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In this article H. Melville’s novel Moby Dick (1851) is compared with American science fiction epic Avatar:
The Way of Water (December 2022). Despite temporal and medium-based differences, Avatar 2 is analysed as a
paradigmatic alternative of the novel as it reinterprets the key themes from Moby Dick. The comparison of these two
works is focused on the interconnection of human and marine ecosystems and its purpose is to reveal the continuity
of ethical and philosophical tradition in American culture. What unites these two works, so different at first glance,
is water element. In the novel the ocean became both the background and the major instrument of uncovering the
essence of each character. The same is true about "Avatar 2" which introduces original mythology and philosophy of
world creation. Both works centre on aquatic environment, involve intelligent water creatures, and explore human
destructive impact on nature, simultaneously emphasizing the importance of water element as a key source of life
and existential quest. From this perspective, both works are studied within the frames of Ecocriticism and Blue
ecocriticism. The thematic interconnection between these two works is further reinforced by their exploration of
philosophical and moral-ethical issues, thus introducing the quest for meaning in a vast and mysterious environment.
Both Moby Dick and its film replica, Payakan, are surveyed as incarnations of nature's spiritual power, profundity,
and intelligence. It is noted that this attempt of parallel hermeneutic analysis of literary and film narratives illustrates
inseparable unity of word and image, demonstrates rapid spread of cinematic opportunities to materialize human
imagination and to enhance the importance of individual experience. It is concluded that Melville’s philosophical
attitude to futility of human aggression may be regarded as the first step to understand deeper the ecological
challenges of contemporary epoch. The authors of the film have gone further when accentuating the necessity to
change radically our perception of Nature — from the object of “conquest” to the object of reverence as a spiritual
unity of all forms of life in Universe.
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VY crarti nopiBHIot0TECS poman ["Mensinna Mo6i ik (1851) ta amepukancekuii panTacTuyauid GinbM «ABa-
tap: Lnsax Bogu» (2022). Beynepeu yacoBiit Ta MeniiiHiil po30iKHOCTAM, ABaTap-2 pO3IIsIAEThCA K Mapagurma-
THUYHA albTepPHATHBA MIPO30BOTO TBOPY, OCKIABKH IeH (hiIbM 110 HOBOMY iHTEpIpETye KitouoBi TeMu Mobi Jixa.
IopiBHSHHS UX TBOPIB, C(HOKYCOBAHUX HA B3AEMOJIIT JIFOICHKOI CIITBHOTH M OKEaHIYHOI €KOCUCTEMH, JO3BOIUIIO
JOCHIUTHU TADIICTh €THYHOI Ta (inocoCchKoi TpaauIiil B aMepuKaHChKiil KyabTypi. HaromoryeTtscs, 1o st 060x
MUCTEIBKIX (DEHOMEHIB BOJIHA CTUXIsI € KITFOUOBUM JXKEPEIIOM XKUTTS il eK3UCTEHIIHHOTO MOUTYKY. Y POMaHi OKeaH
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CTa€ He JIUIIE TOJIOBHOIO JIEKOPAIIi€l0, Ha TII1 SKOi BiA0YBAIOThCS yCi TIOAIT, @ i YNHHUKOM BHSIBIICHHS CYTHOCTI KOXK-
HOTO TIEPCOHAXKY. AHAIOTIYHY (PYHKIIIFO BUKOHYE OKeaH y (DijbMi, SKA MPOITOHYE OPUTIHAIBHY Mi(OIIOTIFO 1 (isTo-
co(iro ciToOynoru. Came ToMy O0HJIBA TBOPH JTOCIIDKYIOTHCS Y PAMKaX €KOKPUTHKHU Ta OJTaKUTHOT CKOKPHTHKH.
BonHouac BijzHavaeThCs, MO po3TIs (Hi10COPCHKUX 1 MOPAIEHO-ETHYHUX TPOOJIEM, HAIIICHUX Ha ITOIIYKH CEHCY
KUTTS Y MICTHYHOMY TIPOCTOP1 OYTTS, YBUPA3HIOIOTh TEMATHYHY OJIM3BKICTB JIITEPATYPHOTO TEKCTY 1 KiIHEMaTorpa-
(bignoro Bimeopsy. Mo6i [lik, Tak camo sik IlaifakaH, BTUTIOIOTh JYXOBHY €HEprito, NIMOWHY ¥ 1HTEICKT. Y CTarTi
HATOJIOIIY€ETHCS, M0 TapaielbHIN TePMEHEBTHYHUI PO3IIISL JAHUX MUCTEIKUX TBOPIB HAJ[a€ MOXKIIUBICTh BCTa-
HOBHUTH HEPO3PUBHY €HICTh CJI0Ba 1 00pa3y, MPOJIEMOHCTPYBATH IIBUJIKE 3pOCTAHHS MOYJIMBOCTEH KiHO SCKpPaBO
BTUTFOBATH YsIBY W HATrOJIONIYBATH BKJIMBICTh 1HIUBIIyaIbHOTO NOCBiMy. [IpoBeaeHe NOCTIKEHHS T03BOJISIE 3PO-
OWTH BUCHOBOK, III0 OKeaHIYHe MUCIIeHHs [. MenBiia ToBOAUTh Oe3MepCIIeKTUBHICTD JIFOICHKOT arpecii. | 1ie mep-
WA KPOK JI0 YCBIIOMIICHHSI BUKJIMKIB CY4acHOT IOCTMOJEPHOT JI0OU. Y (ibMi, HATOMICTh, BXKE aKIICHTYEThCS
HEOOXIJIHICTh PaIUKAIBHOT 3MIHH HAIIMX MODISIB Ha [Ipupony — Biji 00'€KTy 3aBOIOBaHHS 10 00'€KTY IIaHyBaHHS
SIK BUSIBY JTyXOBHOT €JTHOCTI BCiX (hopM KUTTS y BeecBiTi.

Karwuosi cioBa: Aparap: [1isax Boau, ['epman MenBinn, Mo6i Jlik, eKOKpUTHKA, OJIaKUTHA EKOKPUTHKA, THTEP-
MEIIaNbHICTD.

Introduction. Nowadays, natural survival potential of mankind still poses more questions than we
are capable of answering. Quite justified anxiety as to the future of human progress, in particular, and
our planet, in general, accentuates the necessity to introduce qualitatively new ecological thinking.
Negative tendencies of ‘environmental degradation’ attract the key attention of world public. In the
final document of the sixth Global Environment Outlook GEO-6, focusing on the theme ‘healthy
planet, healthy people’, it is emphasized that there exists a threat of “climate change, biodiversity
loss, water scarcity, excess nutrient run-off, land degradation and ocean acidification™ [1, p. 21]. As
it is stated, there is a major risk that such a situation will lead to a destructive cycle of degradation
and that the ocean will no longer provide many vital ecosystem services, for example, livelihoods,
income, health, employment, and aesthetic, cultural and religious values. The urgent measures to be
taken are analysed in this document, though one has a premonition that all this won’t radically change
the existing situation. Sven Anders Johansson from Mid Sweden University is sure that “it is hard not
to understand this need to do something, at the same time as it is hard not to see certain naivety in this
will to contribute” [2, p. 65]. Despite this declared naivety the scholar is straightforward enough to
raise the question: “Why should we study visual arts, music, literature or film when facing ecological
disaster?” [2, p. 66]. His answer is no less direct — “because art is the place where this event may be
understood. If ecocriticism is an academic form of activism, of ‘doing something’, art our best option
to get out of the anthropocentrism which prevents us from even understanding the current situation”
[2, p. 74]. The scholar emphasizes that the pivot of this option —is Adorno’s concept of Natural beauty
which is “a promise, something to hope for, something yet to come. Natural beauty contains an open-
ing towards something that we still do not recognize, something constantly waiting to spring forth”
[2, pp. 69-70]. We may regard these ideas as aesthetic prerequisites to our discussion. There’s no
doubt that all kinds of Arts, including film and literature are perceptive to substantial negative trans-
formations of global environment and examples are not few when we find adequate artistic reflection
of the above process. In such a context the task to analyse and compare some civilizational aspects of
Melville’s novel "Moby Dick” and film "Avatar: The way of water" seems rather interesting.

Theoretical framework and literature review. Herman Melville's novel "Moby Dick" and James
Cameron's film "Avatar-2", despite their temporal and medium-based differences, share much in com-
mon due to their thematic emphasis on environmental issues, human-nature connections, and the
significance of water as a key source of life and ecological balance. That is why the novel and its cine-
matographic version are studied in this article within the frames of ecocriticism and blue ecocriticism.
With this end, some ideas of contemporary philosophers and scholars (S. A. Johansson, D. Abram,
S. Dobrin), dealing with the problems of ecology in general, and water (blue) ecology are encapsu-
lated into our study [2—4]. At the same time, it is obvious that water element became not only the exis-
tential background for both the film and the novel but also a subtle instrument of probing deep into the
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psyche of the characters, offering a profound insight into ethical and philosophical dimensions. The
works by Pierre Teilhard de Chardin [5], Samuel Chase Coale [6], and Austrian psychologist Viktor
Frankl [7] contributed to our analysis of these issues. James Cameron’s visual storytelling serves as
a paradigmatic alternative, a sort of artistic re- imagining of Melville’s textual narration, preserv-
ing its main dilemmas and incorporating them into modern cinematic and ecological discourse. The
peculiarities of such intermedial transformation are surveyed with the help of prolific ideas of French
philosophers Gaston Bachelard [8] and Gilies Deleuze [9].

Research design and methods. Given the specific character of our investigation, comparative
and historical approaches as well as methods of receptive aesthetics and ecocritism are applied in the
course of investigation. Simultaneously, the intermedial comparison of Moby Dick and Avatar: The
Way of Water helps to survey the dynamics of ecological thinking in its shift from anthropocentric
to hylozoistic ideas. Special attention is also paid here to the principles of blue ecocriticism which
extend the frames of traditional environmental criticism by emphasizing the vitality of oceanic world
in the context of its aesthetic, philosophical, and ecological messages.

Setting the goals and tasks of the article. This study aims to analyse the novel "Moby Dick" and
the film "Avatar-2* through the prism of blue ecocriticism, focusing on the interconnection of human
and marine ecosystems. One of the objectives of this work is to reveal the continuity of ethical and
philosophical tradition in American culture.

The outline of the main research material. In December 2022 American epic science fiction
film directed and produced by James Cameron was released for wide public. Being a sequel to Avatar
(2009), it required quite a good lapse of time to find its way to the screen. The epic holds viewer’s
attention not only because of fabulous scenes and miraculous details. The whole range of visual
effects was brilliantly demonstrated in its prequel which stirred imagination by its rich colour scheme
as well as extraordinary aesthetics of characters and representatives of flora and fauna. To our mind,
the sequel even enhances the impressionistic effect of the first part of Avatar as it reveals the ability to
generate powerful impulses of empathy to the aborigines and aquatic world of Pandora and poignant
hatred to newcomers. At the same time, the audience immediately feels that everything occurring on
the screen directly addresses our realities, thus deepening involvement into the action itself. The film
over, the splash of viewer’s emotions gradually grows into thoughts and dwellings over the problems
raised here. And they are quite numerous: the urgent need to preserve our much suffered planet, com-
mercial greed, moral pathology, violence as modus vivendi, family values, moral dignity and so forth.
All these things are on the surface, they are fairly well understood, and what saves them from being
naive or even trite is logical correctness of their artistic articulation. Philosophical basis in this film is
being perceived gradually, before its kinship with other ideas, observations and concepts, piled up in
the universal treasury of human experience, comes to the fore and becomes evident.

Re-evaluation of these ideas leads to understanding of new tendencies in mass culture and pro-
found changes in its depths from the goals of mere entertainment to realisation of our responsibility
for the destinies of Earth civilization. The epic introduces original mythology and philosophy. Yet,
we may survey even deeper roots of some basic messages of Avatar: The way of water. Following
the traditions of primitive animism, the representatives of naive materialism believed that ‘psychic’
is a characteristic feature of the whole physical world. If the whole Nature is moving, it means that
it lives, since the motion itself was ascribed to psychic primary source. In other words, the Nature is
alive. This idea permeates the teachings of some ancient Greek, Indian and Chinese thinkers. Usu-
ally this type of philosophical outlook is defined by the term hylozoism which in translation from
the Greek means /iving matter, living substance. On the initial stage of budding philosophical think-
ing such notions as alive and dead, psychic and physical were perceived not as opposites but some
organic unity.

Nowadays, the ideas of hylozoism received a new impetus in ecocriticism and blue ecocriti-
cism, focused on marine problems as the most urgent for humankind to solve. As it is formulated by
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S. Dobrin, the representative of blue ecocriticism, “the ocean can be a strange place, an alien place,
a wild place. Historically, we cast the ocean as the wildest nature, the untameable, and the unpredict-
able. But, in the same breath, we cast the ocean as a place of salvation. Contemporary environmen-
tal conversations and some oceanographic discussions describe the ocean as the place from where
human salvation will likely emerge in the wake of environmental destruction” [4, p. 1]. Dobrin refers
to some thoughts expressed by ecologist T. Morton in his article ‘Ecology without Nature’: “Ecolog-
ical writing keeps insisting that we are ‘embedded’ in nature. Nature is a surrounding medium that
sustains our being” [4, p. 140]. In the same vein David Abram, philosopher and ecologist, proposes
a more personal approach to the above problem in his new form of hylozoism rooted in the phenom-
enology of sensory experience. Basing himself upon contemporary cognitive and natural science, he
puts forward his version of cosmology in which matter is alive. Mankind should respect this world of
plants and animals, valleys and mountains, rivers and oceans surrounding us. The echo of this idea is
also evident in Sidney Dobrin’s epigraph to his work Blue Ecocriticism and the Oceanic Imperative:
"When my brothers and I were young, my mother stood with us on the beach facing the ocean and
introduced us: This is the ocean. Respect her, and she will treat you well. Disrespect her and you will
face rage like you cannot imagine" [4].

Present ecological situation is so grave that D. Abram can’t avoid irony when he tries to find
a solution: "We’d best keep our arguments girded with statistics and our thoughts buttressed with
abstractions, lest we succumb to an overwhelming grief-heartache born of our organism’s instinctive
empathy with the living land and its cascading losses. Lest we be bowled over and broken by our
dismay at the relentless devastation of the biosphere" [3, p. 17].

Avatar 2 is, in essence, an artistic return to hylozoistic outlook. The old concept of human being
as the paragon of perfection, the king of Nature, has already turned into anachronism. H. Melville
in his novel Moby Dick or the White Whale lucidly hints that such a concept is rather doubtful. This
moment becomes the cross point between the modern film epic and the book of the middle of the
19-th century. Drawing on his own whaling experience Melville goes beyond the limits of its com-
mercial pragmatism, makes an attempt to perceive genetic nature of human communication with
the sea. First and foremost, the American Romanticist tried to study “the existence of high powers”
in their immanent essence, analyse the character of their influence on human beings, and outline at
least the contours of transcendental phenomena. Yet, it was philosophical profundity of the book that
became the stumbling block for numerous Melville’s contemporaries to comprehend this masterpiece
adequately. Its avant-garde message was fully understood much later, long after his death.

In the 20-ies of the XX century, the novel saw the revival of interests of readers, critics, and schol-
ars. The whole complex of ideas in this work and its narrative structure are inseparably intertwined
with the elements of water which became not only the existential background of Moby Dick but also
a subtle instrument of delving into the psyche of its characters. Artistically and professionally con-
vincing details, a wide circle of associations, allegories and symbols helped the author to create an
impressive landscape of events which stirred and provoked readers’ imagination. Receptive aesthetics
of the water element in the novel is very much reminiscent of Avatar 2, though, of course, there exists
rather substantial difference: in the novel the ocean is cold and severe while in the film it is at the
same time bright and full of danger. The boundless aquatic space frightens and attracts like a magnet.
It’s impossible to overcome or tame this fluid universe, the only way to survive in this milieu is to get
in love and merge with it. Thales of Miletus, by the way, claimed water to be “the beginning of all
things”, and the Cosmos for him was “alive and full of Divine powers”. In this sense the very choice
of the name “Avatar” is rather grounded from different points of view. On the one hand, it is reference
to our contemporaneity, with its video and internet games, on the other — to our civilizational past, as a
Hinduism manifestation of a deity or a released soul in a bodily interpretation. But there can be found
still another precondition for such a name, which is closely connected with the archetype of water.
G. Bachelard in his work Water and dreams points out with reference to the idea of Swiss nineteenth
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century scholar J. J. Bachofen that “the vowel ‘a’is a vowel of water. It dominates in such words as
aqua, apa, wasser. It’s a phoneme of world creation with the help of water. It is this ‘a’that defines
initial matter. With this letter the poem of Universe begins. This is the letter of soul’s rest in Tibetan
mysticism" [8, p. 215].

Thus, following this idea, the name ‘Avatar’, having the only vowel ‘a’ repeated tree times, is fully
adequate to the second part of the film’s title — ‘the way of water’. From the point of view of cine-
matography the image of water in Avatar 2 corresponds to all the requirements of this art. According
to Gilies Deleuze, “it is firstly because water is the most perfect environment in which movement can
be extracted from the thing moved, or mobility from movement itself” [9, p. 77]. French philosopher
claims that ‘this is the origin of the visual and auditory importance of water in research on rhythm’
[9, p. 78]. Professional filming of this environment, visual, acoustic, and rhythmical at the same time,
predetermines lasting aesthetic pleasure. As S. Dobrin explains: “Sight, and by association image
and the visual, is physiological and interpretive, material and conceptual, technological and natural’
[4, p. 177]. We may attribute to this enumeration the notion psychological, since our perception of
this sight (image) is very important, as it revokes not only aesthetic emotions but ethic ones as well.

Watching the film frees the spectators from the necessity to generate intertwined sets of images.
They are already created by film makers. That is why the audience simply enjoys the artistic produce.
But reading the novel requires attention, concentration, and efforts to turn the word into an image-mo-
tion. What complicates the task of reading the text of Moby Dick is the fact that its narrative line is
blurred and constantly interfered with numerous diversions and deviations of informative character:
details of whale’s anatomy, peculiarities of their processing, the methods of whale-hunting, philo-
sophic considerations, parables, and dwellings on the destinies of mankind. And all this is depicted
against the background of seascapes, powerful, severe and implacable, charged with enormous emo-
tive and poetic potential which attunes the readers to a solemn liturgy of the elements. In chapter
‘Symphony’, for example, the ocean is delineated in poetic and lyrical undertones, in others — with a
domination of philosophical or psycho-metaphoric categories, as vulnerability of an ocean of human
soul, the existence of which was mentioned by Hellenistic Platonist philosopher Plotinus (c.204/5-271
AD). However paradoxical it may seem, this fuzziness and blurriness as well as informative over-
loading of the narrative line helped to create a prolific basis for its intermediary challenge, triggered
the idea of its artistic re-interpretation in the epoch of new technologies and vast opportunities of
computer graphics.

Melville’s text combined different strategies within the frames of a complex narrative structure, in
which self-sufficient and authentic plots are interconnected, the main line being that of ‘Ahab — Moby
Dick’ as it releases “great impulses of energy imparting dynamics to all other compositional blocks of
this novel” [10, p. 7]. In Avatar: The way of water this line corresponds to the line ‘Quaritch — Paya-
kan’, and hunting Payakan becomes the culmination of this epic. If we compare Ahab and Quaritch as
the first components of the main narrative lines in the novel and the film we’ll be able to see quite a lot
of similarities between these characters. Both of them are monolithic in their all devouring passion,
all their actions and deeds are directed towards one goal — to exterminate their enemy. Both of them
become the carriers of some mission. Ahab declares to Starbuck: “Ahab is always Ahab” [11, p. 524],
claiming that his biblical name isn’t only his essence, but also mission laid on him in advance. Riot-
ous captain says about himself: “I disobey my God in obeying him” [11, p. 527]. His aggression as if
prescribed to him from above. He is a messenger of Destiny. “This whole act's immutably decreed.
It was rehearsed by thee and me a million years before this ocean rolled. I am the Fates' lieutenant; I
act under orders” [11, p. 524]. For Melville such anthroponymical precedence testified to his break-
through to cognitive nihilism, understanding of transcendentalism not in narrow frames of Christian-
ity, but within much wider paradigm of ontology, as a realization of the fact that there may be quite
a different order, unknown to us, and including some phenomena which surpass existing religious
categories and principles.
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To some extent, Quaritch, a recombinant, implanted with the memory of a deceased Colonel Miles
Quaritch, may be regarded as a cinematographic replica of Melville’s Ahab. The pivot of his mem-
ory is hatred and unsurpassed desire to revenge. Though Quaritch’s enemy is not a whale but Jake
Sully, a blue-skinned humanoid. Quaritch wants to lure Jake out and with this purpose he gives order
to kill whales — Tulkuns. In Cameron’s film Quaritch’s name, as well as Ahab’s, becomes precedent
as it incorporates all the psychological features of Colonel Quaritch Miles from a prequel “Avatar”.
This name personifies the predetermined character of recombinant’s further behaviour. But here this
precedence corresponds not to the transformed biblical content but to the idea of a substantial gap
between technology and ethics: one can enliven the person’s memory and his consciousness but can’t
improve it.

We may observe even greater resemblance between Moby Dick and Payakan. Both whales are
considered to be dangerous killers, though such an attitude is gradually changed in the novel and in
the film. It is claimed, that Melville borrowed the name Moby Dick from the article of J. N. Reynolds
‘Mocha Dick: or the white whale of the Pacific’, published in magazine The Knickerbocker in 1839.
American editor and explorer gathered information about an albino sperm whale slain in 1838 after
he came to rescue of a distraught cow whose calf had been killed by the whalers. There are two ver-
sions of the name Mocha. The first is explained by the fact that this white whale was first encountered
off Mocha Island sometime before 1810. The second is connected with Peruvian cult and Mocha is
mother’s name which symbolizes the light essence. In such a context Dick is associated with father’s
nature and reveals dark essence. Thus, the mysterious white whale was regarded as a mixture of
two essences — Good and Evil. However, the whale in Melville’s novel is not aggressive; he rather
reflects Ahab’s aggression and hatred what testifies to emblematic character of his white colour. We
may interpret Moby Dick as personification of author’s desire to avenge all those who participate in
merciless slaughter, called whaling. Starbuck, for example, accuses Ahab in madness, as it is he who
pursues Moby Dick, and not the opposite. Here we feel implicit undertones of Melville’s empathy to
whales.

Payakan, an analogue of the White Whale, also differs from other peaceful Tulkuns (whale-like
species). He has broken the law in his attempt to avenge the whalers having killed his mother. He
is an outcast and is considered to be dangerous by so-called aquatic Metkayina clan of Pandora.
But despite such attitude of reef people this Tulkun-criminal saves the life of Lo’ak, Sully’s second
son, and befriends him. This detail reveals deep affinity with Melville’s main personage through the
concept of human perception, which in reality can be completely inadequate. However paradoxical
it may seem, this inadequacy may be understood through the element of mystery, which was subtly
introduced by American Romanticist and later developed in Avatar 2.

Melville delineates the whales as mystical, mysterious creatures, monstrous Leviathans, living
in the depths of the Ocean and symbolizing the spirits of Nature. In chapter 68 the peculiarities
of Cachalot’s skin are described in all the details. It is mentioned here that it is marked with some
special signs which cover not only the upper transparent film of whale’s skin but as if are scratched
on the cachalot’s bones. Ishmael, the narrator of the novel, thinks that these signs can be regarded
as hieroglyphs. Later the author states that he himself saw hieroglyphs on the backbone of a whale
skeleton exhibited for worshiping by aborigines on one of the islands. These hieroglyphs refer to
ancient Egyptian civilization. It is mentioned in the book that “the sperm whale from the point of view
of physiognomic is a Sphinx” and what unites cachalot with sphinxes is “the silence of pyramids”
[11, p. 335]. It is also emphasized in the book that the White whale personifies some primordial spirit
which had existed long before Prometheus. Ishmael is impressed by the power and grandeur of Moby
Dick and perceives his whiteness not as morbidness but a miracle. The White whale springs out of
water like a “Grand God” whose marble body for a definite moment bends like “the ark of Virginia
bridge” and this white brightness is extraordinary beautiful “against the dark blue background of the
sea” [11, p. 512]. He is like an incarnation of some transcendental power. We may agree with Ameri-
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can scholar Charles Coale who claims that Melville used Egyptian images to underline “inscrutability
of human being and the surrounding world” [6, p. 29]. The white whale becomes the symbol of such
inscrutability. To our mind, Moby Dick is ‘morbidic’ because he seems to be morbid, but his true
nature can’t be comprehended.

The same idea is evident in Cameron’s film. Here the Tulkuns are also regarded as mysterious
creatures. Norm Spellman, the scientist, points out that Tulkun’s intellect surpasses that of human
beings. These creatures are ancient and mysterious and Lo’ak notices some strange drawings rem-
iniscent of hieroglyphs on Payakan’s skin. And a bit later, when he wants to find out the reason of
his refuge, Payakan opens for him the entrance to his belly, where in complete darkness the boy sees
burning hieroglyphs which help him to install mental connection with tulkun’s memory [12].

It is symbolic that it is Payakan who helps Jake and aquatic clan to defeat the invaders. Like Moby
Dick he attacks the main whale-hunting boat and liquidates the majority of soldiers and whalers.
Thus, the image existing in human perception is completely disproved. The whale-killer gets quite a
new interpretation and acquires features of a patriot as he assists the reef people to defend their life
space. Having come through the stages of exile and fighting, Payakan frees himself from his criminal
status. And this fact is a substantial contribution to Melville’s concept of this image.

One more important link between the book and the film is the purpose of hunting whales / tulkuns.
It is business interest, super profits. Melville’s attitude to this process is ambivalent. It is both sin and
commercial reality. On the one hand, to kill a whale means to annihilate a whole world; on the other —
to obtain a great number of products useful for people. In the nineteenth century whale hunting was
a dangerous undertaking, a challenge to the powers of nature, nearly a heroic deed. But it was com-
mercial profit that made the basis of this heroism. That is why the writer accentuates the profound
incompatibility of whaling and Christianity, and in his dwellings he constantly returns to this prob-
lem. In Avatar: The way of water business goals of ‘tulkuning’ acquire even much more disgusting
forms. First, because they slain Tulkuns with only one purpose — to extract anti-aging serum, bringing
mega profits as only the richest can afford to buy it. Second, because they kill Tulkun mother with a
small Tulkun. And this mercenary act arouses a huge wave of hatred to invaders, greedy and merci-
less, with degenerative features, killing majestic and wise creature, completely defenceless. Not only
this episode but many others create unique dramatic field, and the source of this powerful device is
Manichean idea of constant fighting of Light and Darkness, universal Good and Evil. In this sense we
may refer to G. Bachelard who believed that "for the material element to engage the whole soul there
must be a dual participation — participation of desire and fear, participation of good and evil; peaceful
participation of white and black" [8, p. 23].

Thorough analysis of these two works allows considering not only environmental issues, but human
problems as well. Here we may speak about existential trends in psychology, relating to the search
for sense of life. A well-known Austrian psychologist Viktor Frankl is convinced that: “man's search
for meaning is the primary motivation in his life and not a ‘secondary rationalization’ of instinctual
drives” [7, p. 121]. He is sure that nowadays psychotherapists deal, in essence, not with frustration
of the pleasure principle “on which Freudian psychoanalysis is centred”, and not with frustration of
the “will to power on which Adlerian psychology, using the term striving for superiority is focused”
but with the frustration of existential needs. Today more patients suffer from a profound feeling of
loss of meaning, sense of life, conjugated with feeling of emptiness, which is why Frankl is speaking
about ‘existential void, vacuum’. Both the book and the film, each in its own style, give the direction
for searching the remedy: to overcome this danger of depression and despondency one has to plunge
into the depth of harmonious relationship with nature, and, by doing so, to regain the stamina of life,
its joy and the sublime pleasure.

We may trace certain implications of this idea in Melville’s novel through the character of Ishmael,
the protagonist and at the same time the narrator of the main line. Biblical Ishmael, according to the
text of the Bible, does not belong to God elect people. What concerns his fictitious counterpart, he
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after the crash of “The Pequod” is saved by the crew of the ship “The Rachel”. We know that Biblical
Rachel belonged to God elect people. This fact is rather significant, as the author as if presents his
hero with the prospect of divine salvation. We may regard this plot line as Gospel of Ishmael since his
salvation may be understood not only as physical one, but spiritual and existential as well.

In contrast, the protagonist of the film obtains not religious but ontological salvation when he is
accepted to the community of aquatic Metkayina clan of Pandora [12], and his life cycle gets a new
perspective. At first, sea civilization seems hostile and inappropriate milieu for Jake and his family
who must adjust themselves to this fluid substance. But as mankind came out of ocean, and humans
consist mainly of water, they are, in essence, the drops of ocean and that is why this universe becomes
their home, their “Paradise regained”. Their return is like the return of a prodigal. Thus, the water
frontier in the novel and the film is a complicated road to a new global ethics.

Conclusions. Some thoughts and ideas of American Romanticist outrun his time and broke into
the space of a new informational epoch, finding fertile soil in contemporary cinematographic milieu.
Nowadays, information sphere turned into original social reality which quickly increases in scale and
scope, changing the content of history. In Melville’s times one couldn’t even imagine such things.
Nevertheless, his artistic insight helped the writer to feel the essence of global communicative per-
spective for mankind which corresponded to boundless space of human soul. He united the human
ocean with the ocean of Nature and involuntarily created qualitatively new universe with its own
laws, a nineteenth century replica of Internet, where it’s possible to travel instantaneously changing
the portals. The intermedial comparison of these two works reveals dynamics of ecological con-
sciousness in its shift from a critique of industrial anthropocentric view of natural surroundings to a
post-industrial ecological ethics. Melville’s environmental perception is convincingly developed by
James Cameron and his colleagues. Yet, the questions of real comprehension are sorted out by film
directors in a different way. It is not an attempt to demonstrate futility of attacking the Nature, as it is
emphasized by Melville, but it is the idea of unification with it. And in such a situation the responsi-
bility of people for everything around them acquires major attention. As it is accentuated by a well-
known French palaeontologist and philosopher P. T. de Chardin: ‘Man is not the centre of the universe
as once we thought in our simplicity, but something much more wonderful — the arrow pointing the
way to the final unification of the world in terms of life’ [5, p. 224]. He claims that one of such ways
of unification is “all-embracing love” which helps to feel oneself a part of totality, harmonious and
beautiful. To conceive this dynamic substance human beings should exploit their sensory experience,
disclosing a ,,material field that is animate and self-organizing”.

BIBLIOGRAPHY:

1. Global environment outlook GEO-6. Summary for policymakers. United Kingdom: Cambridge Univer-
sity Press. 2019. 28p. URL: https://www.unep.org/resources/assessment/global-environment-outlook-6-sum-
mary-policymakers (access date 24.06.2025).

2. Johansson S. A. Why Art? The Anthropocene, Ecocriticism, and Adorno’s Concept of Natural Beauty.
Adorno Studies. 2019. Vol. 3, Issue 1. pp. 65-68.

3. Abram D. Becoming Animal: An Earthly Cosmology Pantheon. N. Y: Vintage books. 2011. 293 p.

4. Dobrin S. Blue Ecocriticism and the Oceanic Imperative. Routledge Environmental Humanities. 2021.
255 p.

5. Chardin P. T. The phenomenon of man. Modern thought, 1959. 314 p.

6. Coale S. C. In Hawthorne's Shadow. American Romance from Melville to Mailer.The University of
Kentucky Press 1985. 245 p.

7. Frankl V. Man’s search for meaning. Revised and updated. N.Y. : Washington Square Press. 1984. 224 p.

8. Bachelard G. L’eau et les réves. Essai sur I’'imagination de la matiére. Paris: Librairie José Corti, 18 réim-
pression, 1942. 229 p.

9. Deleuze G. The movement-image. Cinema /trans. H.Tomlinson and B. Habberja. University of Minne-
sota Press. 1997. 264 p.

34



HAYKOBI 3AIMTUCKU. Cepisi: dinonoziyHi Hayku ISSN 2522-4077 (Print), ISSN 2522-4085 (Online)

10. Gorenko O.P. The mysteries of the White Whale. Introduction. / H, Melville. Moby Dick or the white
whale. Kharkiv: Folio.2008. pp. 3—16. URL: https://shronl.chtyvo.org.ua/Herman Melville/Mobi_Dik abo
Bilyi_kyt vyd 2008.pdf (access date 24.06.2025).

11. Melville H. Moby Dick or the white whale. New American Library. 1961. 544 p.

12. James Cameron's film "Avatar: The way of water". December 2022.

Jlama naoxoodoicennss cmammi: 08.07.2025
Jlama nputinamms cmammi. 12.08.2025
Onyonixosano: 16.10.2025

35





