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Abstract

Main problem: this article deals with the research of surrealism which is not just one of ordinal
modernism directions or one of many isms in the art of the 20" century, but which appears as a universal
phenomenon in the culture of the epoch, reflecting its main features; surrealism has risen many issues
substantive for culture modernity, and resolutions of which are worthy in-depth study.

Purpose: to determine the meaning of the unconscious when building a surrealistic world picture and
show the relationship and interinfluence of the arts and reality, real and imaginary within the frames defined by
surrealism.

Methods: the study is based on philosophical and art review of literary and art works performed by
surrealists. In various manifestos and works made by surrealism figures it is traced the intention to penetrate into
the depth of human psycho using dreams and different mental illnesses. It is known about the enormous impact
that the discoveries made in the field of psychoanalysis had on the development of Surrealist philosophy. So, the
method of free associations was popular, which was actively used by the Austrian scientist Z. Freud in his
medical practice, talking with the patient and analyzing his dreams, the doctor with the help of key symbols
revealed the cause of the neurosis, and the surrealists were attracted by the research of the Swiss psychiatrist C.
Jung, devoted to the analysis of archetypes and symbols in the lives of various peoples.

Results and their importance: practical significance of the study is related to the following
circumstances: the necessity to make sense for the reasons of the crisis which encompasses the culture today, the
search of possibilities and ways to recover it; u this work’s materials can be also used in research of creations of
young Kazakhstan avant-garde artists. The research materials can also be used in the practice of teaching
philosophy, cultural science, psychology, and other humanitarian disciplines and also in work of fine art experts
and museum staff; based on the materials of this research, the special courses on culture philosophy, culturology,
esthetics and theory of arts can be developed.
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Introduction

Surrealism is one of the most influential and enduring art movements of the 20™ century that, to a great
extent, has had an impact on contents and concepts of the arts of the epoch. Studying such a phenomenon gains
ground for several reasons. Firstly, current judgments of surrealism were given during the Soviet period by
philosophers and literary critics, in terms of rather specific (Marxist) ideology when analyzing surrealism; they
bear the impress of class approach to the arts, so these definitions are needed to be seriously reevaluated. In most
cases, surrealism has been considered exceptionally as a result and example of the ‘decay of bourgeois culture’,
having nothing valuable and even being harmful for the soviet socialist culture. Secondly, relevance of this work
is defined by the fact that in the past in Kazakhstan literature there was not any rigorous research of this art
movement at all. Meanwhile, in the Post-Soviet era surrealism has penetrated with Kazakhstan culture and the
arts not only in terms of theory, but also in artistic and aesthetic practice of national artists. Today, the following
Kazakhstan artists work within this movement: Erbolat Tolepbai, Yurii Zobak, Andrey Knutov, Alexei
Pakhomov, Sergei Belov, Andrei Orazbayev, Igor Isakov, Vladimir Efremov... Thirdly, the relevance of our
topic is defined by the necessity exactly philosophical (culturological) analysis whereas surrealism is not only
the art phenomenon but also way of thinking that includes the main features of the 20™ century culture.
Specifically surrealism most actively impacts on establishment of thinking of a modern human.

Materials and methods

Modern tested philosophical, scientific and cultural principals are the following: the principal of unity
of the historical and logical, the principle of fairness and scientific character of the research; the principle of
comparative and historical analysis, the system and structural approach, the principle of integrity, the
philosophical worldview pluralism and so on.

The methodological base of the research also includes theories and concepts of the modern philosophy
of culture, social philosophy, philosophical anthropology, philosophy of art. The author is based both on feats of
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national philosophical and cultural thoughts and works by foreign scholars philosophers, cultural researchers, in
the field of history, art theorists, and works of the representatives of surrealism themselves.

Results

In our society, for many decades, the irrational component of culture has been consistently destroyed.
Any piece of work falling out of narrow interpreted rationalistic traditions was silenced down or inculpated. A
philosopher who based on intuition was evaluated as an irrationalist. The definition of ‘irrational’ itself took on
negative meaning. Meanwhile, mysticism has undoubtedly the predictive potential; it is, certainly, a specific but
a fully valuable type of knowledge. It implies powerful renovated tendencies of culture. Artificial cutting the
irrealistic spiritual tradition off the living organism of culture has deformed consciousness, developed
impoverished type of perception. Today, our culture is responsive to mystic intuition, but it is not really easy to
be a part of the other world outlook. Secret, irreal world is represented in surrealism which tries to defy the
reason and break habitual mind fictions.

Discussion

In summary, 1924 year — Manifesto of Surrealism. Breton points out that reality terrorizes imagination
by its pragmatism, a human has no place to run away from this situation to save his/her identity and dignity,
perhaps, only to the field of childhood memories, dreams, or fantasies. ‘Freedom of spirit’ is important even that
which madmen have, so Breton is opposed to persisting fragments of positivism, aimed at determining and
explaining everything against primitive logic. Breton has given his famous definition of surrealism: ‘Psychic
automatism in its pure state, by which one proposes to express - verbally, by means of the written word, or in
any other manner - the actual functioning of thought. Dictated by the thought, in the absence of any control
exercised by reason, exempt from any aesthetic or moral concern. Surrealism is based on the belief in the
superior reality of certain forms of previously neglected associations, in the omnipotence of dream, in the
disinterested play of thought. It tends to ruin once and for all all other psychic mechanisms and to substitute
itself for them in solving all the principal problems of life’ [1]. Breton demanded maximum of adventurism
predicting the ‘epoch of dreams’ and ‘performances of mediums’.

In order to achieve surreality, Breton goes antheming the ‘miraculous’ and armed with Freudism and
techniques of psychoanalysis: ‘Completely occupied as I still was with Freud at that time, and familiar as I was
with his methods of examination, | resolved to obtain from myself what we were trying to obtain from them,
namely, a monologue spoken as rapidly as possible without any intervention on the part of the critical faculties, a
monologue consequently unencumbered by the slightest inhibition and which was, as closely as possible, akin to
spoken thought [1; 54].

Reality was the basis for all great art works but history of the painting of the 20th century is a history of
increasingly obvious distrust to a ‘model’, external object. Reality has been questioned; the outer world is
increasingly looking like a red flag. Understanding of the arts as an ‘imitation’ of this external world has been
reviewed in the modern culture. Value of the arts is enclosed only in imagination regardless the external object
that originated it. Surrealists make head against primitive copying of the reality (in fact, a photograph makes it
more accurately). Surrealism arose based on transferring the reality on the higher artistic level. It substitutes the
reality by ‘surreality’ placing real objects into unusual (imaginary) situations. Fantasy combines a dream and the
reality within ‘surreality’ translating the reality. After such transformation the reality becomes unstable and
unreliable, is washed by ‘imagination waves’ (the example is from Aragon’s poetry ‘in sand castles, how you are
beautiful, columns of smoke”). The first associations that come to mind when meeting with the surrealistic arts
are the associations with a body welting in the drifting sands sinking the deeper the stronger his efforts to get out.

Simultaneously with surrealists, the existential concept of reality was developed. Philosophy of
existentialism referring to the analysis of human world demonstrates its genesis through the activities of an
existential subject. Existentialism as a reaction on crisis of the epoch was focused on questions of existence of a
human forgotten in own loneliness. Characters of literary works of F. Kafka [2] rebel against any connections
with the realm as it is chaotical, and the space and time are torn apart. His heroes-individualists are between the
real and unreal worlds, the world is antagonistic to a personality. In the essay ‘The Myth of Sisyphus’, A. Kamus
[3] writes about the life of a person as a continuous ambiguity and absolute absurdity. People are lonely and
destined for mutual misunderstanding.

In this regard, the common idea between existentialism and surrealism is the concept of reality as about
something vicious and absurd. However, an existentialist is limited to revealing and experiencing the fact of
absurdness of being focused at the problem of a personality in the world that cannot be changed. On the contrary,
surrealism is a discovery of the unknown where causality and determinism of the world are placed in question,
and in the stead of which the chance is enthroned. Surrealism is the disruption of reality. Taking this world as the
starting point, it, tries to bear to the world, firstly, by splitting, destruction of illusion of the reality in the arts by
‘disordering of all the feelings” a la Arthur Rimbaud [4], ‘black humor’, Dada disintegration of the constituent
elements of the illusion and then creature of the other world. Surrealistic activities are modeling activities. An
artist-surrealist as the Maker disposes and molds the world based on own laws. He/She models the world by
creating a new category of object which no longer belongs to the realm of the real and the imaginary, which are
in opposition or complementarity to each other, or to the rational, it (the surrealistic object) belongs to the realm
of the symbolic and no longer is mixed with the real nor with the imaginary. Surrealism does not express the
desire to create such an artificial world, which is a scrupulous reproduction of the reality, or its translation into
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the language of images; not an artificial world, which is understood as the imaginary opposed to the real, since
the concepts of real and imaginary in the context of surrealism have lost their former polarity. Scientific
outcomes of the twentieth century on incompleteness of the deductive systems, the principle of reliability, which
came into conflict with the attitude of positivism to reality and reliability, opened a new attitude to reality - a
model of reality is built using additional languages of description, as a result of these changes ‘the former
classically understood aesthetics, the content of the meaning "fiction" and now the world of a work of art acts as
one of the possible worlds, which equates it to the world of another, not artistic" [5]. So, the changed attitude to
reality, a new understanding of reality in modern culture is clearly manifested in surrealism. Surrealists, starting
from the principle of cognition, displaying the world, came to its modeling, i.e. to the destruction of its unity and
the recognition of the plurality of its paintings, ‘the concept of the ‘world picture’ suggests that the world
potentially lives and can be actualized in any of its manifestations, in the idea of it" [6].

Thus, the space of surrealism is a certain complex sign system that represents an alternative system of
the language and is not reflection of the reality, but represents a specific type of statement, a try of novel way to
speak (model) the world. Surrealist is a producer of senses, a ‘human signifier’.

Let us give a try to take the mechanism that giving a surrealistic effect to component parts. It is
extremely unrealistic. Special significance in the mechanism of surrealistic creation has the argument of French
poet G. Reverdi about image as a result of ‘coming closer of two realities more or less distant from each other,
the more distant and faithful relations will be between closing realities, then image will be powerful® [7]. The
examples of similar images are; ‘the song was floating down the stream’, ‘the day has turned around as a white
tablecloth’, ‘the world is back into the bag’. Contingence is not made consciously with the some specific
purpose: both elements making up the image are not derived from one another with the help of mind but they are
‘arising products’ of surrealistic reality at the same time. The reason is assigned to be a third-rate part, not
creative — it can only try to establish the effect reached and make certain of ‘higher reality’ of the images arisen.
And it is worth agreeing with such definition of the image, because the image is a symbol of good poetry, and
the speed of association between the first impression and its final expression defines the quality of the image. Let
us trace the evolution of poetry writing: ‘The first poet of the earth has defined the sky as blue. Later the other
has made a discovery” your eyes are as the sky’. Then they dared to say ‘you have the sky in eyes’. The
surrealistic author would write ‘you have the eyes of the sky’ [8]. As we see the most wonderful images are
those that in the most direct and rapid way combines the elements of reality that are far apart from each other.
Surrealism expresses itself directly, intensively, rejecting the means that is held in place by logics, grammar
effects, and aesthetics.

Image is a favorite attribute of modern art. Prior to the 20" century and up to the present day hearing
determines the quality of the creation/work: rhythm, phonation, intonation — everything got hearing. From the
20™ century and up to the present day vision has been prevailed. We live in the epoch of pictures, more and more
express ourselves by visual signs. Breton persists in saying that ‘visual images can achieve the effect that music
has never achieved’ [9].

However, as we know after a little while writing has occupied a privileged position of vision in
surrealism, a contact method, which has a lot more advantages. ‘Psychic automatism’ by itself is a form of
writing, textual work. Even passing into the area of visual art practice as for example in the works of Andre
Masson, it is without break understood as a kind of writing. Breton describes automatic pictures of A. Masson as
‘cursive’, writing, the result of the hand’s work, that get carried away its movement. Breton points out that the
essence of discovery made absolutely unintentionally by surrealism, is that a ‘feather having focused to write and
a pencil running in the painting are spinning endless valuable hypostasis’ [9; 73]. So, starting with exaltation of
vision, Breton definitely prefers writing to vision disapproving attempts of artists to stop dream images with the
help of a ‘trick of vision’ (a technique of surrealism).

The difference between writing and vision is one of those emerged contradictions that Breton has in an
attempt to solve the dualism of perception and representation. It is one of the old contradictions of western
culture which implies not only under these definitions contrary forms of experience but places them one over the
other. Perception is more truly because it directly precedes the experience when representation essentially is
suspicious (it is nothing more than a copy, a recreation in other form, a set of symbols of experience). Perception
is directly connected with reality whereas imagination ultimately creates a gap between itself and the reality
expressing it through various symbols and signs. Thus, representations have no direct relation with the reality.

Thus, holism woven by stream of automatic painting is of the kind that Freud named as sensation of the
ocean — like infantile sphere of pleasantness independent without force or inconveniences of civilization.
‘Automatism, — said Breton, — directly leads us to this sphere’ [1; 49]. The sphere he meant is the unconscious.
Let us note, however, or adherence to ‘automatic writing’ as well as distrust to image as a lie hasn’t become as a
strong belief of Breton. In this area, he contradicts himself. Late Breton demonstrates a huge interest to the sign,
sphere of the conventional because exactly the representation is a definition of convulsive beauty, and
convulsive beauty, he Beauty and the Marvel is the heart of surrealism.

Contradictions between priorities of vision and representation, perception and concept are typical for
confusing theory of surrealism. It is really difficult to formulate the definition of the arts that includes both
‘fused” form of Miro and meager realism of Magritte or Dali comparable in clarity to definition of impressionism
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or expressionism. A try to present formal diversity of Miro, Magritte and other artists within the same style and
Breton himself has ended into failure.

The question then becomes whether it is necessary to define a unique ‘essential’ notion for mixed
surrealistic outputs. Wouldn’t it be more right just to give oneself up to impression, feel the touch of day-dream,
which is meant to either cause worry or slip into a surrealistic humor’s frame of mind. Dig into reality at
paintings of surrealists which is as ‘mirror without amalgam’ where the world does not so much reflects as
appear, something secret looks through the mirror. Everything in this space is symbolic, hints at something. We
see here head without bodies, but not dead and living a mysterious life, clothes wiggling volumes of figures that
according to all the rules shall be filled but instead of that demonstrate the provocatively emptiness. We see here
a face at the same time represents a hand fan. We see an inverted box with several pins standing on it instead of
the box bottom we have a view of endless water surface where a human face reflects bending over but invisible
at the painting face is so big as if this endless surface is just a mirror.

Conclusion

Thus, we came to the following conclusion: surrealists have added the concept of the world as a total
image (sign) into the picture of reality. Reality was at the same time expanded and replaced by the addition that
is the “automatic writing” by which the ‘highest reality” (surreality) arose. It is also created by placement of real
things and objects into unusual and unreal conditions. Let’s take the most ‘common’ surrealistic text: ‘a boy at
the age of six years old, when he was still a girl, raises slightly a sea to look at a pregnant dog”. If you take
separate parts of this phrase then it seems as if they depict real phenomena but taken (placed in unusual situation)
together they deform the reality creating in addition unexpected freakish strange images. In other words,
surreality is created.

From the beginning of the emergence of surrealist art to the present day, many attempts have been made
to interpret them rationally. But the fact is that their work was done with the intention to exclude any possibility
of a logical explanation of the involuntary images connected without any logical connections. The deliberate
destruction of logical connections characteristic of the surrealist way of thinking, we believe, was not a departure
from reality. They, in fact, sharpened and transferred to the canvases what was in reality itself, so that it would
be noticed by them in life: the loss of integrity, the destruction of real connections, the alienation of a person
from the world. The most illogical combination of images and visions is conveyed in the works of the Surrealists
the actual process of disintegration of these connections. One can define the position of the Surrealists in the
words of Pablo Picasso — "we expressed the illogicality of the world by illogical means".

The development of surrealism went its own way, but its discoveries are no longer so closely connected
with our lives that most often we forget about their origin. "Automatic writing" opened a new world for poets.
The findings of surrealist painting are used today by designers, advertising specialists, fashion designers; they
change our entire living space. Now psychologists, like poets or artists, take it for granted that the dream world is
also part of reality and that dreaming is a very important aspect of human existence. Finally, " black humor "is
not necessarily synonymous with hopelessness, ridicule, its constant appeal to death is not necessarily
paralyzing, it makes us think about our place in nature and history, making it impossible to" deify " human
nature.

In the manifesto program, Breton endlessly calls for "questioning everything", but this is the definition
of scientific thinking. The Surrealists questioned the foundation of all human existence, denied everything "most
sacred"”, and did not allow themselves to be bound by any prohibitions. They opened up new areas of knowledge-
drawing attention to those aspects of human life that were neglected - to dreams, poetic fiction, the unconscious.
The whole progress of mankind, the whole history of science, is the history of the struggle of reason against the
sacred. Those who forced Descartes into exile argued that his physics had shaken the "altar". Conversely, at the
end of the 19th century, the "mechanical causality" discovered by Descartes became insufficient for new
discoveries, but all those who were related to the field of "obsolete” disciplines sought to protect their "altar”. A
new kind of sacred was born-science and reason. Surrealism also "questioned" taboo areas, encroached on the
"altar", became a sign of the culture of the twentieth century.

In the ancient era, in the Middle Ages, and in the Renaissance, the idea of the world was associated with
the idea of a strict and harmonious order - whether it exists independently of the divine will or it is
predetermined. The new age is a period of breaking the harmonious cosmogonies of antiquity and at the same
time a period of difficult attempts (scientific and artistic) to restore, as it were, anew a single integral image of
the world. Flying or hanging in space, people and animals, torn from their usual places, losing their usual
appearance - these are fragments of a once stable and harmonious universe. Surrealism, built on polysemantic,
symbolic, paradoxical elements of artistic language, reflected the process of " dehumanization "that marked the
beginning of the" technotronic " society. The atmosphere of despair, the limit of human hopes in this world and
the search for the other, the beyond - the defining sign not only of surrealism, but also of the entire century. The
art of the twentieth century creates a paradoxical image of the world. Its paradoxicality is obvious and deliberate.
It stems from the desire to reduce the irreducible, to unite, erasing their antithesis, in one space of the picture by
means of collage, editing, "automatic writing", delusional fantasy-the beautiful and the ugly, the real and the
imaginary, the high and the banal. Instead of the wholeness, harmony of the perfect cosmos, unfolded in space
and time — the collage of the world, an unpredictable variety of figurative combinations, analogies, often
destroying the boundaries of art forms, styles, genres and works of art.
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I'.K. AnbHa3apoBa
WunoBammsuteik Eypasus yausepcureti, Kasakcran PecryOnmkace

Croppeaan3m KeHIiCTIriHaeri akMKaT oHe KUSUIAbIH 63apa 0ail1aHbIChI TYpPaJbl

Byt Mmakana MomepHU3MHIH KaparmailbiM OaFbITTapbIHBIH Oipi peTiHme FaHa eMec, XX Facwklp eHepiHAeri
kentereH "m3muapaeiH' Oipi  periHAe croppeanusMmii 3eprreyre apHanrad. CroppeanusMm Oy goyip
MOJICHUETIHJIC OHBIH HETI3r epeKIIeTIKTepiH KOpCeTeTiH omOeban KyObUIBIC PETiHIE KOpiHEeIl, CIoppeaTn3M
Ka3ipri MOJCHHUETKE KONTEreH MAaHbBI3Jbl CYpPaKTap KOMIbI, OJIAPIBIH IICHIyl TepeH 3EPTTeyre JalbIKTHI.
3eprreyniH MakcaThl — ONEMHIH CIOppealucTiKk OelHeciH KypyAarbl OelicaHanblK KyObUIbICTapAbIH
MaHbBI3IbUTBIFBIH aHBIKTAY, COHBIMEH KaTap CIOppeaii3M OeiriiereH IIeHOepAe HAKTHI KOHE €IeC OHEep JKOHE
IIBIHIBIKTBIH OaliIaHbICKI MEH ©3apa OCepiH ally. 3epTTey HETI3iHAE CIOppPEaUCTEePaiH d9c0U KOHE KOPKEM
IBIFapMaigapelH  QUIOCOQUSIIBIK  JKOHE  INBIFApPMAIIBUIBIK — Taliaybl  [IOFBIpiadrad.  Croppeainsm
KalipaTkepIlepiHiH opTypii MaHupecTTepi MEH eHOCKTEpiHIe TYC KOpYy MEH OpTYpii NCHXHUKAIBIK aypyaapabl
KOJIZJaHA OTBIPHIII, aJ]aM MICUXUKACHIHBIH TEPEHIITIHE CHyTe IETeH YMTBUIBIC Oaifkamapl.

[cuxoaHanus canachblHIA AIIBUIFAH KAHAJIBIKTAPBIH CIOPPEATUCTIK (QUIOCOPUSIHBIH JaMybIHA YIIKCH
ocep erkeHi Oenrimi. COHBIMEH, aBCTPHSIBIK FainbiM 3.Dpeiin o3 MeIUIMHAIBIK ToxipuOeciHme OenceHmi
KOJIJAaHFaH CpKiH OipiecTikTep oMici TaHBIMal OOJIbI, MAIMEHTIICH CeMiecim, OHBIH apMaHIAPBIH Tajaai
OTBIPHIII, 1Opirep HETi3ri Oenrinep i kKeMeriMeH HeBpPO3bIH ce0e0iH aHBIKTa b, COHBIMEH KaTap CIOppeaiucTep
MIBEUIIAPHSIIBIK ICHXHATP

K. IOHTTIH apxeTunTrep MEH OpTYpPJi XaJbIKTapAblH ©MIpiHIH CHMBOJJIAPHIH Tanjgayra apHajFraH
3epPTTEYJICPiHE KBI3BIFYIIBLIBIK TAHBITTHI.

3epTTeyliH MPaKTUKAJIbIK MaHBI3IBUILIFEI Keleci MoH-KaijgapMeH OaillaHbICTBI: OYTiHT1 MOJCHHETTI
KaMTBIFaH JIaFIapbICTBIH CeOCNTepiH YFBIHY KaXXCTTUITIMEH, OHBI KAIIBIHA KENTIPYAiH MYMKIHAIKTEpl MeH
JKOJIAPBIH i3/IecTipyMeH; 013 Ka3ipri MoJEHHUETTeri iprenmi e3repicTi OalKalMbI3, OI3IiH K63 alIbIMbI3/a
JIOCTYPl MOJCHHET JCI aTajaThIHIbl KapKBIHABI IUMHHAIMIAY JXOHE KaHHai na Oip jkaHa, >kahaHIBIK-
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BUPTYJIJIbl MOICHU KEHICTIKTIH Haiaa OOJBIN KaThIp; OCHI KYMBICTBIH MaTepUalIapblH Ka3aKCTaHIBIK Kac
aBaHTApIUCT CYPETIIJIEpJiH TYBIHABUIAPHIH 3epTTeyAe maknamanyra Oonmanel. CoHpaii-ak 3epTTey
Mareprangapsl Guiocopus, MOOCHHETTaHY, OHEP TEOPHSCH, IICUXOJIOTHMs >XKoHE Oacka na T'yMaHUTapJIBIK
MIOHJEP/II OKBITY ToXipuOeciHme, coHmai-aK eHepTaHyIIbBUIAp MEH Mypakail KbI3METKEpIIEPiHiH KYMBICBIHIA
maiifamaHeTybl MYMKIH; OCBI 3€pTTeY MaTepHangapbl HETi3iHAEC MOACHHUET (QIIOCO(UICH, MOICHHETTaHY,
ACTETHKA JKOHE OHEP TeOPHUACH OOMBIHINA apHAWBI KypcTap o3ipieHyl MYMKiH.

Tyitinni ce3mep: MOAEpHH3M, CIOppealu3M, IICHXOAaHAlM3, HAKThl, KHsUI, aBTOMArThl JKasy,
UPPALOHATIH3M.
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K Bompocy o B3aMMOCBSI3H peajbHOr0 U BOOOPakaeMoro B IpOCTPAHCTBE CIOPpeau3Ma

JlaHHas cTaThsl MOCBSAIICHA MCCICAOBAHUIO CIOppEaln3Ma KaK OJHOTO M3 PSIOBBIX  HANpaBICHUH
eBPOIEHCKOr0 MOJEpPHH3Ma, OJHOTO W3 MHOTHMX «M3MOB» B HCKyccTBe XX BEKa, OH IPEACTACT Kak
YHHBEpCAJIbHOE SBICHUE B KYJIBTYpPE 3IIOXH, OTPa3MBINEE €€ OCHOBHBIE 4epThl. CIOppeaan3M MOCTaBWII MHOTO
CYIIECTBEHHBIX BOIIPOCOB JUIS KyJIbTYpPhl COBPEMEHHOCTH, PEUICHHE KOTOPHIX JOCTOIHO IIyOOKOTO H3ydYeHHS.
Llens JDaHHOTO WCCIIEOBAHUS OINPEAEIUTh 3HaueHHEe (EHOMEHOB OECCO3HATENBLHOTO IIPU IOCTPOCHUH
CIOPPEIUCTUYECKON KapTUHBI MHpa, a TakXKe pacKpbITh CBA3b M B3aUMOBIHMSHHE HCKycCTBA U
JEHCTBUTENBHOCTH, pPEAJIbHOTO U BOOOpa)XKaeMOTo B paMKaX YCTaHOBJICHHBIX cCroppeaiu3MoM. B ocHoBe
UCCIENOBaHMs JIeKHUT (UIOCOPCKUA M HMCKYCCTBOBEIYECKHH aHAU3 JIMTEPATypHBIX U XYyJIO0KECTBEHHBIX
NPOM3BEAICHUI TEOPETHKOB W MacTepoB cloppeaiu3Ma. B pasHbIx MaHH(ecTaX M NMPOM3BEICHUSIX MacTepOB
cloppeann3Ma MNpOCIIEKHUBACTCS JKEJAHWE IIOTPY3UThCS B TIIYOMHBI YEJIOBEUYECKOW IICHXHKH, HCIOJbB3Ys
CHOBHJICHHS M Pa3IMYHBIC TICHXWYECKHE 3a00neBaHus. 3BecTHO 00 OrpOMHOM BIMSHHH, KOTOPOE OKa3ald Ha
pasBUTHE CIOPPEATMCTHYECKON (uiIocodpun  OTKPBITHS, CACNAaHHbIE B O00JAacTH IICMXOaHanmu3a. Tak,
MOIYJIIPHOCTBIO MOJTB30BAJICSI METOJ] CBOOOIHBIX aCCOLMAINN, KOTOPBII aKTHBHO HCIIOJIb30BAJICS aBCTPHHCKUM
yaensM 3.Dpelinom B cBoeli BpaueOHOM mpakTuke. beceays ¢ manueHToM U aHaJIH3HpYs €T0 CHOBHICHUSA, Bpad
IIPY TIOMOIIM KJIIOYEBBIX CHMBOJIOB BBISBIISUI NMPUYKMHY HeBpo3a. CIOppealiCTOB NPHUBICKAIM HCCIICIOBAHHS
mBernapckoro mncuxuarpa K.FOHra, mocBdineHHble aHAINU3y apXeTHIIOB M CHMBOJIOB B JKU3HU Pa3IMYHBIX
HapoJI0B.

[IpakTHdeckass 3HAUUMOCTb HCCIEIOBAaHHMA CBA3aHA CO  CIEAYIOIIMMU  OOCTOSTENbCTBAMHU:
HEOOXOIUMOCTBIO OCMBICTICHUSI NPUYHMH KPU3UCA, OXBATUBIIET0 KyJIbTYPY CEro/Hs, IOUCKOM BO3MOXHOCTEH U
MyTel ee BOCCTAHOBJICHMs; Mbl HaONOAaeM (yHIAMEHTAIBHBINA CIBUT B COBPEMEHHOW KyJbType, Ha HaIINX
I71a3aX TPOUCXOMUT CTPEMUTENbHass  3MMMHUHALMA TOTO, YTO HA3bIBAIOT TPAJUIMOHHOM KyNbTypoH, H
BO3HHKHOBEHHE HEKOETr0 HOBOTO, INI0OAIbHO-BHPTYAIbHOTO KYJIBTYPHOTO NMPOCTPAHCTBA. Marepuaibl AaHHOH
paboTel MOTYT OBITH  HCHOJB30BaHBl B HCCICAOBAHWM TBOPEHHH MOJIOABIX Ka3aXCTAHCKUX XYHOKHHKOB-
aBaHTapIMCTOB, a TakXe B NPaKTHKE NpernojaBaHus (QUIOCOGHH, KYyIbTYpOJOTHH, TEOPHH HCKYCCTBa,
TICUXOJIOTUHM M APYIMX T'YMaHUTapHBIX AMCLMIUIMH, B paboTe MCKYCCTBOBEJOB M MYy3eHHBIX paOoTHHMKOB. Ha
OCHOBE MaTEepHaIOB JaHHOTO HCCIEIOBAHMS MOTYT OBITh pa3paboTaHbl cHenualibHbIE Kypchl MO (GHI0CO(UH
KYJIBTYPBI, KYJIBTYPOJIOTHH, 3CTETHKE ¥ TEOPUH NCKYCCTB.

KiroueBble  cioBa:  MOJEPHH3M,  CIOppealM3M, IICUXOaHalHu3, peaJbHOE, BOOOpa)kaeMmoe,
AaBTOMAaTHUYECKOE MICHMO, HPPAIIMOHATIN3M.
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