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beccTpalune BUTabHOCTMU:
npeTBopeHne Bo3BbILLEHHOIO
B >xuBonucum 2000-x rogos

CraTbs IOCBsILIEHa BUTAJIbHOCTY B MCKYCCTBe XX BeKa, TPaKTyeMoJi Kak Bo3BbilieHHOe. BUTambHOCTD Kak
CMHOHMM XM3HEHHOCTY TIPOSIBIISIET Ce0sI B MICKYCCTBE OYeHb Pa3HO06pasHo. [[paMaTi3M MMUPOOITYLIEeH NS,
cTpagaHue ¥ 60Ib CerofHs YacTo SIBISIOTCS CMHOHMMAaMM «KM3HEHHOCTY». HO BUTAIbHOCTDIO TIPOHM3AHO
Y ICKYCCTBO 3a6BeHVIsI, <OMbSIHSIOLIEe», TOMOTalolee TPeoosIeTh YKAc CYLIeCTBOBAHMS; a TAKKe
MICKYCCTBO, PpUOGIIatolee K MeTahu31IecKoMy UCTOYHMKY ObITVisI. ET0 MOKHO ONpenenynTh Kak Cakpasib-
HbIi1 ONITYMM3M, ¥ O HeM OCOOEHHO SIPKO CBUJIETEIIbCTBYET IpeBHEe MCKYCCTBO M MCKYCCTBO aBaHTapa.
31ech BUTAIbHOCTb HEITOCPe,CTBEHHO COIPMKacaeTcsl ¢ Bo3BbleHHbIM. B3bickaHMe «<Mypa MHOTO0»,
IIpeozoIeHNe OrPaHMUYEHHOCTY GPEHHOTO M CTPaKAYIIEr0 MUPa OCYLIECTBIISETCS Yepe3 PeTBOpeHme
BossbimenHoro. CerofiHs TeMa Bo3BbILIEHHOTO B ICKYCCTBe HAXOAUTCS HA MMKe UCCIel0BaTeNbCKOro
uHTepeca. 06 atom cBuzaerenbcTByeT poekT The Art of the Sublime, Hauatsiit B 2008 ranepeeii TeitT
MogepH (JTonnoH, Benko6pyuTaHst), MOCBSIIEHHbII MCCIeL0BAHNUIO 9TOT0 (heHOMEeHa C 310XV 6apOKKO
1 O CeTOAHSIIHEro AHS. VIM 3aTPOHYTBI BCe BUIbI BU3YaTbHOTO MICKYCCTBA OT KMBOIIMCHU [0 MHCTAIISILIVIN.
VccnenoBaHys OKa3bIBAIOT, Kak 9BOMIOLVS UAET OT IPUPOAHOrO BO3BbILIEHHOTO, peal30BaHHOTO
B M306pa’KeHNY PeKUX Y BIIEUYAT/ISIONVX IIPYPOIHBIX SIBIEHMI, K TEXHOIOTMYECKOMY BO3BbIIIeHHOMY,
3asiBMBILIEMY O cebe BO BTOPOii onoBuHe XX Beka, K pa3andyeHnio Bo3BbIIeHHOTO 1 TPeKPacHoOro.

B coBpeMeHHOJI MOCKOBCKOJ SKMBOIIMCY Mbl BCTpeUaeMcsl C peanusaLyeil IpMHInIa
Bo3BbIIIEHHOrO B TBOpYECTBe XyAOXKHMKA Biragyumupa MaTtseeBa. Onmpasichb Ha cakpaJbHOE MCKYCCTBO
PYCCKO# MKOHBI 11 aBaHTap/ia, IIBETOBbIE OTKPBITHUS TOCTUMIIPECCHOHM3MA 1 SHEPTUITHYIO aBCTPaKIMIO
HEO3KCIIPeCCUOHM3Ma, OH CO3/iaeT COOCTBEHHYIO BepCyio BO3BbIIIEHHOTO B COBPEMEHHO KMBOIIMCH.
B cBOMX KpynHO(OPMATHBIX MOMOTHAX XyHAOKHUK BbIPaskaeT CYI[HOCTb BUTAJIbHOTO Kak BO3BbIIIEHHOTO,
MeTadu3MIecKoro 1 MCUXUIECKOTro Havyasl C TOMOIIbIO HACBIIIEHHOTO KOTIOPUTA M OCTPOTO COTTOCTABIEHMSI
abCTPaKTHBIX M HATYPHBIX GopM.
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Florkovskaya Anna K.

The Fearlessness of Vitality: Transforming the Sublime
in Painting of the 2000s

The article is devoted to vitality in the art of the twentieth century, interpreted as the Sublime.
Vitality manifests itself in art in a very diverse way. The dramatic attitude of the world,
suffering, and pain are often synonymous with “vitality” today. But the art of oblivion is also
permeated with vitality, “intoxicating”, helping to overcome the horror of existence; as well

as art, attaching to the metaphysical source of being. It can be defined as sacred optimism

and the ancient art and the art of the avant-garde are especially vividly evidence of it. In this
case vitality is in direct contact with the Sublime. Seeking out the “other world”, overcoming
the limitations of the mortal and suffering world is carried out through the transformation

of the Sublime. Today the subject of the Sublime in art is at the peak of research interest. This
is evidenced by the project The Art of the Sublime, launched in 2008 by the Tate Modern gallery
(London, UK), dedicated to the study of this phenomenon from the Baroque era to the present
day. It touches upon all types of visual art from painting to installation. Research shows how
evolution goes from the natural Sublime, realized in the depiction of rare and impressive
natural phenomena, to the technological Sublime, which declared itself in the second half

of the twentieth century, to the distinction between the Sublime and the beautiful.

In modern Moscow painting, we meet the implementation of the principle
of the Sublime in the work of the artist Vladimir Matveev. Relying on the sacred art of Russian
icons, and the avant-garde, the color discoveries of post-impressionism and the energetic
abstraction of neo-expressionism, he creates his version of the Sublime in contemporary
painting. In his large-format canvases, the artist expresses the essence of the vital as the
Sublime, metaphysical and mental principles with the help of rich color and sharp juxtaposi-
tion of abstract and natural forms.
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OmpeneneHne KpUTepreB KayecTBa COBPeMEHHOTO MCKYCCTBA HATPaBJIsieT
MHTEpeC uccieqoBaTesnei K MoMCKy B MICKYCCTBE CETOJHSIIIIHETo THS GyH-
JlaMeHTaJIbHBIX KAaTEropmii, OMHO M3 KOTOPBIX SIBJISIETCSI BUTATbHOCTD.
IpaMaTM3M MUPOOIIYILIEHNS, CTpaiaHe 1 60/1b — peob/iamaliiee Cero-
IHSI TIOHMMaHMe BUTAJIbHOCTU, CMHOHUM «KM3HEHHOCTU» B MCKYCCTBE.
BuTanpbHOE MOHMMAETCS KaK «paHsIee», Mpooykaaloiiee yepes 60Jb OT
CIISTYKY OOBIIEHHOCTU. ATTOJIOTHSI SKCIIPECCUBHOTO CTPAfAHUS TITy6OKO
YKOpeHeHa B Xy[I0KeCTBeHHOM CO3HaHUM Halieii arnoxu. Ho mapamok-
CaJIbHBIM 06Pa30M YYBCTBO 6€3bICXOHOCTH, KPYIIEHNSI OCHOB OBITHUS
arodaTUYeCcKy SIBJISIET TOTPEOHOCTh B 0OHOBJIEHHOM «UYBCTBE SKU3HU».
V I'mn6epta K. YectepToHa B «Hesi0BeKke, KOTOPbIi ObIJI UeTBEProM»,
y I'epmana 'ecce B «CTeITHOM BOJIKe» YeJIOBEK, BCTPEUasiCh JIMIIOM K JIUITY
CO CMepTbI0, 06peTAeT IHEPTUIO JKUTh.

Be3ywIoBHO, MUP MCKYCCTBA PasHOOOpaseH CBOei Teeonorneii,
SMOIMOHAIBHBIMY M 9K3UCTEHIIMATbHBIMM aMILTUTYIaMN. BUTAIbHOCTD —
KaK CMHOHUM >KM3HEHHOCTU — MOpaskaeT B MCKYCCTBE CBOMMM Pa3HOO-
6pa3HbIMMU MPOSIBIEHUSIMU. ECTh MCKYCCTBO 3a0BEHMSI, «OTIbSIHSIIOLIEE»,
roMoraroluiee npeogoseThb ykac CyliecTBoBanus. ECTb ncKkyccTBo, npu-
obIaroIee K MICTOUHUKY ObITHsI. O HeM 0COOEHHO SIPKO CBUAETETLCTBYET
JipeBHee cakpajbHOe MCKYCCTBO. 30,eCh BUTAIbHOCTb HEITOCPECTBEHHO
corpuKkacaeTcsi ¢ Bo3BbIllIeHHbIM.

B keHOTade 1Mo 3eMHOI TPOGHUIILI IpeBHeliIIel mpamMmuIbl papaoHa
II>kocepa pacIonoskeHa Tak HasbiBaeMast «['0mybast Kamepar, 00MIUI[OBaHHAST
SIPKO-6MPIO30BOIT KEpaMMUUECKO MIMTKOI. OHAa CBUIETEIbCTBYET «MUP
MHOI» uepes SIpKUii «<HeGeCHbIN» IIBET, KOTOPbIN Y COBPEMEHHOTO YeJI0-
BeKa BPSII JIM aCCOLMUPYETCS CO CMEPThIO0, HEOBITMEM, MOTWIION, HO IS
IPEBHMX 9TO ObIIO MUMEHHO TaK. B3bICKaHIe «Mypa MHOTO», [IPeOLoIeH e
OTpPaHMYEHHOCTM GPEHHOr0 ¥ CTPAKIYILEro MUpPa OCYIIEeCTBISIOCh uepes
IpeTBOpeHue Bo3BbIIIEHHOTO.

CrpemJiieHMe NIPeOA0aeTh IHTPOIMIO MUPA MbI BUAUM B UCKYCCTBE
aBaHrapza. Kasuvupa MaseBuda BIeKyT «1e06eIy MHbIX MUPOB». MUD MHOI
KakK MUp SHepIUM L[BeTa MpeTBOPeH B skuBomucy Bacunus KanauHckoro.
[TopaskaeT cBepxpeaabHast IPKOCTh ero Kpacok. Mix ocnenuTtenbHasi KpacoTa
¥ HAAMMUPHOCTb BbIJeNsIeT SKMBOIMUCh KaHAMHCKOTO Jaske U3 IPUBBIYHOTO
TSI ICKYCCTBA MOJIepHa IIBETOBOTO CTAKKATO. UeMy MbI MOKEM yIIOI0OUTH
1BeTOBOJ mTypM KanmuHckoro? VcciegoBaTenu o6paTuiy BHUMaHKE,
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BeccTpaluve BUTansHoOCTH:
npeTBopeHune BosBbilweHHoro B xusonucu 2000-x ronos

Wnn. 1. Norpe6anbHas kamepa nupammabl [)xocepa WUnn. 2. KaHanHckuin B.B. ManeHbkue pagocTtu. 1913,
(T.H. «[ony6as kamepay). Ok. 2650 r. no H.3. Ervnet X., M.109,8 x 119,7 cm. Myaeii C. l'yrrenxeiima, Hoto-Mopk

YTO BCe 3HaUMUTebHbIe X0NCThl KanauHckoro 1o 1921 roga mocBsieHbl
TeMe Anokanurcuca [1, c. 380].
B 21 rnaBe OTkpoBeHus MoanHa borowioBa untaem onucanue He-

6ecHoro Mepycannma:

«18 CreHa ero TIOCTpOEHA U3 ACIuca, a ropon 6bLT UMCTOE 30J10TO, HOILOGGH UnucTomy

CTEeKITY.

19 OCHOBaHMS CTEHBI ropoga yKpalieHbl BCAKMMY OParoueHHbIMU KaMHSIMM

OCHOBaHMe TIepBOe SICIIC, BTOPOe carndup, TpeThe XaJKMUA0H, YeTBEPTOe cMapar,

20 TATO€E CapAOHMKC, [IeCTOe CePAONINK, CeAbMOe XPU3O0JINUT, BOCbMO€e BUPUJLI, IE€BATOE

TOIla3, fecsaToe Xpus3oIrpac, OOMHHAAIaTOe TMAallMHT, IBEeHaA1laTOe aMeTUCT.

215 [IBEHAJIaTh BOPOT — JBEHAZIATh JKeMUY)KMH: KayK/Ible BOPOTA GbUIU U3 OTHOM

JKeMYUY>KMHBI. Viuua ropoga — 4ncToe 30/710TO, KaK IMMPpOo3pavyHOe CTEKIO».

Co3pmaHue MMPOB MHBIX CTa0 A KaHAMHCKOrO CoO3aHueM paﬁCKMX
MUPOB. CBerpea)IbHOCTb IIPOHM3bIBAET €ro MCKYCCTBO BUTA/JIbHOCTbLIO
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