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EYXAPIXTIEX

Ba 10eha vo evyaploTom Wiaitepa TNV avaminpdtplo Kabnyntpe Eoen
Kvozplavidov yia tnv kabodfynon, thv vrostipiEn Kot TV EUTIGTOGVVT TOV OV

£0e1&e KO’ OAn TNV ddpKeEL TNG EKTOVNONG TNS TAPOVGOS OLoTPIPnG.



ITEPIAHYH

H mapovoa dwtpipr] e€etdler v €vvola g andiag otn oOyxpovn TéXVN Kol TOV
Kivnuotoypdeo, sotidlovtag Wwitepa ot 6YEC0N TG UE TO COUO, TNV oeOnTIKn
eumepio, v N kot ™ B€aon. Av kot 1 andia cvvIEINKe TaPAdOGLaKE pE TN
Broloyikn amoctpoen amévavilt oty pwolvvon, ™ @eBopd kAl Tt onym, M Epyocio
emyelpel va dei&etl 6T TpodKertan Yo fadid TOMTIGUIKS Kol KOWVOVIKO cuvaicOnua, to
omoio Aertovpyel ®g UNYaVIGROg oplobétnong avdpecsa 6to Kabapd kol o akddapTo,
GTO OTOOEKTO KOl TO ATOKAIVOV, GTO avOp®OTIVO Kot To amdvOpwmo. Apyud, eetdleton
N 0éon g andiog péoa otV 16TOpin TG eONTIKYG Oempiog, amd TNV TOPASOGIOKY
AVTILETOMION NG MG CLVOICONUOTOC acVUPATOL He TNV TEYVN £mG TN CLYYPOVN
EMOVEKTIUNGT] TNG O CUAVTIKOD a1oONTIKOL Kol PIALocoPikoy epyaleiov. Méoa amod
11§ Bsmpieg twv Carolyn Korsmeyer, Noél Carroll kot Julian Hanich avoivetar n
duvatodT T, TG andiog v AELTOVPYEL ®OC HOPON oUGONTIKNAG EUMELPIOG, KOV Vo
evepyomolel £VIOVEG GOUATIKEG KOl GUVOICONUATIKEG OvVTIOPACELS oToV Oeath. X1n
ovvéyela, 1 dTpiPn emikevipdvetar ot Oempio. Tov abject tng Julia Kristeva,
JEPELVAOVTOG TN OYECT AVALESH GTNV andia, T coOuaTKéTTA Kat T Bvntdtra. To
abject mpooeyyiletar ¢ ekeivo MOV JATOPAGGEL TO. OPlO. TOV VITOKEYUEVOL KOl
ATOKOAOTTEL TNV €00pavotn kol VAIKN @Oon g avOpodmivng vmapéng. H andia
TopoLcileTan £T0L MG avTIOpaon Ol LOVO OmEVOVTL 0TN Ppopd 1| T eOopd aArd
ATEVAVTL GTHV KOTAPPEVOT) TNG TOATIGHIKNG Kot LITapElakng otabepdtnrac. [daitepn
gupaon divetal eniong otnv Kowvmvikn Kot nokn didotacn g andiag. Méosa amd Tic
Oewpleg tov William Ian Miller kou Martha Nussbaum e&etdletar 1 Agttovpyio g
andiog  ®¢  UNOVIOHOD  KOWMVIKAG — TOEWOUNONG, — OTMOKAEIOUHOD Kot
aroavOporonoinone. H epyacio avaiidel mog n andia ypnoytonoeital 16Topikd yio va
TOPOVCICTOVV  GUYKEKPIUEVO, COUOTO 1 KOWOVIKEG OMAdES ®C «MOpESy 1
CUOADOUOTIKES», OTOKOADTTOVTOS TN OTEVH OXE0T TG He TV e€ovoia, TV NN Kot
v Kowevikn epoapyio.\n\nlTapdiinia, diepgovatal n B€on tov Ot améEvavTL 6TO
ATTOKPOVGTIKO KO 1) GYECT] AVALEST GTHV OTOGTPOPN, T fascination kot v alcONTIKY
ENEN. H 0Béaon swdvov Blag, mapapdopeowons Kot amochvleone mpooeyyiletar mg
eumepio NONG apnyaviec, Katd TV omoio 0 Oea g EpYETUL AVTILETMOTOG OYL LOVO pE
TO OTOKPOLGTIKO OVTIKEINEVO OAAG Kol pE Tn Ok Tov embupio va cvveyiost va
rortalet. H Oempntikn avdivon mhatcidveton amd mapadely oo cOyxpovng TExvng Kot

Kivnuotoypdoeov, énwg ta £pyoa towv Chapman Brothers, to Salo, or the 120 Days of
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Sodom tov Pier Paolo Pasolini, to A Clockwork Orange tov Stanley Kubrick xot
moapadeiypata body horror kivnuatoypdeov. Méca amd avtd ta £pya e£eTdleTon TMOG M
andio ¥PNGIULOTOIEITOL MG UIGONTIKOG KOl TOAMTIKOG UNYAVICUOG OV ATOKOAVTTEL TIG
AVTIPAGELS TNG GVYYPOVNG KOVATOVPAS YOP® amd To cdpa, T Pia, tn Ovnroétto Kot
mv avOpdmvn tavtdtta. H dwtpin katoinyel oto cvunépacpua 6t  andia dev
ATOTELEL OTADG COUOTIKN 1 YOYOAOYIKT AVTIOPAGT) AALE TTOAVGHVOETO TOMTIGUIKO KoL
PLA0G0P1IKS pavopevo. H ohyypovn téxvn kat 0 KIvnHotoypaeog a&lomolouy Ty andio
oYL LOVO Y10 VO GOKAPOVY OAAG Y10, VO ATOSOUNGOVY GTAOEPEG aVTIAMNYELS YOP® 0td
mv nokm, v Kebopdtta, TV avOpomvOTNTA Kol Ta 6Pl TOL TOALTIGLOV,
LETOTPENMOVTAC TO OTOKPOVOTIKO O HEGO OICONTIKNG, KOWMOVIKNG KOl TOMTIKNG

ATOKAAVYNG.

AéEearc Khedd: Andia, Abject, Osatrg, Zoyypovn Téxvn, HOwn Andia.




ABSTRACT

This dissertation examines the concept of disgust in contemporary art and cinema,
focusing on its relationship to the body, aesthetic experience, morality, and
spectatorship. Although disgust has traditionally been associated with biological
reactions to decay, contamination, and bodily corruption, this study argues that disgust
functions as a deeply cultural, social, and political emotion that shapes the boundaries
between purity and impurity, normality and deviation, the human and the inhuman. The
dissertation first explores the position of disgust within the history of aesthetic theory,
tracing its transition from being considered incompatible with artistic experience to
becoming a central element of contemporary aesthetics. Drawing on the theories of
Carolyn Korsmeyer, Noél Carroll, and Julian Hanich, the study investigates how disgust
can operate as a powerful aesthetic experience capable of producing intense bodily and
emotional engagement. Particular emphasis is placed on Julia Kristeva’s theory of the
abject and its relation to corporeality, mortality, and the instability of the subject.
Disgust is approached not merely as a response to dirt or bodily decay, but as a reaction
to the collapse of symbolic and existential boundaries. Through the concept of
abjection, the dissertation examines how the grotesque body exposes the fragility of
human identity and the instability underlying cultural notions of order and control. The
dissertation also investigates the moral and social dimensions of disgust through the
work of William Ian Miller and Martha Nussbaum. Their theories reveal disgust as a
mechanism of social classification, exclusion, and dehumanization. In this context,
disgust is analyzed as an ideological tool historically used to portray certain bodies,
identities, and social groups as impure, contaminating, or morally inferior. The study
therefore highlights the close relationship between disgust, power, morality, and social
hierarchy. In addition, the dissertation explores the role of the spectator and the
ambivalent relationship between disgust, attraction, and fascination. The experience of
viewing disturbing images is examined as a form of ethical confrontation in which the
spectator becomes implicated in the act of looking. Rather than functioning solely as
rejection, disgust often coexists with curiosity and aesthetic pleasure, revealing the
complex dynamics between violence, visual consumption, and spectatorship in
contemporary culture. The theoretical framework is supported through analyses of
contemporary artworks and films, including the works of the Chapman Brothers, Pier

Paolo Pasolini’s Salo, or the 120 Days of Sodom, Stanley Kubrick’s A Clockwork
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Orange, and examples of body horror cinema. These works are examined as aesthetic
and political explorations of violence, corporeality, humiliation, and the instability of
human identity. Ultimately, the dissertation argues that disgust should not be understood
merely as a biological or psychological reaction, but as a complex cultural and
philosophical phenomenon. Contemporary art and cinema employ disgust not simply
to shock, but to expose the fragility of social and moral structures, transforming the

grotesque and the abject into tools of aesthetic, ethical, and political critique.
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