Medusa’s head makes the spectator stiff with terror, turns him to
stone. Observe that we have here once again the same origin from the castration
complex and the same transformation of affect! For becoming stiff means an
erection” (Freud, 2021, p. 421).1° In a broader archetypal Jungian interpretation,
since the shield served as a mirror for Perseus, it can symbolize the ordering of
chaos in the shadow side of the hero’s personality, capable of combating his dark
unconscious side. This is significant for the archetype of the hero as a metaphor
for the individuation process. The fundamental dual relation of self-formation,

1 The English quotation is from the 1997 book Sigmund Freud, Sexuality and the Psychology of
Love by Sigmund Freud (p. 202).
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represented by the Lacanian concept of the mirror stage, is collaboration between
the ego and the mirrorimage, which is also the Other.

Thus, the hideously terrible image of Medusa is primarily characteristic of the
archaic period, whereas during the classical period, it transformed into a beautiful
one.t It is worth mentioning that comedic representations of Medusa also existed
during that time, for example, the Attic red-figure hydria from the 5th century BC
displayed in the British Museum, London: “Medusa’s head rests somewhat happily in
Perseus’s kibisis, her eyes closed in a manner that would indicate her happiness to
the viewer” (Wallace, 2011). The comedic element implies the aesthetics of the ugly,
so from the perspective of cultural logic, there is no contradiction in this, as comedy
served as a neutralizer or sublimation of fear. However, the transformation from the
ugly to the beautiful demonstrates the influence of the classical ideal (the Apollonian
principle of pancalistic*? perception of the world) throughout ancient Greek art.
Additionally, the motif of sacrifice and injustice emerges, indicating the dismantling
of archaic syncretism revealed in the separation of the individual from the natural.

FEMINIST CONTEXT

[t is in Ovid’s Metamorphoses that the myth of Medusa takes shape in the
story of an unfortunate girl unjustly condemned by Athena. Instead of Hesiod’s
romantic love scene on the meadow, the motif of rape emerges. While earlier myths
present this motif as one of the main archetypes of the fertility cult (such as stories
of nymphs and princesses forcibly impregnated by the Olympian gods, explaining
the origin of plants, continents, nations, etc.), feminist discourse tends to interpret
it solely in terms of individual gender and legal aspects. Notable feminist essays on
this topic include The Laugh of the Medusa and Female Rage.** Feminism diverges

! Greek archaeologists Anna Lazarou and loannis Liritzis have developed an intriguing typology
of Medusa images, encompassing a total of 564 observed artifacts from the archaic period to
late antiquity. The typology consists of the following categories: 1) Individual heads/masks
(gorgonians); 2) Mixed gorgon monsters; 3) Gorgon with animals; 4) Gorgon in the “Knielauf”
position, depicting her swiftly running; 5) Chthonic Gorgon (Lazarou, Liritzis, 2022, p. 59).

12 Derived from the Greek word kalokagathos, which signifies the possession of both beauty and
goodness.

& Cixous, H. (1976). The laugh of the Medusa. Signs, 1 (4), 875-893. The University of Chicago
Press. Chicago, United States of America.

Valentis, M., & Devane, A. (1994). Female rage: Unlocking its secrets, claiming its power. Carol
Southern Books. New York, United States of America.
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from psychoanalytic interpretations of Medusa due to their purely patriarchal view.
“Rediscovering and remembering the vitality and dark power of that Medusa can
help women to re-member themselves. (...) Contemporary women artists are
turning to this matriarchal image for inspiration and empowerment” (Bowers, 1990,
p.217).

The myth of Medusa originally belongs to cosmogonic myths: according to
its early versions, she gave birth to Pegasus (the winged horse) and Chrysaor (the
founder of a clan) from Poseidon. In classical tragedies and comedies, the social
context gradually finds reflection. Therefore, it is not surprising that modern
feminist discourse often turns to ancient classical images to advance its agenda. For
example, in Martha Hawkins’ review of a documentary about a Polish immigrant,
the author draws a comparison between two women and their stories:

Antigone, a mythical Theban woman, battles the verdict of the king,
Creon, to secure a decent burial for her brother, Polyneices. Beata,
a widowed woman from a small Polish city, battles bureaucracy to
secure a decent burial for her husband. Both women decide to take
things in their own hands when they find out that a family member
is dead. They both made a brave decision of leaving the safety of
their home and family, known in Greek philosophy as the space of
oikos, and face the consequences of transgression into the space of
the male citizens’ world, the polis. (...) Jacques Derrida calls this alterity
‘the vomit of the system’ (Citation 1986, p. 62), meaning that Antigone
comes from the outside of the system and her actions cannot be accepted
— “digested” by Creon. (Hawkins & Hawkings, 2022, p. 858)

However, in their effort to deconstruct the patriarchal symbolic order,
feminists mistakenly equate and blends non-convergent mythological and epic
layers, linking female figures like Medusa and Antigone under the umbrella of
the “struggle for civilrights,” despite Medusa originally being one of the three Gorgons
and not a human figure. Ovid imbued her with individual human characteristics,
emphasizing the ancient Greek cosmogonic principle of fate (part of the Dionysian
element, according to Nietzsche), which represents the influence of supernatural
forces beyond human comprehension, and thus created a tragic sense of existential
absurdity. The fear of natural elements has been replaced by the apprehension of
the power wielded by injustice, which could be resolved through Roman law (clearly
paralleling modern liberal rights)—the myth was rationalized. Nevertheless, Roman
consciousness remained within the confines of a naturalistic, concrete, sensory
mode of thinking. From an ancient logical standpoint, the contemporary image of
Medusa with the severed head of Perseus by Garbati can be interpreted as a symbol
of the chaotic and fertile Great Mother who subverts the cosmic order established
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by the Apollonian element. In a modern cultural interpretation, this may signify
the rebellion of the chthonic unconscious against the rational binary worldview,
leading to its deconstruction and transgression.

From a feminist perspective, Medusa seeks revenge on the entire male
symbolic order by killing the hero, who is not directly responsible for her rape or the
humiliation of her feminine dignity, but who sees her as a monster, while in reality,
she is a victim of this oppressive order. However, the sculptor himself falls into
a trap: he deprives Medusa of her feminine fertility principle, almost rendering her
sterile and stripping her of feminine power (lacking clearly defined genitals, as seen
in Paleolithic Venuses). Simultaneously, the snakes on her head are accentuated
as a dangerous force of the Other. The sculptor inadvertently becomes a victim of
the emerging matriarchy and is compelled to comply with the new value system,
although he unconsciously protests against it.

DIALOGUE WITH CELLINI

During the Medieval period, the justification for the existence of evil and
ugliness in the world became one of the central themes in the reasoning of Aurelius
Augustine, who emphasizes that “error too is a part of the general order” (Eco,
2007, p. 44).* In the Renaissance era, attention to the grotesque took on a realistic
character, as demonstrated by Verrocchio’s shield of Medusa or the lost drawing by
Leonardo da Vinci, recreated by Caravaggio (Fig. 6).

This trend can be further observed in the Barogue era, notably exemplified by
Peter Paul Rubens. In his treatise On Ugliness (1635), Antonio Rocco states that he
wants to talk about ugly things because “things that are always sweet and pretty are
inevitably nauseating in the end” (Eco, 2007, p. 149).2°

" The English quotation is from On Ugliness, edited by Umberto Eco, translated by Alastair
McEwen in 2007 (p. 44). Retrieved October 20, 2023, from https://www.docdroid.net/wcOzvTl/
umberto-eco-on-ugliness-pdf#page=44
> The English quotation is from On Ugliness, edited by Umberto Eco, translated by Alastair
McEwen in 2007 (p. 149). Retrieved October 20, 2023, from https://www.docdroid.net/wcOzvTl/
umberto-eco-on-ugliness-pdft#page=149
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Fig. 6. Michelangelo Merisi da Caravaggio. (1597). Medusa*®

Despite these realistic tendencies, the sculpture by Benvenuto Cellini, created
between 1545 and 1554, commissioned by Duke Cosimo de’ Medici, and academically
associated with Mannerism, presents Medusa’s face and body as aesthetically pleasing
and refined (Fig. 7).

It is worth noting that Cellini’s sculpture was installed in Piazza della Signoria
in Florence and compositionally positioned between Michelangelo’s David and
Donatello’s Judith and Holofernes. All three sculptures share a common motif:
severed heads, symbolizing different stages of Renaissance history. The polylogue
between the three statues in the context of the central square of Florence presents
a particularinterest for analysis. The fact that David and Judith (Old Testament figures)
are placed alongside the ancient figure of Perseus is characteristic of the eclecticism
of the Renaissance, which can be explained by the anthropocentric tendencies and
a turn towards an empirical and naturalistic worldview. Materialism and the Killing
of the Collective Father (the Christian religious transcendent principle), as defined
by Erich Neumann, generally characterize the transition to the Modern era. Aleksei
Losev, indiscussing the materialistic and individualistic aesthetics of the Renaissance,
highlights the crisis of the self, where one, remaining personally opposed to the entire
cosmos, already feels the boundless horror of their own loneliness and helplessness
in front of this cosmos. Being isolated, one can no longer rely on another equally
self-contained and lonely individual (Losev, 2021, p. 391).

16 See the image source: https://ru.wikipedia.org/wiki/%D0%9C%D0%B5%D0%B4%D1%83%D
0%B7%D0%B0_(%D0%9A%D0%B0%D1%80%D0%B0%D0%B2%D0%B0%D0%B4%D0%B6%
D0%BE)#/media/%D0%A4%D0%B0%D0%B9%D0%BB:Caravaggio_-_Medusa_-_Google_Art_
Project.jpg (20.05.2023)
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Fig. 7. Benvenuto Cellini. (1545-1554). Perseus with the Head of Medusa®’

Severed heads can incarnate authority and the acquisition of the enemy’s
power: the decapitated Goliath, Holofernes, and Medusa symbolize conquest of the
land and triumph over the Other as a symbolic order. This transformation occurs not
only through a shift in political governance but also through a radical disruption of
ideological paradigms. But while the female figure of Judith can be easily understood
as a civic achievement and a symbol of the Florentine Republic under Medici’s
democratic rule, and Michelangelo’s David (portrayed as the beautiful Apollo),
defeating Goliath, clearly signifies the victory of the ideal human over nature, Perseus,
seemingly, becomes a pure allegory and intellectual construct. In the image of this
ancient hero, Cellini conceptually glorifies the triumph of the Medici family over their
rivals. However, the theme of power is emphasized here not only within a narrow
historical and political context but also from a broader philosophical perspective.

Culturally, humanism asserts itself through the figure of Perseus, presenting
a concrete materialistic manifestation of the disrupted harmony between humans

!’ See the image source: https://ru.wikipedia.org/wiki/%D0%9F%D0%B5%D1%80%D1%81%D0
%B5%D0%B9 (20.05.2023)
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and nature, which ultimately led Western episteme towards positivism, then nihilism,
and self-negation. Vladimir Solovyov highlighted the grand purpose of Western
civilization, stating that it represents the complete and consistent departure of human
natural forces from the divine principle, their exclusive self-assertion, the desire to
establish the edifice of universal culture on their own. Through the inconsistency and
fatal failure of this aspiration, self-denial grows (Solovyov, 2021, p. 19). Symbolically,
the killing of Medusa signifies the self-assertion of a spontaneously artistic individual,
as defined by Losev. In Deleuzian interpretation, it represents the self-assertion of
a nomad, implying the absolutization of individual will, liberation from the control
of superhuman principles, and aesthetic demiurgy. This concept is concretized by
the presence of Cellini’s own portrait on the back of Perseus’s helmet (Fig. 8).

In contemporary sculpture, Perseus transforms into a body-without-organs (a
head without a body loses its organization; by the way, it also reflects the features of
Garbati). Medusa, at the same time, becomes an excellent confirmation of the trend
inherent in the Renaissance: she demonstrates the paradox of humanism, which is
the fact that it led to the phenomenon of posthumanism, since Western civilization
has established both an endless desire and the impossibility of satisfying it (Solovyov,
2021, p. 27).

Fig. 8. Benvenuto Cellini. Perseus with the Head of Medusa (fragment). Perseus’ helmet®

18 See the image source: https://unitalia.ru/lodzhiya-lantsi-vo-florentsii/ (20.05.2023)
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According to Gilles Deleuze and Michel Foucault, the concept of a technogenic
personality as a body-without-organs liberates it from the shackles of power and
authority, particularly metaphysical and idealistic ideologies. An individual who has
lost subjectivity becomes an absenttarget. The Otherintherole of the externalis power,
but not as aform of domination, rather as dynamic relations of active heterogeneous
forces. In other words, it is a kind of Medusa-Rhizome. Hannah Arendt suggests that
“only by sustaining the inherently uncontrollable character of action can human
beings dwell in something called a political community” (Sjoblom, 2023, p. 146). In
his Alice in Wonderland, Lewis Carroll created nomadic images through absurdist
aesthetics correlating with the Deleuzian disjunctive synthesis as a combination of
incompatible elements. Comparing the motif of severed heads in Alice with Garbati’s
contemporary sculpture, Medusa can be seen as Carol’s Red Queen (with her oft-
repeated “Off with his/her head!”), embodying the chaotic power of reactive forces
that prompt a state of fluidity and a body-without-organs, including without a head.
Thus, Perseus becomes a fantastic monster, a posthuman postgender entity (since
he has no body, he is devoid of gender characteristics). It is not coincidental that
feminist discourse actively develops the idea of the posthuman, as the resolution of
the “woman as the Other” issue in European culture merges with the notions of non-
binary, post-anthropocentric, and post-dualistic deconstruction. Thus, a posthuman
is described within the context of nomadism, including for the purpose of eliminating
the subject/object opposition in relation to technological changes in culture (Kruvko,
2023, p. 127).° The concept of the posthuman encompasses several aspects. On
the one hand, the symbiosis with technologies leads to changes in personal self-
identification, the disruption of subject integrity (including transformations in
the concept of corporeality), possibly even the elimination of consciousness (which is
actively explored in analytical philosophy of mind). On the other hand, the principle
of anthropocentrism in general theory and philosophy of culture is replaced by the
tendency of deanthropocentrism, thatis, an attempt to shift the idea of humans from
the center of the universe, to overcome Kant’s correlationist subjectivism in favor of
an objective reality (the position of speculative realism).

Works of art reflect, in a syncretic form, not only the specific intentions of
their authors but also general subject-object relations at each stage of cultural
development, in general being aform of reproduction of human existence. The myths
of Medusa and Perseus, along with Oedipus or Narcissus, are archetypal and reflect
fundamental relationships between man and the world and the process of thought
formation at different stages of the evolution of self-consciousness. Luciano Garbati’s
contemporary sculpture, along with its literal feminist aggression, demonstrates

19 See the review of posthumanism conceptions in the paper “Woman Other as a ground for
posthuman subjectivity in contemporary science fiction cinema” (Kruvko, 2023)
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a general trend of anthropocentrism being destructed under the onslaught of
the monster created by mankind itself—technogenic civilization. In archaic culture,
Medusa personified natural chaos, which stood in opposition to the rational order
created by humanity. She represented the Other, a monsterin female form challenging
the rational patriarchal hierarchy, which already in the Classical period laid the ground
for the idea of a subject dominating over the universe—an idea which consolidated
in the humanistic aesthetics of the Renaissance and embodied in the image of the
revived Perseus. This image was then preserved in classicism and baroque, until
modernism, influenced by Nietzschean and Freudian ideas, began to dismantle
the subjective integrity, which had been built on the dominance of Cartesian
rationality; this destruction was visually reflected in fluid surrealistic images.
Nevertheless, such a radical revolution—Medusa’s victory over Perseus—only became
possible in the context of postmodern deconstructionism and posthumanism. First
of all, and at a minimum, it demonstrates the literal dismemberment of the human
being, which absolutely correlates with the concepts of nomadism and posthumanism
in terms of the destruction of subjectivity. But who is this contemporary Medusa? She
is still the same monster, an alien and the Other, posing a mortal threat. If we perceive
Medusa as a representation of technogenic civilization (as she bears resemblance to a
robot with a nod to DonnaHaraway’s Cyborg Manifesto), she can serve as an allegory
for the global network and artificial intelligence. With a tangled mass of snake-like
neural networks adorning her head, she displaces the “human” and strips it of power
and inherent integrity. But perhaps she herself is the existential reality that punishes
a person “existing in a new digital reality—the reality of a posthuman transition, in
which a person loses his ontological dimension and becomes one of many ontic
constructs” (Davydov, 2022, p. 138).

MEDIA CONTEXT

Throughout the centuries, the representations of Medusa have always been
public. In the archaic and classical periods, her image frequently appeared as an
integral element of architecture and vase paintings, constantly accompanying
everyday life and serving as an essential part of magical thinking. The Renaissance
similarly displayed Medusa’s image in public places. But from the 17th to the 19th
centuries, it became the subject of more elitist, academic, and museum art—the
aesthetization of form is evident in sculptures by Bernini and Marqueste. Modernism
showed less interest in ancient Greek mythology, but Salvador Dali did create
sculptural and decorative Medusa images in a surrealistic vein. In postmodern
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aesthetics, Medusa has become a public figure again: apart from Luciano Garbati’s
artwork, there is a public art sculpture by Mexican artist Javier Marin. Later, Medusa
has made appearances in cinema, becoming a recognizable media character in
the comics and fantasy universes.

So, in ancient and Renaissance times, the viewers were fully aware of
the mythological context, since this image was part of their symbolic chronotope.
Nowadays, the elements shaping the perception of Medusa the Gorgon are influenced
by media culture, which plays a significant role in organizing our contemporaries’
semiosphere. It has already formed a specific visualimage in mass culture, displacing
images from other sources.

In early films, such as the 1963 Italian-Spanish film Medusa Against the Son of
Hercules (Italian: Perseo l'invincibile), Medusa was portrayed as a horrifying monster
resembling a leafless tree or a tangle of roots with a flaming eye that pierced
everythingaround (Fig. 9). This abstract and rather original representation conveyed
the deadliness of the Gorgon’s gaze.

Fig. 9. Still from Medusa Against the Son of Hercules [film, 10:21] (1963). Directed
by Alberto de Martino. Medusa®

In the 1969 British science fiction series Doctor Who, Medusa appeared as
a reference to the past of human civilization, a manifestation of cultural memory
brought to life in the Land of Fiction (Fig. 10). The Doctor, a symbol of scientific
consciousness, convinces his companion Zoe that the monster is mythological, that

2 See the image source: https://www.youtube.com/watch?v=P1iAHF906GY (20.05.2023)

HAYKA TENEBUAEHUA 19 (4), 2023 31 THE ART AND SCIENCE OF TELEVISION



is, fictional. But since in the fantastic reality she becomes tangible—first as a statue
and later as a living creature—the heroes have to engage in battle. Following Perseus’
example, the Doctor used a mirror to turn Medusa into stone.

In the Soviet cartoon Perseus (1973), Medusa is portrayed as a winged nymph
with enormous, ever-changing eyes, collecting stone monuments of her victims on
her island (Fig. 11). Ancient Greek images in Soviet animation are reinterpreted in
visual term, deviating from traditional aesthetics and embracing avant-garde styles.

In general, twentieth-century filmmakers predominantly used the archaicimage
of Medusa without rethinking her role as a monster, often straightforwardly retelling
the myth without resorting to deconstruction.

Fig.10. Still from the Doctor Who series. (1969). Medusa®

2L See the image source: https://tardis.fandom.com/ru/wiki/Mepy3a (20.05.2023)
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Fig. 11. Still from Perseus cartoon. (1973).
Directed by Aleksandra Snezhko-Blotskaya. Medusa?

New trends are emerging in the 21st-century film industry. For instance, in
the 2010 film Clash of the Titans, the role of Medusa is played by top model Natalia
Vodianova. She appears as an evil creature with a snake-like body and the recognizable
attribute—snakes instead of hair (see Fig. 3). She is still monstrous, but elements of
attractiveness and sexuality accompany herimage, similar to the aesthetics of ancient
classics, baroque, and classicism. In the 2010 film Percy Jackson & the Olympians:
The Lightning Thief, Uma Thurman takes on the role of Medusa the Gorgon. She looks
like @ modern woman in a tight leather suit, concealing her snake-like hair under a
headdress (Fig. 12). The book from Rick Riordan’s series, which served as the literary
basis for the film, exemplifies neo-mythologizing tendencies: the action is set in the
United States, and the protagonist, a 16-year-old teenager, struggles with dyslexia
and ADHD. The hero archetype is deconstructed and subjected to psychoanalytic
self-interpretation and disjunction, allowing it to be perceived simultaneously on
two levels, as a symbol and as reality. Percy defeats Medusa with the help of his cell
phone, using video footage as a mirror.

22See the image source: https://dzen.ru/a/YTnbVulXeTh2_ajF (20.05.2023)
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Fig. 12. Still from Percy Jackson & the Olympians: The Lightning Thief. (2010). Directed by Chris
Columbus. Uma Thurman as Medusa®

It is evident that the portrayal of Medusa the Gorgon in 21st-century
cinematography synthetically incorporates various layers, ranging from archaic to
modernism, reinterpreted and deconstructed. On the one hand, these images can
be outwardly beautiful and refined, reminiscent of Hellenistic and classical examples.
On the other hand, they retain their dreadful nature, embodying natural chaos and
symbolic evil.

Such an approach to creating screen images demonstrates neo-mythologizing
tendencies in their neo-archaic aspect. Itimplies fascination with pre-logical thinking
and the syncretism prevalent during those early stages of cultural development,
when humans were intimately connected with nature and animals. In this sense,
the statue Medusa with the Head of Perseus manifests the idea of biocentrism in
opposition to anthropocentrism. It correlates with the concepts of speculative realism
and philosophy of mind, which perceive humans as one of the natural phenomena,
(20.05.2023)a biorobot controlled by neurophysiological processes. Nevertheless,
Medusa remains a frightening Baba Yaga, which in the viewer’s perception is rooted
not only in specific visual experience, whatever they may be—films, sculptures,
comics, and so on, but primarily in the collective unconscious. The archaic fear of the
existential emerges with renewed force in this work, and the existential homelessness
in the new phase of technological civilization development only intensifies this horror.

“See the image source: https://jpegfoto.ru/dajoon-medusa-kupit (20.05.2023)
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CONCLUSION

Medusa severing the head of Perseus serves as a neo-mythological symbol that
has emerged as a result of rationalization. It does not seek to restore harmony and
integrity but rather elevates humanistic issues to a new level of internal conflict and
self-destruction. Luciano Garbati’s sculpture demonstrates how external and internal
chaos erodes subjectivity void of idealistic values. The mighty chthonic Mother Nature
punishes the human who deludes himself into believing they are a Nietzschean
Superman and thus literally “lose their heads.” By destroying transcendental principles
and engagingin perpetual conflict with the universe, the person alienates themselves
from it, perceiving themselves as a mistake or something meaningless. The image of
Perseus”headin the hands of Medusa symbolizes a failed hero (posthuman), stripped
of consciousness as an ideal sphere, reduced to a “philosophical zombie” (as defined
by Dan Dennett), a useless severed head. Medusa with the head of Perseus is an
alarm signal indicating how a purely materialistic, empirical, or excessively rational
worldview leads to self-destruction.

MOCTAHOBKA MPOB/IEMbI

B 2020 1. B Hblo-Mopke, HanpoTus cyga, rae npogiocepa Xapsu BaliHiwTeliHa
NPUroBOPMAY K 23 roflam nLLIEHNs CBOBOAbI, YCTAHOBUAMN ABYXMETPOBYIO BPOH30-
BYIO CTaTyto foproHbl Mefy3bl, Npr3BaHHYH0 CUMBONN3MPOBATL ABVMKEHME «<MeToo».
Mpoun3BefeHve co3gan XygoXHNK apreHTUHO-UTaNbIHCKOrO NPOUCXOXKAEHMNS
JNlyyaHo Fap6aTtu B 2008 rofy, NnepeocMbicnnBas rpedecknin Mud (Meay3a aepxuT
oTpybneHHyto ronosy Mepces) 1 Beast BHYTPEHHWIA AVanor co 3HaMeHUToM PeHec-
CaHCHON CKyNbNTYypoii BeHBeHyTo HennuHu (pyc. 1). OgHaKo NonbiTKa CKyabnTopa
NPOSIBUTb YBaXeHWe K ABkeHW0 «<MeToo» bbina pacKpuT1MKOBaHa, OCHOBHOM Nnpe-
TeH3Kelt cTan ToT PaKT, YTO aBTOPOM KOMMO3MLMK BbICTYNUA Myx4mHa (Cascone,
2020). TeM He MeHee CKynbNTypa NO3ULMOHMPYETCS KaK CMBOA GEMUHU3MA U
TOPXeCTBa CNpaBefIMBOCTM MPOTUB MYXCKOTO HacUaWS.

3apayva rccneoBaHVs COCTOWT B TOM, HTOObI C MOMOLLbIO FePMEHEBTUHECKOTO
aHann3a BbIBUTb MEXaHW3M CO3[aHNs CUCTEMbI HEOMUPONOTNYECKIX! CUMYNSKPOB
(NabUPVHTOB OTPaXKEHWIN OTPAXEHWIA), KOTOPbIE AEKOHCTPYMPYIOT TPaanLMIo C

! KoHuenuus Heommdonornsaumny paccMaTpryBaeTcs B CTaTbe B aBTOPCKOW MHTEpnpeTaumm:
Ctpoesa 0.B. (2022). Heomudonornyeckue TeHAEHLMN B BU3yanbHON KynbType XX-XXI BEeKOB.
[nccepTauums Ha COMCKaHve y4eHOI CTeneHy fokTopa Kynstyponoruu. https://disser.spbu.ru/
zashchita-uchenoj-stepeni-spbgu/750-stroeva-olesya-vitalevna.html (20.05.2023).
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MOMOLLbIO PALMOHANbHbBIX MHCTPYMEHTOB, 4TO, Ha Hall B3NS, MPYBOAUT He K rap-
MOHM3aLUMV U LeNOCTHOCTM KapTUHbI MMPa, @ K HOBOMY BUTKY A€ryMaHW3npyHoLL et
pa3apobIeHHOCTM Kak OIHOMO 3 MPOSIBAEHWI NOCTTYMaH3Ma. FepMeHEeBTUYECKUI
MEeTOZ, NO3BONNT HaM NPOWTH HECKONbKO KPYroB MOHUMAaHWMS: MUAONOrMYEeCKni
KOHTEKCT ¥ ero NCcuxoaHanuTUYeckyto MHTEePNpeTaLmio, CEMUOTUYECKIIA aHanw3
COOTHOLLIEHNS 21EeMEHTOB B CTPYKTYpe BM3yanbHOW penpeseHTaummn Muda B pas-
Hble KyNTYPHbBIE 3NOXM, HENOCPEACTBEHHbIV AMaNnor COBPEMEHHOIO apT-00beKTa
W CKyNbNTYpbl YeNNnHM B NPOCTPAHCTBEHHOM KOHTEKCTe, DEMUHUCTCKUIA 1 Me-
ANaKyNbTYPHbIV KOHTEKCT BOCMPUSATUS NPpoW3BeaeHs. B cTaTbe npeanonaraercs
NOATBEPAUTS CNedytoLLyI0 FUNOTE3Y: CO3AaBas NepeBepTbill MUda v apxeTunu-
yeckoro obpasa, HEOMUMONOTMYECKI CUMYNSAKP AeMUdONOrn3npyeT cam Mud,
TO eCTb OBHYASET ero, a 3aTeM HaflenseT Tekyllen KOHMOPMMUCTCKON NOBECTKOW.
Mud kak cobupatoliee Havano 1 yCTaHOBAEHKE PaHNML, XPOHOTOMNa CMEHSTCS Ha
HeoMund — COCTOSIHVIE MOCTOSIHHOTO CaMOOTPULIAHWS U CUMBONMYECKOTO pacnaaa,
4TO ABNSAETCSH XapaKTepHOW 4epTol NOCTryMaHmn3ma.

Puc. 1. /lyyaHo lap6aTun. Megy3a c ronosoii Mepces, 20082

2IcTouHMK n306paxenmns cm.: https://fishki.net/3450089-v-nyju-jorke-ustanovili-statuju-meduzy-
gorgony-c-golovoj-perseja-v-rukah.html (20.05.2023).
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MN®OIOTMYECKN-APXETUMNYECKWIA KPYT
TPAHCOOPMALINI OBPA3A

O6pa3 Mepgy3bl B Mucdonorumn npetepnen TpaHCHOPMaLMIO OT XTOHUYe-
CKOTO [10 @aHTPOMOMOPHOro CyWlecTBa, OT 6€306pa3HOro K MPeKpacHoMy, 4TO
MOBNNANO Ha ero pasindHbie dDyHKLI‘M\/I 1 Crnocobsl BM3yanmsaunn B nocnefy-
oumne 3noxm, B TOM 4ncne B COBpeMeHHOVI MednaKynbrype. TaK, Yy I'ecmop,a B
«TeoroHum» VIII B. o H.3. f[OproHa n3HavyanbHO NPefacTaBNeHa KaKk XTOHMYecKoe
CYLECTBO, ONNLIETBOPSIOLLEE NEPBOPOAHbIN Y)KAC U NPUPOMHbIA Xaoc, Bbipa-
XKEHHble B 3CTETHKe 6e300pa3HOro, OHAKO Y)Ke NMes IBONCTBEHHOE 3HaYeHNe,
CBsi3aHHOEe ¢ PyHKUMEN nnofopoaus: oT lNocelgoHa oHa poxaaeT Meraca u
Xpucaopa. Kak anotponuyecknii cumeon (obeper oT 3na) obpas Meay3sl 130-
6pa>«ancg Ha WKTax 1 gocnexax, a Takxe B Ka4eCTBe apxXMTEKTYPHOTO 3/1IeMEHTa,
yatlle BCero aHTedrKCoB, PacnpoCcTpaHeHHbIX Ha TEPPUTOPUN BCEM INNNHCKOM
vmnepun (puc. 2).

Puc. 2. AHTedukc ¢ ronoBoii FoproHbl. OcTpoB dacoc, Mpeuus. TpeTbs 4eTBepTb VI B. A0 H.3.
MWW nm. A.C. MywknHa®

3 NcTouHMK n3obpaxeHns cM.: http://www.antic-art.ru/data/greece_archaic/35_antefix/index.
php (20.05.2023).
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ViccnepoBanuns obpasa Mefy3bl Ha OCHOBE apXeonorMyecKmnx HaxoLoK
aKTUBHO MPOBOAMINCH B TeveHMe Bcero XX Beka®. B 0jHOM M3 caMbiX paHHMX
apxeonor A.Jl. ®pOTUHIIM aHanu3npoBan obpas Meaysbl B CBA3N C APYrMMU
HoXecTBaMM v Npulien K cneaytoum BoiBoaam: «(1) nepeoHavanbHo CylecTBo-
Bana CBs3b [OProHbl C AMOANOHOM 1 CONMHLUEM; (2) NpocnexuBaeTcs elle 6onee
paHHAS CBSA3b C APTEMUION B ee acnekTe 60rMHM NPUPOAbI U Nnoaopoaus; (3)
3Tu ABe naeun 6uinn obbearHEHbl U BOMMOLLEHbl B ToproHe B nepuop ¢ 10 no
6 BB. 0 H.3.; (4) MU o ToproHe 6onee paHHWA, WNPOKWIA 1 3HAYUMBIN, YeM ero
00bIYHO NPeACTaBASIOT, @ €ro BU3yanu3auns BKIKOYAET B cebs ermneTcKme, KpuT-
CKMe, XeTTCKUE U acCHpWINCKMe 31eMeHTbl KynbTypsl Manoii Asum» (Frothingham,
1911, ¢. 377). AccoummpoBaHwe ToproHbl C ADTEeMU0N B ee apXxauveckon hyHKLMK
60rviHM NNoaopoavs v apxeTnnomM Benvkoit MaTepn 0BbsCHAET M3HAYanbHYyo
ABONCTBEHHOCTb 3TOro 0b6pasa. Kak nuwet CnumoHa e bosyap, co3nasas 6a3y ans
(hEeMUHUCTCKOrO KOHTEKCTa MHTEPNPEeTaLyin 06pasa: «y KeHLUMHbI-MaTepU Ha n1ue
neyaTtb TbMbl: OHa — Xa0C, U3 KOTOPOTO BCE BbILUO U KyAa BCE AOMKHO OAHAXKAbI
BEPHYTbCS; OHa — HWMYTO. B HOUM CAMBAETCS BOEAVHO MHOXECTBO acNeKToB M1Pa,
SIBIEHHbIE AHEM: 3TO HOYb [yXa, TOMSILLErocs B NaeHy BceobLiell v HenpoHMLaeMon
MaTepum, HOYb CHa W NMYCTOTbl. B MOPCKUX ryOUHaX LapuT HOYb: XKEHWMHA — 3TO
Mare tenebrarum (cymepeyHoe Mope), BHyLIaBLLIEE CTPax APEeBHUM Mopen/iaBaTe-
NsIM; B Helpax 3eMv TOXe LapuT HoYb. 3Ta HOYb, FPO3siLlas MOrMOTUTb YenoBeka,
HOYb, 0OOPOTHAsA CTOPOHa NMNOAOPOAVIS, BCENAET B Hero yxac» (bosyap, 2017,
€. 112-113). C oiHOM CTOPOHbI, Mefly3a Kak XTOHMYEeCKOe CyLIeCTBO SABNAETCS Nep-
COHMDVMKaLVWen cTpaxa nepea NpupoaHoN CTUxMelt, obnaaatoLLelt cUnow n onute-
TBOPSIOWLEN XMBOTBOPSILLMI Xa0C, OHa €CTb MPOSIBEHNE XKYTKOTO, TasLLerocs Bo
TbMe, NNOf HOYM, MOPOXKAAIOWIEN MOHCTPOB. B KnHemaTorpahuyeckmx obpasax
COXPaHSETCS 3TOT 3M1eMEHT MOHCTPYO3HOCTH 1 ONacHOCTH (puc. 3).

+00630p TaKoBbIX NpeacTaseH B ctatbe A. flasapy 1 W. iupuuwc (Lazarou, Liritzis, 2022, c. 47-62).
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Puc. 3. Kagp u3 dunbma «brutea TUTaHOBY, pex. /lyu JleTepbe, 2010.
B ponu Mepy3bl foproHbl HaTtanbs BogsiHoBa®

deHoMeH wyTKoro — dpengunctckoe Unheimlich — paccmaTpurBaeTtcs
B MCMXOaHaNM3€e KaK M3Ha4anbHO CBOE, HO B pe3ynbTaTe BbITECHEHWS CTaHO-
BALLErocs YyXKWM 1 onacHeiM (Ppena, 2016). HOnus KpucteBa HasbiBaeT OT-
BpaTUTeNbHOE abject — HeoGbekTOM (Object), «KOTOPBIN 5 Ha3biBaKD UK BO-
obpaxato, Korga OH MpoTMBOMOCTaBneH MHe» (Kpuctesa, 2003, c. 37). Tema
XKYTKOIO B 9K3UCTEHLMANBHOM K/THO4E MOXKET ObiTb MPOUMHTEPMNPETVPOBAHA Kak
Tparefus YenoBeKa, BbIOPOLWEHHOIO B He3pasinyHbI K HEMY MUP, B KOTOPOM
NG B 6€300MHOCTY 3K3UCTEHUMANBHOIO CTPaxa OH MPUXOAUT K caMoMy cebe.
Tak vy M. Xaligerrepa ObIThe-B-Mype NPOSIBASETCS Kak HYyBCTBO He300MHOCTY
(Unzuhause), To ecTb Mmopayc xyTkoro (Unheimlichkeit).

C Opyrovi CTOPOHbI, XXeHCKU 06pa3 coO 3MEUHbIMK dNEeMEHTaMN 1MeeT
repMadpoanTHbIV XapaKTep, MOCKO/bKY ypobopuyecKas 3mes cama rno cebe —
3TO UMK KU3HW 1 CMEPTU, @ Takke 1 repMadpoamnT, CUMBONV3UPYIOLLMIA Hepac-
4NEeHeHHOe CMHKPeTUYEeCKoe MbllUNeHe, rae Maninyeckoe 1 KEHCKOe Havano
CNMBalOTC BoeamnHO. MapannenbHbiM apxeTUNMYecKnM CUMBOSIOM B PYCCKOM
donbknope asnsgetcs baba-Ara, o koTopoii B. Mponn nucan, kak o Benvkoit Ma-
Tepu («sira-gapuTenbHuUa, Sra-noxMTUTENbHKLA 1 sra-BouTenbHuua» (Mponn,
2022, c. 63)), HO 3Mew HKKorda He bbinv ee aTpMbYTOM (CTyNa M KOCTSHas Hora
— NPUHABNEKHOCTb K MUPY MepTBbIX). OfHAKO KaK XpaHWTeNbHYMLA Neca U xu-
BOTHbIX, TPOBOAHMNK MEXIY MUPOM XMBbIX 1 MepTBbIX baba fra cpogHu Meayse
B yHKUMM ApTemubl. A. TloTebHs oTMevan Takke cnenoTy Arn: «Bo3MoxHO,

> VIcToUHMK n30bpaxeHus cm.: https://elika.spb.ru/aktery-pevtsy-zvyozdy/natalya-vodyanova-
meduza-gorgona.php (20.05.2023).
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4TO baba Bb XMypKaxb NPeAcTaBAseTcs CAbNok He TOMbKO Bb CMbICAE Mpaka —
6e306pa3is, HO U Bb CMbICTE MpaKka — cMepTu» (MoTebHs, 1865, ¢. 68). B. Mponn
0OBSACHSET CNENOTY Kak HEBUAMMOCTb MEPTBbIX XKMBbIM 11 HAOOOPOT; TeM He Me-
Hee, ee MOXHO COOTHECTY C apXeTWMOM 3peHUsi, KOTOPbI CONMPOBOXAAET 0bpas
Megy3bl, TaK KaK ee B3MNs4 NPOU3BOAUT 3PMEKT OKaMEHEHNS, TO eCTb yMepLl-
BNeHus. YTo KacaeTcs obpasa 3men, TO OH CBA3aH C KONOBCKOW CUMOMN B PYCCKUX
CKa3Kax Vi BCTPEYaeTCs B BUE 1PaKkoHa (3Meli-NornoTUTeNb UAn 3MeR-NoxMTuTeNb
y B. Mponna). OaHaKo 13BeCcTHa apxeonormyeckas HaxoaKa «4epHUroBckas rpns-
Ha Bnagumupa MoHoMaxa» ¢ M306paXkeHneM 3MeeBuKa (prC. 4) — XeHLMHbI CO
3MENHBIMW HOraMu — Mo OfHOW W3 BepcuiA 06pa3 cCKUACKo 6ornHmn 3emMnm Anu,
rne 3Meun acCoUMMpYIOTCs C KOPHAMU UNK cokamn 3emnm (Pbibakos, 1949, c. 57).

Puc. 4. YepHurosckas rpueHa Bnagumupa MoHomaxa, 3on10Toi 3meeBuk X Beka,
HalaeHHbI B 1821 roay ©

B coBeTckol Tpaauumu foproHa nosiBuiach B aHUMAaLMOHHON 3KpaHu3a-
umn Muda o Mepcee 1973 1. (puc. 5).

® NcTouHuK n3obpaxerus cm.: https://ru.m.wikipedia.org/wiki/%D0%97%D0%BC%D0%B5%D
09%B5%D0%B2%D0%B8%D0%BA_(%D0%BC%D0%B5%D0%B4%D0%B0%D0%BB%D1%8C%D
0%BE%D0%BD) (20.05.2023)
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Puc. 5. ToproHa. Kagp n3 mynstdunbma «lepceit», pexx. A. CHexko-bnoukas, 19737

TaknM 06pa3oM, M3HaYaNbHbIA apXxauvyecKkmini CMbIC TOproHenoHa ove-
BMAHO OTpaxaeT XPOHOTON ApeBHero Muda NpOTMBOMOCTABNEHUS KOCMOCa
VI XaoCa, XM3HU U CMEPTH, ONPELENsieT NPOCTPAHCTBEHHbIE FPaHNLLbI HyBCTBEH-
HOrO KOCMOCa, TaK KaK 3aKMtoYeHHbI B M306paXKeHe XaoC CTaHOBUTCS CHMBO-
NIMYECKOM HenTpanu3sauneli (cybnumauneit) ctpaxa. K Tomy xe, ronosa Meay3sl
B «Mnnage» ynoMunHaetcs 6e3 kakon-nnmbo cessu ¢ lNepceem. Mepceit, Bonno-
warowmnii B cebe apxeTun repos, B Mnuage oTHeCeH 3eBCOM K «ClaBHeleMy
B COHMe repoeB» (fomep, 2008, c. 320), HO cobCTBEHHO ero brorpadus bGbina
onwucaHa nosgHee B nbecax Jcxmna, Codokna n EBpunuaa, rae oH nobexpaet
CUAbl xaoca. TaknMm 06pa3oM, OAUMMIUIACKMIA MOPSAOK (anonnoHMYecKkas CTu-
XWs) NoAYMHseT cebe Cunbl MPUPOAbI (IMOHUCUINCKAs CTUXMS), ONPeaenss Tem
CaMblM XapaKTep KNacCU4eCKon aHTUYHOCTH, B 4eM MOXKHO YCMOTPETb U 0Tpa-
KeHMe CoUManbHbIX aCMEKTOB: KaK YCTAHOBEHWS NaTprapxaTa, Tak 1 B Le/loM
npouecca aNNMHN3aLUNK, TO eCTb PACLUMPEHS TPAHML, MMMEPUI, BKIOYAIOLLe-
ro NPOTVBOMNOCTaBNEHWE 3NNMHCKOTO Havana BapBapCKoMy.

ApPXETUMUYECKNIA MOTUB PACUNIeHeHVS — B AaHHOM Cllydae — OTAeNeHws
ronoBbl OT Tena Mefy3bl CBMAETENbCTBYET O CTPYKTYPUPOBAHUM MbIWNEHNS,
4TO MPUBENO K AanbHeilel paunMoHan13aLUmMmn 1 o4enoBeyviBaHNIo apxanye-
CKOTo Mycha yXKe B 3MOXy 3MINHMU3Ma, YTO 1 MOBAUSAN0 Ha PUMCKYto Bepcuto OBU-
Avis. B Uenom npouecc anavHm13aumm oCHOBbIBACS Ha NPUHLMNE NPOTUBOMO-
CTaBNeHUs pa3yMHOIO 3aKoHa MPPaLMOHANbHOCTV MHANBUAYANbHOW BOM, HTO
3aKpenneHo, B YaCTHOCTYW, B apXUTEKTYPHON KOHKPETHO-4YBCTBEHHON hopmMe

" NcTouHuk m3obpaxerus cm.: https://triptonkosti.ru/4-kartinki/meduza-gorgona-kartinki-iz-
multika.html (20.05.2023).
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CNYXUBLLME AEKOPATVBHbIMY 3N1EMEHTAMM 3[aHWs. «BaHCKME rOproHs! WMPOKO-
nvUble, C TNYOOKMMU MOPLUMHAMU Ha NBY 1 MSAAT BCTPEBOXKEHHbIM B3MNSA0M.
PacKpbITbIVi POT, BBICYHYThIN S3bIK 1 HAXMYPEHHBbIV 106 nepefatoT onpeneneH-
HYI0 HeraTMBHy amouwmto» (ABannanu, 2012). M306pareHns TOproHsl MOXHO
BCTPETUTb, HanpuMep, v Ha orpage 1-ro VIHXeHepHOro MocTa 1 pelleTke JleT-
HEero caga co CTopoHbl Moliku B CaHKT-MeTepbypre, 4TO onpegenseT rpaHuLb
yXKe He MUDONOrMYecKoro XpOHOTONa, a, CKopee, KYNBTYPHOI NPUHARNEXHO-
CTW K 0bLieMy eBPOMENCKOMY KOay B NEPUOA PacnpoCTPaHeHUs Knaccuumama
1 6apoKKo.

C TOYKM 3peHns hperianCTCKON TEOPUK CEKCYanbHOCTH, 06e3rMaBUTh 03-
HayaeT KacTpupoBaTh: «B3rnsag Ha ronosy Meay3bl MPUBOAWT K TOMY, H4TO OYe-
BMAeL, KaMeHeeT OT yxaca. 3aMeTbTe, YTO TyT Mbl CHOBA CTasIKMBaeMCS C KOM-
NNEeKCoM KacTpaumn, 1 pas3psakon ero adhdekTa, Tak kak OKaMeHeHe o3HavaeT
apekumto» (dpeiip, 2021, c. 421). B 6onee WMPOKOIN apxeTUNUYECKo toHreaH-
CKOW TpaKTOBKe WWT Mefy3bl, CIYKUBLIMIA 3epKanom ans lNepces, apxeTunu-
YECKM MOXET CMMBOMM3MPOBATb YNOPSAOYMBaAHME Xaoca B TEHEBOW CTOPOHe
INYHOCTU repos, CNocobHOro BopoTbCs CO CBOEN TEMHON Becco3HaTenbHON
CTOPOHOM, YTO UMEET 3HaYeHMe YKe AN CAaMOrO apXeTuna repos Kak metacdo-
pbl CTAHOBAEHMS NUYHOCTU. DyHAAMEHTaNbHbLIM AyanbHbIM OTHOLWeHKeM dop-
MUPOBaHNA f, NpefcTaBeHHbIM NaKaHOBCKOM KOHLUeMNUWen cTaagum 3epkana,
SIBNSETCA OTHOLIEeHME MeXay 3ro 1 3epKanbHbIM 06pa3oMm, SBASAIOWMMCS OAHO-
BpeMeHHo 1 [Apyrum.

Takum 06pa3om, 6e306pa3Ho yKacHoe n3obpaxeHne Meay3bl xapakTep-
HO B bonbluelt cTeneHn 4Ns Neprofa apxarku, HO yxxe B KNaccuyeckuin nepu-
0f, NPOUCXOAUT TpaHchopMaLms K npekpacHoMy 06pasyé. B n3obpaxeHunsx Ha
[pEBHErpeyecKnx Basax BCTPEYaETCs U KOMUYeCKniA anemeHT (KpacHoduryp-
Has ruapus, MaH, BTopas 4eTBepTb V B. A0 H.3., BpUTaHCKMIA My3eid, /TOHAOH):
«onosa Mepaly3bl Kak BYATO CHACTANBO NOKOWTCS B CyMKe [lepces, ee rnasa npu-
KPbITbl TaK, YTO 3TO YyKa3biBaeT 3puTento Ha ee bnaxeHcTBo» (Wallace, 2011).
KoMmuyeckoe CBsi3aHO C 3CTETWKOW 6e306pa3Horo U HU3MEHHOro, MO3TOMY
C TOYKW 3peHUst KyNbTYPHOM OTMKX B 3TOM HET NPOTMBOPEYMs, TaK Kak Ko-
MUYEeCKOoe CNY)KWIO HEeWTpanuM3aTopoM CTpaxa nepef NpUPOAHbIM XaoCoM.
OpfHako TpaHcdopMaums oT 6e306pa3Horo K MpeKkpacHOMY CBUAETENbCTBYET

8 Ipeyeckume apxeonoru A. flazapy 1 V. iMpuumc co3ganyt MHTEPECHY TUMOoNorno n3obpa-
KeHWn Mepgy3bl (obllee KONMYecTBO apTedakToB — 564), HauMHas C Nepropa apxaviku o
No3[HeN aHTUYHOCTW. Tun 1: IHaVBUayansHble ronosbl/Macky (roproHun). Tun 2. CMellaHHble
MOHCTPbI-FOProHbl. Tun 3. TOpro ¢ 1BoTHbIMK. Tun 4. Topro 8 no3se «Knielaufs — 6ykBansHo
6erom Ha KoneHsx unu 6eIcTpbii 6er. Tun 5. XToHuyeckas [oproxa (Lazarou, Liritzis, 2022, c. 59].
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0 BIUSIHWM KNACCUYECKOTO Meana (anonnoHNYeCcKoro 31emMeHTa vim npuHumMna
NaHKanMCTUYECKOro BOCNPUATUS MVpa’®) Ha BCe PEBHErpPevecKkoe UCKYCCTBO;
KpoMe TOro, NOsiBASeTCS MOTUB XEPTBbl U HECNpPaBefMBOCTM, YTO FOBOPUT
06 OTAeNeHnM NUYHOCTHOIO Havana oT NPUPOAHOTO U Pa3pyLIEHNU apxande-
CKOW CUHKPETUYHOCTH.

SEMUHUCTCKUM KOHTEKCT

Y OBuans Mud opopmMngeTcs B UCTOPMIO HECHACTHOW EBYLLIKK, HECMpa-
BEAIMBO OCY)KAEHHOM ADWHOW: BMECTO POMaHTMYeCKon NHOBHON CLEHDI
Ha nyry fecnoaa NosBASETCS MOTUB «M3HACMAOBaHUs» B xpame AduHbl. He-
CMOTPS Ha TO, 4TO B Muax bonee paHHEro NPONCXOXKAEHNS 3TOT MOTUB NpU-
CYTCTBYET MOBCEMECTHO KaK OAWH 13 apxeTUMoB KynbTa NAoAoPoans (HUMdbI
¥ LapeBHbl, HACUNBHO ONNOAOTBOPEHHbIE BOraMmn-onMMNMnLaMK, Yalle BCEro
BCTPEYaIoTCs B KOHTEKCTE KOCMOTOHMYECKMX MUDOB O MPOUCXOXAEHN M pacTe-
HWI, KOHTUHEHTOB, HaLMI), DEMUHUCTCKUM AMCKYPCOM OH paccMaTpuBaeTcs
B IMYHOCTHO-NPaBOBOM acnekTe. Cpean camMblX 3HAMEHUTbIX (PEMUHUCTCKIX
Npou3BefeHNiA Ha 3Ty Temy cnefyeT ynoMsiHyTb 3cce «Cmex Mefy3bi» 1 «KeH-
CKas spocTb»i®. deMUHM3M 0OBUHSET NCKXOaHaNUTUYeCKue UHTepnpeTaumm
Mepfy3bl B Cyrybo MyCKOM B3rnsge Ha ee BOCMpUATUE U AeKOHCTpynpyeT 06-
pa3, npeBpallas ero B CYMBOA, ONMLETBOPAOLMA BOpbby C NaTpuapxaTHbIM
nopsakom (Bowers, 1990).

O4eBWAHbIM 10Ka3aTeNbCTBOM TOMO, YTO M3HavYansHo Mud o Meayse oT-
HOCMACS UMEHHO K KOCMOTOHMYECKUM MUdaM, ABASETCs TO, YTO OT Hee pox-
paetcs lerac (KpbinaTtblil KOHb) M Xpucaop (ocHoBaTenb knaHa). B Tpareamsx
M KOMeaMsX KNaccu4yeckoro nepuoga B LEeNoM Bce Honblie HauyMHaeT oTpa-
XaTbCA COLMANbHbIA KOHTEKCT, MO3TOMY Hebe30CHOBaTENbHO COBPEMEHHbI
DEMUHNCTCKMIA AUCKYPC YacTo obpallaeTcst K aHTUYHbIM 0bpa3amM KNacCuKu.
Tak, HanpumMep, B 0630pe AOKYMEHTaNbHOro dhuibMa 0 NONbCKOW IMUTPaHTKe
MapTa XOKMHC CPaBHMBAET ABYX XEHLIWH W ABE NCTOPUN: <AHTUIOHa, MdbULYe-
CKast hMBaHCKas XeHLMHa, OcnapmnBaeT NPUroBop Liaps KpeoHTa, 4Tobbl obe-
CNeynTb A0CTOMHOe NorpebeHne ceoero bpata MNMonnHuka, beaTa, oBAOBEBLLIAS

° Npowv3BOAHOE OT KanoKaraTuu.

10 Cixous, H. (1976). The Laugh of the Medusa. Signs, 1(4), pp. 875-893. The University of Chicago
Press. Chicago, United States of America. Valentis, M. & Devane, A. (1994). Female Rage: Unlocking
Its Secrets, Claiming Its Power. Carol Southern Books. New York, United States of America.
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XEeHLLMHa 13 HeBOMbBLWOro NONLCKOro ropoaKa, bopeTtcs ¢ BropoKpaTnenn NoH-
[OHCKMX YYHOBHWKOB NSt OPraH13aLlmmn Hagnexatimx noxopoH CBOero Myxa.
0O6e HeHLWMHbI peLlatoT B3sTb BCe B CBOW PyKM, 06 MPUHUMAIOT CMenoe pelle-
HWe 0TKa3aTbCs OT 6€30MacHOCTY CBOErO IOMA U CeMbM, Y3BECTHOW B rpeye-
CKOV PUNocothmm Kak MPOCTPaHCTBO OMKOCa, U CTONKHYTLCS C MOCNeACTBUAMM
TpaHCrpeccvn B NpoCTPaHCTBO MUPa MYXUMH-TpaxaaH, noauca. .. ak [leppu-
i@ Ha3bIBAET 3TO MHAKOBOCTbIO, «DBOTON CUCTEMbI», 03HAYAIOWIEN, HTO AHTUTO-
Ha NPUXOAUT M3BHE CUCTEMBI 1 ee IeNCTBUS He MOTYT BbITb MPUHSTLI — “nepe-
BapeHbl” KpeoHToM» (Hawkins & Hawkings, 2022, c. 863).

OfHaKo B »enaHum 1eKOHCTPYMPOBAaTh NaTpUapXaTHbIi CUMBOINYECKNI
NopsAOK heMUHN3M HEMNPaBOMEPHO YPaBHMBAET M CMELIVBAET Pa3NyHbIe M-
onorvyeckme 1 annyecKmne CNou, CTaBsa B OfMH psif «6opbbbl 3a rpaxaaHckme
npaBa» TaKme WeHcKne 0bpasbl, kak Meay3a v AHTUIOHa, XOTs nepBas U3Ha-
YanbHO He ABASANACH YEN0BEKOM, a bbifia OAHON U3 Tpex roproH. OBMaANKA Npuaan
el 6onble NHAVBMOYaANbHbIX YEN0BEYECKMX YEPT 1 YCUAWA APEBHErPeYecKyto
naeto cyabbbl (HacTb ANOHUCUIICKOW CTUXMM), BAACTW CBEPXBECTECTBEHHbIX CUN,
co3nasas adeKT TparegmMun 3K3UCTEHUManbHOro abeypaa. Yxac nepeg npu-
POLHON CTUXMEW CMEHWUACS Ha CTpax nepep BAacTbio HECTPaBEAINBOCTM, YTO
MO0 ObITb PELIEHO C MOMOLLBIO PUMCKOrO Npaga (04eBMaHa Napaniens ¢ co-
BPEMEHHbIMUN NMbepanbHbIMY NpaBaMmn) — Tak MPOUCXOANT paLvoHanmn3aums
Mnda. Tem He MeHee PUMCKOe CO3HaHVe 0CTaBanoCh B paMKax HaTypanucTmye-
CKOTO KOHKPETHO-YYBCTBEHHOIO MbILLUAEHNS, KOTOpPOe BAN3KO, MO CyTwW, COBpe-
MEeHHOMY NO3UTUBUCTCKOMY HUTUU3MY.

Takvm 0bpa3om, B 13obpaxeHUn «Meay3bl ¢ 0TPyONEHHON ronosoi Mep-
Ccest», C TOYKM 3PEHNS TOTUKM apxanyeckoro Muda, xaoc B 0bpase Benukoii Matepu
nobexaaeT KOCMOC ¥ CUMBONMYECKNIA MOPSAOK, MOCTPOEHHbIV anoANOHNYECKOM
CTUXMEN, 4TO B COBPEMEHHOW KYNbTYPONOTMYECKOM TPAKTOBKE MOXET ONULIETBO-
pSATb OYHT XTOHMYECKOro HecCo3HATENbHOrO NPOTUB PaLMOHaNBHOTO BUHAPHOTO
MUPOBOCTIPUATHS, €r0 AEKOHCTPYKLMIO U TpaHcrpeccuto. C no3numnm hemmnHmsma,
Megy3a MCTUT BCEMY MYXCKOMY CUMBOIMYECKOMY MOPSAKY CUCTEMBI, yOUBas re-
pOsi, KOTOPbIN HE MOCsran Ha ee )eHCKoe JOCTOUMHCTBO, HO BUAUT B Heli MOHCTPa,
KOWM OHa CTana, byay4m xepTBoW 3TOro nopsaxa. OfHaKo CKynbNTop caM nonaga-
€T B IOBYLLIKY: OH AnLlaeT Mefy3y N1of0pOAHOro Havana, byaTo CTepUn3yeT ee,
OTHMMas e XEHCKYIO CUY (HET SPKO BbIPaXKEHHbIX TEHUTANWIA, KaK, HanpuMmep y
NaneoNUTUYECKMX BEHEP); B TO e BpeMs 3Meun Ha rofloBe aKTyanmn3npytoTcs Kak
onacHas cuna [pyroro. CKynbnTop 6eCCO3HaTENBHO CTAHOBUTCS XepTBOW HOBO-
ro MaTpuapxaTta 1 BbIHYXAEH NMOBUHOBATLCS HOBOW CUCTEME LIEHHOCTeN, OfiHaKO
6ecco3HaTeNbHO NPOTECTYS MPOTUB Hee.
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OVANOr CHEN/TNHN

B XpMCTMaHCKMII nepuog omnpaBfaHue CyLeCcTBOBaHMS 3Ma W YpOACTBa
B MVIpe CTaso OfHOM M3 OCHOBHbIX TEM pacCyaeHnii ABpenmst ABryCT1Ha, KOTo-
bl MOAYEPKMBAET, YTO «OWNOKA SBNSETCS COCTABHOM YacTbto 06LLIEro nopsiaKa»
(3ko, 2008, c. 44). B 3noxy PeHeccaHca BHUMaHWe K 6e306pasHoMy nprobpetaeTt
XapaKTep peannsma, YTo AEMOHCTPUPYET WMT Meay3bl BEpOKKMO AN yTePSHHbIN
PUCYHOK JleoHapAo fa BuHYM, Bocco3fanHbIi KapaBagxo (puc. 6).

[lanee ata TeHAeHUMS NPOCNEXMBAETCS W B HapOYHYtO 3MOXY, Hanpumep
y M. M. PybeHca. B 1635 1. B cBoeM TpakTaTe «06 ypoacTse» AHTOHMO POKKO 3asB-
NSIET, 4TO XOUET roBOPUTH 0 He306pa3HbIX Beljax, MOTOMY YTO «OT BEYHbIX Pa3ro-
BOPOB O HEXHOM ¥ MPEKPACHOM B KOHLE KOHLIOB HauVHaeT TOWHUTb» (3Ko, 2008,
c. 149).

Puc. 6. KapaBagxo. Mepy3a. 1597

1 NcTouHMK n30bpaxeHns cM.: https://ru.wikipedia.org/wiki/%D0%9C%D0%B5%D0%B4%D1
%83%D0%B7%D0%B0_(%D0%9A%D0%B0%D1%80%D0%B0%D0%B2%D0%B0%D0%B4%D0
%B6%D0%BE)#/media/%D0%A4%D0%B0%D0%B9%D0%BB:Caravaggio_-_Medusa_-_Google_
Art_Project.jpg (20.05.2023).
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OpHako ckynbnTypa beHBeHyTo YennnHm, OTHOCKMMAas K MaHbepM3MY, CO3aaH-
Has B 1545-1554 rogax no 3akasy repuora Kosvmo Megmyu, BHOBb NpeacTaBaser
nnuo Meay3bl 1 ee Teno Kak 3CTETUYECKM NpeKpacHoe 1 padnHUpoBaHHoe (puc. 7).

CnepyeT 06paTUTb BH/MaHWeE Ha TO, YTO CKyAbNTYpa HennvHy bbina ycTaHoB-
neHa Ha nnowwagy CeHbopuy Bo DnopeHLyn 1 KOMMO3WLVIOHHO HaXOANUTCS MEXIY
«[laBngom» MukenaHmkeno n «f0andbto» loHaTenno. Bee Tpu ckynbnTypbl 06b-
efMHEeHbl OAHUM MOTVBOM — OTPY6/IEHHbIE FOfI0BbI, CTaBLUME CYMBOAAMM Pa3HBbIX
3TanoB pa3BuTys PeHeccaHca. [1oNnor aTUX Tpex CTaTyli B KOHTEKCTe NyBanyYHOro
NPOCTPaHCTBa LieHTPanbHOM hAOPEeHTUINCKOM NNoWaam NpeacTaBnseT ocoobbii
VHTepec AN aHanv3sa. ToT dakT, 4To [lasma v toandb (BETXO3aBETHbIE NEPCOHAKN)
CTaBATCS B OAWH Psf C aHTUYHbIM 0bpa3oM lMepcest, xapakTepeH Ans SKNEKTUKN
PeHeccaHca, 4To 0ObACHAETCS TeHAEHUMSIMU aHTPOMOLEHTPU3Ma U NOBOPOTOM
K3MNMpUYecKoMy HaTyphrnocodcKkomMy MUPOBO33peHuto. Matepraniam 1 «Y6uin-
CTBO KONNeKTBHOro OTUa» (XPUCTUAHCKOTO PENUIMO3HOTO TPaHCLEHAEHTHOrO
Hadvana), no onpepeneHnio 3. HolMaHa, B LiesIoM xapakTepu3ayeT nepexon kK Hosomy
BpemeHn. A.d. /loces, OTMeYast NMYHOCTHO-MATEPMANBHYIO SCTETUKY Bo3poxae-
HWS, NVCan O KpM3WCe MYHOCTU, KOTOpasi, «OCTaBasiCh MYHOCTHBIM e 06pa3om
NPOTVMBOMNOCTABNEHHOW BCEMY KOCMOCY, yxKe ollyllaeT becnpeaenbHblil yxac
CobCTBEHHOro 0MHOYeCTBa 1 HeCNOMOLLHOCTY Nepef 3TUM KOCMOCOM. B cBoel
OTBEANHEHHOCTM OHa Y)Xe He MOXET OMepeTbCs U Ha APYryHo, CTOMb e 3aMKHYTYIO
B cebe 1 0OAMHOKYIO NUYHOCTb» (/loces, 2021, ¢. 391).

HAYKA TENEBUAEHUA 19 (4), 2023 46 THE ART AND SCIENCE OF TELEVISION



Puc. 7. benseHyTo Yennuuu. Mepceit. 1545-155412

OTpybneHHble ronoBbl CYMBOMU3UPYIOT BNACTb U 0bNafaHve C1non Bpara:
obesrnaeneHHble fonvad, OnodepH v Meay3a 0nMUETBOPSIOT OBNAAEHNE 3eMNEN,
nobepnolt Hag [ApyrvimM Kak CUMBOIMHECKM MOPSIIKOM, KOTOPbI MEHSIETCS HE TONbKO
CO CMEHOW MOANTUYECKO (hOPMBI MPaBNeHUs, HO U MPOVCXOAUT PAAVIKaNbHbIV CIOM
MUPOBO33PEHYECKIX MapaanrM. Ho ecivxeHCKUA 06pa3 Kopudu cunThiBaeTCs Kak
rpaxgaHcKuii nogsur 1 cmeon GnopeHTUCKON PecnybnvKm nog 4eMoKpaTyve-
CKOW BNacTbio Meawnun, a [laBug B 06pa3e npekpacHoro AnosnoHa, nobexaatoumi
fonvada, AEMOHCTPUPYET BNACTb COBEPLIEHHOIO YeoBeKa Hafl Nprpoaoi, To Mep-
Cel, Ka3anoch Obl, CTAHOBUTCS YNACTON anneropren 1 MHTeNNeKTyanbHOM CXeMO:
B 0bpa3e aHTUYHOTO repos Mepces, Mo 3ambiCy aBTOpa, KOHUENTyanbHO Bbina
npocnaeneHa nobena Meauun Hag conepHmKamm B 6opbbe 3a BnacTb. OiHaKo Tema
BNACTV aKTyanu3npyeTcs 30eCh He TONbKO B Y3KOM UCTOPUYECKOM M MONUTHUHECKOM
KOHTEKCTE, HO U B hUI0CODCKOM.

12 \cToYHWK 1306paxeHns cM.: https://ru.wikipedia.org/wiki/%D0%9F%D0%B5%D1%80%D1%8
1%D0%B5%D0%B9 (20.05.2023).
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B oblekynsTypHOM nnaHe B obpase MNepces M'ymaHn3M yTBepaaeT cebs
Yepes KOHKPETHO-MaTepUanVCTUYECKOE MOHUMaHWE pa3pyLieHNs CBSI3K YenoBeKa
Y NPVPOLbI, B pe3ynsTaTe NprBeaLee 3anagHyro KynsTypy K No3uTUBU3MY, @ 3aTeM
HUIUAM3MY M CaMooTpuLaHuio. B. CoNoBbEB NCan O BENVIKOM Ha3HaveHny 3anag-
HOW UumBMAM3aUmm Tak: «OHa NpeacTaBaseT NoNHOe 1 NocnefoBaTeNbHoe oTnage-
HUe YenoBeYECKIX MPUPOAHbBIX CU OT BOXECTBEHHOMO Havana, UCKMOYUTENbHOE
CaMOyTBePXAEHNE VX, CTPEMIEHME Ha CamMux cebe OCHOBATb 3AaHne BCeNEHCKON
KynbTypbl. Yepes HecoCTOSTENBHOCTb U POKOBOI HEYCMEX 3TOTO CTPeMIeHUs sB-
nsietcs camooTpuuarue» (Conosbes, 2021, ¢. 19). CUMBOANYECKN Yepe3 yOUICTBO
Megy3bl MPONCXOAUT «CaMOYTBEPXKAEHNE CTUXMIAHO-aPTUCTUYECKOTO YEN0BEKaY,
no onpegenenuto A.®. flocesa, B TpakToBke XK. [lenesa 31o ectb CamoyTBeEpPXKAeHMe
HOMa[IMYEeCKOro CyObekTa, KOTOPbIN BKAOYAET B cebs abcontoTn3aLmio BOMM K
XI3HUW B 0bpase lNepces, 0CBOBOXAEHME OT BNACTY CBEPXYEIOBEYECKOrO Havana,
3CTETUYECKYIO AEMUYPTIIO Cebst (4TO, KCTaTU, KOHKPETU3MPOBAHO HaNUYMEeM Nop-
TpeTa caMoro HYennuHu Ha obpaTHo CTopoHe wema Mepces (puc. 8)).

Puc. 8. BeHBeHyTo YennuHu. LLinem Mepces (pparmeHT)*

B coBpeMeHHO e ckynbnType MNepceii npespallaeTcs B Teno-6e3-opraHos
(ronoBa 6e3 Tena NMLWaeTcs OpraHn3aLmn; KCTaT, OHa TOXKe OTPAXAET YepTbl CKy/lb-
nTopa lapbatw), a Mefly3a CTaHOBUTCSA NPEKPaCHbIM NOATBEPHAEHNEM TeHASHLN,
3a710%eHHOI B PeHeccaHce: OHa AeMOHCTPUpYeT Napafoke NyMaHv3ma, KoTopbIi
COCTOMT B TOM, 4TO OH NpuBen K heHOoMeHy NOCTryMaHn3Ma, TaK KaK «3anafHas

B NcTouHmK n3obpaxerus cm.: https://unitalia.ru/lodzhiya-lantsi-vo-florentsii/ (20.05.2023).
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UMBMAN3ALMS yTBEPAMAA 3apa3 1 BECKOHEYHOEe CTPEMIEHNE U HEBO3MOXHOCTb
ero ynosnetsopeHus» (Conosbes, 2021, ¢. 27).

B LeNoM noaxof K NOHUMAHWIO NMYHOCTY TEXHOTEHHOM LUMBUAN3ALUMN KaK
K Teny-6e3-opraHoB, no MHeHuto X. [lenesa v M. dyko, BbICBOOOXKAAET ee 113 OKOB
noboit BNacTu, npexae Bcero, MeTadusnKkm 1 naeannama. YTpaTvsLInia cybbeKT-
HOCTb MHAVBUA NPEBPALLAETCs B «OTCYTCTBYHOLLYIO MULLIEHb». [lpyroi B ponu BHeLU-
Hero — 3T0 BNACTb, HO He Kak (hopMa rocnofACTBa, @ Kak NOABWKHbIE OTHOLEH NS
AENCTBYIOLLNX reTePOreHHbIX CUA, TO €CTh 3TO U €CTh CBOEro pofa Mepy3a-Pru3soma.
XaHHa ApeHAT cunTana, 4To, TONbKO «MOAAEPKMBAs HEKOHTPOMPYEMbIA MO CBOEN
CYTU XapaKTep AeNCTBUS, NOAM MOTYT HUNTb B YEM-TO, Ha3bIBAEMOM MOANTUHECKM
coobujectBom» (Sjoblom, 2023, c. 146). Tiobuc Kaponn cozpan 0bpassbl HOMagu-
YecKMx cyObeKToB B «Anvce B CTpaHe Yyfec» vepes 3cTeTuky abcypaa, 6nmskyto
MeTOfy AV3BIOHKTVBHOTO cMHTe3a XK. [lenesa kak coefjHeHUst HeCOeAMHUMbIX
3N1eMeHTOB. EC/IM COOTHECTM MOTUB OTPYONEHHBIX TONOB B «ANCE» C COBPEMEHHOW
CKyNbNTYPOK, TO Meay3a 3amedaTenbHo KoppenupyeT ¢ K3ponnoBCcKoi Koponesoi
(«OTpybUTH eMy ronoBy!), ONMLETBOPSIOLIEN XAOTUHECKYHO BNACTb PEAKTUBHbIX CUA,
BbIHY)KAGHOLLMX HEN0BEKA HAXOAMTLCS B COCTOSIHUM TEKYHECTH Vi Tena-be3-opraHos,
BTOM 4ncie 6e3ronosbl. Takum 0bpasom, Mepceit CTaHOBMUTCS MOHCTPOM, MOCTHENO-
BEKOM-TOCTTEHAEPOM (TaK KaK Tenay Hero HeT, OH IMLEH reH/AepPHbIX MPU3HAKOB),
POXAEHHbIM 3aMagHON LMBUAN3ALMNEN.

Hecny4yaiiHO UMEHHO DEMUHUCTCKMIA AUCKYPC aKTUBHO pa3BMBaeT uaeto
NOCTYeN0BEKa, MOCKOMbKY pelleHvie NpobaeMbl KeHWMHbI-Ipyroro B eBponeinckon
KynbType CA1NOCh C UaesMun HebrHapHOW NOCTaHTPONOLEHTPUYECKOW 1 NOCTAY-
ANUCTVYECKON AEKOHCTPYKLMM: TakUM 06Pa30M, MOCTTYMaHUCTUHECKMI CyObeKT
OMUCBHIBAETCS B KOHTEKCTE HOMaAM3Ma, B TOM YuCe «Ans CHATUS ONno3nLmm
Cy6BeKT/0bBEKT B CBA3M C TEXHONOTMYECKUMM U3MEHEHUAMM KynbTYpbi» (KpyBKO,
2023, c. 127). KoHuenuus nocT4YenoBeKa BKAOYAET B Cebs HECKONBbKO aCmneKToB:
C Of}HO CTOPOHBI, CUMOMO3 C TEXHONOTUAMM MPUBOAMT K M3MEHEHWIO B MpoLiecce
CaMOVAEHTUDMKALMUW NMYHOCTHM, Pa3pyLUEHWIO LLeNoCTHOCTU cybbekTa (B TOM
4Kcne 3TO CBA3aHO C TpaHCopMaLMsaMmU KOHLenTa TenecHoCTw), BNNOTb 40 31u-
MUHMPOBaHMS (eHOMeHa CO3HaHMS (4TO aKTMBHO Pa3BKBAETCS B aHaNUTUHECKOM
philosophy of mind), c gpyroi, — NpuHUMN aHTpoMNoUeHTpK3Ma B ObLLEeN Teopuy
1 Punocodumn KynbTypbl CMEHSETCH Ha TEeHAEHUMIO feaHTponoLeHTpr3Ma, To
eCTb CMellleHVe naen YenoBeka 13 LieHTpa MUPO3[aHuns, NonbITKY NPeogoneHms
KaHTOBCKOMO KOPPeNsiLMOHHOr0O CyObeKTBM3Ma B MONb3Y HEKOW OOBEKTUBHOM
peanbHOCTY (MO3MLKMS CNEKYASTUBHOMO peani3ma).

* CM. 0630p KOHUeNnuui NocTrymMaHu3ma B ctaTbe ©KeHWmMHa-Apyro» Kak ocHoBaHWe Ans
NOCTTYMaHNUCTUYECKOTO CyObeKTa B COBPEMEHHOM (aHTacTvyeckoM KuHo» (Kpysko, 2023)

(20.05.2023).
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XYAO0XEeCTBEHHble MPOM3BeeHUs B CUHKPETUYECKON POpMe OTpaxatoT He
TONBKO KOHKPETHbIV 3aMblCeN aBTOPa, HO M 00LLVE CyObEKT-00bEKTHbIE OTHOLLIEHNS
Ha Ka)<4oM 3Tane KynbTypPHOro pa3BuTHs, B LieSIOM BAsSCb HOPMOI BOCMPOU3BOA-
CTBa 4eNoBeYecKoro bbiTus. Mud o Meayse v lMepcee ABNSETCS apXETUNUYECKIM, Ha-
psany ¢ Mmudamm 06 3amune nnu Hapumcce, To eCTb OTPaxaeT rMyObuHHbIE OTHOLWEHWS
YesnoBeKa 1 MVpa, a Takxke NpoLeccs GopMUPOBaHUS MblLEHNS Ha Pa3HbIX 3Tanax
CTaHOBMeHWs CaMOCO3HaHMs. B ckynbnType /lydaHo apbati, NoM1MMo ByKBanbHOro
CMbICNa hEMUHUCTCKOW arpeccum, NpocTynaeT obllas TeHAeHUMS paspyLieHus
aHTPONOLEHTPU3Ma NOJ HATUCKOM CO3A4aHHOTO CaMMM YeIOBEYECTBOM MOHCTPa
— TeXHOTeHHON UMBMAM3aLMn. B apxanyeckolt KynsType Mefy3a onuueTsopsina
NPVPOAHbI XaoC, KOTOPbIA HAXOAWACS B ONMO3MLMM K paLMOHaNbHOMY NOPSAKY,
COTBOPEHHOMY 4YenoBeKoM, Mefy3a bbina [pyrviM — MOHCTPOM BKEHCKOM 00ANYMY
MO OTHOWEHWIO K Pa3yMHOI NaTpuapxaTHOW nepapxin, rae yxe B Nepuog Knaccukm
Hadvana Bbi3peBaTb Maes CyobeKTa, 06nagatollero BNacTbio Hag MYPO3AaHKeM, 4TO
3aKpenunoch Banoxy PeHeccaHca B acTeTuKe MymMaHn3Ma B 06pase BO3POXKAEHHOTO
Nepces. lanee 3TOT 06pa3 HbIN «3aKOHCEPBMPOBAH» B KNaccMUM3Me [0 Tex nop,
NoKa MOAIePHW3M NOA BAVSHUEM HULILIEAHOBCKINX U PPEraNCTCKUX Mael He Havan
paspylaTb LeNoCTHOCTb Cy6beKTa, NOCTPOEHHYIO Ha JOMMHAHTE KapTe3naHCKoro
pasyMHOro Hayana, YTo BM3yaNlbHO OTPaXEHO B TEKYYMX CIOpPeanuCTUIecKmXx
obpa3sax. OgHaKo NoaobHas paanKanbHas peeontouvs — nobena Meay3sbl Hag
MepceeM — cTana BO3MOXHa TO/BKO B YCOBMUSIX COBPEMEHHOIO MOCTMOAEPHUCT-
CKOTO AEKOHCTPYKTUBM3MA ¥ NMOCTIyMaHK3Ma. B nepByto odepeb 1 Kak MUHUMYM,
OHa [1eMOHCTPYVPYeT ByKBaNbHOE pacyneHeHne YenoBeKa, YTo abCoNtoTHO Kop-
pennpyeTcs C KOHUENUMsAMM HoMagm3Ma 1 NocTryMaHn3Ma B niaHe paspyLeHns
Cy6BEKTVBHOCTY M LENOCTHOCTU. Ho KeM siBNsieTcs coBpemeHHas Meay3a? OHa Bce
TOT e MOHCTP, YYXKOI 1 [Ipyroit, npeacTaBAsioLmiA CMepTenbHyto yrpo3y. Ecnm ee
paccMaTpuBaTh Kak 06pa3 TEXHOreHHOM LiYBMAN3aLUMK (MOCKObKY eCTb HEKOTOPOe
CXOACTBO C POBOTOM C OTChINKON K «MaHwudecTy Knubopros» [l. Xapayai), To Meay3a
MOXeT ObITb OYKBaNbHO anneropueit robanbHOM CeTU, MCKYCCTBEHHOMO HTeNNeK-
Ta C KNybKOM 3Mein-HelpoceTelt Ha rofoBe, KOTOPbIN BbITECHSET «4eN10BeYecKoe»,
AVWas ero cusbl U CO6CTBEHHOM LLeNOCTHOCTM. HO, BO3MOXHO, OHa eCTb cama K-
3KCTeHUManbHas peanbHOCTb, KOTOPas HaKa3blBaeT YeNOBEKa, «CyLIeCTBYOWEro
B HOBOW UMMPOBOMA peanbHOCTV — peanbHOCTH MOCTYeN0BEYECKOro nepexoaa,
B KOTOPOM YENOBEK TEPSIET CBOE OHTONOMMYECKOE U3MEPEHNE 1 CTAHOBKTCS OAHUM
13 MHOT VX OHTUYECKMX KOHCTPYKTOB» ([aBbiaos, 2022, ¢. 138).
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COBPEMEHHbIN MEAUNHbBIA KOHTEKCT

Cnocobbl penpeseHTalmmn obpasa Meay3bl B pa3nnyHble 3Noxm npakTuye-
CKM Bceraa 6binn NybanyHbIMK. Tak, B NEpUOA apXxanku U aHTUYHOCTM OH Obin
NpeacTaBNeH B 31eMeHTax apxMTeKTypbl 1 Ba30NMCK, MOCTOSHHO NPUCYTCTBYS
B MOBCEAHEBHOCTU, Oyy4n HEOTHEMAEMOM YacTblo MarM4yeckoro MbllNeHus.
PeHeccaHc NoaobHbIM e 0bpa3oM nomellaeT 06pa3 foproHbl B Ny6amMyHoe mMe-
CTO, HO B XVII-XIX BeKax CtoxeT CTaHOBWTCS 6onee aNMTapHbIM, akaieMNYECKUM,
MY3eiHbIM NCKYCCTBOM; Mbl HabntogaeM acTeTm3aumnio GopmMbl B CKyNbNTYypax
BepHVHN 1 MapkecTa. MofiepHM3M He CTOMb akTMBHO 0bpallancs Kk ApeBHerpe-
veckol mudonorum, ogHako CanbBagop [ann Bce e co3fan CKyNbNTypHbIe U
AeKopaTuBHble 06pa3bl Meay3bl B CtoppeanncTuieckom Ktoye, lMocTMoaepHNCT-
CKasi 3CTETUKa BHOBb fienaeT FoproHy nybanyHom durypoit; noMmmnmo SlydaHo lfap-
6aTu, CyLIeCTBYET CKyNbNTypa NabnvKk-apTa MEKCMKaHCKOTO XyAOXHKa XaBbepa
MapwvHa. Kpome Toro, Meay3a HeEOAHOKpPaTHO NOSBNSNaCh B KWHOPEanbHOCTY,
CTaB y3HaBaeMbIM MeNNHbIM NEPCOHAKEM BCENEHHOM KOMMKCOB 1 (haHTe3M.
OpAHaKo, eCNu B aHTWUYHbIe M peHecCaHCHble BpeMeHa 3p1Teb MOHOLEHHO CHK-
TbiBa MUPONOTMYECKUIA KOHTEKCT, Tak Kak 06pa3 bbi1 4aCTbio CUMBONUYECKOTO
XPOHOTOMNA, OPraHM3yLIEr0 KOCMOC, TO U3 KaKWX 31eMeHTOB CKNafblBaeTcs
COBpeMeHHOe BocnpusaTue foproHsl Meay3bl? HemanoBaXKHyO posb B CMbICO-
06pa3oBaHNK UrpaeT CeroHa MeavakynsTypa, KoTopasi, B CBOK 04Yepefb, yKe
chopmMmrpoBana onpeeneHHblin BU3yanbHblil 06pa3 B COBPEMEHHOM MaCCOBOM
CO3HaHMW, BbITECHSS 06pa3bl AMTEPaTypPHbIE.

B paHHMX KMHOMPOW3BEeAeHWSX, HaNnpUMep, B UTaNbsiHO-UCMAHCKOM hub-
Me «Moasuri lepakna: Meay3a loproHa» (1963) oHa npefcTaBneHa B BUAE XYTKOro
4yA0BMLLA, HANMOMMHAaOLLEro 6E311CTOE AePEBO WY KNYOOK 13 NepenneTeHHbIX
KOpHeit, 06paMAaoLLMA MbINAOWWIA F1a3, NPOHM3bIBAIOLWMIA BCe BOKPYT (pu1c. 9).
Tak pexwnccep B abCcTpakTHOW OpUTrMHanbHOM (hopMe BbIpasusl Maeto OnacHOCTH
B3mdga Megysbl.

B 6puTaHcKoM Hay4Ho-thaHTacTuyeckom cepuane «[Joktop Kro» 1969 roga
foproHa NosiBMIach Kak CBOEro pofia OTChIIKA K MPOLWIOMY YEN0BEYECKON LNBH-
nu3aumm, 0bpas KynsTypHOW NaMsaTu, oxmBLIKI B CTpaHe GaHTacTukn (puc. 10).
JNlereHaapHbIi gokTop, Byay4n HOCUTENEM Hay4YHOrO CO3HaHKs, ybexaaeT CBoto
CNYTHULY 30U, YTO MOHCTP MUDONOTMMYECKMA, TO €CTb BbIMbIWAEHHbIN. HO, No-
CKONbKY B (haHTaCTUYECKOM peanbHOCTM OH CTan BMOJHE OCA3aeMbIM, CHavana
B BMAE CTaTyM, 3aTEM OXKMBLIWM CYLLECTBOM, C HMM NPULLNOCH CpaxaTbes. Cneays
npumMepy Mepces, LOKTOP MCNONb30Ban 3epkano, YTobbl NpeBpaTnTs Meayay
B KaMeHb.
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Puc. 9. Kapp u3 dwunbma «Mogsuru Fepakna: Megysa loproHa», pex. AnbbepTto ae MapTyvHo,
1963. 10 MyH. 20 cek. CKpUHLLOT aBTOpa’®

Puc. 10. Kagp 13 cepuana «fJoktop Kto», 1969

5 VICTOYHMK n306paxeHus cM.: https://www.youtube.com/watch?v=P1iAHF906GY (20.05.2023)
5 IcTOUHMK n306pareHus cM.: https://tardis.fandom.com/ru/wiki/Megy3a (20.05.2023).
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B coseTckom MynsTdhunbme «Mepceit» 1973 1. ToproHa npeacTana KpbinaTon
HIUMOW C OrPOMHbBIMUI HENPEPBIBHO MEHSIOLMMUNCS T1a3aMu, KONNEKLNOHMPYIO-
ljelty cebst Ha OCTPOBE KaMeHHble MaMSTHUKN CBOMM xepTBaM (puc. 11). [lpesHerpe-
YecKume 06pa3bl B COBETCKOM aHUMaL|M NEPEOCMbICTIEHbI B BU3YalbHOM OTHOLIEHN,
OHW NPEACTAOT He B aHTVYHOM ICTETHKE, a, CKOpee, B CTUIUCTVIKE aBaHrapaa.

Puc. 11. Kagp u3 mynstdunsma «lepceii», pex. A. CHexko-bnoukas, 1973%

B LenoM MOXHO CKasaTb, 4TO pexmccepbl XX BeKa NpenmyLLeCTBEHHO NCMOb-
30Banv apxam4eckmin obpas foproHsl 6e3 nepeocMbiCneHns ee MyHKLMN MOHCTPa,
4acTo ByKBanbHO NepecKasbiBas MU, He Npuberas K AeKOHCTPYKLMN.

B kvHemaTorpade XXI NosBAsoTCS HOBble TeHAeHUMW. Tak, B dunbMe «buT-
Ba TMTaHoB» 2010 . ponb Mefy3bl Chbirpana Ton-moaens Hatanbg BogsHosa. OHa
NpeAcTaeT Kak 3106HOe CYLeCTBO CO 3MEeNHbIM TEIOM 1 y3HaBaeMbIM aTpUOyTOM —
3MesiMM BMECTO BOAIOC (CM. puc. 3). Mely3a CoxpaHsieT 34eCh CBOKO MOHCTPYO3HOCTb,
HO, MOAOBHO aHTUYHO KNaccuKe, GApOKKO 1 Knaccuumamy, B ee obpase nosens-
eTCs INeMEHT NPUBAEKATENbHOCTY U CEKCYanbHOCTU. B dunbMe «Ilepcy [HKeKcoH
Y NOXUTUTENb MONHMI» 2010 T. ponb FOProHbI MCMONHMNE aKTpurca YMa TypmaH. OHa
yXKe BbIMNSANT Kak COBPEMEHHas XeHLMHa B 06TATMBatOLEM KOXaHOM KOCTIOME,
CKpbIBatoLLas CBOKO MPUHYECKY 13 3MeI Nof roNoBHbIM y6opoM (puc. 12). KHura n3
nuTepaTypHOro umkna Prka Propgana, nocnyxusLias 0CHOBO dhubMa, SBAsSeTCS
NprYMepoM HeoMUdONorv3aunu: AencTBre NepeHoCUTCs B AMEpUKY, a rMasHbli
repoii — 16-1eTHWiA NoAPOCTOK — HOPETCS € TaKMMU Npobnemamu, Kak gucnexkcus
VI TUNepaKT1BHOE PaccTPOCTBO. CaM apxeTun repost B AaHHOM Cyyae AeKoH-

Y CTOUHMK n306paxeHmns cM.: https://dzen.ru/a/YTnbVulXeTh2_ajF (20.05.2023).
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CTPYMPYeTCsl, TO €CTb NOABEPraeTCst NCHX0AHANUTUYECKO CaMOMHTEpnpeTaLmnm
Y IN3BIOHKLMM, YTO NO3BONSET BOCMPUHUMATb €r0 OfIHOBPEMEHHO B AABYX NaHax
— KaK CUMBON ¥ peansHOCTb. Mepcn nobexaaeT Meay3y ¢ MOMOLLbO MOBUABHOTO
TenedoHa, UCNoNb3ys BKALO3AMNUCH B KAYeCTBe 3epKarna.

Puc. 12. Yma TypmaH B ponu Megy3bl B hunbme «fepcu [PKEKCOH U MOXUTUTENb MOMHUIA».
Pex. Kpuc Konaméyc, 2010

O4yeBUAHO, YTO MeAMAHbIA 06pa3 foproHbl B KMHemaTorpade XXI Beka
CVIHTETUYECKN BKMIOYAET B cebsi pa3nnyHble CIoM OT apxankn 40 MOLEPHNM3Ma,
NepeocMbICNIEHHbIE W 1eKOHCTPYMPOBaHHbIE: C OfIHOW CTOPOHBbI, OH MOXET BbITh
BHeLIHe NpeKpaceH v faxe padbuHUPOBaH NOJOOHO IANMHUCTUHECKMM U Knac-
CHYecKMM obpasiam, a C pyroi, — NpeacTaBsTb Yrpo3y As XIU3HW, Bonnoulas
B cebe NpUPO/HbIIA XaoC U CUMBO/VYECKOE 3/10.

Mof0OHbI NOAXOM K CO3[aHMI0 IKPaHHbIX 06Pa30B AEMOHCTPUPYET TeH-
AEHUMIO HEOMUDONOr3mMa B ee acneKTe HeoapxauKu, KOTOpbIV Nogpa3ymeBaeT
VHTEPEC K 10N10MMHECKOMY MbILINIEHNIO, CUHKPETH3MY TeX PaHHUX 3TarnoB pas3suTus
KyNBTYPbI, KOTAa 4enoBek Obin CANT C NPUPOAOHA. B 3ToM cMbicne cTaTys «Mefy3bl
cronoBoii Nepcest» MaHUMECTUPYET Naen BUOLIEHTPU3Ma B TPOTUBOMNOCTaBEHNM
QHTPOMNOLEHTPU3MY, H4TO KOppenunpyeT ¢ uaesmn drunocodum cnekynsTMBHOro
peanuama u philosophy of mind, paccMaTpurBatoLyx YenoBeKa B KayecTBe OAHOMO
13 NPUPOAHBIX gBAEHUI, B1opoboTa, yNpaBASeMOro Helpodru3noNornieckuMm

18 NcTouHumK n306paxerns cm.: https://jpegfoto.ru/dajoon-medusa-kupit (20.05.2023).
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npoueccamu. OnHako Mefly3a ocTaeTcs cTpaliHoi babol Aroi, 4To B BOCNPUATIM
3puTens hyHAMPYETCS HE TOMBbKO B KOHKPETHOM OMbITE BU3YasbHbIX BNevaTneHui,
KaK1Mu Bbl OHW HI BbIN — DUABMBI, CKYNIBMTYPbI, KOMUKCHI M TPOYEE, HO U1 B KOJI-
NEKTUBHOM HeCCo3HaTENbHOM. ApXanyeCKunii CTpax 3K3UCTEHUMANbHOro MPOCTynaeT
B3TOM NPOU3BEAEHUM C HOBOW CUNOM, 3K3UCTEHUMANbHas 6e30MHOCTb Ha HOBOM
BUTKE Pa3BWTUS TEXHOTEHHOW LIMBUAN3ALUMM STOT YKac TONBbKO YCUAMBAET.

3AK/TFOHEHUME

Takum 0bpasom, Meay3a, oTpybatollas ronosy lMepceto, — Heomuhonoru-
YecKuii CMMBO, BO3HUKWWI B pe3ynbrate paunoHann3aunn, He CTpeMﬂLLI,VII;ICﬂ
K BOCCTAHOBNEHWNIO FAPMOHNK 1 LLeTOCTHOCTK, a BbIBO,EI,ﬂU_I‘I/IPI FYMaHUCTUHECKYHO
npobneMaTnKy Ha HOBbIA BUTOK BHYTPEHHErO KOHMAVKTA M CaMOpaspyLleHus.
CkynbnTypa /lydaHo fapbaTyi eMOHCTPUPYET, Kak BAACTb BHELIHETO W BHYTPEH-
HEro xaoca paspyLlaeT CyObeKTUBHOCTb, TMLIEHHYIO MAEaNbHOro Havana. Benvikas
XTOHNYeCKad MaTb-I’IpI/IpO,EI,a HaKa3blBaeT 4e/10BeKa, BO3OMHMBLUEro cebn CBer-
4e/T0BEKOM U 6yKBaﬂbHO «noTepsaBlEero OT 3TOro ro1oBy». PaprLLIaﬂ FapMOHMIO
N edVHCTBO C MMPOM KaK C TPaHCUEHAEHTHbIM Ha4a/lOM, HaXOA4Chb B KOHCID}'H/IKTG
I BE€4YHOM MPOTUBOCTOAHNN, YENTOBEK CaM cebs HauMHAET UCK0YaTb 13 MVPO-
30aHunA, CHUTaA OLWNOKOWN WK YeM-TO BecCMbICIeHHbIM. [010Ba I'Iepceﬂ B PyKax
Megy3bl — 3T0 06pa3 reposi-HeynayHuKa (MoCcTYEN0BEKA), MMLIEHHOTO CO3HAHMS KaK
vaeanbHoW cdepbl, npeBpaTMBLIerocs B «hnnocodckoro 3oMbum» (Mo onpeaeneHuio
[3Ha [leHHeTa), becnonesHyio oTpybneHHyto ronoy. Meay3sa ¢ ronosoi Mepces —
CurHan 6eAcTBUS, CBUAETENBCTBYIOLLMI O TOM, KaK Cyrybo MaTepUanncTuyecKoe,
IMIUPUYECKOE MW KpaliHe paLyoHanbHoe MMPOBO33peHie 6e3 cornacoBaHus ¢
mgeaanoM peanbHOCTbIO MPUBOAUT K CAMOYHUYTOXEHNIO.
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