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ABSTRACT:

Human beings continue to question the unknown today, as always, through the various artistic disciplines.
But what questions does man ask himself today? Has our way of asking questions changed? Is the artis-
tic representation of the numinous possible in the contemporary scene? How is the connection between
21st-century humanity and the religious reflected in modern art? This paper proposes a comparative
analysis of Homer’s The Odyssey and director Stanley Kubrick’s film 2001: A Space Odyssey. The pur-
pose of this proposal is to connect the speculative with the spectacular: to establish a dialogue between
literature and cinema so that, starting from Homer’s The Odyssey, the adaptation procedures used by
Stanley Kubrick to film 2001: A Space Odyssey can be accurately evaluated. The architectural work Calei-
do will be taken as a symbolic space of representation, connecting it with the creation myth symbolized by
the iconic monolith from the film 2001: A Space Odyssey, a monolith that inspired the architectural studios
Fenwick Iribarren and Serrano-Suner to build the so-called fifth tower: Caleido.!

KEYWORDS:
myth, cinema, literature, religion, philosophy.

1/ Caleido: From Gr. kaAdc, kalés "beautiful”, el6og, eidos "image", is a skyscraper of 181 meters and
36 floors located next to the Cuatro Torres Business Area (CTBA) complex on Paseo de la Castellana
(Madrid, Spain), hence it is popularly known as the Fifth Tower. The project, carried out by the
architectural studios Fenwick Iribarren and Serrano-Sufier Arquitectura, is inspired by the monolith
from the film 2001: A Space Odyssey, by Stanley Kubrick, as well as the Seagram Building in New York
and the John Hancock Center in Chicago. It is a square prism covered with two sheets of black glass
that create an air chamber between them, allowing for more efficient climate control, which has
earned it the LEED environmental certification in the gold category. Source: Madrid Destino Cultura
Turismo y Negocio. Available at: https://www.esmadrid.com/informacion-turistica/torre-caleido
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RESUMEN:

El ser humano sigue interpelando hoy, como siempre, a lo desconocido, a través de las diferentes disciplinas artisticas.
Pero ¢qué preguntas se hace el hombre en la sociedad actual? ;Ha cambiado su forma de preguntar? ;Es posible la
representacion artistica de lo numinoso en la escena contemporanea? ;De qué forma se refleja en el arte moderno la
comunicacion del hombre del siglo xxi con lo religioso? Este trabajo plantea un analisis comparado entre La Odisea de
Homero y la pelicula 2001: Odisea del espacio, del director Stanley Kubrick. El propoésito de esta propuesta es poner
en comunicacion lo especular con lo espectacular: establecer un didlogo entre la literatura y el cine, de manera que,
partiendo de La Odisea de Homero, puedan evaluarse con exactitud los procedimientos de adaptacién utilizados por
Stanley Kubrick para rodar 2001: Odisea del espacio. Se tomara la obra arquitecténica Caleido como espacio simbélico
de representacion, poniéndola en conexion con el mito de la creacién simbolizado en el icénico monolito de la pelicula
2001: Odisea del espacio, monolito en el que se inspiraron los estudios de arquitectura Fenwick Iribarren y Serrano-
Sufier para edificar la llamada quinta torre: Caleido.

PALABRAS CLAVE:

mito, cine, literatura, religion, filosofia.

1. Introduction. The cave as a place of epiphany: the
time of origin

Caves have fulfilled an essential metaphorical function in all creation myths: as a
simile of the nurturing and revealing mother’s womb. The oldest of all mothers, Gaia,
hides her children in her inner caves or grottos to protect them from the glare of the
father, Uranus. Their children do not have to be born from her, but in her, and as
Hesiod tells us, Cronus will close this time and begin a new time: a new origin, through
violence. The first form proposed—the struggle for life in the gods and all beings—is
the struggle against Time, according to Hesiod’s Theogony.

The time of origin is, therefore, always historical, if it is thought as the first manifestation of
consciousness, awareness of one’s own mortality. But, since mytHorders the world, José
Manuel Losada tells us, the process of ordering the cosmos and a time “transcendent and
absolute, detached from our spatio-temporal coordinates” are essential components for
myth to make sense and reveal an essential truth, since “the passage from Chaos to
cosmos essentially means the transition from the incomprehensible to the understandable,
from the unimaginable to the imaginable” (Losada, 2022, p. 57).

Caves can be places of epiphany in myths (Blumenberg, 2004, p. 44), places of
annunciation. Jesus Christwas born in a cavé! his birth will return to a

2/ In this work we adopt the definition of myth offered by José Manuel Losada: «Myth is a functional,
symbolic, and thematic narrative of extraordinary events with a transcendent sacred supra-natural
referent, in principle lacking historical testimony and referring to an individual or collective cosmogony
or eschatology, but always absolute» Losada, J. M. Mitocritica cultural. A definition of myth, Madrid,
Akal, 2022, p. 193.

3/ «Although the birth of Christ constitutes a unique and historical event, in eternity that event has
always existed. For the layman in these matters the idea that a timeless and eternal event is identical
to a unique historical event always entails difficulty. Nevertheless, one must become accustomed to
the idea that “time” is a relative correlate and, as such, a concept to which, in short, it would be
necessary to add, to complement it, the idea that all historical processes enjoy “simultaneously” a
pleromatic existence or similar to the intermediate state that Tibetans call bardo». See C. Gustav Jung,
The Answer to Job, Madrid, Trotta, 2014, p. 53. 4/ «<And when they were there, the hour of birth came
to him, and he gave birth to his firstborn son; he wrapped him in swaddling clothes and laid him in a
manger» (Lk 2, 6-7).
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new time, to a new origin. Even Nietzsche, after proclaiming the death of the Christian God,
aims to inaugurate a new origin when he makes the superman arise in the cave of
Zarathustra. The cave, as the symbolic space in which the myth is born, is the place where
the scene to be represented is built with all the necessary stage elements for the revelation
to take place: cave, cavity, light, shadows, sounds, whispers, silence...

2. Methodology

This work proposes a comparative analysis between Homer's Odyssey and the film
2001: A Space Odyssey, directed by Stanley Kubrick based on the same-named novel®
For this, it considers the film analysis model proposed by José Luis Sdnchez Noriega as
highly useful when referring to the most relevant—though scarce—systematic studies
that exist on the process of adapting literary texts to cinema:

Our interest is to describe the operations that the author (scriptwriter-director)
carries out with the literary material and to indicate the procedures used to convey
through the audiovisual the significations of the written text, fundamentally, from
the level of the story according to Seymour Chatman’s framework in which events
(actions and occurrences) and entities (characters and settings) are considered
(Noriega, 1999, p. 66).

In our study we will perform the practical application of this analysis model to the film

2001: A Space Odyssey, focusing on the transformations in structure, narrative N
content, and visualization. To this end, we will undertake a detailed analysis of the @
transformations derived from the visual presentation of the printed mythical text:
suppressions, understandings, substitutions, additions, etc. We will also use the

intellectual contents of those authors as a guide to the semiotic analysis of the film's

scenes. In relation to narratological analysis, we will consider the typology proposed by
Professor Sdnchez Noriega for cinematographic adaptations, considering the degree of
fidelity to the text. According to this classification, the film 2001: A Space Odyssey is

framed as a libre adaptation, in which the essential elements of the literary text are

taken as the starting point to develop the screenplay, for which the text, dramatic

structure, organization of the literary text, and the space-time of the original work may

be modified (Noriega, 2000).

3. Space Odyssey: myth of creation

Also in Paleolithic caves excavated in the African savannah lives the group of primates from
the film 2001: A Space Odyssey, in which Stanley Kubrick tackles the myth of creation and
the origin time. An original time that the director resolves with an introduction of 2 minutes
and 57 seconds of black screen that will lead to the great epic. During

5/ The novel 2001: A Space Odyssey, written by Stanley Kubrick and Arthur C. Clarke, with whom
Kubrick developed the screenplay for the film.
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2001: A Space Odyssey, Stanley Kubrick.

In this introduction we hear the Atmospheres overture by Gyorgy Ligeti, a mysterious
polyphony derived from electronic music, which stretches ominously only to contract
and disappear, with which the Hungarian composer evokes the void itself. A concept of
static music, without intervals, in which the spatiotemporal duality unites, causing the
viewer to feel trapped in the void. Next, the image of the Earth rises over the Moon,
the Sun rises over the Earth, until the three celestial bodies are aligned.

At this moment, we begin to hear Sunrise, a fragment of the musical composition Also
sprach Zarathustra by Richard Strauss. A tone poem in which spectral dissonant
choirs, formed by string instruments and percussion, sing the mysterious, the
unfathomable and the infinite. The chorus evokes the words that Friedrich Nietzsche
makes Zarathustra say:

One morning, not long after his return to the cave, Zarathustra sprang from the bed
like a madman, and so loud was his voice that, from all nearby caves and hideouts,
all the animals quickly came out—flying, flapping,
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crawling, leaping as if given legs or wings—. Zarathustra spoke these
words: Rise, thought, abyssal, from my depths! (Nietzsche, 2023, p. 383).

The scene recalls the creation myth also found in Genesis: «In the beginning Elohim
created the heavens and the earth. And the earth was without form, and void, and
darkness covered the face of the deep, while the spirit of Elohim hovered over the waters.
And Elohim said, ‘let there be light,” and there was light» (Holy Bible, 2003, pp. 7-8).

4. The Dawn of Man: the birth of the one god,
metaphysical

The musical composition Thus Spoke Zarathustra, by Richard Strauss, gives way to the
scene The Dawn of Man, in which the director shows us the group of primates in the
arid savannah, sniffing for food and living peacefully, until one is attacked by a leopard
and dies. Next, they fight another group of apes for the water of a pond. In a state of
alert and constant danger, they fear the nocturnal darkness and their predators, so
they rest with nervous sleep at the back of a cave.

At dawn, awakened by strange acoustic vibrations, one of the primates discovers a

monolitH facing the cave. Confusion and fear seize the group, until, carefully, they

approach to touch it and revere it. This first encounter with the monolith on the Earth's
surface is accompanied by the mysterious musical composition Requiem, by Gyorgy N
Ligeti. Without words, we witness the birth of the myth, which the director presents to
us through the rapid movements of the apes, Dionysian ritual contortions, that speak

to us of the birth of humanity, precisely at the moment they discover the existence of

the monolith.

Monolith, 2001: A Space Odyssey. Caleido Tower.

6/ Euler brick or octahedral block with proportions 149.
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Next, one of the apes seems to reason and climb from instinct to a level of
intelligence, and it realizes how to use a bone as a tool and weapon, while flashbacks
of the monolith are observed, suggesting that it has motivated changes in primate
behavior and given them a certain degree of consciousness. The scene ends with an
ellipsis that transforms the bone into a massive spaceship, synthesizing in segund- es
four million years of human evolution: the bone rising into the air becomes a space
satellite that sails through space between Earth and the Moon in the year 1999. The
Sun, now reflected cenitally on the monolith, illuminates a new horizon. Violence is
transformed into weightless harmony, a spaceship dances in space among white
spheres, with the evocative waltz The Blue Danube by Johann Strauss.

In The Divine Animal —an essay on a materialist philosophy of religion—, Gustavo
Bueno classifies religions as primary, secondary, and tertiary. The core, or truth, of
religion should be established in relation to animal gods, in the primary religion. The
birth of anthropomorphic gods corresponds to the secondary religion. In the tertiary
religions, driven by a principle of rational truth, sobriety, and clarity, animals lose their
numinous character in favor of the single, metaphysical god, and thus this phase also
presages atheism’

7/ «The period of primary religiosity would extend from the last stages of the Musterian to the last
stages of the Upper Paleolithic, Magdalenian included, thus covering an interval of about 60,000 years.
It is the era of the “hunter man.” Secondary religiosity (the religion of the gods) would already begin to
take shape at the end of the Paleolithic and would develop as the religiosity of the Neolithic and the
Bronze Age, whose most significant characteristics are precisely those derived from the domestication
of animals. Secondary religiosity spans the time of the progressive appearance, among the numina, of
the human figure, but precisely as the mistress of animals, and interwoven constantly with zoomorphic
forms. We could take, as a symbolic date for the beginning of the second period, the year 12,000 BP.
The period of secondary religion would thus extend over 10,000 years. If we take the second
millennium BCE (The Iron Age, the “urban revolution”) as the transitional period toward tertiary
religions (Amenhotep IV, around 1372-1354; the Vedas, around 1600; the cosmogony of Sanjuaniton,
around the 14th century; the crossing of the Red Sea by Moses around 1289-1232, high chronology —
reign of Ramses Il —, or between 1232-1224, low chronology — reign of Minetaph). The era of tertiary
religions would crystallize around the so-called “axis time” (Daniel’s prophecies, in the time of
Nebuchadnezzar, around -600: Jina, Buddha, Protagoras, etc.), reaching fullness with Christianity and
Islamism. According to this, the period of influence of what we call metaphysical religions will comprise
an interval of about 3000 years." See Bueno, G. The Divine Animal. An essay on a materialist
philosophy of religion, Oviedo, Pentalfa, 2023, pp. 316-317.
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The zoolatry proper to primitive religion will give way to numens that are an image of these
animals with secondary religion. Following Gustavo Bueno's classification, Homer's
Odyssey, written around 800 BC, would be placed in the transition between secondary and
tertiary religion, in which man appropriates the qualities of these animals and deifies
himself. The film 2001: A Space Odyssey is set in the period of tertiary religions® (phase in
which belief in the immortality of the soul arises). The soul appears with Plato, who
establishes the bases of a philosophical teleology of transcendence: an ontological answer
that provides a foundation for the why? In which time regresses: the remote time, the time
of origin is cause and effect, it establishes a linear relation of causality that offers us
answers and is, at the same time, eternal, fixed and immutable time. A numen, which in
the film will be symbolized by the monolith that floats in the skies, or lies beneath the earth
or beneath the lunar surface. This scene, The Dawn of Man, represented in the monolith,
thus deals with the myth of the creation of this unique and metaphysical God.

The film 2001: A Space Odyssey moves in the concept of a soul that inhabits humans
to guide them, according to which man is seen as an animal endowed with a higher
reason that allows him to acquire habits that place him above other animals» (Bueno,
1996, pp. 37-38). Hence the hominid that appears in the film repeatedly clblocks the
pile of bones until reaching the knowledge that the bone can be used to strike his
opponent, that is, it can serve as a mortal weapon. For this behavior learned by
repetition of acts and replaceable by other behaviors has as a correlate art (in this
case, the art of killing or hunting), but it also has as a correlate technology, as the
ellipsis shows us where the bone rises into the air and transforms into a spacecraft
that soars through space.

5. First journey toward knowledge

Behind every living man there are thirty ghosts, for such is the ratio by which the
dead outnumber the living. Since the dawn of time, about one hundred billion
human beings have traveled across planet Earth. And it is indeed an interesting
number, for by curious coincidence there are approximately one hundred billion
stars in our local universe, the Milky Way. Thus, for every man who has ever lived, a
star shines in that Universe?

2001: A Space Odyssey

Four million years later, Dr. Floyd travels to the Moon to investigate a similar monolith,
which is now emitting powerful signals toward Jupiter.

8/ «Christianity may be considered the tertiary (monotheistic) religion that has exercised to the most
radical degree Protdgoras's program —“Man is the measure of all things.”—. Christianity taught that
the transcendent God became flesh, and this is metaphysical anthropocentrism. The revival of interest
in extraterrestrials and in compassion for animals presents itself to us as two consequences —one in

the realm of science fiction, and another in the realm of strict science— of the same process: namely, a

return to forms of secondary or primary religiosity, once tertiary religiosity, in the form of exaggerated
Christian anthropocentrism, seems to have exhausted its creative possibilities». Cf. ed. cit., pp.
380-394.

9/ Prologue of the novel 2001: A Space Odyssey by Stanley Kubrick and Arthur C. Clarke, with whom
Kubrick developed the script for the film of the same name.

(@)
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when the Orién Il crew reach the excavation site where the monolith is located, we
witness the same mysterious and reverent scene at the start of the film; the
astronauts approach the monolith with the identical attitude as the apes did: fearful
and fascinated at the same time, they slide their hands gently over a flawless, flat,
unfathomable surface. And they too are stunned by the powerful acoustic signal
emitted by the monolith at dawn. This encounter with the monolith on the Moon's
surface is accompanied by the mysterious atmospheric music belonging to the
Requiem composed by Gyorgy Ligeti.

What the film describes to us is a journey of the human species from its dark age of
knowledge to the conquest of space with all its dangers—a journey that a XXI-century
Homer could have written. This scene is a space voyage into the unknown, to the heart of
human nature, a journey toward self-knowledge. The same maritime journey that Ulysses
must undertake to the realm of shadows, Hades, in The Odyssey. For the ancient Greeks,
the sea and its dangers, tied to an unknown world still unexplored and populated by
monsters, provided the perfect stage for the hero to train himself, demonstrating what he
was capable of on his path toward wisdom. Hence Ulysses, compelled by Calypso to leave
the cave and cast into the sea, must face Circe in his voyage. The formidable sorceress will
tell him that he must undertake a journey to the mansion of Hades to seek guidance from
the shade of the seer Tiresias, for it will be he who will show him the way back to Ithaca.

Hubris was punished by the gods in a terrible way, leading to atrocious suffering as a
sine qua non condition to access true wisdom. Hence Tiresias advises Ulysses to
restrain the impulses of his heart, that is, moderation, to calm the gods’ anger,
especially Poseidon, to whom he must make sacrifices if he wants to come out
unscathed and achieve success in his enterprise, since the violent God of the oceans
will not forget that Ulysses killed his son, the Cyclops, and will seek to take revenge.

In his journey, after consulting the oracle, Ulysses will also speak with the shadow of
his mother, Anticlea, who describes to him the flight that souls (shadows) perform to
Hades once they have left the body, until they disappear as in a dream. And which
reminds us of the passage from The Tempest in which Shakespeare makes Prospero
say: 'We are such stuff as dreams are made on, and our little life is rounded with a
sleep' (Shakespeare, 2010, p. 355).
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In relation to the deep meaning that dreams have for the ancient Greeks, Nietzsche will say
that «the Greeks who dream are Homer, and Homer is a Greek who dreams, in a sense
deeper than if modern man dared to compare himself, in what concerns his dream, with
Shakespeare» (Nietzsche, 1988, p. 43). And Schopenhauer will affirm that the sign that
distinguishes philosophical aptitude is that natural gift thanks to which human beings and
all things sometimes present themselves to us as mere phantoms or dream images.

6. Second journey toward knowledge

In 2001, the Discovery space shuttle embarks on a second journey to Jupiter,
commanded by astronauts Bowman and Poole, three companions kept in a state of
hibernation and a computer HAL 9000 , whose lenses are of the type 'fisheye' and
‘ears' throughout the ship, which governs using artificial intelligence, allowing it to
communicate with humans. One of HAL-9000's characteristics is its neutral, modulated
voice, and whose dialogues reflect recognition of human emotional behavior. HAL
deliberately causes a minor failure and, when Poole leaves the ship to repair it, the
computer interrupts the vital functions of his hibernating companions and leaves him
abandoned in space. Dr. Bowman manages to nullify HAL's functions, remorseful at
disconnecting its memory banks, and continues the journey alone.

Like Odysseus in The Odyssey, in 2001: A Space Odyssey it is necessary to undertake

a second journey to access true knowledge. A knowledge that, in today’s society and

within the film, can be reached through exponential technology that expands infinitely
the possibilities of observation, transmission and use of information, but whose access

hides great dangers.

It is about an exploration of Jupiter's surroundings, in which the Suite from the Ballet
Gayane strengthens the sense of loneliness and the vastness of space. When HAL is
disconnected, a video recording of Dr. Floyd is initiated, informing David Bowman of
his true mission: investigating the origin of the signal received by the TMA-1 monolith
in 1999, emitted from a point near one of Jupiter's moons.

In canto XlI of the poem The Odyssey, Odysseus is reminded how, when his men and he
managed to return unscathed from their first journey to the mansion of Hades, Circe
instructed him as follows: «Wretched ones! You have entered Hades and you are still living!
You will see death twice, which only seizes other mortals once! [...] You are at the end of
the first journey. Now, listen to what | am going to tell you, which someday a god will
remind you of» (Homer, 1990, p. 241). The witch Circe tells Odysseus that he still must
overcome the second great test: a second journey toward self-knowledge. And she warns
that only the Argo has managed to pass before him among the dreaded Islas Erraticas.

Also the Sirens, with their fearsome songs, and with which Orpheus had to contend, posed
a danger that Ulysses and his sailors must face.

10/ Central unit, heuristically programmed as a mainframe, HAL 9000 is a high-performance computer
whose lenses are of the 'fisheye' type and 'ears' throughout the ship, that governs using artificial
intelligence, enabling it to communicate with humans.
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What happens in The Odyssey is that the sea falls under the jurisdiction of powers
and gods who with the greatest tenacity withdraw from the realm of classifiable
powers. From the Ocean, which surrounds the boundaries of the habitable world,
come the mythical monsters farthest from the known figures of nature and that no
longer seem to comprehend the world as a cosmos (Blumenberg, 2018, p. 14).

Odysseus listens to the Sirens, National Museum of Bardo, 3rd century.

7. The journey as a metaphor of human existence

Both the nautical metaphor in Homer's Odyssey and the spatial metaphor in the film
2001: A Space Odyssey conceive life as a journey: a voyage in which we embark, a
ship on which we shipwreck or from which we witness as spectators the wreckage of
other lives.

To venture into the sea is a challenge: calm is found on solid ground. The ship of the
Odes, in its deplorable condition, which the poet contemplates thoughtfully, also fits
very well with the warning against navigation formulated in the Propemptikon' that
Horace offered to Virgil on his voyage to Athens. "Here there is talk of sea crossings
and ships as impiae rates, which rashly join what has separated the divinity"
(Blumenberg, 2018, pp. 18-19). Horace refers to how human arrogance, in its quest for
knowledge and progress, transgresses the natural separation between sea and land,
and how this arrogance is punished by divine wisdom when the embra- vecido
(embraced) swell destroys the fragile ships.

Leaving the cave also entails danger, as it means abandoning a safe place in the
search for the unknown. But is the reward worth it, for daring to plumb the abysses, to
lose one's life? For Schopenhauer, human identity resolves in this dilemma: that of the
actor who dares to shipwreck, and that of the spectator who contemplates the wreck
of others. Moreover, the calm presence of the navigator is due to trust in the divine
image of the principle of individuation that Apollo represents.

For Friedrich Nietzsche, however, Homeric naiveté must be conceived as a complete victory
of an Apollonian illusion based on light and appearance. But everything is

11/ Horace, To the ship that carried Virgil, Odes, Book |, Part IIl.
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false, «in order for the Apollonian image to be revealed, it needs its substrate: the darkness, the
depth of knowledge and the suffering of tragedy» (Nietzsche, 1988, p. 67). The apollinian and
the Dionysian challenge and intertwine, they need each other like the two faces of the same
reality. For Nietzsche, only the existential attitude of genius will make the aporia possible:

The genius knows something about the eternal essence of art only to the extent
that, in his act of artistic procreation, he fuses with that primordial artist of the
world; for when he is in that state, he is at once subject and object, at once poet,
actor and spectator (Nietzsche, 1988, p. 67).

The metaphorical freight, which includes the suggestion that «to live means to already
be at sea», was captured by Pascal in the formula: ...vous étes embarqué’®> And
Nietzsche repeats almost literally that idea of Pascal: not only are we always aboard
and stuck to the sea, but we are inevitably castaways. «But Zaratustra was a friend of
those who enjoy long journeys and living not without danger» (Nietzsche, 2023, p.
313). Hence he confronts those who, out of fear, do not abandon the security of the
«old tables»: «There is the boat — perhaps going to the other side one reaches the
great nothingness—. But who among you wants to board this “perhaps”? No one of
you wants to board the boat of death!» (Nietzsche, 2023, p. 372). Thus, after the
shipwreck, when Zaratustra was returned to land, he was asking while riding a wave:
Where has my destiny gone? | do not know where it goes. | get lost in myself'®

The metaphorical function of existence is closely tied to the world of representation, the

realm of cinema and theater: metaphor of the world as theater, when, who is shaken by the -
storm and threatened with death, at the same time, contemplatively assesses his situation. @
It is here that the supremacy of the image imposes itself over reality, the illusory over the

real and, the representation, cancels what is represented. For who is the one who repeats

the drama when the actor withdraws definitively to become a spectator? In this case, Hans
Blumenberg tells us that the performance of the drama ends, the tragedy reaches its end.

8. Monolith: portal of time

Dr. Bowman is in 2001: A Space Odyssey the new modern hero, a Ulysses of the 21st
century who, moved by his longing for immortality, travels to Mars aboard SpaceX to
conquer space, but, above all, time. Because:

12/ It is found in the pensée that develops the argument of the wager: «If there is a God, He is infinitely
incomprehensible, since having neither parts nor limits, he has no relation with us. We are, therefore,
unable to know what He is, or whether He is. Thus, who would dare to try to resolve this matter? Yes,
but it is necessary to bet. It is not voluntary, you are aboard». Pascal, B. Pensamientos, Madrid,
Tecnos, 2018, L418/B233, pp. 294-297.

13/ In the face of the security offered by Christian morality, Nietzsche proposes facing the danger of
embarking toward territories that flow in eternal return: «To where all becoming seemed like a dance
of gods and the pretentiousness of gods, and the unleashed and turbulent world that returns to itself:
—like the eternal fleeing of many gods from one another and the returning to seek themselves, like the
fortunate contradicting of themselves, the belonging to many gods—». Cf. Nietzsche, F. Thus Spoke
Zarathustra, Madrid, Catedra, 2023, p. 361.
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the myth of the Apocalypse phrase: «The devil knows he has little time left»!*
contains a truth: the scarcity of time is the root of all evil. If one renounces
demonizing human wickedness, one sees how it arises, simply, from the incongruity
that a being with a limited life time has unlimited desires (Blumenberg, 2007, p. 64).

As in the last scene where Bowman contemplates the monolith orbiting Jupiter’s
moons, and as he approaches, it transforms into a rectangular and dark opening. We
hear the avant-garde music by Hungarian composer Gyorgy Ligeti, Adventures,
accompanying the astronaut’s entrance through the star gate. Bowman is drawn into a
new dimension, beginning a strange and dazzling journey through the universe: an
infinity of psychedelic landscapes, worlds in eruption and galaxies in full explosion,
where time, non-linear, points to an obstinate infinite illusion.

Bowman appears in an elegant room. In quick succession, he sees himself in a mirror,
increasingly aged, wearing a green silk robe and sits down to eat at a sparsely set
table. Growing weaker, his arm brush against a crystal glass that falls to the floor and
breaks. Agonizing, he lies on a luxurious bed. The monolith reappears before him.
Bowman points with his index finger at this bright and imposing reality: absolute
representation of mystery.

Bowman transforms into a fetus inside a transparent sphere floating in the space: we
witness the birth of the Ubermensch, in the scene that constitutes the apotheosis

14/ «Therefore, celebrate, heavens,

and you who dwell in them!

Woe to the earth and the sea!

For the devil has come down to you with
great fury,

knowing that he has little time left. Cantera Burgos, F., and Iglesias Gonzalez, M. Sacred Bible,
Revelation 12:12-14, Madrid, Biblioteca de Autores Cristianos, 2003, p. 1435.
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ending of the epic. As at the beginning of the film, during this scene, we hear the Dawn
fragment belonging to the poem Thus Spoke Zarathustra, by Richard Strauss.

The three scenes of the film in which we hear Richard Strauss's instrumental music:
the dawn of the universe, the dawn of man, and the dawn of the superman, are
emblematic moments of human evolution related to the appearance of the monolite. It
is about three extraordinary events of transcendent character, which bring the
material world and the supernatural world into contact' , essential, as José Manuel
Losada tells us, for the mythical narrative to unleash the original gaze. It is interesting
to note the meaning that the musical poem Dawn acquires within the film: a
composition in which Richard Strauss eschews human emotions to create a
philosophical framework linked to nature, which greatly contributes to the
extraordinary events described in these scenes acquiring within the film the
metaphysical and poetic sense of the myth of eternal return.

Paradoxically, and although Homer's Odyssey remains the eternal source of the
metaphor of travel as destiny, the greater understanding that current technology
offers us about entropy and the disorder of cosmic happening seems to warn us,
however, about the impossibility of returning to the time of origin.

9. Conclusions. Religious cinema: the representation
of the numinous

A metaphysical idea of religion as the «religion of man with God as the Foundation
of Being» could hardly serve to delimit a set of films as religious. How could we
enclose God, not in the temple (as malignantly asked by Eustace of Sebaste, the
iconoclast) but in a film? God is ubiquitous, he is everywhere, so why would one film
be more religious than another, or a «religious movie» than a blade of grass?
(Bueno, 1993, pp. 15-28).

Is it possible to artistic representation of the numinous in the contemporary scene?
How is it reflected in modern art in the communication of the man of the 21st century
with the religious? It is undeniable, asserts Gustavo Bueno, that there are contents of a
religious faith that are intrinsically irrepresentable:

We refer to the miracle of transubstantiation, the incorporeal God, the pure spirits...
But there must also be recognition of the aptitude of many contents of religions to
be represented cinematically, for religions offer miraculous cures, levitations... given
in the ordinary world, and this explains the basis of the analogies between cinematic
phenomena and religious phenomena (Bueno, 1985, pp. 20-27).

15/ “We speak of myth when the material world and the supernatural world come into contact by virtue of
“an element ‘mythical’ that distinguishes a mythical tale from another that is not.” This mythical device is
the extraordinary event of transcendent character, the clash of two worlds (the immanent and the
transcendent) without which the mythical tale cannot unleash the original gaze.” Cf. Losada,

J. M. Cultural mitocriticism. A definition of myth, ed. cit., pp. 250-251.
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Here we enter, regarding the 'seventh art', into the problem of the boundaries between the
arts, as Lessing posed them in his Laocoonte'® about the limits of painting and poetry.

Laocodn and his sons: Greek sculptural group, Agesander, Polydorus, and Athenodorus of Rhodes.
1st century A.D.

For Lessing, moderation is fruitful in art. However, he tells us, the moment that leaves the
field open to imagination, the moment of paroxysm, is the one that least enjoys that
privilege. Beyond that, nothing exists anymore, so to show the eyes the extreme degree of
passion is to tie the wings of imagination. In the material imitation of art, mere apparent
continuity would turn the scream into weakness, would turn pain into childish fear. And that
would be precisely what the sculptor of the Laocodn would have tried to avoid, even if the
act of screaming had not harmed the beauty of his work. This limit, however, is not
applicable to Poetry, since the physical beauty that Lessing defines as 'the perfection of the
visible layer of bodies' is for the poet only one of the poorest means available to make his
characters interesting. This would explain why in Canto Il of

16/ Lessing: Laocodn or the limits of painting and poetry. 1766. What Lessing is going to question is
the phrase: 'Ut pictura poesis', which we could translate as 'poetry as painting', with which Horace
would again point to the notion of mimesis in the Aristotelian sense, and to his proposal that the
essential purpose of art is the imitation of nature, and with which it would be proposed that poetry
should achieve enough evocative power to arouse in the viewer the same sensation that a painting
would produce.
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The Aeneid,” Virgil indeed makes Laocoonte scream, while the sculptor would have
made him sigh. Painting —as Lessing points out— dominates bodies, with their visible
properties, in space. Poetry, on the other hand, represents objects in time."

When Lessing wrote the Laocoonte, cinema did not exist, of course, but painting and
writing did; and cinema shares with painting or sculpture the capacity to represent
appearances of coexisting bodies:

Poetry, however, can represent «objects sequentially consecutive». Cinema,
accordingly, would it be «painted poetry» (theater) or poetic painting? If cinema is
«painted poetry» —painting in action—, will it not have to share the limits of
painting? Giving action to painting could not perhaps mean an expansion of its
limits? The limits of cinema, in relation to religion, seem to be the same limits of
painting, for neither God nor the angels are «bodies with visible qualities» capable
of being represented (Bueno, 1993, pp. 15-28).

Homer has treated two types of beings and actions: the visible and the invisible, says
Lessing, but drawing a consequence we cannot accept: this difference, between the
visible and the invisible, cannot be provided by painting: in it everything is visible, and
visible in the same and unique way:

This last point is the one that must be questioned, precisely with regard to the

«religious cinema», for in painting —and cinema— everything is visible, but not in

the same and unique way. This does not exclude recognizing that in tertiary

religions there are layers and contents that need to remain in darkness, that are

invisible. Let us call by synecdoche these invisible contents contained in a S
«non-cinematic faith» (Bueno, 1993, pp. 15-28). @

In the film 2001: A Space Odyssey, these invisible, non-representable contents will be
symbolized in the monolith.

In the same sense, regarding the knowledge of «the divine», that is, with the unknown
spaces of the myth inaccessible to rational knowledge, Joseph Roth tells us that only
the power of cinema achieves a «as if» of approach. An approach that the film 2001: A
Space Odyssey achieves by fleeing traditional narrative and by substituting the verb
with a visual metaphor that delves into the realm of metaphysics and mystery.

17/ «Dismayed by that spectacle, we flee; they, without hesitation, throw themselves together toward
Laocoon; first they surround the bodies of their two young sons and gnaw at their miserable limbs;
then they seize the father, who, armed with a spear, came to his aid, and tie him with great bindings,
and although already bound with two turns around his scaly back to the middle of his body, and with
two more at his neck, they still rise above his heads and his upright necks. He struggles to untie with
both hands those knots, blood and black venom oozing from the bandages on his forehead, and he
raises to the stars at the same time horrid cries, resembling the mooing of the bull when wounded, he
flees from the altar and shakes from his neck the sure blow not struck. Then the two dragons escape,
tracking toward the high temple and fortress of the bloody Tritonide, and hide under the feet and the
round shield of the goddess». Virgil, The Aeneid. Canto Il.

18/ Therefore, Homer describes the shield not as a finished and perfect object, but as it is built.
Therefore, Homer would have used here also the artifice that consists in making consecutive what is
coexistent in its object, that is, time, action.
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Of all the mysteries that the world holds, the mystery of Creation has been from the start the
most mysterious (Zweig, 2004, p. 199). From the astonishment before this mystery we are also
told in 2001. Kubrick has wanted to create a myth of the twenty-first century through a mystical
journey, with scenes in which a spaceship dances in space between white spheres with the
evocative waltz The Blue Danube by Johann Strauss. We witness a calm arrangement of space,
the heaviness of the tranquil soul: a wonder before the immensity of the universe, before the
unknown, in which the director introduces the spectator through the mystical contemplation of
plagues that float in interstellar space like shadows. These are the shadows Homero speaks of in
The Odyssey: the flight that souls undertake to Hades once they have abandoned the body, until
they disappear as in a dream.

The glow of this power that Joseph Roth attributes to cinema hides, however, a dark
face, 'for the power that condemns a living person—a creature of God and, moreover,
someone who has been given the grace of giving life to their shadow, someone who, in
a certain sense, would have vivified and enriched twice over—to appear as the shadow
of himself, is a dark power' (Roth, 2013, p. 44). A dark power which throughout cinema
history has projected the 'shadows' as enigmatic figures with turbid presence, which
converge in the idea that 'the ancient world knew Hades, the place where the dead
turned into shadows. Modern men differ from the ancient ones mainly by having
already introduced into the earth Hades, the realm of shadows' (Roth, 2013, p. 46).
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