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Hucepratist Ha 3100yTTs CTyINeHs A0KTopa ¢inocodii 3a cnemianbHicTio 034
«Kyneryponoris» (rany3s 3HaHb 03 «['ymanitapui Hayku»). — MiHICTepCTBO
OCBITH 1 Hayku YKkpainu, KUIBChKMI HalllOHAJIBHUI YHIBEPCUTET KYJIBTYpU 1
mucrtenrs, Kuis, 2025.

Jluceprarrisi IpUCBsIYeHA KOMILIEKCHOMY TOCIIDKEHHIO TpaHcdopMmarltii Ta
aJanTarii eCTeTUKU CIOppeai3My y Bi3yallbHUX IMPaKTHKaX KiHIS XX — Iepiioi
yBepTi XXI cTOMITTS, 0cOOIMBO B YMOBax HUGPOBOi KyJIbTYpU. AKTYalbHICTh TEMU
JOCITIKeHHST 00yMOBJIEHA HEOOX1IHICTIO KOMIUIEKCHOTO OCMUCIEHHS (hEHOMEHY
cloppealii3amy, SKWi, BUUIIOBIIM 3a MEXI ICTOPUYHOIO aBaHTAPAHOTO PYXY,
npofoBXKy€e (YHKIIOHYBAaTH SK HACKpi3HAa €CTETUYHA IMapajurMa y Bi3yalbHii
KyJAbTypi KiHIg XX — nepiioi uBepti X XI cromittsa. CroppeatizM, 10 IPOTUCTABIISE
cebc TpaaulifHUM HAPAaTUBHUM TMPUHIIUIIAM, BHPI3HAETHCS MPOIYyKYBaHHIM
HE3BUYHOTO, IMBHOTO i a0CTPAKTHOTO, III0 CTUMYITIOE JIIOAUHY J0 IEPEOCMHUCIICHHS
BJIACHOI MO3MIli y CBITI Ta BHXOIy 3a MEXi palioHaJbHUX HOpM. B ymoBax
TOTAIbHOI  mUdpoBi3allii, TIMEPBUPOOHUIITBA KOHTEHTY Ta  ITaHyBaHHS
QITOPUTMIYHOI JIOTIKH, CIOPPEANICTHYHI MPUAOMHU TpaHcPopMyBaiucs 31 3aco0y
eMTapHOl Xyd0XKHBOT peduiekcii Ha yHIBEpCAIbHY MOBY MAacOBOi KOMYHIKaIlii, 110
BUMarae po3poOKy HOBUX KOHUENTYalIbHUX MOJEIEH AJid 11 Omucy.

Mera nocaiKeHHS TOJsITae y BUSBIICHHI Ta aHaji31 €CTETUYHUX IPAKTHK 1
TEXHOJIOTTYHUX TpaHchopMaIliil croppealnizmy y Bi3yalbHIH KyIbTypl KiHIS XX —
neprioi uBepTi XXI cromtrs. JlocATHEHHS IMTOCTABICHOI METH 3yMOBHJIO BUKOHAHHS
HU3KH 3aBIaHb, CEpPell SKUX: TEOPETUKO-METOMOIOTIYHE OOTPYHTYBaHHS KOHIICTIIII1
cloppeasi3My K TpaHCMEianbHOI TapagurMU; BCTAHOBJICHHS KOMIUICKCY

€CTETUYHHUX 1 MeiacneupIYHUX 3aKOHOMIPHOCTEHN HOT0 €BOJIOLIIT; YI0CKOHAJICHHS
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nepiogu3anii TEHAEHUINA Cloppeani3My; OOIpyHTYBaHHs Ta BBEICHHS B HAyKOBHM
00Il' HOBUX €CTETHMYHUX MOJENEH — «HEOCIoppeani3My», «Maccroppeanismy» Ta
«TOMCIOppeani3mMy»; BCTAHOBJICHHS MEXaHi3MiB Cy4acHOI1 penentii
CIOppeallicTUYHUX 00pa3iB; XapaKTEpUCTUKA BIUIMBY LU(PPOBUX TEXHOJIOTIH Ha
BI3yaJbHY JIOT1KY HaIpsIMY.

TeopeTHuHOI0 OCHOBOIO JTOCHIKEHHS Cloppeani3My ctaiu mpaii A. Apro,
B. benbsimina, A. bperona, X. bonpiiispa, I1. Bipimio, XK. Jleppina, M. Mepio-
[Tonti, M. Piuapncona ta iH. Ha ocCHOBI aHamizy TEOPETUYHOTO MIAIPYHTS
CIOppealli3My BUSIBIEHO HOTO (1710COPCHKO-KYIBTYpHY OCHOBY Ta XapaKTEpH1 PUCH.
[IpoanamizoBaHO METOAM CHOppealli3My Y B3a€MO3B’SI3Ky 3 TPaKTHKaMHU
aymioBizyanbHOi KynsTypu 1920-2020-x pp. (kiHODiIEMH, PoTorpadis, My3udHi
BIJICOKJIIITM, PEKJIaMHAa MPOAYKIlis, Mejia-apT Ta iH.). Ha OCHOBI mpoBeneHOTO
aHalli3y  3alpollOHOBAHO  BU3HAYCHHsS  CIOppeali3My,  HEOCIOppeai3my,
HmoTcCIoppeaTisMy Ta MacCloppeaiisMy, a TaKoX TMepioAn3alilo TeHSHIIIH
CIOppEaiCTUYHUX MPAKTUK ayaioBi3yalbHOI KynbTypu 1920-2020-x pp. 3’scoBaHo,
IO CIOppeai3aM — XyIOXKHINA pyX, SIKM KUJa€ BUKIUK TPAAUIIIHUM HapaTUBHUM
CTPYKTypaM, BUPI3HAETHCS MPOIYKYyBAHHSAM HE3BUYHOIO, TUBHOTO  aOCTPAKTHOTO
B HaA3BHYAMHO TIMOMHHUX 1 MeTtadopuuHHX oOpaszax. DyHIaMEHTAIHHOIO
IepeTyMOBOIO KOHIIETIIIIT CIoppealti3mMy € MPONOHYBaHHS PO3/IyMiB, III0 CIOHYKAIOTh
JIOAWHY JI0 TIEPEOIIHKHU cebe Ta CBOTO OTOUYEHHS, 1110 B 1/1ealTi TOBUHHA 3a0€3MeUnTH
JOCTYN JO0 TOBHOIIIHHOTO CIIOCOOY JKUTTS, SKHH HE 3aJICKHTh BiJl 30BHIIIHIX,
BHYTPIIIHIX, MOPAIIbHUX, KYIBTYPHUX Ta PAIliOHaTbHUX YMOBHOCTEH.

Juceprallis po3KpHBa€e CYTHICTh €BOJIOINII ClOppeanisMy Ha OCHOBI
KOMILUIEKCHOTO, TPaHCMEMIAIbHOTO, KOMIIApPaTUBHOTO Ta CTPYKTYPHO-JOTTYHOTO
IT1JIXO1B, IO JIO3BOJIMJIO OTPUMATH TaKi PE3yJbTaTH, SIK1 BUCTYTAIOTh K MTOJIOKCHHS
HAyKOBOT HOBHM3HHU: YJOCKOHAJIEHO MEpIOAM3aIlii0 TEHACHIH croppeanisMy B
ayJioBi3yaTbHUX TpakTuKax XX — rneprroi uBepti X XI cTOmTTS, SKa YITKO KOPEITIOE
3 TPbOMa OCHOBHUMH HampsiMaMy MOTO MpakTUKU: aBaHrapauuid etan (1920-1960-
T1 pp.) — KJIACUYHUU croppeaii3M; noctMmoaepHictcbkuit erar (1970-1990-11 pp.) —

Heocroppeanizm; uudposuit eran (2000-2020-t1 pp.) — Maccroppeanizm 1
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nonctoppeanizm. Llg mepiogu3zaunis BigoOpaxkae 3CyBH B OHTOJIOTIT XyHOXHBOTO
o0Opa3zy, cTaryci aBTOpcTBa (BiJl aBTOPOIICHTPUYHOI MOJENII J0 aJrOpUTMIYHO- Ta
CIIO’KUBAI[bKO-OP1EHTOBAHUX MPAKTHK) Ta MexaHi3Max KYJIBTYPHOTO
¢yHKIlOHYBaHHs. Brepiie o0OIpyHTOBaHO Ta BBEIEHO B HAyKOBUH 0O0Ir
KOHIIENITyaJIbHO HOB1 €CTETUYHI MOJIENI, 10 YTBOPIOIOTH CUCTEMHY Kiacu(piKaIliio:
«HEOCIOppeaizM» — K MOCTMOIEPHICTChKA pedieKkcis Ha KIIACUYHY CIaIIUHY, 10
BUKOPHUCTOBY€E HOBI TEXHOJOTIYHI MOMJIMBOCTI (KOMIT' IOTEPHUNA MOHTaX, CKJIAJHI
crietiepekT) IS aKTyadizaiii MOTHUBIB CHOBUJIHOI JIOTIKM Ta TICUXOJIOTIYHOT
rnounu (. JTing, M. [onapi); «maccroppeaitizm» — ik THI HU(POBOI Bi3yaJbHOCTI,
0 TSDKIE JIO aNTOPUTMIYHOI CEpIMHOCTI Ta TINEepBUPOOHUIITBA O0pa3iB, e
aBTOPChKA 1HTEHI[IS MOCIA0NIOEThCS, a 00pa3 ICHYE K MaTpullsl HECKIHYCHHUX
Bapialiii, MOiANOpsSAKOBaHAa Jorimi MiaaTdopM (BIPYCHMM KOHTEHT, JIOKCOBA
peKiaMa); «IoTcCIoppeaniaM» — SIK CTUJIb CHHTE30BAHOI MAacOBOi €CTETHKH, IO
aIanTye CIOPPEANiCTUYHI MapajoKCH [0 MOMYJSPHOI KYJIBTYpH, HAJaroud M
BUIOBHINHOCTI Ta MuTTeBOi KomyHikatuHocTi (E. Moxanccon, H. Haiir),
NEPETBOPIOIOYH TMAPAJOKC 13 TPABMATUYHOTO HA MPUBAOIUBUI €IEMEHT MacOBOTO
JOCBily. ~ BCTaHOBIIEHO  KOMIUIEKC ~ €CTeTHUYHMX 1  MeaiacnenudiyHux
3aKOHOMIPHOCTEH €BOJIIOIIT CIOppeaiizMy, IO JOBOJATH CTIHKICTh 1HBapiaHTHUX
oOpa3HUX CTPYKTYp (mapamokc, MOHTaX, 3MIIICHHS peajbHOCTEH, aBTOMAaTHU3M
dbopmu) y dororpadii, kiHo Ta nUPPOBUX Memia, HE3AIECKHO BiJ JOMIHAHTHOTO
TEXHOJIOTTYHOTO CEPEIOBHUIIIA.

Jucepraiiisi CKJIaae€ThCs 31 BCTYyMY, TPHOX PO3ALTIB, BUCHOBKIB Ta CIUCKY
BUKOPHCTAaHUX JDKEpeNl. Y TepIioMy pOo3AUT MPOaHali30BaHO TEOPETHKO-
METOJIOJIOTIUHI 3acajy MOCHTIKEeHHS. Bu3HadueHo, mo croppeanizM € He JHIIe
XyIOKHIM PYXOM, a ¥ pyHIaMEHTaIbHOI0 MEPEeTyMOBOIO JUIsl THITY peduieKcii, 1Mo
CIIOHYKAa€ JIOMMHY /10 TIEPEOCMHUCIICHHS BJIACHOI MO3WINii y CBIiTi. 3’SCOBaHO, IO
CIOppealicCTUYHA €CTETHUKA CIIPaBWiIa CyTTEBUI BIUTMB Ha (POPMYBaHHS Bi3yaJIbHOI
KyJAbTYpPH: 3 OTHOTO OOKY, NMPaKTUKH BUKOPHCTOBYBAIHCS SK 3aCi0 XyJ0KHBOTO
BUpPA)XEHHSI, a 3 IHILIOTO — ay[dlOBI3yaJbHI Me/la 3al0o3u4uyBajii CIOPPEaTICTUYHI

npuiomMu AJist penpeseHTalii GuiocopCbKUX 1 HAPATUBHUX MOJIEIICH.
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Y napyromy po3aiual AOCHIIKEHO OCOOJMBOCTI MPOSIBY COppeaiizMy B
aylioBI3yalIbHUX MpakTukax XX CTomTTa. BcCTaHOBIEHO, 10  €BOIIOLIS
CIOppealli3My pO3rOPTAETHCS 32 YITKOK TPUPIBHEBOIO CTPYKTYpPOIO: aBaHTApAHUM,
MOCTMOJEPHICTChKUMA Ta mudpoBuil eranu. KoxeH eran Gpopmye yHIKaJIbHUIA THUI
€CTETUKH M TEXHOJIOTTYHOIO 1HCTpyMeHTapito. ABanrapanuii eran (1920—-1960-t1)
CTBOPUB  KJIIOYOBI  cTparerii  (aBToMaru3M,  acOIlaTUBHUNA  MOHTAaX,
dboToManinymsisa), mo (YHKIIOHYBAIM SK €JITApHUM, MPOBOKATUBHHM KECT,
CIpPSIMOBaHUI MPOTH palioHaIbHOI Oyp:Kya3Hoi KynbTypu. [locTmMonepHicTChKUI
erant (1970-1990-11) BTIIMBCS B HeEocCloppeai3mi, Je KiIacuyHa CHajIiuHa
IHTEPIPETYEThCST  4Yepe3 I1HTePTEKCTYyalIbHICTh, TIOpPUAM3AIII0 «BHCOKOTO» 1
«HM3BKOTO» Ta HOBI TEXHOJOTIYHI MOXIMBOCTI (KOMITFOTEPHUIA MOHTaX),
30epiratoud TpU 1[bOMY AaBTOPOLIEHTPUYHICTH Ta OpIEHTAIII0 Ha CKIAJIHY
CUMBOIIIYHY CTpyKTypy. Ludposuit eranm (2000-2020-Ti) ctaB TIpyHTOM IS
PO3KBITY MaccroppeanizMy 1 TMOICIOppeai3My, Je cloppeaisM IepectaB OyTu
BUKJIIOYHO XYIOKHIM (EHOMEHOM 1 CTaB YyHIBEPCAJIBHOI MOBOK MacoBOl
Bi3yaJIbHOI KOMYHIKaIlii (BiJl MEMIB JI0 peKJIaMu), II[0 3yMOBHJIO MOTO MacOBI3aIliio
Ta JE€MOKPATU3ALIIIO.

Tperiii po3aiyl MPUCBIYCHO aHAI3y €CTETUYHMX IPAKTHK Ta MEXaHi3MIB
perieniii croppeanizMy B IudpoBoMy cepefoBuilli. BcTaHoBiaeHO, 110 BizyaibHA
JIOTiKa croppeaiisMy [IMHOOKO 3ajekHa BiJl JOMIHAHTHOTO TEXHOJIOTIYHOTO
KoHTEeKCTy. Ilepexim m0 1U(POBUX TEXHOJOTIM HE JHINE PO3IMHUPHUB TEXHIYHI
MOKITUBOCTI, aje i paJuKadbHO TPaHC(HOPMYBAB €CTETHUKY, HAPATUBHI CTPYKTYypH
Ta KyJIbTYpHUH cTaTyc croppeanizmy. Lis Tpanchopmairist BigOyBa€eThCs Y YOTUPHOX
KIIOYOBUX  BHMIpax:  TeXHIYHWM  (mMosBa  OE3MIOBHOTO  KOMIIO3UTHHTY,
¢doropeanictuyHoro 3D-peHAEpUHTY Ta TIeHEpaTUBHUX HEHPOMEpPEkK YyCyHyna
¢i3uuHi 0OMEXEeHHS W 3pOo0miIa CIOppeaTiCTUYHY «IUBHICTB» CTaHAApTOM Oymib-
SAKOTO ITU(POBOTO BUPOOHUIITBA); HAPATUBHUM (Y KOPOTKHX (popMaTax COIaTIbHUX
MepEeX JIiHIITHA OTIOBIIh MTOCTYMHJIACS MICIIEM MO3aldHii CTPYKTYpi, parMeHrarii
Ta KJIIMOBOCTI, aJaNTOBaH1{ /10 JIOT'1KA CKPOJIIHTY W aJTOPUTMIYHOTO MOUIUPEHHS );

aNropuTMiyHUN  (TiIaTopMH Ta CUCTEMHM IUTYYHOTO 1HTENEKTY CTaloTh
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CHIBTBOPIISIMHU BI3yaJIbHUX MATEPHIB; AITOPUTMHU (HOPMYIOTh «IIPUPOIHUN BiOIp»
HalOUIbII BIPYCHUX CIOPPEATICTUYHUX MOTHBIB); aBTOPCHKHI (PO3MHUBAaHHS MEXK
IHAUBIAYaJIbHOIO TBOPYOTO aKTy 4Yepe3 KOJEKTUBHI IPOEKTH, PEMIKCH Ta
aBTOMAaTH4HY T'€HEepallilo, 10 MPU3BOAMTH 0 CUTYAIlll PO3MOAIIEHOTO YA YACTKOBO
MAaIlIMHHOTO aBTOPCTBA).

JloBeZieHO, 10 TPAKTUKH  HEOCIoppeaiizMy, MaccioppeanizMy  Ta
norcroppeanizmy 30epiratoTb pedUIeKCUBHUMN MOTEHIIIAJ, ajieé peati3yloTh HOTO T0-
pi3HOMY: BiJ [IMOMHHOI I1HIMBiAyanbHOI peduekcii B KiHODUIBMax 0
KOPOTKOYACHO1 €MOI[IHHOT Ta 1ZIEHTUYHICTHOI peakilii B MeJlia-apTi Ta PEeKIaMHUX
Bifileoponrkax. Bu3HaueHo, [0 MEMETHYHICTh 1 BUKOPUCTAHHS CIOPPEaliCTHIHUX
o0paziB /sl caMONpPEe3eHTaIlll B COIIaIbHUX Mepekax € KIIOUYOBUMU MapKepaMu
Cy4YacHOI pererniiii.

Teopernune 3HaueHHs poOOTH TOJNATaE B CHUCTEMAarW3alii Ta YTOYHEHHI
TIOHATIHHO-KAaTEropialIbHOTO anapary KyJIbTypoJIoTii i po3po0Ili TpaHCMeIiaIbHOTO
migxomy, o 30aradye METOAOJOTiUHYy 0a3y Memia-gociikeHb. [lpaktuune
3HAYEHHS TMOJSra€ y MOXJIMBOCTI BUKOPUCTAHHS pPE3YJbTaTiB: y HaBUaJbHIN
JUSITBHOCTI J1s1 JOpMYBaHHS KypCiB 3 iCTOpii Ta Teopii Bi3yaJdbHOI KyJIbBTypH, Meia-
MUCTEIITBA; Y MPAKTHIIi ay10Bi3yaIbHOTO BUpOOHHUIITBA (KiHeMaTorpadii, pexinamu,
reiiM-au3aifHy) U1l OCMUCIIEHOTO BUKOPHUCTAHHS CIOpPEaliCTUHUHUX MMPUHAOMIB.

[TepcriekTBH MOAAIBIIUX JOCIIIKEHD OB’ S3aH1 3 JCTANBHIIIIUM aHATI30M
BIUIMBY INITYYHOTO I1HTEJEKTy Ha (OpPMYyBaHHS HOBHUX THIIIB CHOPpPEATICTUIHOT
00pa3HOCTI, TOCITIIKEHHSIM CeI(IKH CIOppeali3My B IMMEPCHUBHUX CEPEIOBUIIIAX
BIPTYyaJbHOI Ta JOTIOBHEHOI PEATbHOCTI, & TAKOXK aHATI30M €TUYHUX Ta €CTETUYHUX
mpo0JieM, OB’ I3aHMUX 3 AITOPUTMIYHIM BUPOOHHUIITBOM BI3yaJIbHOTO KOHTEHTY.

Knwuoei  cnosa:  crooppeanizM,  HEOCIOppeali3M,  MaccloppeasiM,
MOTICIOppeali3M, Bi3yallbHa KylbTypa, Memia-aptT, IumdpoBa TpaHchopmaris,

TpPaHCMEMIAIbHICTh, €CTETUYHI TPAKTUKH.



ANNOTATION

Bila V. 1. The Evolution of Surrealism in Visual Culture: Aesthetic
Practices and Technological Transformations. — Qualifying Scientific Work in the
Manuscript Format.

Thesis for the degree of Doctor of Philosophy in the speciality 034
“Cultural Studies” (field of knowledge 03 “Humanities”). — Ministry of Education
and Science of Ukraine, Kyiv National University of Culture and
Arts, Kyiv, 2025.

This thesis is devoted to a comprehensive study of the transformation and
adaptation of the aesthetics of surrealism in visual practices of the late 20th — first
quarter of the 21st century, especially in the context of digital culture. The relevance
of the study topic is due to the need for a comprehensive understanding of the
phenomenon of surrealism, which, having gone beyond the boundaries of the
historical avant-garde movement, continues to function as a cross-cutting aesthetic
paradigm in the visual culture of the late 20" — first quarter of the 21 centuries.
Surrealism, which opposes itself to traditional narrative principles, is distinguished
by the production of the unusual, strange and abstract, which stimulates a person to
rethink their own position in the world and go beyond rational norms. In the context
of total digitalization, hyperproduction of content and the dominance of algorithmic
logic, surrealist techniques have transformed from a means of elitist artistic
reflection into a universal language of mass communication, which requires the
development of new conceptual models for its description.

The purpose of the study is to identify and analyze the aesthetic practices and
technological transformations of surrealism in the visual culture of the late 20™ —
first quarter of the 21 centuries. Achieving this goal required the fulfillment of a
number of tasks, including: theoretical and methodological substantiation of the
concept of surrealism as a transmedia paradigm; establishing a complex of aesthetic

and media-specific regularities of its evolution; improving the periodisation of
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surrealist tendencies; substantiating and introducing into scientific circulation new
aesthetic models — “neo-surrealism”, “mass-surrealism” and “pop-surrealism’;
establishing the mechanisms of modern reception of surrealist images;
characterising the impact of digital technologies on the visual logic of the direction.

The theoretical basis for the study of surrealism was the works of A. Artaud,
W. Benjamin, A. Breton, J. Baudrillard, P. Virilio, J. Derrida, M. Merleau-Ponty,
M. Richardson etc. Based on the analysis of the theoretical basis of surrealism, its
philosophical and cultural basis and characteristic features were revealed. The
methods of surrealism were analysed in relation to the practices of audiovisual
culture of the 1920s—2020s. (films, photography, music videos, advertising products,
media art, etc.). Based on the analysis, the definitions of surrealism, neo-surrealism,
pop-surrealism and mass-surrealism were proposed, as well as the periodisation of
the trends of surrealist practices of audiovisual culture of the 1920s—2020s. It was
found that surrealism is an artistic movement that challenges traditional narrative
structures, is distinguished by the production of the unusual, strange and abstract in
extremely deep and metaphorical images. A fundamental premise of the concept of
surrealism is to offer reflections that encourage a person to reevaluate themselves
and their surroundings, which should ideally provide access to a full way of life that
is independent of external, internal, moral, cultural, and rational conventions.

The thesis reveals the essence of the evolution of surrealism based on a
complex, transmedia, comparative and structural-logical approaches, which allowed
us to obtain the following results, which act as provisions of scientific novelty: the
periodisation of the trends of surrealism in audiovisual practices of the 20" — first
quarter of the 21%ccentury has been improved, which clearly correlates with the three
main directions of its practice: the avant-garde stage (1920-1960s) — classical
surrealism; the postmodern stage (1970-1990s) — neo-surrealism; the digital stage
(2000-2020s) — mass surrealism and pop surrealism . This periodization reflects
shifts in the ontology of the artistic image, the status of authorship (from the
autocentric model to algorithmic and consumer -oriented practices) and the

mechanisms of cultural functioning. For the first time, conceptually new aesthetic
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models that form a systemic classification have been substantiated and introduced
into scientific circulation:

"neo-surrealism" — as a postmodern reflection on the classical heritage, using
new technological possibilities (computer editing, complex special effects) to
actualise the motifs of dream logic and psychological depth (D. Lynch, M. Gondry);
"mass-surrealism" — as a type of digital visuality, gravitating towards algorithmic
seriality and hyper-production of images, where the author's intention is weakened,
and the image exists as a matrix of infinite variations, subordinated to the logic of
platforms (viral content, luxury advertising); "pop-surrealism" — as a style of
synthesised mass aesthetics, adapting surrealist paradoxes to popular culture, giving
them spectacle and instant communicability (E. Johansson, N. Knight), transforming
the paradox from a traumatic into an attractive element of mass experience. A
complex of aesthetic and media-specific regularities of the evolution of surrealism
has been established, proving the stability of invariant figurative structures (paradox,
montage, displacement of realities, automatism of form) in photography, cinema,
and digital media, regardless of the dominant technological environment.

The dissertation consists of an introduction, three chapters, conclusions and a
list of sources used. The first chapter analyses the theoretical and methodological
foundations of the study. It is determined that surrealism is not only an artistic
movement, but also a fundamental prerequisite for a type of reflection that
encourages a person to rethink their own position in the world. It is found that
surrealist aesthetics had a significant impact on the formation of visual culture: on
the one hand, practices were used as a means of artistic expression, and on the other,
audiovisual media borrowed surrealist techniques to represent philosophical and
narrative models.

The second chapter examines the specifics of the manifestation of surrealism
in the audiovisual practices of the 20th century. It is established that the evolution of
surrealism unfolds according to a clear three-level structure: avant-garde,
postmodern and digital stages. Each stage forms a unique type of aesthetics and

technological tools. The avant-garde stage (1920-1960s) created key strategies



10

(automatism, associative montage, photo manipulation) that functioned as an elitist,
provocative gesture directed against rational bourgeois culture. The postmodern
stage (1970—-1990s) was embodied in neo-surrealism, where the classical heritage is
interpreted through intertextuality, hybridization of the "high" and "low" and new
technological possibilities (computer montage), while maintaining autocentricity
and orientation towards a complex symbolic structure. The digital stage (2000—
2020) became the ground for the flourishing of mass surrealism and pop surrealism,
where surrealism ceased to be an exclusively artistic phenomenon and became a
universal language of mass visual communication (from memes to advertising),
which led to its massification and democratisation.

The third section is devoted to the analysis of aesthetic practices and
mechanisms of reception of surrealism in the digital environment. It is established
that the visual logic of surrealism is deeply dependent on the dominant technological
context. The transition to digital technologies has not only expanded technical
capabilities, but also radically transformed the aesthetics, narrative structures and
cultural status of surrealism. This transformation occurs in four key dimensions:
technical (the emergence of seamless compositing, photorealistic 3D rendering and
generative neural networks removed physical limitations and made surrealist
“strangeness” the standard of any digital production); narrative (in short formats of
social networks, linear narrative has given way to a mosaic structure, fragmentation
and clip-likeness, adapted to the logic of scrolling and algorithmic distribution);
algorithmic (artificial intelligence platforms and systems become co-creators of
visual patterns; algorithms form the “natural selection” of the most viral surrealist
motifs); authorial (blurring the boundaries of the individual creative act through
collective projects, remixes, and automatic generation, leading to a situation of
distributed or partially machine authorship).

It is grounded that the practices of neo-surrealism, mass-surrealism and pop-
surrealism retain reflexive potential, but realize it in different ways: from deep
individual reflection in films to short-term emotional and identity-based reactions in

media art and advertising videos. It is determined that memeticity and the use of
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surreal images for self-presentation in social networks are key markers of modern
reception.

The theoretical significance of the work lies in the systematization and
refinement of the conceptual and categorical apparatus of cultural studies and the
development of a transmedia approach that enriches the methodological base of
media studies. The practical significance lies in the possibility of using the results:
in educational activities for the formation of courses on the history and theory of
visual culture, media art; in the practice of audiovisual production (cinematography,
advertising, game design) for the meaningful use of surrealist techniques.

Perspectives for further research are related to a more detailed analysis of the
impact of artificial intelligence on the formation of new types of surreal imagery, the
study of the specifics of surrealism in immersive virtual and augmented reality
environments, as well as the analysis of ethical and aesthetic problems associated
with the algorithmic production of visual content.

Keywords: surrealism, neo-surrealism, mass surrealism, pop surrealism,

visual culture, media art, digital transformation, transmediality, aesthetic practices.
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