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A NOTE FROM THE EDITOR

Representatives of visual art and in particular painters are
most frequently dissociated from their creative works. Pictures,
drawings, sculptures and other outcomes of their artistic activities
in the galleries or museums are evaluated by viewers on the basis
of their life experience, erudition, esthetical perception, emotional
intelligence and creativity. Most frequently a well-established classical
tradition dictated the rule that an artist creates for others and his/her
personality, behaviour and life style are separated from the created
works and seem to be absolutely irrelevant. In some other cases, due
to differences in time and space, this axiom is valid getting familiar with
the works of art. Nonetheless, changes in the structure of society and
models of its coexistence resulted in an increasing importance of the
individual’s self-expression and freedom. So naturally, at present, the
works of art are considered to be a continuation of an artist in various
senses and they can be comprehensively perceived or their additional
value can be discovered only analysing them together and seeing their
creator as an integral part of the artistic process.

The paintings of Ricardas Bartkevicius, as a foremost
representative of neo-expressionism, found their place in the space of
Lithuanian arts long time ago and do not need to be introduced to
those, who are at least to some extent familiar with the Lithuanian
art. This publication is an attempt not only to look into the works
created by Ric¢ardas Bartkevicius in recent years, particularly focusing
on his paintings, sketches and other objects, but also to know him as
a personality by revealing its most significant features. That whole is
approached from various angles encouraging a wide range of lovers
of art (an art critic, a painter-educator, a philosopher-art critic, a
photographer), not excluding the author himself, to share their own
insights.

The fact that some of the most important publications on
the creation of Ri¢ardas Bartkevitius have been initiated through
cooperation with the elite of Polish art is apparently not just a
coincidence. Due to a good command of the Polish language and his
interest in common history, the Lithuanian origin of the author did
not become an obstacle to his communication with artists and art
critics from this country. His works are familiar to the art audience in
Bydgoszcz (2008, 1990), Torun (1999) and Olsztyn (2009). They were
also exhibited in Warsaw several times: the exhibition Vilnius in Warsaw

Self-portrait with the frame-2 7
acrylic on paper
27 x 41, 2017
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(DAP Gallery, 2004) and two exhibitions held in the
Lithuanian Culture Centre under the Embassy of
the Republic of Lithuania in Warsaw (2007, 2008),
also the exhibition in the Warsaw Cultural Centre
(2000). The first personal exhibition in Poland
was organised in the Gallery of Contemporary Art
WIGRY — East Europe Art Meetings, Wigry in 2008,
an artistic action with Prof. Piotr Jargusz was held
in the National Museum in Krakow in 2017 and in
August 2018 Galeria Floriariska 22 invited lovers
of art to Ri¢ardas Bartkevicius’ personal exhibition
Metamorfoza in the first capital of the Polish—
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According to Niccolo Machiavelli-2
acrylic on paper
20 x 29, 2016

Lithuanian Commonwealth — in Krakow again.

The publication has been compiled in
such a way that enables the reader to receive
the answers to the main questions related to
Ri¢ardas Bartkevicius’ creation and life: how does
the artist change in the process of creation? to
what extent do the results of the artist’s creation
influence his personality and creative process?
what are primary origins of his creation? how did
pedagogues contribute to the development of his
original style?



Vizualiojo meno atstovai, ypac dailininkai,
dazniausiai yra atskirti nuo savo kirybos darby.
Paveikslus, piesinius, skulptdras ir kitus jy meninés
veiklos rezultatus Zitrovas galerijoje ar muziejuje
vertina, remdamasis savo gyvenimiska patirtimi,
erudicija, estetiniu suvokimu, emociniu intelektu
ir kdrybiSkumu. Nusistovéjusi klasikiné tradicija
dazZniausiai diktuodavo taisykle, pazymincia, kad
menininkas kuria kitiems, jo asmenybé, elgesys ir
gyvenimo budas yra atskirti nuo jo kdriniy ir visai
nesvarbus.

Kai kuriais atvejais — dél laiko ir erdvés
skirtumy Si aksioma galioja pazjstant meno
kdrinius. Vis délto, keiciantis visuomenés sanklodai,
jos tarpusavio sugyvenimo modeliams, asmens
saviraiSka ir jo laisvé tapo vis svarbesnés, tad
nadien labai daznai meno kdriniai yra menininko
tgsa jvairiomis prasmeémis ir gali bati visapusiskai
suvokiami, atrandama jy pridétiné verteé tik kartu
analizuojant ir priimant jy kireéja kaip neatskiriama
meninio proceso dal;.

Ric¢ardo Bartkeviciaus, kaip ryskaus
neoekspresionizmo atstovo, tapybos darbai yra
seniai surade savo vietg lietuviskos dailés erdvéje,
ir nors kiek susipaZzinusiems su Lietuvos menu Sio
autoriaus pristatinéti jau nebereikia. Sis leidinys — ne
tik bandymas zvilgteléti j paskutiniyjy mety Ri¢ardo
Bartkeviciaus karybos darbus, ypacC pieSinius,
eskizus bei kitus objektus, bet ir geriau pazinti jj
kaip asmenybe, atskleisti svarbiausius jos bruozus.
] Sig visuma bandoma pazvelgti jvairiais rakursais,
kvieCiant savo jZvalgomis dalytis kuo jvairesnj
meno mylétojy ratg (menotyrininke, dailininka-
pedagogg, filosofg-menotyrininkg, fotografe) ir
patj darby autoriy.

Tai, kad Ricardo BartkeviCiaus gyvenime
vienus i$ svarbiausiy leidiniy, susijusiy su jo karyba,
inicijuoja bendradarbiavimas su Lenkijos meno
elitu, matyt, néra tik sutapimas. Lenky kalbos
mokéjimas, doméjimasis bendra istorija lémé, kad

SUDARYTOJO ZODIS

lietuviska autoriaus kilmeé netapo kliGtimi bendrauti
su menininkais, meno kritikais i$ Sios Salies. Su
jo kdryba yra susipaZine Bydgosciaus (2008 m.,
1990 m.), Torunés (1999 m.) ir Olstyno (2009 m.)
dailés Zitrovai. Taip pat ji eksponuota VarsSuvoje:
paroda Vilnius Varsuvoje (Galerijoje DAP, 2004
m.), dvi parodos Lietuvos kultlros centre prie
Lietuvos Respublikos ambasados VarSuvoje (2007
m., 2008 m.) bei paroda VarSuvos kultlros centre
(2000 m.). Pirmoji personaliné paroda Lenkijoje
jvyko 2008 m. Vygriuose Siuolaikinio meno
galerijoje WIGRY (East Europe Art Meetings), 2017
m. Nacionaliniame Krokuvos muziejuje vykdyta
meniné akcija kartu su prof. Piotru Jarguszu, 2018
m. rugpjutj Abiejy Tauty Respublikos pirmojoje
sostinéje Galeria Floriariska 22 vél pakvieté dailés
mylétojus j Ri¢ardo BartkevicCiaus personaline
paroda Metamorfoza.

Leidinys sudarytas taip, kad skaitytojas
gauty atsakymus j Siuos pagrindinius klausimus,
susijusius su Ricardo BartkeviCiaus karyba ir
gyvenimu: kaip menininkas keiciasi kdrybos
procese? kiek patys jo kilrybos rezultatai daro
poveiki menininko asmenybei ir kirybiniam
procesui? kokios yra pirminés jo kidrybos iStakos?
koks buvo pedagogy vaidmuo, formuojantis jo
originaliam braizui?



Dzieta sztuki wizualnej, zwtaszcza malarskie,
Zyjg odrebnym zyciem niezaleznie od autora.
Obrazy, rysunki, rzezby i inne wytwory dziatalnosci
artystycznej widzowie oceniajg w galeriach lub
muzeach, kierujgc sie swoim doswiadczeniem
zyciowym, erudycjg, percepcjg estetyczng,
intelektem emocjonalnym i kreatywnoscia.
Utrwalona tradycja klasyczna na ogét nakazywata,
ze artysta tworzy dla innych, jego osobowosc,
postawaisposdbzyciaznajdujesie pozadzietemijest
catkiem bez znaczenia. W niektérych przypadkach,
ze wzgledu na rdzinice czasowe i przestrzenne,
aksjomat ten jest istotny dla poznania dziefa
sztuki. Jednakze w zmieniajgcych sie warunkach
spotecznych i kulturowych wolno$¢ jednostki
i jej samorealizacja stajg sie coraz istotniejsze,
totez obecnie bardzo czesto osobowos¢ artysty
znajduje wyrazne odzwierciedlenie w dzietach
sztuki i pomaga odkry¢ ich nowg wartos¢ dzieki
traktowaniu tworcy jako integralnej czesci procesu
artystycznego.

Prace malarskie Ricardasa Bartkeviciusa,
jako znanego przedstawiciela neoekspresjonizmu,
dawno znalazty swoje miejsce w przestrzeni
sztuki litewskiej i osobom chociaz troche
obeznanym ze sztukg na Litwie nie ma potrzeby
przedstawiac tego autora. Niniejsza publikacja jest
nie tylko prébg przyjrzenia sie dzietom Ricardasa
Bartkeviciusa, ktore powstaty w ostatnich latach,
zwtaszcza rysunkom, szkicom, lecz takze ma sie
ona przyczynic¢ do lepszego poznania osobowosci
artysty. Na ten catoksztatt dazy sie spojrzec
wszechstronnie, zapraszajgc do podzielenia
sie swoimi  spostrzezeniami jak najbardziej
zréznicowane grono mitosnikdw sztuki (historyka
sztuki, artyste-pedagoga, filozofa-historyka sztuki,
fotografa) i samego autora prac.

Fakt, ze jedna z najwazniejszych publikacji
w zyciu Ri¢ardasa BartkeviCiusa dotyczaca jego
twdrczosci inicjuje wspotprace z polskg elitg
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OD REDAKTORA

artystyczng, widocznie nie jest tylko zbiegiem
okolicznosci.  Znajomos¢  jezyka  polskiego,
zainteresowanie  wspodlng  historia  sprawity,
ze litewskie pochodzenie autora nie stato na
przeszkodzie w nawigzaniu kontaktow z artystami,
krytykami sztuki tego kraju. Z jego twdrczoscig
juz sie zapoznali mitosnicy sztuki w Bydgoszczy
(2008, 1990), Toruniu (1999), Olsztyn (2009) takze
jego dziefa byly eksponowane w Warszawie: na
wystawie Wilno w Warszawie (Galeria DAP, 2004)
oraz na wystawach zorganizowanych w Centrum
Kultury Litewskiej przy Ambasadzie Republiki
Litewskiej (2007, 2008), Warszawskie Centrum
Kultury (2000). Pierwsza w Polsce indywidualna
wystawa artysty odbyta sie w 2008 roku w Wigrach
w Galerii Sztuki Wspdtczesnej WIGRY — East
Europe Art Meetings, w 2017 roku w Muzeum
Narodowym w Krakowie wspodlnie z prof. Piotrem
Jarguszem uczestniczyt w akcji artystycznej, w
sierpniu 2018 roku Galeria Floriariska 22 znajdujgca
sie w pierwszej stolicy Rzeczypospolitej Obojga
Narodéw ponownie zaprosita mitosnikéw sztuki na
wystawe indywidualng Ricardasa Bartkeviciusa pt.
Metamorfoza.

Publikacia ma na celu dostarczenie
czytelnikowi odpowiedzi na kluczowe pytania
zwigzane z tworczoscig i 2zyciem Ricardasa
Bartkeviciusa: jak zmienia sie osobowos$¢ artysty
w procesie tworczym? w jakim stopniu osiggniecia
w dziedzinie twodrczosci artystycznej wptywaja
na osobowos¢ i proces twodrczy artysty? jakie sg
pierwotne Zrddta jego inspiracji tworczej? jaka
role odegrali pedagodzy w ksztattowaniu jego
oryginalnego stylu?

Sunset of culture
acrylic on canvas
150 x 130, 2016
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METAMORPHOSES

Metamorphosis in painting embraces
ambiguity, relativity and transformation of an
image. The artist is not always able to control
what viewers will envisage in his or her work
because it depends on abilities of other people
as well. This situation can be approached from
a broad perspective. You go to London and see
some things, whereas somebody else from other
countries notices absolutely different aspects; |
am from Europe and | see things in one way and
a person from Thailand or America sees them
differently.

Metamorphosis in painting

Metamorphosis is one of the more important
elements of interest to me in painting. Observation
of surrounding environment, capturing of thought
and expression of experience in own creative works
provide opportunities for the artist to see more
than onesituation and one truth. Actually the same
occurs everywhere —in the cinematography, music
and literature. Paraphrasing V. Kandinsky, every
creator of visual art has a choice: to manoeuvre
between a very realistic, specific image, which can
be hyperreal, and an absolutely abstract one.

It is even more important for me to create
own image, own reality. The images in my works
are not attached to the real environment forthright
and the situation is the same with plastic solutions.
Ordinary household things start living another life
in my paintings. A cucumber, a tomato or a flower
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Ricardas Bartkevicius

transform into something else — they go through
the process of personification and have their own
character. Like a coach of sports team while looking
into my completed works, | have a possibility of
choosing players, evaluating their qualities and
deciding whether they can play further.

Later there also appears some room for
rational perception, reflection and choices. | do not
think about it while painting, the process occurs
at the subliminal level and this transformation,
this metamorphosis happens on its own. A piece
of canvas put on the stretcher becomes a piece
of art. You stop understanding the picture just
as a combination of certain technical means of
work: the stretcher, the canvas, paint, strokes of
brushes become something more, as if a different
dimension. And when you stop seeing the plot or
specific details, other elements start taking effect:
colour construction, rhythm, interaction of forms
and others.

Metamorphoses of image attract me by their
accidental character. In fact, | do not forecast what
one will see in the picture and what meaning will
be envisaged. | want to say that | do not foresee the
futureimage. And ambiguity occurs spontaneously,
it is not theoretical, calculated or rational. It is
about the variety of plastic forms, which appearsin
the process of painting and creates opportunities
for diversity and interpretations.

The depicted objects stop being real or
specific things like in the shop catalogue, where
the photographs of products and their prices are



published. For example, the picture Object from
the supermarket! is an attempt to transfer this
image of the object to a different level and to
enrich it with certain characteristics. The object
becomes a representative of the Lithuanian
culture of Acropolis, i.e. of a huge shopping centre,
which is a reduced-size model of life. Yesterday
you were relevant or trendy and today you can be
discounted, put on another shelf or discarded in
landfill.

| keep to the approach that an individual
possesses the qualities that are characteristic of
other people, at least of a certain group or type of
people. Therefore, | hope that what is represented
in my works is relevant to others as well.

Direct representation of the environment is
absent in my works. In other words, | do not copy
physical features of things — | endeavour to create
those things or characters. | paint in my own ways,
search for solutions of plastics using colours, forms,
strokes or composition that do not have any direct
link with reality. The very principle, when you make
attempts to create something real on the basis of
an object or situation without seeking to convey
physical qualities of this object, is precisely what
the transformation — metamorphosis embraces.

Itendto painflowerslot. Infact, thisisawidely
exploited plot. The flowers in my paintings acquire
certain versatility and it becomes complicated to
identify their kind. Due to metamorphosis they
become something different — expression of
human communication; they express their feelings
and radiate unfamiliar beauty.

Metamorphoses of time and environment

Having looked closely at and familiarised with
the history of art, you realize that you cannot paint
anything, what has not been painted before. You
just approach ordinary things in your own way. If
you dwell on the past — these old things, old forms
start oppressing and pressing you because they
have influence on you. Nevertheless, you live today,
you want some things that are available today

because you yourself are part of today. You have to
learn and use everything what exists today because
forms of speaking, expression and environment tend
to change. If you only stay surrounded by old things,
you have to get stuck in a small village, in the middle
of somewhere, where the time has stopped — but
then you yourself will stop as well. Living today
requires space for new things to be able to do
something. The whole environment has influence
on you — you affect it and it affects you.

Playing flowers
acrylic on canvas, 80 x 60, 2017

Metamorphoses of self-identification and
personality

Any of my works contain part of me — it is as
if me myself, as if my self-portrait. Perhaps | tend to
pull all the represented object to my side. Some of the
objects | paint even acquire my physical features that
can be linked with me at the level of state or emotions.
As the poet says: “...and I'm like that tree...”. The

1 R. Bartkevicius. Object from the supermarket, acrylic on plastic, 202 x 140, 2006.
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objects painted by me go through everything what
people, including me, encounter in their real life. They
fight, love, envy and they become weak and brave.

The signature in my works becomes a relevant
plastic element. This is like a psychological test, when
you are requested to mark with a small cross the part
of the house you would like to be or live in most.
The signature, written on different parts of the work,
sometimes in different forms, sometimes even in
different font or abbreviations, reveals my positions
towards certain processes, shows my place in one or
another situation as well as my attitude and values. In
this case | can refer to personal metamorphosis, self-
transformation and transfer of myself to the object as
well as a change or to becoming something within the
painting.

Unknown airport-2
acrylic on canvas
100 x 70, 2014
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Actually, all the artists are expressionists as
it is difficult to imagine a work of art without any
expression, perhaps there are very few of such
creators but expression contains impact or slightly
hyperbolised conveyance. The degree to which the
plot is elevated or dramatized is of significance. This
depends on the individual’s inner structure, state and
personal qualities. If a person is of lyric nature, calm,
melancholic, his or her expression will be different.
He or she can be such an expressionist only artificially,
i.e. the one we understand in the context of well-
established conception.

Creation is part of you and to make it part
of you is your big goal. The artist has to be open.
Otherwise all his or her works will be artificial.



INTELLECTUAL AND SENSUOUS PAINTING

Ri¢ardas Bartkevicius is one of the most
prominent Lithuanian painters of elder generation
and an influential representative of neo-
expressionism. His creative works obviously reflect
the continuation of modernism traditions of the
20th century starting with the school of Paris and
finishing with that of New York. It is no coincidence
that a connection of German expressionism,
CoBrA, abstract expressionism and art informel is
visible in his creation. Moreover, specific principles
of reality deformation in Bartkevicius’ paintings
can be associated with the evolution of Lithuanian
modernism of the interwar period as well as with
the works of his teacher Antanas Gudaitis, “the
father” of coloristic Lithuanian painting. Broad
strokes in action painting, intensive colouring
of contractive colour combinations attract your
attention and arouse intrigue.

Generally, while searching for the origins
of Ricardas Bartkevicius’ painting, we could
make reference to the influence of the heritage
of western culture. Firstly, we should draw some
parallels with the Lithuanian folk wood carving,
rhythmics of its broken and coarse lines and sound
colouring of Lithuanian fabrics. On the other hand,
the historical influence of the environment with
presence of Vilnius intelligentsia and city nobility
as well as certain subtlety or even sophistication
of the author’s creation are inevitably significant.
Thus, here we see the first swirl of pure form
paradoxes, where, in my opinion, the origins of
Ri¢ardas’ creative works can be traced back.

Rita Mikucionyte

The second paradox is linked with the
compositional balance, which is predetermined
by the author’s ability to connect such apparently
contradictory elements. His works are always
distinguished by constructive spirit, internal
logic and structure, which add inner stability to
his pictures (and even to sketches, drawings),
highlighting their in-depth frame, where the swirls
predetermined by emotional strokes or touches
twine around. Ric¢ardas Bartkevi¢ius combines
absolutely logical and intuitive origins of creation
in his unique way and, thus, gets closer to the world
context of painting next to Nicolas de Staél, Franz
Kleine, Willem de Kooning and Georg Baselitz.

The third paradox can be connected to the
themes of Ricardas’ works, the story told by him,
where the link of real life, historical-mythical or
daily life situations is identified. Ambiguity is one
of the characteristic features of Bartkevicius’
painting. It is not so easy to unlock its essence,
though the represented object is most frequently
rather understandable and dominating. Numerous
hints are present that direct your thoughts
towards  philosophical considerations and
history of art. To fully comprehend the works of
Ricardas Bartkevicius is rather a challenge as the
author combines absolutely different sources of
conception. However, in one way or another, his
works contain an obvious didactic moment that
invites their viewers to reconsider value-based
elements as well as essential issues of existence,
love, faith and hope.
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Like-minded
acrylic on paper
20 x 29, 2017

Usually the style of Ri¢ardas’ works is easily
recognisable and his manner of painting cannot be
confused with anybody’s else. And not only due
to the already-mentioned visual intersections of
compositional logic and expressive painting style
but also because of his particularly ironic attitude
towards the represented situation. We encounter
here a certain contemporary field of Pieter
Bruegel‘s vision, where the real events and real-
life experiences portrayed are full of existential
tragedy. Shortly, an externally simple story
contains an inner drama, which is interpreted by
Bartkevicius in a highly snappy manner. This leads
to creation of a unique dialectics of a painting.

Referring to the specific features of
Bartkevicius’ painting, an emphasis should be laid
notonlyonanimmediate, sincereand openattitude
towards the external life as well as impulsiveness
but also on conscious empathy, which enables
concentration of hand movements forecasting
the final outcome masterly. This is an obvious
feature of expressive painting, when emotional
load experienced by the creator is portrayed on
the canvass as if in a single movement. | think this
is the reason why the pictures of Bartkevicius are
so suggestible and imposing.
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An interesting technical moment observed
in Bartkevicius’ paintings is worth mentioning as it
allows to observe the nuances of adhesion of paint
with the background of picture that join colour-
saturated spaces with empty areas. In the dark
background spots of loud colours start speaking,
which discloses the unity of colour and light. On
the other hand, conceptuality is added to Ri¢ardas’
pictures through incorporated inscriptions,
particularly so ambiguous and hardly noticeable at
once as “r. bart” and “art”,

The moment of transformation has been
particularly significant in the works of Bartkevicius
painted over the last decade. Therefore, it is natural
that we turn back to contemporary interpretations
of Metamorphoses by Ovid, i.e., the fundamental
work of western culture, which | tend to link with
the in-depth sources of Bartkevicius’ creation.
The latest works of Ri¢ardas contain more graphic
elements, strings of dripped paint, inscriptions,
references, elements of calligraphy and action
painting. Moreover, colour relations become
more acute. | start noticing traces of oriental
culture in his most recent works and, generally,
the universality of self-cognition and learning the
surrounding world unfolds vitally there.



Dinner
acrylic on cardboard box
176 x 25 x 25, 2006

Overleaf
Danaé

acrylic on magazine sheet
29 x 21,2017
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THE ARTIST IN THE EPICENTRE OF CHANGE:
SYNERGY OF PAINTING AND NARRATIVE

Once, when | saw Ricardas’ works for the first
time, | understood nothing. A powerful frenzy of
colours was shimmering and changing and it was
also twisting, splashing and exploding... Following
my rational and constructive nature, | endeavoured
to understand what | see, to catch a fragment of a
phenomenon or object, to understand what was
pictured there.

Every picture was as if locked and very
demanding to an observer as well as unapt to
open own secrets. | had to engage in investigations
and analysis, to dedicate time to each work — and
that was a key to it or, perhaps, a reward? As sands
of time were running out, the veils covering the
work would fall down one after another, as if
after uttering the right password, various shapes
of humans or objects would start to emerge and
impressive stories — merry and sad, sarcastic and
mystical — would reveal themselves. Nonetheless,
approaching the work any other time, | would
see something else what | had missed or failed to
notice earlier as if an invisible hand had quickly
drawn one more detail.

The works of Ri¢ardas are not for everyone

Vaiva Juceviciuté-Bartkeviciené

because they all contain this moment of
exactingness, i.e. exactingness to their viewers.
His painted works are not just beautiful spots that
go well together with the colours of the walls,
simple still-life compositions that delight the eye
or romantic sunsets that calm you down. His works
do not become certain portrait eulogy of perfect
artisanal technique to the client either.

The viewers are exposed to a powerful
colourful flow of energy, which requires to be
perceived and decoded and all this calls for
viewers’ expertise, enquiry and wish to be in the
same dimension with the author of the works.
Frequently not only ordinary everyday objects
but also their symbolic meanings, historical or
even religious plots, are hidden under the jolly
jets of colours and the titles of the works, such
as Neo Icarus?, According to Niccolo Machiavelli?,
Napoleon®, St. Sebastian®, become hints that
facilitate their better understanding. Only at first
glance it may seem that the titles of paintings
improve the faith of the viewer and facilitate
understanding of hidden meanings — practically
they generate even more questions:

1 Icarus — character from Greek mythology; according to Homer's “lliad”, he is a son of Dedalus, who first began to build architectural
structures; he died after flying on his father's Daedalus constructed wings. R. Bartkevicius. Neo Icarus, acrylic on paper, 29 x 21, 2015.

2 Niccolo Machiavelli (Niccolo di Bernardo dei Machiavelli 3 May 1469 — 21 June 1527) was an Italian diplomat, politician, historian, philosopher,
humanist and writer of the Renaissance period. R. Bartkevicius. According to Niccolo Machiavelli, acrylic on canvas, 100 x 150, 2014.

3 Napoléon Bonaparte (French: Napoléon Bonaparte, 15 August 1769, Ajaccio, Corsica — 5 May 1821, Saint Helena) was the first Emperor
of France. R. BartkeviCius. Napoleon, acrylic on cardboard, 180 x 122, 2007.

4 Saint Sebastian (died c. AD 288) was an early Christian saint and martyr. He is commonly depicted in art and literature tied to a post or
tree and shot with arrows; he was killed during the Roman emperor Diocletian's persecution of Christians. R. BartkeviCius. St. Sebastian

nearby a canvas, acrylic on canvas, 170 x 140, 2008.
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Why does Neo Icarus fly towards the flower
but not towards the sun; why does it remind more
of the Black Hole rather than a giant blossom; why
is this flower so big; is it only a flower; Icarus flew
on a sunny day so why it is night now?

Was N. Machiavelli a good chef; did he write
about spoons and forks; why did only knife remain
straight and other pieces of cutlery become bent;
or perhaps these were not cutlery pieces at all;
what did N. Machiavelli say about the ruler?

A swarm of questions and thoughts deriving
from the conscious and unconscious and released
by the titles-hints starts to resemble of the flow of
Ric¢ardas’ colours. In this way, the viewer is apparently
able to partially feel the same quivers and vibrations
that the painter went through. The stokes of his
brush — sometimes gentle and sometimes as painful
as knife cuts — encoded all the above-mentioned
emotional load.

Discussing the creation of Ricardas, one more
category —luxury — will definitely appear. Luxury to be
a well-read viewer, luxury to have time for yourself,
luxury to stop, to have a closer look, to think, to
remember... without this category, the pictures
of Ricardas will remain unopened books — just a
string of interesting ordinary things and fountains
of colours. That is all they will be able to offer to a
hurried accidental glance.

* %%

From talks with Prof. Ricardas Bartkevicius

In your childhood you spent a lot of time
in church®, what is the story behind it? Do you
see any links between your creation and that
experience?

| sometimes think that if | had grown in a
different environment, e.g. in a new district of
Vilnius, I, perhaps, would be different now. | lived
in Old Town and all these changing buildings, the

5 Dominican Church of the Holy Spirit.
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variety of forms and styles enriched me a lot. In my
childhood in Vilnius two old neighbours (Polish, by
the way) looked after me. The woman was called
BoZa Stasiukova. They used to clean the Dominican
Church. Since my parents were working and they did
not have anybody to look after me, | used to stay
with the neighbours. They would frequently take me
there, to this church. | was able to stay there, to sit,
to look around everywhere. Late in the evening | did
not disturb anybody. Perhaps this variety and the
works of art there had some influence on me.

Any church is an art museum of one or another
level. The artistic value of those works can be
discussed but being among them in the susceptible
period of my early life | must have been influenced as
well. And these were not only the pictures but also
the whole environment and the exterior. Perhaps
being a child | did not understand their value and
meaning but my being among them all the time was
likely to have impact on me.

Iseethelinks between my childhood experience
and my wish to introduce baroque elements, certain
mobility, variety of forms and drama into my works.
| went through similar experience in a small town
of Salos, where | used to spend my summers at my
grandmother’s on my father’s side. There was a
small church there, which was a second home for
my grandmother, who was a very godly woman. She
would go there almost every day and would spend a
lot of time and | was with her as well. Most probably
such things settle into the subconscious somewhere.

If we still made a stop at your childhood, a
view and its reproduction are as if merged with
you. What are your first remembrances that are
linked to a pencil, a brush or paper?

I have always wanted to draw and have done
this. lremember myself in the kindergarten. According
to the methods of that time, kindergarten teachers
would give us something to copy from a book.



Richardas’ childhood (~5 years old),
the fragment of the drawing

| remember copying a squirrel, which made
all the teachers fascinated — it was like real. Other
children were unable to do that but | used to do
this and it was already noticeable there. Later
| attended kindergarten in Salos as well, where |
found a fountain pen in the mud and | was very
happy because | had what to draw with!

I would draw all the time. | did not have any
paper, so, even it was not a proper thing to do, |
would draw on the inner leafs of books, which were
always clean and empty, or on unnecessary sheets
of paper from somewhere. Shortly speaking, | would
use anything. At that age nobody encouraged me
much, there were no educational programmes or
special art classes available at that time. All small
children draw eagerly but later this wish starts
to weaken and other interests and opportunities
appear but the need to draw has always stayed
with me.

Why drawing was so important to you?
What did it give to you?

Most probably it brought joy, inner
satisfaction and pleasure to express myself. | was
able to do this easily and on my own will. If this had
been torment or a demanding activity, | would have

never done that even under pressure. Following
the understanding of ordinary people of that time,
playing music or singing had more value as those
activities offered more meanings or opportunities
necessary in life.

You have mentioned once that in your early
youth you needed a special brush, exclusive light
or especial canvas? Do you think your pictures
change over the years?

There exists a problem, that is, a certain
resistance of material. It takes time and many
years to master this material, to start controlling
and transforming it. And when you teach other
people, the same problems arise — the paint won‘t
apply, the brush won‘t move properly, the canvas is
not appropriate and the light falls not in the right
way. You need time to master all this.

I cannot claim that at the age of seventeen
my thinking or field of interests were completely
formed. Such things come with years, with
experience and knowledge but some structural or
sensual things remain. All the time you try to pour
or to speak them out. You master means as years
pass by and this opens more opportunities for you.
You can allow yourself to go beyond the established
limits, to speak openly — sometimes silently and
sometimes loudly. Sometimes. You live in the
society after all. Being at very young age you had
opportunities to do something in a straightforward
manner but then you lacked experience. At present
you have experience and you can afford again to
express yourself the way you want and the way
you are able to.

Perhaps all the people tend to change but to
some extent they remain the way they are. | like the
idea of spiral, i.e. going up, a lot. You do the things
on a different level but your interests remain.

You are a particularly well-read and versatile
person, why have you read a lot?

This is because of my nature and my family.
My father liked reading a lot and he even used to
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write some prose and poetry. We would go to library
to borrow books almost every three four days. If
he had not done that, | would not have gone there
either. | had to go with an adult. There were not
many books for children then or we were simply not
aware of them. We read books in two languages
because only Russian was spoken in my kindergarten
and | knew it very well. So we read books in both
languages. There were very few books about art at
that time but we would occasionally get them. We
often read the same books and discussed them a lot.
| used to read secretly as well — at night under the
cover in bed and this seriously spoilt my eyesight.
Everything has its price. However, the books were the
very beginning for creating my Musée Imaginaire®.
Later | became a regular visitor of the present M.
Mazvydas Library or even its inhabitant. | spent a
lot of time viewing albums, searching for at least a
paragraph or a sentence about contemporary art
because everything was censored or forbidden then.
It was not by accident that my first official personal
exhibition was held in the same library.”

You have mentioned on a number of
occasions that such masters as Pieter BruegeF,
Jacopo Tintoretto®, El Greco'® have influenced you
a lot. However, if we look at their works, at first
sight, we will see nothing in common with yours.
Perhaps this influence is not so straightforward
as one might imagine or perhaps it is something
more than just a master-apprentice model?

As | remember now, P. Bruegel is my first love.

I liked him, when | was still attending the evening
art school. And, when | think about the reasons of
such attraction, | come to the conclusion that it is
namely his attitude rather than his somehow exclusive
stroke or any other things. It is his attitude towards
the surrounding world, certain events and the very
manner how he reveals all this. There is an element of
paradox there, how he transforms well-known plots.
Let us take the fall of Icarus: P. Bruegel shows the plot
fully removing nice decorations, pathetics, aureole
and integrating it into ordinary daily life. Initially the
falling Icarus himself is hardly found or noticeable
in the picture. In most of his works the themes are
brought closer to real life or presented with sarcasm.
All this, together with his ability to envisage certain
values and meanings in the trivial round, imposed on
me most.

The works of the so-called Little Dutch
Masters, which attracted my attention later, enabled
me to see other meanings. Looking at them and
thinking longer, they are not only still-lifes as they
might appear to be at first sight. Even the fact that a
still-life is constructed ham, sausages, fish and some
cheese®? already reflects a certain moment of humility
compared with the fragments of Caravaggio’s®® still-
lifes, where the elevation of beauty — flowers, fruit —is
found. And they all seem to be deeply significant and
linked with some meanings, perhaps religious, e.qg.
grapes. Whereas in the works of Dutch masters such
trivial things as if immediately rise above their banal
reality of life, above this elementary function. Though
this is only food, it acquires other values in the pictures
and a certain metamorphosis takes place. Later this

6 Allusion to Richardas’ BartkeviCius’ favourite essay of André Malraux Musée Imaginaire (Malraux A. (1951). Voix du silence. Paris:
Gallimard).

7 Kestucio Sapokos ir Ritos Chlomauskaités pokalbis apie dailés parodas Martyno Mazvydo bibliotekoje. [A talk of Kestutis Sapoka and
Rata Chlomauskaité about art exhibitions in Martynas Mazvydas Library]. Lietuvos tarpdisciplininio meno kdréjy sajunga: http://www.
letmekoo.lt, [30 03 2015].

8 Pieter Bruegel (also Brueghel) the Elder (c. 1525-1530 — 9 September 1569) was the most significant artist of Dutch and Flemish
Renaissance painting.

9 Jacopo Comin, was known as Tintoretto. In his youth Jacopo Robusti (late September or early October, 1518 — May 31, 1594) was an
Italian painter in Renaissance, Mannerism and a notable exponent of the Venetian school.

10 El Greco — Doménikos Theotokdpoulos (October 1541 — 7 April 1614) was a painter, sculptor and architect of the Spanish Renaissance.
El Greco was a nickname (The Greek) with a reference to his Greek origin.

11 Before entering Vilnius Art Institute (now Vilnius Academy of Arts) R. Bartkevicius studied at Vilnius J. VienoZinskis Art School.

12 Floris Van Schooten, Still-life with Ham, oil on canvas, 63x83, circa 1640.

13 Michelangelo Merisi (Michele Angelo Merigi or Amerighi) da Caravaggio (28 September 1571, Caravaggio) — 18 July 1610, Porto Ercole)
was an Italian painter active in Italy had a formative influence on Baroque painting.
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appears in the works of G. Braque®, P. Picasso® and
these everyday forms obtain more meanings — they
become flesh, esthetical forms or transform into
abstract meanings.

If to speak about Tintoretto, | mostly admired
the moments of his dramatism or expression as the
plots of his works were not interesting to me at all.
His plastic or forms were of greater significance to me.

The expressive side of El Greco has imposed on
me more. There is more of spiritualisation there. | do
not even have any very rational explanation — he just
affects me. El Greco’s works contain elevation — those
portraits of cardinals or priests, figure compositions
give more meanings. He raises them above the reality
and you stop seeing the people in their daily shapes.
These are not only portraits in their usual sense, if
to compare them with other works of that time. E/
Greco is capable of making you see only the spiritual
and the elevated side. The people pictured in simple
plots, in daily routines, e.g., “The Burial of the Count
of Orgaz™® are all presented in an elevated manner.
Comparing the Titian’s ¥ portraits of cardinals or the
pope with the works of El Greco you see the difference.
However, | like them both a lot because of their plastic
or pictorial features — this is free painting.

You like P. Bruegel’s plots that are as if
humbled and decoronated, whereas El Greco
attracts you by his elevated and spiritualised
conceptions. Is there any contradiction?

Perhaps there is some but | try to combine
different things. This is my way, | have those two
primary principles and a wish to lift ordinary things
above the banality.

I have always been imposed by the feature
of yours, which is not trendy today, to often

mention your teachers — their names, and not to
feel any complexes expressing gratitude to them
publicly. Have you had many of them? What is so
special about the people you met on your road?

| understand the concept of teacher in its
broad sense. This was not necessarily a person,
who officially was a teacher. Many people have
dedicated their time to me, have talked and helped
me in the moments | needed advice badly. | have
been particularly successful with teachers of arts.

| remember my first teacher Vincas Norkus
still at school. | attended his circle of fine arts for 5-6
years. My mom used to take me there and allocated
a considerable part of her salary to my hobby.

When it comes to teachers in my later life, |
can distinguish two stages. Two people were of
high significance to me in the evening art school.
Firstly, that was Alfonsas Andriuskevicius, whose
lectures and discussions were not formal at all. They
would extend over the scheduled time, we would
sometimes meet in the cafe or even in his home.
Looking through his art albums, which were hardly
accessible at those times, my course mates and me
would engage in discussions almost over nights. This
very moment of analysis and this attempt to look
at the work of art from various perspectives have
remained significant to me all my conscious creative
life. As | have already mentioned®, the other person
was Arvydas Saltenis, whose attitude to the place
and mission of an artist, his desire to speak truth,
not to be afraid of own emotions and feelings have
accompanied me up to now.

I met some other pedagogues in the Academy
of Art: Kostas Dereskevicius, Jonas Ceponis, Sofija
Veiveryté, even Antanas Gudaitis for a short period
of time, and Augustinas Savickas at the end of
studies.

14 Georges Braque (13 May 1882, Argenteuil — 31 August 1963, Paris) was a major 20th-century French painter, collagist, draughtsman,
printmaker and sculptor, he played an important role in the development of Cubism.
15 Pablo Piccasso (25 October 1881, Malaga, Spain — 8 April 1973, Mougins, France), a Spanish painter, one of the most prominent artists

of the 20th c., known also as a representative of Cubism.

16 El Greco, The Burial of the Count of Orgaz, oil on canvas, 480 x 360, 1586—1588.

17 Tiziano Vecelli or Tiziano Vecellio also known in English as Titian (circa 1480-1490, Pieve di Cadore, near Belluno (in Veneto, Republic
of Venice) — 27 August 1576 in Venice), an Italian Renaissance painter of the Venetian Art School of the 16th c.

18 Ricardas Bartkevicius. [Apie Arvydg Saltenj]: [Arvydo Saltenio mokiniy prisiminimai] (2014). In: Arvydas Saltenis. Tapyba = Painting (ed.

Raminta Jurénaité). Vilnius: Modernaus meno centras, p. 275-276.
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The common feature shared by all these
people was that they were not only formal
educators. The majority of them allocated
considerably more time, attention than their
formal duties or schedules required, etc. | have
retained this feature up to now as well — in my
teaching activities | have tried to be as similar to
them as possible regarding this issue.

Everybody of them has given something to
me. When | look back after so many years | can
say that | find some sarcasm and common ground
with K. Dereskevicius. | feel connected with J.
Ceponis through sensation of colours, a desire to
speak in colours and colour expression. S. Veiveryte
was also very special as a woman-artist, who
introduced principles of systemic work to me, A.
Gudaitis provided me optimism and joy of painting,
A. Savickas — ambition and painterly courage.

Your painting process is interesting to me.
Does the picture itself have any influence on you,
do you feel any change as an individual, when
you paint on a particular theme?

Apparently, yes. | sometimes think of a simple
plot but then | gradually start seeing considerably
more meanings than initially. | understand that the
more successful the work is, the more possibilities
for interpretations there may be. And the plastic
form that | wrap my plot in becomes gateways to
new spaces. New meanings can emerge from the
consciousness or unconsciousness and they can be
rational and irrational.

I do not remember who said that: nothing — at
close hand, gold — from a distance. You admire paint,
strokes, plastic, or sound, specific tone and timbre just
like in music from a certain distance. Moving away
from the picture, it suddenly opens other shapes,
abstract objects, which bear a different load again.
Let us take my work “About art criticism“®. At first
sight everything looks very primitive: a frame and a
square, one corner of a picture is visible as well. In this
simple plot you suddenly discover deeper meanings
and access to human life experience.

About art criticism

acrylic on canvas, 120x150, 2015

In the process of painting, are you the same
Ric¢ardas Bartkevicius or somebody else, do you
feel any intrinsic change?

As | have written somewhere already,
painting is the sphere, where you have to be
who you really are. The real life contains lots of
limitations, conditionality, external interferences
that cannot be avoided. On the other hand, in
painting you can be what you are; you can behave
the way you want. This is a form of communication
given to you to convey to others.

Probably every picture engages you and
provides you with new opportunities when you
begin it, then they appear in the process of painting.
Generally, | like discovering new meanings, new
situations and new things. You put some paint...
you apply more paint somewhere... and suddenly
new forms appear... You change in the process of
painting and discover some differentthings yourself
that you did not expect or even did not think of.
Particularly in the cases, when you succeed in being
in a special state, i.e. sufficiently relaxed. This is
irrational process. If you begin to think in a rational
way, you most frequently stop painting and this
considerably impedes a free flow of expression.

19 R. BartkeviCius. About art criticism, acrylic on canvas, 120 x 150, 2015.
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R. Bartkevicius in his studio
2007
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So is it possible to claim that the process of
painting is a metamorphosis to you when you get
back to the real you?

Yes, any society and any social structure are
seen as one or another form of constraint for an
individual. You have to commit yourself to certain
compromises and sometimes even to change
your own shape. Painting is a state, where you
can do something the way you feel, it is also an
opportunity to be yourself without any reservation
and to tell your own truth.

After all, | paint because there is an intrinsic
call for doing this. Probably | do this not only for
myself. | hope that somebody will see my works,
somebody will be influenced by them or they will
provide joy or support to people.

But this form of expression requires control
of many aspects. You have to tame a certain
technology or technique, you have to merge or to
identify with them and, when you take control of
the process of painting, it gives you the opportunity
to be yourself.

I have noticed that when you decide that
your work is finished, you lose interest in it. You
do not care that the picture was ripped during
transportation, that you work did not return after
the exhibition because it had been stolen. You
are not one of those authors, who would protect
your works and clearly not one of those, who
would keep saying: “They are very important to
me because they are my children” or something
similar. What do you think of this? Is completion
of work a kind of liberation from something for
you?

Most probably, yes. When you complete
something, there appears a room fora new one. The
very process is important to me, the path towards
the result, thinking and search for variants. There

20 R. Bartkevicius. Two old chairs, acrylic on canvas, 130 x 150, 2004.

is no way that | do not value my works or that they
are not important to me. As my work is to create
them, | feel interested in it while creating it. On the
other hand, | have set a principle for myself that my
best works will be in the future as long as | am able
to paint. | try to be guided by this principle that |
will do something better in future. Transportation
of my works does not always depend on me but
the same principle also works here — how much
time you can dedicate to those activities. But this
grand goal to do something better is not gone.
If you allocate all the attention and energy only
to protection or care, you will have no time for
anything else. The interest remains probably as
long as you hang your painting on the wall.

* % %

The flow of words, just like colours and their
shades, can be infinite. A human being is a non-
exhaustive source of emotions, interesting thought
and ideas. Every event, situation, presence of
another person nearby inevitable leave a trace —
just like ripples on the surface of the water after
throwing a pebble into it. A more sensitive nature
tends to respond to everything — to consider, to
get surprised, to rejoice, to live through numerous
feelings, which search for the ways to burst to
the environment. Ri¢ardas’ experiences find their
way to the world through colours and strokes.
Sometimes, while looking at some of his works,
| keep wondering: how much of everything can
one work contain and only then another thought
comes to my head — and one person...

When | used to stay alone in the old
workshop with Ricardas’ works, | had a feeling that
they are alive and live their own life as if in fantasy
stories. Two old chairs? are whispering something
and chuckling, Two carrots and an art book? are
giggling in agreement to them. Then a stunningly
looking teapot bursts into the room announcing
joyfully: I‘'m boiling!??, whereas Pink clouds and a

21 R. Bartkevicius. Two carrots and an art book, oil on canvas, 73 x 92, 2003.

22 R. Bartkevicius. I’'m boiling! acrylic on canvas, 150 x 130, 2013.
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plane® are competing, which of them will reach
higher skies. Gentle Dandelions** are swaying
gently and nestling to each other considering if
they are more beautiful than those Flowers® that
are glittering in various colours. Arch Muse leading
the artist to the museum?® constantly leads him
astray in labyrinths of passions and they both have
to start their trip all over again. As the daylight is
thickening, green eyes of Nude trees?” start staring
me into the face and Man-saw and man-tabouret?
are trying to engage Man with the match® into the
conversation. Joyful glass and two pistols®® are
arguing if Object from the supermarket® would
fit into the Chest®’. Suddenly, frightened by all-
washing Outpouring®, Butterfly smitten with
love®® is flying into the shelter of a flower and,
having performed an arrogant element of Aerial
acrobatics®, takes the last beam of the sun away
letting the dusk silence the colours...

TosaythatRicardas’ worksarecharacterised
by brave and fast strokes, vivid and pure colours,
certain subtleties of constructing compositions
and internally exploding emotion means to say
nothing. Undoubtedly, his very manner of painting
has exceptionality that can hardly be explained in
words; however, the secret of Ricardas’ style lies
in the unique narrative — the stories told by him
cannot be confused with anybody’s else, especially
when they are told in colours.

23 R. Bartkevicius. Pink clouds and a plane, acrylic on canvas, 100 x 80, 2005.

24 R. Bartkevicius. Dandelions, acrylic on canvas, 100 x 150, 2012.
25 R. Bartkevicius. Flowers, acrylic on canvas, 80 x 60, 2017.

R. Bartkevicius and the
fragment of the disappeared painting
About Art-3
acrylic on canvas
130 x 100, 2008

Overleaf

R. Bartkevicius and P. Jargusz

in the artistic action,

International artistic-scientific conference
Heritage and Response in Contemporary Art,
the National Museum in Krakow, 2017

26 R. Bartkevicius. Muse leading the artist to the museum, acrylic on cardboard, 183 x 244, 2007.

27 R. Bartkevicius. Nude trees, acrylic on cardboard, 120 x 180, 2000.

28 R. Bartkevicius. Man-saw and the man-tabouret, acrylic on cardboard, 95 x 123, 2008.

29 R. Bartkevicius. Man with the match, acrylic on canvas, 97 x 130, 2008.
30 R. Bartkevicius. Joyful glass and two pistols, acrylic on canvas, 120 x 150, 2005.

31 R. Bartkevicius. Object from the supermarket, acrylic on plastic, 202 x 140, 2006.

32 R. Bartkevicius. Chest, acrylic on cardboard, 120 x 156, 2001.
33 R. Bartkevicius. Outpouring, acrylic on canvas, 89 x 116, 2011.

34 R. Bartkevicius. Butterfly smitten with love, acrylic on canvas, 130 x 97, 2007.
35 R. Bartkevicius. Aerial acrobatics, acrylic on canvas, 150 x 120, 2005.
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METAMORPHOSES OF
RICARDAS BARTKEVICIUS — THREE KRAKOW CHAIRS

Piotr Jargusz

Who is Professor Ric¢ardas Bartkevicius from Vilnius?




He is a painter-expressionist — a pupil of Augustinas Savickas — a successor of IMPORTANT
EXPERIENCE.

Is he an inheritor of the culture of remembrance or the art of oblivion?

He is an involuntary witness of the end of the Soviet empire and the witness of the birth of new
corporate-consumer totalitarianism.

A witness of cultural polyphony. Of multicultural hustle and bustle. He is certainly a nurturer of
contemplative painting.

The full and original text is available on page 8.




RB-ART — GULIWER IN THE LAND
OF CARROTS AND CHAIRS

Perversely enough, although in full
accordance with his temperament and creative
selfhood, Ric¢ardas Bartkevicius describes his own
painting as the field that allows him to reach
various enchanted worlds, which is largely similar
to the Gulliver’s Travel by Jonathan Swift: "today |
am surrounded by carrots or chairs and tomorrow
| watch the flirt of apples with pears”®. To express
his artistic credo, the artist uses the concept of
Creative Painting, through which he understands
unrestricted autonomy giving many different
possibilities and tools, creating a field for playing
and experiencing many adventures and joys, giving
a sense of total control over a situation of freedom
not restrained by any compromises. At the same
time, it is an image in which, unlike in the classical
idea of pure expression, “important, if not the
most important, is the creative process itself”2.

Looking at the expressionist superficiality
of the artist’s paintings, it would seem that the
joy of being “among carrots and chairs”, that is
a thought denoting adventure and unrestricted
freedom of creation, exhausts all access codes
necessary for participation in this painting vision.
However, thisis a semblance, because Bartkevicius’
Creative Painting reveals a more complex formula.
This is not a pure pattern of expressionist

Sebastian Stankiewicz

art, but a phenomenon that complicates this
formula and significantly exceeds it, rather than
simply exemplifies it. Among the many aspects
distinguishing the artist’s idea among other
formulas of expression, one can notice a few
special themes worth attention: processuality,
amusement, autotelic subject-matter, and a
specific pictorial etymologism; the latter being
visually revealed in the artist’s paintings as an
effect of the inscription.

The multidirectionality of this vision of
painting is not, however, mere eclecticism, or
merely a postmodern ”spirit of playfulness” —
implied by the intertextual games and experiments
being practiced by the artist-erudite — of which
Richard Rorty® wrote in his time, because it appears
to be a fairly integral idea, shaped by Bartkevicius
under the influence of a very specific experience
of the Lithuanian citizen of Vilnius at the turn of
the 20th and 21st centuries.

Constituting experience

The integrity of the experience, and
hence the idea of Creative Painting, can’t be
easily identified. The artist himself, talking about
important inspirations, mentions the experiences

1 Oblicza ekspresji. Z Ricardasem Bartkeviciusem rozmawia Krzysztof Stanistawski, (in:) Ricardas Bartkevicius. Malarstwo. Katalog wystawy,
K. Stanistawski (ed.), Galeria Sztuki Wspdtczesnej Wigry — "East Europe Art Meetings”, Dom Pracy Tworczej, Wigry 2008, p. 11.

2 lbidem.

3 R. Rorty, Philosophy and the Mirror of Nature, Princeton University Press, New Jersey 1979, Chapter IV; cf. K. Wilkoszewka, Filozofia
amerykariska w Ameryce. Oczami outsidera, [in:] Filozofia amerykariska dzis, T. Komendziniski, A. Szahaj (eds.), Wydawnictwo Uniwersytetu

Mikotaja Kopernika, Torun 1999, p. 46.
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of a small boy absorbing Baroque architecture,
painting, and sculpture of Vilnius churches and
a student of the State Institute of Art in Vilnius®*
from 1980-86, whose learning started at the
beginningin the climate of Cézanne’s academism,
the oppression of self-censorship, and in an
anointing transformed version of the bankrupted
long ago socrealism®, and later proceeded as
conscious artistic exploration after graduation.
This creative molding of thoughts, feelings and
skills in the 1980s, was filled with readings of
Polish art magazines reaching Vilnius and opening
to the art of the West, pulsating Lithuanian
fascination with folk sculpture, coloring of
medieval Armenian and Georgian paintings, or
Russian Lubok tradition. It was also a time of
trips to the plein-airs of Nida, famous for the stay
of artists from Die Brucke®, which Bartkevicius
recollects as a meeting not so much with the
formula of expression as with the atmosphere
of the “forbidden world”. However, if someone
would be inclined to treat this last point of
reference as essentially formative to the artist’s
expressionism, Bartkevicius disavows it, recalling
much earlier and much later artistic phenomena
that have exerted equally strong and perhaps
even greater influence on him. Admittedly, such
references as Fauvism, Symbolism, Surrealism
and Abstractionism, or Chaim Soutine, Max
Beckmann, Pablo Picasso, or Ferdynand Ruszczyc
remain in the temporal closeness of this tradition
of pure expression, but forsure protoexpression of

4 Presently the Academy of Fine Arts.
5 Cf. Oblicza ekspresiji..., op. cit., p. 11.

El Greco and Tintoretto, Peter Breughel’s humor,
coloring of Eugéne Delacroix, and the Vilnius
classicism of Franciszek Smuglewicz, do not seem
so obvious anymore as a source of inspiration for
the artist. On the other hand, the painter assigns
a particularly important role to the art he meets
relatively late: the New York School with the
idea of gesture painting and especially Willem
de Kooning’s work, cultivating art informel of
the Cobra Group, and neoexpressionism of Neue
Wilde’, in particular the works of Georg Basellitz
and Martin Kippenberger?.

The vision of BartkevicCius’ painting does
not fit in pure expression, because it has been
built by too many different experiences: the
atmosphere of Vilnius, its history and its art, the
atmosphere of history as well as the theory of
art, and the atmosphere of present day. It looks
rather like a vision of a painter-erudite or artist-
philosopher, based on a broad knowledge, forged,
tested and constantly shaped in artistic practice
and in his own contacts with the contemporary
world, in every layer of it; the latter is best
illustrated by the artist’s honest statement:
"what | do agrees with my state, temperament,
and my view of the surroundings” °. According
to the painter’s declaration, the formula of this
expression is not a mask that can be put on the
shelf at any time, but a creative project that is
much deeper and takes on rather form of self-
identification or self-realization.

6 The German artists from the expressionist group Die Briicke came to Nida on the Curonian Spit during the second and third decades of
the 20th century, creating a kind of artistic colony. To commemorate this period in Nida, expressionist plein-airs were organized many times
until now, cf. Oblicza ekspres;ji..., op. cit., p. 12.

7 Inthe early 1980s, Frederic Jameson decreed the “twilight of expression”, offering instead the concept of “new superficiality”. Comparing
the art of Vincent van Gogh and Edward Munch with the works of Andy Warhol, the philosopher stated that expression ceased to be a
strategy that explains something in art. In practice, the point was that there is no such thing in the works of modern art as the second
bottom, that is, the meaning that we can reveal using hermeneutic tools. According to Jameson, “the loss of depth” should be associated
with the “dusk of a Cartesian Man”, which essentially created a pattern of classical expression by distinguishing res cogitans / res extensa,
interior / exterior, expression / pressure, cf. F. Jameson, The Cultural Logic of Late Capitalism, (1984), (in :) Idem, Postmodernism, or, The
Cultural Logic of Late Capitalism, Duke University Press, Durham (NC) 1991, http://xroads.virginia.edu/~DRBR/JAMESON/jameson. html
(access 13/07/2018).

Paradoxically in the 1980s, in the art of Neue Wilde and transavantgard, despite Jameson, the expressionistic trends began to revive, but
they exceeded the classic pattern of Descartes’ legitimacy of expression.

8 Cf. Oblicza ekspresiji..., op. cit., p. 12.

9 Oblicza ekspresiji..., op. cit., p. 11.
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Processuality

An important feature of Bartkevicius’
Creative Painting — consciously conceptualized
by him largely as a result of re-working through
the traditions of action painting and tachism — is
making elements of the creative process integral
parts of the work. The artist employs it in several
ways, because the processuality sometimes
takes the actionist form (a good example is the
joint action of BartkeviCius and Piotr Jargusz
Wspadlnota dziedzictwa / Community of heritage,
implemented in Krakow National Museum,
Krakow 2017%°) or the form of the process as a
record that is disclosed in the artifact, showing
the temporal shaping of forms, signs, meanings,
and ideas. The recording usually takes place in the
medium of acrylic paints on the canvas, the means
of expression are lines, blots, or untouched white
canvas, spontaneous strokes with wide brushes,
being usually linearly outlined. Pure colors straight
from the can are often bright, contrasting; they
clash only on the canvas in search of order, which
is not predicted in advance, but is created as an
effect of vivid action in an unexpected way, being
harmonized in the course of the process.

Nevertheless, it seems that the most
important way to use processuality is to treat the
process as participation of the viewer through
the involvement of energy, feelings and... own
beliefs. So the painter speaks about this specific
participation of the viewer: “an important place
is occupied by the viewer, | try to create the
opportunity to participate in the creative process
and become my partner, to discover own things
that are found in the image without my knowledge
without the control of consciousness”!!. Perhaps
in the context of art history “the discovery” does
not seem to be something revealing, but in this
case the expressiveness of the picture surface

engages much stronger, approaching without
distance, through the physical — and therefore
the most direct — medium of feeling, laughter or
constituted not only mentally but also corporeally,
some organically rooted belief.

Amusement

Stranger (2018), that is pineapple, About
painting (2018), or paintspilling froman overturned
can, Three girls (2018), or three flowers in a vase,
Macho (2018), or teapot on the stove, Love
triangle (2018), or knife, fork and pink sausage,
Partners (2018), or covering at the plate, Man-saw
and man-tabouret (2008), an anthropomorphic
saw and a stool, Mozart’s metamorphosis (2008),
or 2 speakers and the composer’s image, Aerial
acrobatics (2005), or a fly flying spirally around a
bouquet of flowers, Dolce Vita (2000), or again,
a fly and flowers, Happy Jar (2000), or a tap
pouring water into one of many jars. There is no
hierarchy between objects and people, banal and
serious situations in Bartkevicius’ painting, and
almost every painting event is played out through
such paradoxical, absurd, ironic, or sarcastic
juxtapositions, transformations and metaphors.

R. Bartkevicius thinks that humor or irony
are important forms of expression and influence,
because laughter “sometimes works more strongly
than a punch” and although he refers himself to
Breughel (Emptying in the corner), Goya (family
portraits), ortoliteraryfigures, like Haskek’s Szwejk,
it seems that a certain role was also played here
by Surrealism based on a similar transfiguration,
albeit omitting its psychoanalytic entourage.

Although irony, humor, joke, quotation,
repetition or pastiche!? function in various
artistic phenomena of present day, then "witty
expressionism” is an extremely rarely used
formula, and in Bartkevicius’ version, even an

10 Cf. R. Bartkevicius, P. Jargusz, Wspdlnota dziedzictwa. Wprowadzenie do akcji artystycznej, (in:) Dziedzictwo i odpowiedZ w sztuce
wspdtczesnej, D. Jedruch, t. Murzyn, R. Solewski, S. Stankiewicz, B. Stano (eds.), Muzeum Narodowe — Uniwersytet Pedagogiczny, Krakow

(forthcoming).
11 Oblicza ekspresji..., op. cit., p. 13.

12 The concept of pastiche was particularly promoted in relation to the art of the late twentieth century by the aforementioned Jameson;

cf. F. Jameson, The Cultural Logic..., op. cit.
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Piano |
acrylic on magazine sheet E3
29 x 21,1998

unique formula. The art historical context of
humor justified by the postmodern condition
of the contemporary artist, who can not offer
anything new in art from the heritage store of
humanity, is one aspect of this issue, the second
aspect is the psychological-existential context in
which we use a joke as a tool of skepticism, but
also uncertainty, defense, or melancholy towards
the contradictions of the world. Both contexts co-
create the idea of BartkeviCius’ Creative Painting,
although he is closer to a psychological-existential
approach, in which the artist uses the skeptic-
affirmative poetry of ambivalence, to comment on
the existential absurdity of life, banal colloquiality,
and reality in its various manifestations: social,
moral, and... political. An insightful observer
diagnosing a situation in which all manifestations
of the logic of the world are disappearing?
Perhaps. Especially that the contrariness that lies
behind this kind of play is an important feature of
the artist’s personality.
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Autotelic subject-matter

The third distinguishing feature of the
artist’s Creative Painting is the visualization of
a continuous feedback based on the attempt to
observe from a distance his own artistic activities
taking the perspective of the world of art, history
and theory of art and the order of artistic prestige.
This self-reflective motif is revealed in many
Bartkevicius’ works: About Art (2002, 2007), a
book about art pierced by a nail, Muse leading
the artist to the museum (2007), a naked model
leading the artist to a building with a white portico,
Books about art and a cannon (2008), or a pile of
books about art topped with a toy / real cannon,
Self-portrait with a frame (2001), or a seated artist
with his head in the frame, About painting (2018),
or a can of spilling paint, series Intellectual Values
1 and 2 (2018), or stacks signed books, once with a
women’s pin and once with a beer mug at the top.
The dominant motifs here are the most frequently
nailed books on the subject of art, painting
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accessories, or frame-parergon, which becomes
the motif emphasizing the artist’s self-awareness
in relation to the importance, rank and evaluation
of his actions. This pattern of continuous mutual
references and practices of self-control goes back
to artistic critique, when in the image About art
criticism (2015) Bartkevicius puts an angular ruler
to the picture frame, with a very well marked scale.

Practicing autotelic subject-matter is on
the one hand a constant element of checking
himself, his thinking and feeling, trying to situate
himself on a par with other characters who pass
the "test of joke and play”, but on the other hand
is also a matter of self-determination in a variable
living space. A particularly interesting form of his
autotelism takes place in the signature "R.BART”
almost always used by Bartkevicius, in which the
phrase "ART” is not accidental, but often hidden
within inscriptions on the backs and covers
of painted books about art or other painterly
inscriptions.

Pictorial etymologism

"] remember that whenever | talked to a
painter walking around the city, | was caught by his
extraordinary liking for etymology. ‘Heidegger’s’,
as | thought at the time. However, the conscious
thought, ‘Heideggerian etymologies’, | was
always inclined to complement the involuntary,
completely automatic addition — ‘false’, because
| recalled that Eco, in this way, quite rightly,
assessed the philosopher’s practice. However, the
etymologies of the artist revealed a completely
different nature, they were extremely vivid, they
gave food for thought, they unveiled the new faces
of meaning; paradoxically, they were ‘happening’.
A little later, after returning to my own city, |
discovered in one place a record of the painter’s
thought: ‘the sound of different languages made a
greatimpression on me and on my work’. Courtyard
conversations, Lithuanian-Polish-Yiddish-Russian-
German dialect?”®, Almost Joycean hearing of a
Vilnius man who, like the Dubliner’s sense hunting

13 Author unknown, From the notes of art critic, [unpublished].
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for sounds of his city while making Finnegan’s
Wake, his opus magnum, makes Bartkevicius’
painting very close to the sound of words from the
Vilnius courtyards experienced by a small boy.

The phenomenon of artist’s pictorial
etymologism is latent, although it sometimes
appearsin a flash, as it was at the recent exhibition
in Vilnius, which the artist has been titled: ne... pa...
jsi... ap... Zitiréek. While in the pictures themselves,
the phenomenon is revealed in the form of various
kinds of inscriptions with a double nature: words
and images. RB-ART is a good example of verbal
inscription, and in turn all visual signs — bouquets
of flowers, nailed books, teapots, chairs — can
be treated as a visual transposition of the same
passion for the search for etymology. At the visual
level, it is possible to translate them only when
there is a deliberate semiotic strategy and the
conscious use of the coding character, because
regardless of what theory of the sign we accept,
always within it appears an iconic component.

Bartkevicius’ etymologism can be treated as
an intuitive and experimental semiotic approach;
intuitive and experimental because it does not
result from the previously assumed theoretical
perspective, but was formed in the Vilnius yards,
next to the Dominican church.

Creative Painting

Ri¢ardas Bartkevicius’ paintings are on the
one hand simple, funny, arrogant, contradictory,
and on the other mysterious, critical and dramatic.
They use an ambivalent skeptic-affirmative poetics,
listening to the past and present of life and art.
The solution of a painting in a creative process is
a form of solving a real life problem for a painter,
and the use of laughter, joke, feeling, or organically
rooted belief serves the active process of constant
reflection and finding.

The "feeling” caused by the expressionist
formula plays a special role in Creative Painting.
It is believed that feeling as an almost automatic
organic reaction is silent, and the common refusal

Object from the supermarket
acrylic on plastic
202 x 140, 2006
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Homo sapiens
acrilic on canvas
150 x 100, 2013

of its semantics causes that we refer them in art
to the space of “creation”, which can be skipped in
an ordinary life quite easily. Ri¢ardas Bartkevicius,
who among the three most important things in
painting, apart from self-identification and self-
realization, also mentions creativity!4, seems to
understand the phenomenon of feeling a little
differently. The feeling being an automatic organic
reaction, adaptive in its nature for environmental
conditions®®>, does not transmit discursive
messages, it transmits meta-statements about
the quality of that adaptation to the conditions
of surroundings (understood here very broadly,
also as a space of the cultural environment).
The artist’s work seems to be oriented towards

14 Oblicza ekspresiji..., op. cit., p. 11.

this type of higher-order semantics, of meta-
semantics, which, paradoxically functions at a
more basic, organic level.

The painter’s trans-expressionist
version is a unique formula. If we notice that
his processuality engages in directness, and
amusement, autotelic subject-matter, and
pictorial etymologism create a distance through
various types of mediation levels, then it turns
out that the artist drags his viewer into a deep
game of references played on many levels, a
game that in essence remains a serious game,
but on the other hand, a game that is filled with
kindness and affirmation both towards himself
and the other person.

15The thesis was confirmed during research projects on emotions proceeded by e.g. Joseph LeDoux and Antonio Damasio in the end of

XX c.

38



METAMORFOZES

Tapyboje man metamorfozé vyra vaizdo
daugiaprasmiskumas, reliatyvumas, kaita.
Menininkas ne visada yra pajégus kontroliuoti
tai, kg kiti jo darbe jZilrés, nes tai priklauso ir nuo
kity Zmoniy gebéjimy. Galima labai placiai zitréti
Sig situacijg. Nuvaziuoji j Londong ir matai vienus
dalykus, kitas Zmogus, atvaziaves iS kitur, galblt
mato visai kg kitg; as esu i$ Europos ir matau
vienaip, o Zmogus i$ Tailando ar Amerikos — jis
mato kitaip.

Metamorfozé tapyboje

Metamorfozé vyra vienas iS svarbesniy
elementy, dominanciy mane tapyboje. Menininkui
aplinkos stebéjimas, minciy fiksavimas, patirties
raiSka savo klrybos darbuose sukuria galimybe
pamatyti ne vieng situacijg, ne vieng tiesa. IS tikro
tas pats yra visur — kine, muzikoje, literattroje.
Perfrazuojant V. Kandinskj — kiekvienas vizualaus
meno kiréjas turi pasirinkima: laviruoti tarp labai
tikro, konkretaus vaizdo, kartais hiperrealaus ir
visiSkai abstraktaus.

Dar svarbiau man yra kurti savo vaizdg,
savo tikrove. Mano darbuose vaizdai daznai néra
tiesmukai prikabinti prie realios aplinkos, tas pats
yra ir su plastiniais sprendimais. Paprasti buities
daiktai mano paveikslo erdvéje pradeda gyventi
kitg gyvenima. Agurkas, pomidoras ar géelé tampa
kazkuo kitu — personifikuojasi, turi savo charakter;.
Kai perzidriu jau sukurtus darbus as, kaip sporto

Ricardas Bartkevicius

komandos treneris, turiu galimybe pasirinkti
Zaidéjus, jvertinti jy savybes, nuspresti, ar leisti
jiems Zaisti toliau.

Véliau atsiranda ir vietos racionaliam
suvokimui, apmastymames, pasirinkimui.
Tapydamas apie tai negalvoju, procesas vyksta
pasgmonés lygmenyije, tas virsmas, metamorfozé,
jvyksta savaime. Gabalas drobés uztemptas ant
porémio ir padengtas dazais tampa tapybos
kGriniu. Nebesuvoki paveikslo kaip kazkokiy
techniniy priemoniy darinio: porémis, drobg,
dazai, teptuko potépiai tampa kazkuo daugiau,
kita erdve. Kai jau nebematai siuZeto, konkreciy
detaliy pradeda veikti visai kiti dalykai: spalviné
konstrukcija, ritmas, formy sgveika ir t. t.

Vaizdo metamorfozése mane ypa¢ domina
atsitiktinumo aspektas. IS tikro as neprognozuoiju,
kg bus galima pamatyti paveiksle, kokiy prasmiy
jame jzvelgti. Noriu pasakyti, kad nenumatau
blsimo vaizdo. Ir daugiaprasmiskumas atsiranda
spontaniskai, jis néra teorinis, iSskaiCiuotas,
racionalus, kalba eina apie plastiniy formy jvairove,
kuri atsiranda tapymo eigoje ir sukuria galimybes
skirtybei, interpretacijoms.

Daiktai, kurie pavaizduoti nebéra tie reals,
konkretlis daiktai kaip parduotuvés kataloge,
kur sudétos produkty nuotraukos, kainos. Pvz.,
paveikslas Objektas iS prekybos centro® — tai
bandymas perkelti tokj objekto atvaizda j kitg lygj,
jkvépti jam tam tikry savybiy. Jis tampa lietuvisko
Akropolio kultiros atstovu. Didelio prekybos

1 R. Bartkevicius. Objektas is supermarketo, akrilas, plastikas, 202 x 140, 2006.
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centro,
modelis. Vakar buves reikSmingas ar madingas
Siandien tu gali buti nukainotas, perkeltas j kitg
lentyng ar iSmestas j sgvartyna.

Laikausi nuostatos kad Zmogui yra budingos
savybeés, kurios bldingos ir kitiems Zmonéms bent
jau tam tikrai Zmoniy grupei, tipui. Todél tikiuosi,

kuris yra sumazintas viso gyvenimo

kad tai, kas pavaizduota mano paveiksluose,
aktualu ir kitiems.

Mano darbuose néra tiesioginio aplinkos
vaizdavimo. Kitaip tariant, as nekopijuoju fiziniy
daikty bruozy — stengiuosi sukurti tuos daiktus
ar personazus. Tapau paveikslg savais budais,
ieSkau plastiniy sprendimy spalva, forma, potépiu,
kompozicija, neturinciy tiesioginio rysio su realybe.
Pats principas, kai mégini sukurti kg nors realaus
objekto ar situacijos pagrindu, nesiekdamas
perteikti fizines objekto savybes, ir yra virsmas —
metamorfozé.

Daznai tapau géles. IS tikro tai labai placiai
iSeksploatuotas siuzetas. Mano paveiksluose tos
gélés jgyja tam tikro universalumo, sunku pasakyti
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Sleeping Venus
acrylic on can
2001

kokiai rasiai jos priklauso. Vyksta metamorfozé, jos
tampa kazkuo kitu —Zmogisko bendravimo israiska;
jos reiSkia savo jausmus, skleidZzia nepazjstama
grozj.

Laiko ir aplinkos metamorfozés

Pasizitréjus atidzZiai ir susipaZzinus su meno
istorija, suvoki, kad tu negali nutapyti to, ko kazkas
iki taves nebuty vaizdaves. Tiesiog savaip paZzilri j
jprastus dalykus. Jei tu gyveni vien praeitimi — tie
seni daiktai, senos formos pradeda slégti ir spausti,
nes jos daro tau jtaka. Vis délto tu gyveni Siandien,
tau norisi kazkokiy dalyky, kurie yra Siandien, nes ir
pats esi Siandienos dalis. Reikia pazinti ir naudotis
viskuo, kas yra dabar, nes keiciasi kalbéjimo ir
raiSkos formos, keiciasi aplinka. Jei busi tik tarp
seny daikty, turi uzsidaryti mazam kaimelyje,
kazkur, kur laikas yra sustojes, bet tada ir pats tapsi
toks — sustosi. Gyvenant Siandien, batina erdvé
naujiems dalykams, kad pats galétum kazka daryti.
Visa aplinka daro poveikj —ir tu jai, ir ji — tau.



Saviidentifikacijosirasmeniné metamorfozé

Bet kuriame mano darbe yra ir dalis manes — tai
lyg as pats, tai lyg mano autoportretas. Tikriausiai a$
visus vaizduojamus objektus trikteliu Siek tiek j savo
puse. Kai kurie objektai, kuriuos a$ nutapau jgyja mano
fiziniy bruozy, juos galima sieti su manimi blsenos,
emocijy lygmenyje. Kaip ten sako poetas: ,,...ir as kaip
tas medis...”. Mano pavaizduoti daiktai patiria viskg, su
kuo susiduria Zmonés realiame gyvenime, tarp jy ir as.
Jie yra ir kovojantys, ir mylintys, ir pavydds, ir silpni, ir
drasus.

ParaSsas mano darbuose svarbus plastinis
paveikslo elementas. Tai kaip psichologinis testas,
kuriame silloma nupiesti namg ir padéti kryzelj toje
vietoje, kurioje tau labiausiai patikty bati ar gyventi.
Parasas, kurj padedu kiekviename darbe skirtingose
vietose, ant skirtingy formuy, kartais net skirtingu Sriftu
ar net raidziy trumpiniu, parodo mano pozicija tam
tikry procesy atzvilgiu, parodo mano vietg toje ar kitoje

situacijoje, mano pozidrj, mano vertybes. Siuo atveju
bty galima kalbéti apie asmenine metamorfoze, saves
transformacija, perkélimg j objektg ir pasikeitima,
tapsma kazkuo paveikslo erdveéje.

IS tikro visi yra ekspresionistai, sunku buty
jsivaizduoti meno kirinj be ekspresijos. Gal yra
tokiy — vienas kitas, bet ekspresija yra poveikis arba
raiska, aisku, kazkiek hiperbolizuota. Svarbu, kokiame
laipsnyje pakeliamas, sudramatinamas siuZetas. Tai
priklauso nuo Zmogaus vidinés struktdros, bavio,
asmeniniy savybiy. Jeigu Zmogus yra didelis lyrikas,
ramus, melancholiskas, jo ekspresija bus kitokia. Jis
gali tik dirbtinai blti tokiu ekspresionistu — kokiu mes
suprantame, nusistovéjusios sampratos kontekste.

Klryba yra dalis taves, tai ir yra didysis tikslas —
pasiekti, kad tai baty dalis taves. Menininkas turi bati
atviras, nes kitaip visi jo darbai bus dirbtiniai.

R. Bartkevicius in his personal exhibition
Apie daiktus...
2016
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INTELEKTUALI IR JAUSMINGA TAPYBA

Ri¢ardas BartkeviCius — vienas Zymiausiy
Lietuvos vyresniosios kartos tapytojy, ryskus
neoekspresionizmo tapybos atstovas. Jo kiryboje
akivaizdi XX a. modernizmo tradicijy tasa, pradedant
Paryziaus ir baigiant Niujorko mokyklomis.
Neatsitiktinai jo darbuose jzvelgiama vokiskojo
ekspresionizmo, CoBrA, abstraktaus ekspresionizmo
ir art informel jungtis. Be to, saviti tikrovés
deformacijos principai Ricardo paveiksluose galéty
bati gretinami su Lietuvos tarpukario modernizmo
plétra, jo mokytojo, koloristinés lietuviy tapybos
Ltévo”, Antano Gudaicio tapyba. Platus gestinés
tapybos uZmoijis, intensyvus prieSingy spalviniy
deriniy koloritas traukia démesj, suintriguoja.

Apskritai, ieskant Ricardo Bartkeviciaus
tapybos istaky, galétume kalbéti apie Vakary
kultiros paveldo poveikj. Pirmiausia, turétume
ieskoti paraleliy su lietuviy liaudies medzio drozyba,
jos lauzyty, grubiy linijy ritmika ir skambia lietuvisky
audiniy koloristika. Kita vertus, neiSvengiamai
svarbi istoriné Vilniaus inteligentijos, miesto
aristokratijos aplinkos jtaka ir tam tikras tapytojo
kGrybos subtilumas, net rafinuotumas. Taigi Cia
turime pirmajj grynosios formos paradoksy stkurj,
kuriame, mano manymu, atrandame Ricardo
kariniy stilistikos uzuomazgas.

Antrasis paradoksas bty susijes su
kompozicine pusiausvyra, kurig lemia autoriaus
gebéjimas sujungti, rodos, tokius priestaringus
dalykus. Jo darbai  visuomet pasizymi
konstruktyvumu, vidine logika ir sandara, kuri
suteikia paveikslams (ir net eskizams, pieSiniams)
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vidinio stabilumo, iSryskina giluminj karkasg,
ant kurio ,vyniojasi“ emocingy gestinio veiksmo
nulemty potépiy ar linijy verpetai. Ricardas
Bartkevicius unikaliai suderina absoliuciai loginius
ir intuityvius kdrybos pradus, tuo priartédamas
prie pasaulinio tapybos konteksto ir atsirasdamas
salia Nicolas de Staélio, Franzo Kleine’o, Willemo de
Kooningo, Georgo Baselitzo.

Treciasis paradoksas bty sietinas su Ricardo
darby tematika, pavaizduotu pasakojimu, kuriame
aptinkame gyvenimisky — tiek istoriniy-mitologiniy,
tiek buitiniy situacijy jungtj. Daugiaprasmiskumas
yra vienas i$ charakteringy Bartkeviciaus tapybos
bruozy. Jos esme néra taip lengva sau atrakinti,
nors vaizduojamas objektas daZniausiai yra
pakankamai suprantamas, dominuojantis. Cia daug
uzuominy, kurios nukreipia filosofiniy apmastymy
ir dailés istorijos link. Iki galo perprasti Ri¢ardo
Bartkeviciaus karinius néra lengva, kadangi autorius
gretina visiSkai skirtingus sumanymo Saltinius.
Taciau vienaip ar kitaip jo darbuose ryskus tam
tikras didaktinis momentas, kvieciantis Zitrovus
persvarstyti  vertybinius momentus, esminius
bities, meilés, tikéjimo ir vilties klausimus.

Paprastai Ri¢ardo kirybos braizas vyra
nesunkiai atpaZjstamas, jo tapybos manieros
su niekuo nesupainiosi. Ir ne tik dél jau minéty
kompozicijos logikos bei ekspresyvios tapysenos
vizualiy sankirty, bet ir dél ypatingo ironisko
pozidrio j vaizduojama situacija. Cia susiduriame su
savotiSku Siuolaikiniu Pieterio Bruegelio matymo
lauku, kuriame, atrodyty, uzfiksuoti realds jvykiai,



gyvenimiski nutikimai yra kupini egzistencinio
tragizmo. Zod?ziu, i$oriskai paprastame pasakojime
iSryskéja vidiné drama, kurig Riéardas labai
Smaiksciai interpretuoja. Taip sukuriama unikali
paveikslo dialektika.

Kalbant apie Ricardo Bartkeviciaus tapybos
ypatumus, reikéty akcentuoti ne tik betarpiska,
nuosirdy, atvirg santykj su iSoriniu pasauliu,
impulsyvuma, bet ir sagmoningg jsijautimg, kuris
jgalina koncentruoti rankos judesj, meistriskai
prognozuojant galutinj rezultatg. Tai akivaizdus
profesionaliosios ekspresyvios tapybos bruozas,
kuomet klréjo iSgyvenamas emocinis krlvis yra
iSreiskiamas drobéje, atrodyty, vienu judesiu.
Manau, dél to Ri¢ardo paveikslai yra ypac jtaigls ir

paveikds.
Paminétinas labai jdomus Ri¢ardo
BartkeviCiaus tapybos techninis momentas,

leidZiantis stebéti dazo kibimo su paveikslo pagrindu

Spring
acrilic on canvas
89 x 116, 2013

niuansus, apjungiancius spalvy prisodrintos ir
tuséios erdvés plotus. Tamsiame fone suskamba
ryskiy spalvy démeés, atskleidZiancios spalvos ir
Sviesos vienj. Kita vertus, konceptualumo Ri¢ardo
paveikslams suteikia ¢ia pat jkomponuoti uZrasai,
ypac dviprasmiai ,r. bart“ir ,art”, kuriy daznaiiskart
net nepastebime.

Paskutinio deSimtmecio Ricardo
Bartkeviciaus kiiryboje yra svarbus toliau plétojamas
virsmo momentas. Tad natdralu, jog griztame prie
Siuolaikiniy Ovidijaus ,,Metamorfoziy“, t. y. Vakary
kultiros pamatinio veikalo, interpretacijy, kurias
sieCiau su Ricardo kiirybos giluminiais pradais.
Naujausiuose Ricardo darbuose randasi daugiau
grafiniy elementy, nuvarvéjusio dazo pyniy, uzrasy,
nuorody, kaligrafijos ir veiksmo tapybos elementy,
astréja spalviniai santykiai. Jo klryboje pastebiu
Ryty kultlros pédsaky, apskritai, joje vitaliSkai
skleidZiasi saves ir pasaulio paZinimo universalumas.
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MENININKAS KAITOS EPICENTRE:
TAPYBOS METAMORFOZIY IR NARATYVO
SINERGLJA

Kazkada pirma kartg iSvydusi Ri¢ardo darbus
nieko nesupratau. Ant dideliy drobiy mirgéjo ir
keitési galingas spalvy siautulys — sukosi, taskesi,
sproginéjo... Vedama savo racionalios ir dalykinés
prigimties, stengiausi suvokti, kg matau, pagauti
reiskinio ar daikto fragmentg, suprasti, kas
pavaizduota.

Kiekvienas paveikslas buvo tarsi uZrakintas,
reiklus stebinciajam ir nelinkes atverti savo
paslapCiy. Turéjau atsidéti jdémiam tyrinéjimui,
analizavimui, skirti kiekvienam darbui laiko — ir
tai buvo raktas, o gal uZzmokestis? Byrant laiko
smiltims, lyg isStarus slaptazodj vienas po kito
nukrisdavo darbg dengiantys Sydaiirimdavo rysketi
jvairiausi pavidalai — Zmoniy, daikty, atsiskleisdavo
jstabios istorijos — linksmos ir liidnos, sarkastiskos
ir mistiskos. Vis délto prie darbo priéjusi kitg kartg,
pamatydavau dar kazka, ko nepastebéjau anksciau,
tarsi nematoma ranka baty greitai braksteléjusi
dar vieng detale.

Ri¢ardo darbai neskirti kiekvienam, nes juose
visada egzistuoja reiklumo momentas — reiklumo
ZiGrovui. Jo tapyba néra grazios démeés, kurios tik
puikiai dera prie interjero sieny spalvos, dziugina
akj paprastute natiurmortine kompozicija, ramina

Vaiva Juceviciuté-Bartkeviciené

romantiskais saulélydziais, netampa ji ir tobulos
amatininkiskos technikos portretine panegirika
uzsakovui.
| ZiGrova spalvomis plastantis galingos
energijos srautas reikalauja biti suvoktas,
iSSifruotas, ir tam reikia erudicijos, jsigilinimo ir
noro bati tame pac¢iame iSmatavime, kaip ir kdriniy
autorius. Daznai po smagiomis spalvy ciurkslémis
slepiasi ne tik paprasti buitiniai daiktai, bet kartu
ir jy neSamos simbolinés prasmeés, istoriniai ar
net religiniai siuZetai, kuriuos suvokti padeda
uzuominomis tampantys kiriniy pavadinimai—Neo
Ikaras?, Pagal Nikolo Makiavelj?, Napoleonas?, Sv.
Sebastijonas®... Tik iS pirmo Zvilgsnio gali pasirodyti,
kad tapybos darby pavadinimai palengvina Zitirovo
dalig ir jam lengviau jZvelgti pasléptas prasmes —is
tikro pavadinimai sukelia tik dar daugiau klausimy:
Kodél Ikaras skrenda ne j Saule, o j géle;
kodél ji daugiau primena Juodgjqg skyle nei
didelj Ziedq; kodel gele tokia didele; ar tai tik
géle; lkaras skrido saulétq dienq, tai kodél
dabar naktis?
Ar N. Makiavelis buvo geras kulinaras;
ar jis rase apie saukstus ir sakutes; kodel tik
peilis liko tiesus, o kiti valgomojo jrankiai

1 lkaras — veikéjas i$ graiky mitologijos; pagal Homero /liadg Dedalo, kuris pirmasis émé statyti architektdrinius statinius, stinus, Zuves
skrisdamas tévo padarytais sparnais. R. BartkeviCius. Neo Ikaras, akrilas, popierius, 29 x 21, 2015.

2 Nikolas Makiavelis (Niccolo Machiavelli 1469 m. geguzés 3 d. — 1527 m. birZelio 21 d.) — Renesanso lItalijos politinis veikéjas, istorikas,
filosofas ir rasytojas. R. Bartkevicius. Pagal Nikolo Makiavelj, akrilas, drobé, 100 x 150, 2014.

3 Napoleonas — Napoleonas Bonapartas (pranc. Napoléon Bonaparte; pasivadines Napoleonu I; 1769 m. rugpjtcio 15 d. Ajacas, Korsika —
1821 m. geguzés 5 d. Sv. Elenos sala) buvo pirmasis Pranciizijos imperatorius. R. Bartkevicius. Napoleonas, akrilas, kartonas, 180 x 122, 2007.
4 Sv. Sebastijonas (miré apie 288 m.) — Romos imperijos laiky krik$¢ioniy kankinys, $ventasis. Mene daZniausiai vaizduojamas priristas prie
medZio ir pervertas strélémis; jis buvo nuZudytas Romos imperatoriaus Diokletiano krik$¢ioniy persekiojimo laikotarpiu. R. Bartkevicius. Sv.

Sebastijonas priesais drobe, akrilas, drobé, 170 x 140, 2008.
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sulinke; o gal Cia visai ne valgomojo jrankiai;
kg N. Makiavelis sake apie valdovg?

IS sgmonés ir pasagmoneés kylanciy klausimy
ir minciy spieCius, kurj isSlaisvina pavadinimai-
uZuominos, ima panaseéti j Ri¢ardo spalvy srautg —
taip Zidrovas, matyt, is dalies gali pajusti tuos pacius
virpesius ir vibracijas, kuriuos iSgyveno tapytojas, o
jo kartais Svelnis, kartais skaudis kaip peilio kirciai
potépiai uzkodavo visg Cia jvardytg emocinj kravij.

Kalbant apie Ricardo kiryba batinai atsiras
dar viena kategorija — prabanga. Prabanga
blti apsiskaiCiusiam, prabanga turéti laiko sau,
prabanga sustoti, jsiziGréti, susimastyti, prisiminti...
Be Sios kategorijos Ricardo paveikslai taip ir liks
neatverstos knygos — tik jdomiy, kasdienisky daikty
virtiné ir spalvy fontanai, tik tiek jie galés pasitlyti
skubiam atsitiktiniam Zvilgsniui.

%k %k %k

IS pokalbiy su prof. Ricardu BartkeviCiumi

Vaikystéje daug laiko praleidai baznycioje®,
kokia tai buvo istorija? Ar matai sgsajy tarp savo
karybos ir tos patirties?

Kartais galvoju, kad, jei baciau auges kitoj
aplinkoj, pvz., kokiame visiskai naujame Vilniaus
rajone, tai gal biiciau kitoks. Gyvenau senamiestyje —
ta pastaty kaita, formy ir stiliy jvairové man labai
daug dave. Vilniuje vaikystéje mane priZitréjo
du senukai — kaimynai, tarp kitko, lenkai, moterj
vadino BoZa Stasiukova. Jie tvarke Dominikony
baznycig, o kadangi tévai dirbo ir nebuvo kur
manes palikti, tai palikdavo su jais. Jiedu mane
ten ir nusivesdavo. Kol jie tvarkydavosi, as kaZkiek
sédedavau, galedavau visur vaikscioti, Ziareti. Vélai
vakare niekas tam netrukde. Tikriausiai ta jvairoveé
ir tie kdriniai, kurie ten buvo, daré poveikj.

Bet kuri baznycia yra vienokio ar kitokio lygio
meno muziejus. Galima baty diskutuoti, ar tie
kdriniai vertingi, ar ne, bet kadangi tarp jy buvau
labai imliame savo gyvenimo pradzios periode, tai,
ko gero, tie dalykai veikia. Ir ne tik paveikslai, bet ir

5 Romos kataliky Sv. Dvasios (Dominikony) bazny¢ia Vilniuje.

visa aplinka, eksterjeras. Gal as vaikas budamas ir
nesupratau jy vertés ir prasmes, bet tai, kad as visq
laikg buvau tarp jy, turéjo daryti jtakq.

AS matau sgsajas tarp mano vaikystés
patirties ir noro jpinti barokiniy elementy, judrumo,
formy jvairovés, tam tikro dramatizmo savo
kariniuose. Panasiq patirtj turéjau ir maZzame Saly
miestelyje, kur vasaromis augau pas mociute — tévo
mamgq. Ten buvo maZa baznytéle, kuri jai buvo kaip
antri namai, nes ji buvo labai pamaldi. Ten eidavo
vos ne kasdien ir praleisdavo nemaZzai laiko, taip
pat ir as. Tai tikriausiai vis tiek nuséda j pasgmone.

Jei dar sustotume ties tavo vaikyste, vaizdas
ir jo atkGirimas yra su tavimi tarsi suauges,
kokie tavo pirmieji prisiminimai, kurie siejasi su
piestuku, teptuku, popieriaus skiaute?

Visada to labai noréjau ir visada piesiau,
atsimenu save darZelyje. Pagal to laiko supratimq
aukléetojos duodavo kazkqg perpiesti is knygeles.
Prisimenu, perpiesiau kaZkokiq voveraite is knygos,
visos auklétojos buvo suZaveétos — ji buvo kaip tikra.
Kiti to negaléjo, o as tq darydavau, ir tuo metu
tai jau buvo pastebima. Lankiau darZelj véliau ir
Salose, viengkart ten radau parkerj, jmurkdytq j
Zeme, buvau laimingas — galéjau piesti, nes turéjau
kuo!

AS piesdavau visq laikg, neturéjau popieriaus,
gal ir negrazu, bet tada pieSiau ant knygy vidiniy
lapy, kurie biddavo svaris ir tusti, ar ant kazkokiy
nereikalingy, atlikusiy is kaZkur, — iSnaudodavau
viskqg, kq galéjau. Niekas manes tame amZiuje
per daug neskatino, tuomet nebuvo programy ar
specialiy meno uzsiemimy. Visi mazi vaikai piesia,
tai daro noriai, bet paskui tas noras pradeda slopti,
atsiranda kity interesy, kity galimybiy irt. t., o man
tas poreikis isliko.

O kodél tai buvo svarbu — piesti? K3 tau tai
daveé?

Ko gero, tai buvo dZiaugsmas, Vvidinis
pasitenkinimas, malonumas reiksti save, as galéjau
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tg daryti lengvai, savo noru. Jeigu tai baty kancia ar
didelis darbas, as buciau to nedares, nebent mane
baty verte. Tuo metu, paprasty Zmoniy supratimu,
labiau buvo verta muzikuoti, dainuoti — Cia maté
daugiau prasmiy ar galimybiy, kuriy reikty
gyvenime.

Esi sakes, kad kazkada ankstyvoje jaunystéje
reikéjo ypatingo teptuko, ypatingos Sviesos,
ypatingos drobés? Kaip tu pats manai, ar tavo
paveikslai keiciasi bégant metams?

Yra tokia  problema - medzZiagos
pasipriesinimas, reikia laiko ir nemaZai mety,
kol tu tg medzZiagq jvaldai, pradedi jq kazZkiek
kontroliuoti, transformuoti. Kai paskui mokai kitus
Zmones, matai, kaip iskyla tos pacios problemos —
ir daZai nesitepa, ir teptukas nesibraukia, ir drobé
ne tokia, ir sviesa ne taip krinta. Reikia laiko.

Negaliu sakyti, kad septyniolikos jau turéjau
savo susiformavusj mgstymgq ir interesy laukg,
tai paskui ateina su metais, su patirtimi, su
Zinojimu, bet kaZkokie struktiriniai ir jausminiai
dalykai islieka. Visq laikg bandai juos islieti,
iSsakyti, su metais labiau jvaldai priemones, is to
atsiranda naujy galimybiy. Leidi sau perZengti
nusistovéjusias ribas, kalbéti atvirai — kartais tyliai,
kartais pakeltu tonu. Kartais. Vis délto tu gyveni
visuomeneéje. Labai jaunas turéjai galimybes kazkg
daryti ,nevyniodamas j vatq“, bet tuo metu triiko
patirties, o dabar yra patirtis, ir gali vél leisti sau
pasakyti, kaip tau norisi, kaip tu gali.

Turbat visi Zmones kazZkiek keiCiasi, bet
kaZkiek lieka tokie, kokie yra. Man labiau patinka
spirales idéja — nuolatinio éjimo j virsy. Viskq darai
kitu lygiu, bet interesai islieka.

Tu esi ypac apsiskaites ir labai jvairiapusis
Zmogus, kodél daug skaitei?

Cia yra ir prigimtis, ir $eima. Mano tévas
labai mégo skaityti, netgi kazkiek rase prozos ir
poezijos. Eidavome ir eidavome j bibliotekg knygy
parsinesti vos ne kas tris keturias dienas. Nebity
éjes jis, nebiciau ir as, turéedavai eiti su suaugusiu.
Tuo metu nebuvo daug vaikisky knygy arba
nezinojome apie jas. Skaitéeme dviem kalbomis,
nes mano darZelyje buvo tik rusy kalba, as puikiai
jg mokéjau, tad ir tokiy, ir tokiy knygy skaitéme.
Apie menq tada jy buvo maZiau, bet vis tiek
susidurdavome. DaZnai skaiteme abu tas pacias
knygas, daug diskutuodavome. Skaitydavau ir
paslapcia — naktj po antklode, tai rimtai pakenkée
akims. Viskas turi savo kaing. Vis délto knygos
buvo pradZiy pradzia pradedant kurti savo Musée
Imaginaire®. Véliau tapau nuolatiniu dabartinés
Martyno Mazvydo bibliotekos lankytoju, net
gyventoju. Daugybe laiko praleidau ten vartydamas
albumus, ieskodamas literatiroje nors pastraipos,
sakinio apie Siuolaikine daile, juk viskas buvo
cenziruojama, draudzZiama. Matyt, neatsitiktinai
ir pirmoji mano oficiali personaliné paroda jvyko
toje bibliotekoje’.

Daug karty esi minéjes, kad tau dareé jtaka
tokie meistrai kaip Piteris Breigelis®, DZakopo
Tintoretas®, El Grekas!. Jei pazilirésime j jy
darbus, i$ pirmo Zvilgsnio tikrai nepamatysime
nieko bendro su tavaisiais — gal tas poveikis yra
ne toks tiesmukiskas, kokj galima jsivaizduoti, gal
tai yra kazkas daugiau nei meistro ir pameistrio
modelis?

6 Aliuzija j R. BartkeviCiaus mégstamo autoriaus André Malraux esé Musée Imaginaire (Malraux A. (1951). Voix du silence. Paris: Gallimard).
7 Kestucio Sapokos ir Riitos Chlomauskaités pokalbis apie dailés parodas Martyno Mazvydo bibliotekoje. Lietuvos tarpdisciplininio meno

karéjy sajunga: http://www.letmekoo.lt [2015 03 30].

8 Piteris Breigelis — Piteris Breigelis Vyresnysis (ol. Pieter Bruegel (arba Brueghel), apie 1525-1569 m. rugséjo 9 d.) — XVI a. Nyderlandy

renesanso flamandy dailininkas.

9 Tintoretas — pravardé Jakopo Komino (it. Tintoretto, tikr. Jacopo Comin, jaunystéje Jacopo Robusti; 1518 m. rugséjo 29 d. — 1594 m.
geguzés 31 d.) — XVI a. italy vélyvojo renesanso dailininkas-manieristas, priklauses Venecijos dailés mokyklai.
10 El Grekas (tikrasis vardas Doménicos Theotokdpoulos, 1541 m. Kretoje — 1614 m. balandZio 7 d.) — ispany tapytojas. El Greco buvo

pravardé, nurodanti jo graikiska kilme.
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Kai dabar prisimenu, P. Breigelis man is tikro
yra lyg pirmoji meile. Man jis patiko, kai as dar
buvau dailés vakarineje mokykloje**. Ir, kai mgstau,
kodel — tikriausiai ne dél to, kad ten kaZkoks
ypatingas potepis ar kaZkokie kiti dalykai, bet
butent jo poZitris. Jo poZitris j supantj pasaulj, tam
tikrus jvykius, ir tas badas, kaip jis tai parodo. Ten
yra paradokso elementas, kaip jis transformuoja
labai Zinomus siuZetus. Sakykim, lkaro kritimas —
P. Breigelis siuZetq parodo visiSkai nuimdamas
graZias  dekoracijas, patetiskumg, aureole,
suvesdamas tai j paprastq kasdieninj gyvenimag.
IS pradziy tq krentantj lkarg sunku ir surasti arba
pamatyti paveiksle. Daugelyje jo kiriniy temos
priartinimas prie Zemes, prie realaus gyvenimo,
pateikiamas su sarkazmu. Jo mokéjimas pamatyti
kasdieniniuose dalykuose tam tikras vertes,
prasmes — tai man ir imponavo.

Vadinamyjy maZyjy olandy darbuose,
kuriais doméjausi véliau, galima matyti vis kity
prasmiy. llgiau Zidarint, mqstant, jie nera, kaip is
pirmo 2vilgsnio atrodo, tik natiurmortai. Netgi
tai, kad natiurmortas konstruojamas is kumpiy,
desry, Zuvy, kazkokiy sdriy*?, jau yra tam tikro
nuZeminimo momentas, lyginant su KaravadZo®
natiurmorty  fragmentais, kur yra groZio
pakyléjimas — gélés, vaisiai. Ir jie atrodo labai
prasmingi, susieti su kaZkokiomis reiksméemis,
galbiit religinémis, pvz., vynuogés. O pas olandus
tokie paprasti buitiniai dalykai staiga pakyla virs
savo banalios kasdienybés, virs tos elementarios
funkcijos. Nors tai yra tik maistas, jis paveiksluose
jgyja kitas vertes, jvyksta tam tikra metamorfoze.
Véliau tai tampa bidinga Z. Brackui®, P. Pikasui®,
tos kasdienes formos jgyja dar daugiau prasmiy —

tampa kinais, estetinemis formomis ar pereina j
abstrakcias reikSmes.

Kalbant apie Tintoretq, tai daugiau man
patiko dramatizmas arba ekspresijos momentai,
nes man visisSkai nebuvo jdomu, kokj siuZetq jis
tapé. Daugiau buvo svarbi jo plastika arba forma.

El Grekas — man daugiau imponavo jo kirybos
ekspresyvioji pusé. Cia daugiau sudvasinimo. Net
neturiu kazkokio labai racionalaus paaiskinimo —
tiesiog jis mane veike. El Greko kiryboje yra
pakyléjimas — tie kardinoly, kunigy portretai,
figirinés kompozicijos teikia dar kity prasmiy.
Jis juos pakelia virs realybes, portrete tu net
nebematai Zmoniy kasdieniu pavidalu. Tai ne tik
portretai jprasta prasme, jei mes lygintume juos su
kitais to laiko kdriniais. El Grekas sugeba padaryti
taip, kad tu matai tik tq dvasinggjg, pakylétq
puse. Zmonés paprastuose siuZetuose, kasdienése
situacijose, pvz., Grafo Orgazo laidotuves, jie
visi pakyléti. Lyginant Ticiano'” kardinolus ar
popieZiaus portretus ir El Greko darbus — yra
skirtumas. Nors plastikos ar tapybine prasme abu
man labai patinka — tai laisva tapyba.

P. Breigelio darbuose tau patinka tarsi
nuZeminti ir nukariGnuoti siuZetai, o El. Greko
prieSingai — pakelti, sudvasinti, ar ¢ia yra
prieStaravimas?

Gal yra, bet méginu sujungti skirtingus
dalykus. Toks mano kelias, turiu tokius du pradus,
ir yra noras paprastus dalykus pakyléeti virs
banalybeés.

Man visada labai imponavo tavo savybé,

11 R. BartkeviCius, prie$ jstodamas j Vilniaus dailés institutg (dabar Vilniaus dailés akademija), mokési Vilniaus J. VienoZinskio dailés

mokykloje.

12 Floris Van Schooten, Natiurmortas su kumpiu, aliejus ant drobés, 63 x 83, ~ 1640.

13 MikelandZelas Merizis, paprastai Zinomas pravarde Karavadzas (it. Michelangelo Merisi da Caravaggio; 1571 m. rugséjo 29 d. Karavadze
—1610 m. liepos 18 (?) d. Porto Erkolé) —italy baroko dailininkas, vadinamas Europos XVII a. dailés reformatoriumi, vienas iskiliausiy baroko
epochos meistry.

14 Zorzas Brakas (pranc. Georges Braque, 1881 m. vasario 4 d., Arzantéjus — 1963 m. rugpjacio 31 d., ParyZius) — XX a. Pranciizijos tapytojas,
grafikas, dekoratorius, kubizmo srovés atstovas.

15 Pablas Pikasas (isp. Pablo Picasso, 1881 m. spalio 25 d. Malagoje, Ispanija — 1973 m. balandzZio 8 d. MuZenas, Prancizija) — ispany
tapytojas, vienas Zymiausiy XX a. menininky, labiausiai Zinomas kaip kubizmo atstovas.

16 El Grekas, Grafo Orgazo laidotuveés, aliejus, drobé, 480 x 360, 1586—1588 m.

17 Ticianas Vecelis, paprastai vadinamas tik vardu Ticianas (it. Tiziano Vecelli arba Tiziano Vecellio; apie 1480-1490 m. Pjeve di Kadoré prie
Beluno, Venecijos respublikoje — 1576 m. rugpjicio 27 d. Venecijoje) — italy renesanso XVI a. Venecijos dailés mokyklos tapytojas.
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kuri nidien nemadinga, daznai minéti savo
mokytojus — jy pavardes, nejausti komplekso
vieSai jiems dékojant. Ar jy buvo daug, kuo tie
Zmoneés, buve tavo kelyje, ypatingi?

|/ mokytojo sampratq as Zidriu placiai. Tai
nebdtinai turéjo bdati Zmogus, kurio pareigos —
mokytojas. Daug Zmoniy man skyré laiko, kalbéjosi,
padeéjo tais momentais, kai reikéjo bitinai su
kaZkuo pasitarti. Su mokytojais, ypac dailes, man
sekesi.

Prisimenu pirmgjj mokytojq dar mokykloje —
Vincq Norky. Pas jj dailes birelj lankiau 5-6 metus.
| barelj mane vedé mama ir siam mano pomégiui
skyre Zymiq dalj savo atlyginimo.

Kalbant apie mokytojus vélesniame mano
gyvenime, tai ¢ia buvo du etapai. Vakarinéje dailés
mokykloje buvo du reikSmingi Zmonés. Pirmiausia —
Alfonsas AndriuskeviCius, jo paskaitos, pokalbiai
nebuvo formalis, jie uZsitesdavo ilgiau, nei buvo
numatyta, kartais susitikdavome kavinéje, net
pasikviesdavo j namus. AS ir mano bendrakursiai,
vartydami meno albumus, kuriy jis turéjo, ir jie
tuo laiku buvo sunkiai prieinami, diskutuodavome,
atsimenu — vos ne per naktis. Tas analizavimo
momentas, siekis paZidreti j dailés kirinj is jvairiy
pusiy, ieskoti jame gilesniy prasmiy — jis man isliko
svarbus visqg mano sgmoningq kirybinj gyvenimag.
O kitas Zmogus, jau esu raSes®®, buvo Arvydas
Saltenis, jo poZidris j dailininko vietg, jo misijg,
siekis kalbeti tiesqg, nebijoti savo emocijy, jausmy
lydi mane iki dabar.

Dailes akademijoje buvo dar ir kiti pedagogai.
Buvo Kostas Dereskevicius, Jonas Ceponis, Sofija
Veiveryté, net trumpai Antanas Gudaitis, o
pabaigoje — Augustinas Savickas.

Bendras Siy Zmoniy bruoZas — jie nebuvo
formalis pedagogai. DidzZioji dalis skyré Zymiai
daugiau laiko, démesio, pastangy, nei reikalavo
jy formalios pareigybés, tvarkarasciai ir t. t. Ir
Sig savybe as irgi turiu iki dabar — dirbdamas

pedagoginj darbg stengiuosi, kiek galiu, biti
panasus Siuo klausimu j juos.

Kiekvienas is Siy Zmoniy man kazkg
dave. Kai dabar Zitriu po tiek mety — kaZkokio
sarkazmo, bendry sqlyCio tasky tikrai galima
rasti su K. Dereskeviciumi. Su J. Ceponiu sieja
spalvy pajautimas, noras jomis kalbéti, spalviné
ekspresija. S. Veiveryté — ir taip buvo ypatinga
kaip moteris menininké, ji jskiepijo sisteminio
darbo principus, A. Gudaitis — optimizmg, tapybinj
dZiaugsmag, A. Savickas — uzmojj, tapybine drgsgq.

Man jdomus procesas, kaip tu tapai. Ar pats
paveikslas tau turi jtakos, ar tu kaip asmuo jauti
kaitg, kai tapai kazkokia konkrecia tema?

Ko gero. AS kartais sugalvoju paprastg
siuZetq, bet paskui pradedu pats matyti Zymiai
daugiau prasmiy, negu buvo pradZioje. Suprantu,
kad kuo darbas labiau pavykes, tuo jame daugiau
galimybiy interpretacijoms. O plastiné forma, j kurig
jvelku siuZetq, tampa vartais j kitas erdves. Naujos
prasmes gali bdti ateinancios iS sgmones arba is
pasgmones, jos — racionalios arba iracionalios.

Neatsimenu, kas pasaké: is arti — niekas, is
toli auksas. IS kazkokio atstumo tu gériesi daZais,
potepiais, plastika, kaip muzikoje garsu, ypatingu
skambeéjimu, tembru. Tolstant nuo paveikslo staiga
atsiveria kitokie pavidalai, abstraktas dalykai, kurie
vél nesa kitokj kriivj. Yra toks mano darbas , Apie
menotyrg“?. IS pirmo Zvilgsnio atrodo lyg ir labai
primityvu: rémas ir kampainis, matosi paveikslo
kamputis, Siame paprastame siuZete staiga tu
atrandi gilesnes prasmes, susilietimg su Zmogisko
gyvenimo patirtimi.

Kai tu tapai, ar esi tas pats Ricardas
BartkeviCius, ar kazkas kitas, ar jauti vidinj

pasikeitimg?

AS jau esu kaZkur rases, kad tapyba yra tokia

18 Ricardas Bartkevicius. [Apie Arvyda Salten;j]: [Arvydo Saltenio mokiniy prisiminimai] (2014). In: Arvydas Saltenis. Tapyba = Painting (sud.

Raminta Jurénaité). Vilnius: Modernaus meno centras, p. 275-276.
19 R. BartkeviCius. Apie menotyrg, akrilas, drobé, 120 x 150, 2015.
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sritis, kur turi biiti toks, koks esi is tikro. Realiajame
gyvenime yra labai daug remy, sqlyginumo,
poveikiy is iSorés, kuriy tu negali isvengti. O
tapyboje tu gali bati tuo, kuo tu esi; gali elgtis, kaip
tau norisi. Tai yra ta komunikacijos forma, kuria
tau duota kalbéti.

Tikriausiai kiekvienas paveikslas, kai tu jj
pradedi, tave jtraukia, duoda naujy galimybiy,
jy tiesiog atsiranda darbo metu. Apskritai man
patinka rasti naujy prasmiy, naujy situacijy, naujy
dalyky. Padedi dazZus... kazkur daugiau uztepi... ir
staiga atsiranda kitos formos... Tapybos procese
keitiesi ir pats atrandi kaZkokiy dalyky, kuriy
nesitikejai, apie kuriuos net nemgstei. Ypac tais
atvejais, kai pavyksta bati ypatingos bisenos —
pakankamai atsipalaidavusiam. Tai yra iracionalus
procesas. Jeigu pradedi labai racionaliai mgstyti,
tada dazniausiai sustoji, ir tai labai trukdo laisvai
raiskos tekmei.

Tai mes galétume sakyti, kad tapymo procesas
tau yra metamorfozé, kada tu grjzti j tikrajj save?

Taip, bet kokia visuomene, bet kokia socialiné
struktdra yra vienokia ar kitokia prievartos forma
individui. Tam kad tu joje egzistuotumei turi daryti
tam tikrus kompromisus, kartais pakeisti net savo
pavidalg. Tapymas yra bavis, kur gali kazkq padaryti
taip, kaip tu jauti, galimybé biti savimi be jokiy islygy,
sakyti savgjq tiesq.

Juk tapau, nes yra vidinis poreikis tai daryti.
Tikriausiai ne vien sau. Tikiuosi, kad kazkas pamatys
tuos darbus, kaZkam tai padarys poveikj, suteiks
dZiaugsmgq ir paramgq.

Bet kokioje raiskos formoje tau reikia suvaldyti
daug dalyky. Turi prisijaukinti kaZkokiq technikq ar
technologijq, turi su jomis susilieti ar susitapatinti, ir
Siuo atveju tapybos procesas, kai tu jj suvaldai, duoda
galimybe biiti savimi.

Esu pastebéjusi, kad, kai tu nusprendi, jog
kiirinys jau yra baigtas, tu prarandi susidoméjimag
juo. Tau nebesvarbu, kad jj praplésé transportuojant,

20 R. Bartkevicius. Dvi senos kedés, akrilas, drobé, 130 x 150, 2004.

kad po parodos darbas negrjzo, nes jj pavogé. Nesi
iS ty autoriy, kurie saugoty savo karinius, ir tikrai ne
iS ty, kurie sakyty: ,Jie man labai svarbis, nes jie
visi yra mano vaikai“ ar kazka panasaus. K3 manai
apie $§j pastebéjima? Ar darbo pabaigimas yra
iSsilaisvinimas nuo kazko?

Tikriausiai, kai tu baigi kazkokj darbg, atsiranda
erdvés naujam. Man yra svarbus pats procesas, pats
kelias iki rezultato, mgstymas, varianty ieskojimas.
Néra taip, kad as visai nevertinu ty darby ar jie man
nesvarbds, bet mano darbas yra juos daryti, todel
interesas ir yra, kol as darau. Kita vertus, as sau
susikdriau nuostatq, kad geriausi darbai dar bus, kol as
pajégsiu tapyti. Ir stengiuosi vadovautis ta nuostata,
kad dar padarysiu kazkq geriau. Ne visada nuo manes
priklauso, kaip darbus transportuos, bet tiesiog Cia
vél tas principas — kiek tu tiems dalykams gali skirti
laiko. Yra tas didysis tikslas — dar kazkq padaryti, o
jeigu visq demesj ir energijq atiduosi tik saugojimui
ir priezZiarai, nebepadarysi nieko — nebebus laiko.
Interesas islieka, ko gero, tol, kol darbg pakabini.

* % %

Zodziy tekmeé, kaip ir spalvos, jy atspalviai, gali
bati begaliné. Zmogus yra nei$semiamas emocijy,
jdomiy minciy ir idéjy Saltinis. Kiekvienas jvykis,
situacija, kito Zmogaus buvimas Salia neiSvengiamai
palieka pédsaka — kaip akmenélio, jmesto j vanden;
ratilai, nusirite pavirSiumi. Jautresné prigimtis yra
linkusi j viskg reaguoti — susimastyti, nustebti,
apsidziaugti, iSgyventi daugybe jausmy, kurie
ieSko budy issiverzti j aplinka. Ri¢ardo isSgyvenimai
randa kelig j pasaulj per spalvas ir potépius. Kartais,
Zilrédama j kai kuriuos darbus, nepaliauju stebétis —
kiek visko gali tilpti viename darbe, tada paveja kita
mintis — o viename Zmoguje...

Kai likdavau senojoje dirbtuvéje viena su
Ri¢ardo paveikslais, atrodydavo, kad jie gyvi ir tarsi
fantastinése istorijose gyvena savo gyvenimga. Apie
kazka SnabZdasi ir tyliai juokiasi Dvi senos kédes?,
joms pritardamos kikena Dvi morkos ir meno knyga?.
| kambarj jsiverzia grazuolis arbatinukas, linksmai

21 R. Bartkevicius. Dvi morkos ir meno knyga, aliejus, drobé, 73 x 92, 2003.
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rékdamas: Verdu!?, o RoZiniai debeséliai ir lektuvélis??
rungtyniauja, kuris pakils auksciau. Lengvai silibuoja
ir glaudziasi viena prie kitos Svelnutés Pienés®,
svarstydamos, ar jos yra grazesnés uZ anas, Vva,
spalvomis Zérincias Géles®. Vylingoji Miiza, vedanti
dailininkg j muziejy?, jj nuolat paklaidina aistry
labirintuose, ir kelione abu turi pradéti nuo pradziy.
Drumsciantis dienos Sviesai j mane jsistebeilija
jalios Nuogy medziy? akys, o Zmogus-pjiklas ir
Zmogus-tabureté?® bando prakalbinti Zmogy su
degtuku®. Linksma taurelé ir du pistoletai*® gincijasi,

22 R. Bartkevicius. Verdu! akrilas, drobé, 150 x 130, 2013.

23 R. Bartkevicius. RoZiniai debeséliai ir léktuvélis, akrilas, drobe,
100 x 80, 2005.

24 R. Bartkevicius. Pienes, akrilas, drobé, 100 x 150, 2012.

25 R. Bartkevicius. Gélés, akrilas, drobe, 80 x 60, 2017.

26 R. BartkeviCius. Miza, vedanti dailininkg j muziejy, akrilas,
kartonas, 183 x 244, 2007.

27 R. Bartkevicius. Nuogi medZiai, akrilas, kartonas, 120 x 180, 2000.
28 R. Bartkevitius. Zmogus-pjiklas ir mogus-tabureté, akrilas,
kartonas, 95 x 123, 2008.

29 R. Bartkevicius. Zmogus su degtuku, akrilas, drobé, 97 x 130 2008.
30 R. Bartkevicius. Linksma taurelé ir du pistoletai, akrilas, drobe,
150 x 120, 2005.

ar Objektas is supermarketo’ tilpty DézZeje®?. Staiga
persigandes viskg nuplaunancio ISsiliejimo | geélés
prieglobstj nuskrenda /simyléjes vabaliukas®* ir,
atlikes arogantiskg Aukstojo pilotaZo® elementgy, su
savimi nusineSa paskutinj saulés spindulj, leisdamas
prieblandai nutildyti spalvas...

Pasakyti, kad Ricardo darbus apibtdina drasus,
greitas potépis, ryskios, grynos spalvos, tam tikros
kompozicijos konstravimo subtilybés ir i vidaus
sprogdinanti emocija, — reiskia nepasakyti nieko.
Neabejotinai pati jo tapymo maniera turi sunkiai
Zodziais nusakomg iSskirtinumg, vis délto, matyt,
Ri¢ardo darby braiZo paslaptis slypi bitent unikaliame
naratyve — jo uzfiksuoty istorijy nesupainiosi su
niekieno kito, ypac kai jos papasakotos spalvomis.

31 R. BartkeviCius. Objektas isS supermarketo, akrilas, plastikas,
202 x 140, 2006.

32 R. Bartkevicius. DéZe, akrilas, kartonas, 120 x 156, 2001.

33 R. Bartkevicius. ISsiliejimas, akrilas, drobé, 89 x 116, 2011.

34 R. BartkevicCius. /simyléjes vabaliukas, akrilas, drobé, 130 x 97,
2007.

35 R. Bartkevicius. Aukstasis pilotaZas, akrilas, drobé, 150 x 120,
2005.

Neo-Icarus
acrylic on paper
29 x 21, 2015
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METAMORFOZA
RICARDASA BARTKEVICIUSA
TRZY KRAKOWSKIE KRZEStA

Piotr Jargusz

Najwiekszy z wspdtczesnych litewskich malarzy ekspresjonistéw przywozi latem 2018 roku do Krakowa
swoje obrazy zeby je pokazac tym ktdrzy jadg na wakacje, tym ktdérzy przyjechali z wakacji i tym ktorzy
nigdzie nie jadg bo nie majg pieniedzy albo urlopu.

Obrazy Ricardasa Bartkeviciusa przedstawiajgce ometkowany, wyceniony towar zaswiadczajac ze
wszystko ma swojg cene. Nawet bez cennos¢ ma swojg cene.

W czasie poprzedniej wizyty w Krakowie jesienig 2017 roku malarz pozostawit mi krzesta popisane i
pomalowane we wzory. W naszej wspolnej akcji pod Muzeum Narodowym na trzech krzestach napisat i
wymalowat swoje StOWA KLUCZE.

Krzesto Pierwsze z napisem: RISEK.

Jesli punkt widzenia zalezy od punktu siedzenia — co zobacze z fotela na ktdrego oparciu napisat wsrod
czerwono zielonych plam swoje imie?

Czy zobacze jego zone Vaive Juceviciute?

Jego studentdw malujgcych na Zwierzyncu?

A moze sklep w ktérym kupuje chleb i warsztat w ktérym zostawit auto?

Risek — Twoje czy swoje zycie zobacze z tego krzesta?

Krzesto Drugie.

Co zobacze siedzgc na czarnym szkolnym krzesle z namazanym napisem: SIONDA?
Potwierdzenie decyzji, zgode na TU i TERAZ w TYM MIEJSCU.

Decyzje: SIADAM.

Stwierdzenie: to miejsce jest MOJE.

Tak moje, jak jego wileniska wersalka stojgca pod oknem w pracowni.

Zatem na tym krzesle rozwazamy o MIEJSCU.

O wadze i waznosci miejsca.

Krzesto Trzecie z napisem: FAMILIA.

Czym jest dla malarza ometkowanych sklepowych towaréw / kolorowych plam symbolizujgcych
udko z kurczaka, kietbase, butelke wina, majtki, malarza obrazéw ze swiata rzeczy sprzedawanych i
kupowanych pytanie o WARTOSCI?

O cene BEZCENNOSCI. Wartosci nie do sprzedania i nie do kupienia — warunek i miejsce spotkania
Cztowieka z drugim Cztowiekiem.
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R. Bartkevicius and P. Jargusz in the artistic action
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Ri¢ardas Bartkevicius opowiada OBRAZEM. Nadaje ksztatt watpliwoscig.
Rekonstruuje emocje.

Szuka wtasnego wymiaru RZECZY.

Co zobacze siedzgc na tym jego / moim krzesle. Jaka mnie czeka METAMORFOZA?
O co bede bogatszy? O jakie doswiadczenie?

Kim jest profesor Ri¢ardas Bartkevicius z Wilna?

Jest malarzem ekspresjonistg — uczniem Augustasa Savickasa — jest dziedzicem

WAZNEGO DOSWIADCZANIA .

Jest dziedzicem kultury pamieci czy sztuki zapomnienia?

Jest mimowolnym swiadkiem schytku radzieckiego imperium i swiadkiem narodzin nowego
korporacyjno — konsumpcyjnego totalitaryzmu.

Swiadkiem kulturowego wielogtosu. Multikulturowego zgietku.

Jest na pewno praktykantem malarstwa kontemplacyjnego.

Zatuje ze kiedy szli$my ulicg razem ulica Piekarskg a z okna w machat do nas usmiechniety przyjaznie
Wiesiek Obrzydowski nie zaszliSmy do niego by usigs¢ przy stole w poczuciu wspdlnoty malarzy. Czy
swoje ZYCIE mozna zobaczy¢ z poplamionego farba fotela malarza?

Ri¢ardas Bartkevicius sam siebie pytajgc o wartosci i dziedzictwo na schodach Muzeum Narodowego w
Krakowie wylicza wazne stowa klucze,

i pisze wyznanie wiary:

MATKA.OJCIEC.SYN.JEZYK.SWIETY STOt.MItOSC.0JCZYZNA.

CZAS.ZYCIE...

KUMPEL.

Potem idzie na spacer z zong Vaiva na Bfonia.

Po raz kolejny malarz odwiedza Krakow, gosci w moim domu. On i ja odnajdujemy

wazne zrozumienie. Siedzimy z Ulg razem z nimi w pracowni. Za oknem deszcz.

W pétmroku otwieramy kolejne piwa.

Co mysli kiedy w Krakowie przy Dietla 47 maluje u mnie w pracowni czarno biate kwadraty-wawelskag
katedralng posadzke w refleksji nad dawnoscia: Jagieloriskg przesztoscig naszych narodow.

(Twoja moja przestrzen 2015. Polsko — litewski projekt artystyczny zrealizowany w Polsce i na Litwie).

Malarzem antykonsumpcyjny jest przeSmiewczy profesor Ri¢ardas Bartkevicius,

W swoim ogromnym dorobku jest artystg filozofujgcym; za dowody poswiadczajgce gtoszone tezy ma
widoki na tort, serie autoportretéw, buchajgce parg czajniki, dwa kieliszki, obraz z ksigzka

i gwozdziem, kolorowe ciastko i namalowane widoki na ciekngcy kran.

Czyzby metafizyka zwyczajnej codziennosci?
Jest w catym malarstwie Ri¢ardasa Bartkeviciusa ogromny fadunek emocji i ogromna poetyka.
Jest MOC.

Prof. Ri¢ardas Bartkevicius sam mdéwi o sobie w komentarzu do swojej akcji podczas wystawy

Dziedzictwo i towarzyszgcej mu konferencji Heritage and Response in Contemporary Art w 2017 roku w
Krakowie:
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Urodzitem sie w Wilnie. Moje dzieciristwo mijato obok Kosciota Dominikariskiego. Tam, na
starym miescie, mieszkali ludzie réznych narodowosci. I Litwini i Rosjanie i Polacy i Zydzi.

Byta taka sgsiadka. Sprzgtata kosciot. Nazywalismy jg Boza Stasiukowa. Mama zostawiata mnie
z niq i jej mezem. Jak sprzgtali to brali mnie z sobq. Jezyk polski styszatem od dziecinstwa.
Rodzina mojej mamy swietnie mowita po polsku... Pisze o tym bo mysle, ze ten barokowy
kosciot i brzmienie réoznych jezykow zrobito duze wrazenie na mnie i na mojq tworczosc. Jestem
Litwinem, ale mysle ze jestem przedstawicielem tej czesci swiata, ktory dat swiatu tylu wielkich
ludzi. I nie wazne jest czy mieszkali oni w Wilnie, Krakowie, czy Lwowie. Czy to, w jakim

jezyku mowili i jakiej byli narodowosci. W jakim miescie spedzili swoje Zycie. Jest dla mnie
wazne co mysleli. Jak patrzyli na Swiat. Jak odczuwali i co nam powiedzieli. Kiedy maluje chce
cos powiedzie¢ ludziom, wciggngc ich do dialogu. W swoich obrazach dotykam prostych
uniwersalnych tematow. Proste opowiesci czasem mogq opowiedzie¢ o sprawach bardzo
waznych. Czasem bywajq gfosniejsze od petard czy salw armatnich. Czasami Zartujgc mozna
powiedzie¢ co$ mocniej niz mowigc serio...Piotr Jargusz jest serdecznym cztowiekiem i
wybitnym artystq. Od pierwszej chwili kiedy sie poznalismy miatem poczucie, ze jestesmy
kumplami, Ze mamy duzo wspdlnego z sobg, Ze idziemy tq samq drogq do tego samego celu.
Ta akcja jest mozliwosciq dialogu dwoch artystow tego samego regionu, ale innych krajow.

To mozliwos¢ wspdlnego poszukania co nas dzieli, a co nas tqczy. Co waznego mozemy
powiedzie¢ Swiatu, ale kazdy w swoim wtasnym jezyku. To tak jakby wspdlnie gotowac zupe,
uzywajgc roznych sktadnikow i dodajqc przyprawy ze swoich krajow.

Jest w ponowoczesnym malarstwie RiCardasa Bartkeviciusa patrzenie na ponadczasowe.
Jest madra refleksja cztowieka znajgcego ztozonos¢ zycia. Jest kolor i $wiatto.
Jest PRAWDA.

R. Bartkevicius with his art work
58 International project Gerumo karvutés = Cow parade
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RB-ART — GULIWER W KRAINIE
MARCHEWEK | KRZESEL

Dosc¢ przekornie, chociaz w petnejzgodzie
ze swym temperamentem i osobowoscig
twdrczg, wtasne malarstwo RicardasBartkevicius
okresla jako dziedzine, ktora pozwala dotrzec
do najrdzniejszych zaczarowanych sSwiatow,
bedaca w duzej mierze czyms na ksztatt Podrozy
Guliwera Jonathana Swifta — ,dzisiaj jestem
w otoczeniu marchewek albo krzeset, a jutro
ogladam flirt jabtek z gruszkami”!. Aby wyrazic¢
swoje artystyczne credo, artysta uzywa pojecia
Tworcze Malarstwo, przez ktore rozumie
nieskrepowang wolnos$¢ dajgcg wiele réznych
mozliwosci i narzedzi, tworzacg pole do zabawy
i doswiadczania wielu przygdd i radosci, dajgca
poczucie catkowitego panowania nad sytuacjg
w swobodzie nie ttamszonej przez zadne
kompromisy. Jest to przy tym wyobrazenie,
w ktorym troche inaczej niz w klasycznej idei
czystej ekspres;ji, ,wazny, jesli nie najwazniejszy,
jest sam proces tworczy”?.

Patrzac na ekspresjonistyczng
powierzchownos$¢ obrazéw artysty, mogtoby
sie wydawa¢, ze rados¢ przebywania ,wsrod
marchewek i krzeset”, czyli mysl wyrazajgca
przygode i niczym nieskrepowang wolnosé
kreacji, wyczerpuje wszelkie potrzebne do

Sebastian Stankiewicz

uczestnictwa w tejwizji malarstwa kody dostepu.
Jest to jednak pozér, gdyz Twdrcze Malarstwo
Bartkeviciusa ujawnia formute dalece bardziej
ztozong. Nie jest to bowiem czysty wzorzec
sztuki ekspresjonistycznej, lecz zjawisko, ktore
te formute raczej komplikuje i w sposdb istotny
przekracza, anizeli po prostu egzemplifikuje.
Wsrod wielu aspektéw, wyrdzniajgcych idee
artysty posrad innych formut ekspresiji, daje sie
zauwazy¢ kilka szczegélnych watkéw, na ktore
warto zwrdci¢ uwage: procesualnosé, zabawa,
autotematyzm oraz swoisty etymologizm
malarski; przy czym ten ostatni ujawnia sie w
spos6b wizualny w obrazach artysty jako efekt
inskrypcji.

Wielokierunkowos¢ tej wizji malarstwa
nie jest jednakze zwyktym eklektyzmem,
czy jedynie postmodernistycznym ,,duchem
zabawy” — wynikajgcym z uprawianych
przez artyste-erudyte intertekstualnych gier
i eksperymentow — o ktérym pisat w swoim
czasie Richard Rorty?, jawi sie ona bowiem

jako dos¢ integralna idea, uksztattowana
u Bartkevic¢iusa pod wplywem bardzo
konkretnego doswiadczenia litewskiego

wilnianina z przetomu XX i XXI wieku.

1 Oblicza ekspresji. Z Ricardasem Bartkeviiusem rozmawia Krzysztof Stanistawski, (w:) Ricardas Bartkevicius. Malarstwo.
Katalog wystawy, red. K. Stanistawski, Galeria Sztuki Wspétczesnej Wigry — ,,East Europe Art Meetings”, Dom Pracy Twdrczej,

Wigry 2008, s. 11.
2 Tamze.

3 R. Rorty, Filozofia a zwierciadto natury, ttum. M. Szczubiatka, Wydawnictwo KR, Warszawa 2013, rozdziat IV; por. takze K.
Wilkoszewka, Filozofia amerykarska w Ameryce. Oczami outsidera, [w:] Filozofia amerykariska dzis, red. T. Komendzinski, A.
Szahaj, Wydawnictwo Uniwersytetu Mikotaja Kopernika, Torun 1999, s. 46.
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Konstytuowanie doswiadczenia

Integralnos¢ doswiadczenia, a co za
tym idzie, idei Twodrczego Malarstwa, nie daje
sie tatwo zidentyfikowaé. Sam artysta mowigc
o waznych dla siebie inspiracjach wspomina
przezycia matego chtopca chfongcego barokowg
architekture, malarstwo i rzezbe wilenskich
kosSciotow oraz studenta Panstwowego Instytutu
Sztuki w Wilnie* z lat 1980-86, ktorego nauka
przebiegata na poczatku w klimacie akademizmu
Cézanne’a, opresji autocenzury i w namaszczeniu
przeobrazonej wersji zbankrutowanego juz
dawno socrealizmu®, aby podiniej po studiach
przerodzi¢ sie w czas Swiadomych poszukiwan
artystycznych. Owo twadrcze ucieranie sie mysli,
uczuc i umiejetnosci w latach 80 wypetnione byto
lekturg docierajgcych do Wilna a otwierajgcych na
sztuke Zachodu polskich czasopism artystycznych,
pulsujgcymi fascynacjami litewska rzezbg ludows,
kolorystykg sredniowiecznych armenskich i
gruzinskich obrazow, czy rosyjska tradycjg luboka.
Byt to takze czas wyjazdow na plenery do Nidy
ostawionej pobytem artystow z Die Bricke®,
ktory Bartkevi¢ius wspomina jako spotkanie
nie tyle z samg formutg ekspresji, co bardziej
z atmosferg ,zakazanego $wiata”’. Jednak jesli
ktos bytby sktonny ten ostatni punkt odniesienia
potraktowa¢ jako istotnie formacyjny dla
ekspresjonizmu artysty, BartkeviCius dezawuuje

4 Obecnie Akademia Sztuk Pieknych.
5 Por. Oblicza ekspresji..., dz. cyt., s. 11.

go, wspominajac duzo wczesniejsze i duzo
pozniejsze zjawiska artystyczne, ktére wywarty
na niego rownie mocny, a moze nawet i wiekszy
wptyw. Co prawda w czasowej bliskosci tej tradycji
czystej ekspresji pozostajg takie odniesienia, jak
fowizm, symbolizm, surrealizm i abstrakcjonizm
lub Chaim Soutine, Max Beckmann, Pablo Picasso,
czy Ferdynand Ruszczyc, ale juz protoekspresja El
Greca i Tintoretta, humor Petera Breughela, koloryt
Eugene’a Delacroix, wilenski klasycyzm Franciszka
Smuglewicza, nie wydajg sie juz tak oczywiste
jako zrdédta inspiracji artysty. Natomiast z bardziej
wspotczesnych  odniesien, malarz  przypisuje
szczegdlnie wazing role sztuce, ktérg poznaje
stosunkowo pdzno: szkole nowojorskiej z ideg
malarstwa gestu a zwtaszcza twérczosci Willema
de Kooninga, kultywujacej informel grupie Cobra
a wreszcie neoekspresjonizmowi Neue Wilde?,
a w szczegdlnosci tworczosci Georga Baselitza i
Martina Kippenbergera®.

Wizja malarstwa Bartkeviciusa nie miesci
sie w obszarze czystej ekspresji, gdyz buduje go jako
artyste zbyt wiele réznych doswiadczen: atmosfera
Wilna, jego historii i jego sztuki, atmosfera historii
a takze teorii sztuki oraz atmosfera wspoétczesnosci.
Jest to raczej wizja malarza-erudyty lub artysty-
filozofa, oparta na szerokiej wiedzy przekutej,
wyprobowanej i nieustannie ksztattowanej w
praktyce artystycznej i we wtasnych kontaktach ze
Swiatem wspotczesnym, w kazdej jego warstwie;

6 Do Nidy na Mierzei Kuronskiej w czasie drugiej i trzeciej dekady XX w. przyjezdzali niemieccy artysci z ekspresjonistycznej
grupy Die Briicke, tworzgc co$ w rodzaju kolonii artystycznej. Dla upamietnienia tego okresu w Nidzie urzgdzano wielokrotnie
az do czaséw wspotczesnych ekspresjonistyczne plenery, por. Oblicza ekspresji..., dz. cyt., s. 12.

7 Tamze.

8 Na poczatku lat 80. XX w. Frederic Jameson zadekretowat ,.zmierzch ekspres;ji”, oferujagc w zamian koncepcje ,nowej
powierzchownosci”. Poréwnujac sztuke Vincenta van Gogha i Edwarda Muncha z pracami Andy’ego Warhola, filozof stwierdzit,
ze ekspresja przestata by¢ strategig, ktdra cos w sztuce wyjasnia. W praktyce chodzito o to, Ze nie istnieje w dzietach sztuki
wspotczesnej cos takiego, jak drugie dno, czyli znaczenie, ktdre mozemy stosujgc narzedzia hermeneutyki ujawnia¢. Zdaniem
Jamesona ,utrate gtebi” nalezy wigzac ze ,,zmierzchem cztowieka Kartezjanskiego”, ktdra to idea zasadniczo budowata wzorzec
klasycznej ekspresji przez rozrdznienie res cogitans/res extensa, wnetrze/zewnetrze, ekspresja/presja, por. F. Jameson, The
Cultural Logic of Late Capitalism, (1984), (w:) Tenze, Postmodernism, or, The Cultural Logic of Late Capitalism, Duke University
Press, Durham (NC) 1991, http://xroads.virginia.edu/~DRBR/JAMESON/jameson.html (dostep 13.07.2018)

Paradoksalnie w latach 80. w sztuce Neue Wilde i transawangardy, wbrew Jamesonowi, zaczety sie odradza¢ nurty
ekspresjonistyczne, przekraczaty one jednak klasyczny wzorzec Kartezjanskiej legitymizacji ekspresji).

9 Por. Oblicza ekspresji..., dz. cyt., s. 12.
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ten ostatni aspekt najlepiej ilustruje wypowiedz
samego artysty: ,to, co robie zgadza sie z moim
stanem, temperamentem, spojrzeniem na
otoczenie”®. Jak wynika z deklaracji malarza,
formuta tej ekspresji nie jest zatem maska, ktérg
w dowolnej chwili moina odtozy¢ na potke,
lecz kreatywnym projektem o charakterze
duzo gtebszym i przybierajgcym bardziej forme
procedury samoidentyfikacji lub samorealizacji.

Procesualnosé

Wazing cechg Twodrczego Malarstwa
Bartkeviciusa—$wiadomiekonceptualizowangprzez
niego w duzej mierze w efekcie przepracowania
tradycji action painting i taszyzmu — jest uczynienie
elementéw procesu tworczego integralnymi
czesciamidzieta. Przy czym artysta czynito w swojej
twodrczosci na kilka sposobdw, bo procesualnosé
przybiera niekiedy forme akcjonistyczng (dobrym
przyktadem jest tu wspdlna akcja Bartkeviciusa
i Piotra Jargusza Wspodlnota dziedzictwa,
zrealizowana w Krakowie Muzeum Narodowe,
Krakéw 2017%) albo forme procesu jako zapisu,
ktory jest ujawniany post factum w artefakcie,
ukazujgcym temporalne ksztattowanie form,
znakdw, znaczen i sensow. Zapis ten odbywa sie
zazwyczaj w medium farb akrylowych na ptétnie,
Srodkami wyrazu s3g linie, plamy i przestrzenie
pozostawionego biatego ptdtna, spontaniczne
pociggniecia szerokimi pedzlami zazwyczaj s3
linearnie podrysowywane. Czyste kolory prosto z
puszki sg czesto jasne, kontrastowe, ucierajg sie
dopiero na ptotnie w poszukiwaniu porzadku, ktéry
nie jest z goéry zatozony lecz jako efekt aktywnego
dziatania, powstaje w sposéb nieoczekiwany i
harmonizowany jest w toku twérczego dziatania.

Wydaje sie jednak, ze najistotniejszym
sposobem wykorzystania procesualnosci jest
potraktowanie procesu jako partycypacji widza

10 Oblicza ekspresji..., dz. cyt., s. 11.

poprzez zaangazowanie energii, uczuc i... wtasnych
przekonan. O tym swoistym uczestnictwie odbiorcy,
malarz méwi w ten sposéb: ,waine miejsce
zajmuje widz, staram sie stworzy¢ mu mozliwosc
uczestniczenia w procesie twoérczym, stania sie
moim wspdlnikiem, odnalezienia wiasnych rzeczy,
ktore odnajdywane sg w obrazie bez mojej wiedzy
lub bez kontroli swiadomosci”*?. By¢ moze samo
,odnajdywanie” w kontekscie historii sztuki nie
wydaje sie czyms$ odkrywczym, jednak w tym
przypadku ekspresyjnos¢ powierzchni obrazu
angazuje duzo mocniej, bo nie w postawie
dystansu, lecz oddziatuje poprzez cielesne — a
zatem najbardziej bezposrednie — medium uczucia,
$Smiechu lub ukonstytuowanego réwniez cielesnie,
jakiegos organicznie zakorzenionego przekonania.

Zabawa

Obcy (2018), czyli ananas, O malarstwie
(2018), czyli farba wylewajgca sie z przewrdconej
puszki, Trzy dziewczyny (2018), czyli trzy kwiaty w
wazonie, Macho (2018), czyli imbryk na kuchence,
Tréjkgt mitosny (2018), czyli ndz, widelec i r6zowa
kietbasa, Partnerzy (2018), czyli nakrycia przy
talerzu, Cztowiek pita i cztowiek taboret (2008),
czyli antropomorficzna pita i takiz taboret,
Metamorfoza Mozarta (2008), czyli 2 gtosniki i
wizerunek kompozytora, WyzZszy pilotaz (2005),
czyli mucha latajgca spiralnie wokot bukietu
kwiatéw, Dolce Vita (2000), czyli znédw mucha i
kwiaty, Szczesliwy stoik (2000), czyli kran lejgcy
wode do jednego z wielu stoikéw. U Bartkeviciusa
nie istnieje hierarchia miedzy przedmiotami i
ludzmi, sytuacjami banalnymi i powazinymi a
niemal kazde zdarzenie malarskie rozgrywane
jest poprzez paradoksalne, absurdalne, ironiczne
lub sarkastyczne zestawienia, przeobrazenia i
metafory.

R. Bartkevicius uwaza, ze humor czy ironia,

11 Por. R. Bartkevicius, P. Jargusz, Wspdélnota dziedzictwa. Wprowadzenie do akcji artystycznej, (w:) Dziedzictwo i odpowied?
w sztuce wspofczesnej, red. D. Jedruch, t. Murzyn, R. Solewski, S. Stankiewicz, B. Stano, Muzeum Narodowe — Uniwersytet

Pedagogiczny, Krakdw (zapowiedz).
12 Oblicza ekspresji..., dz. cyt., s. 13.
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to istotne formy wyrazania i oddziatywania,
bowiem smiech ,,czasem silniej dziata niz uderzenie
piescig”®* i cho¢ sam przywotuje wizualne
odniesienia do Breughela (Wyprdzniajacy sie w
kacie), do Goyi (portrety rodzinne), czy do postaci
literackich, jak Haskowski Szwejk, to wydaje sie, ze
pewng role odegrat tu takze oparty na podobnej
transfiguracji surrealizm, chociaz z pominieciem

13 Tamze.

Hunting picture
acrylic on cardboard
140 x 120, 2002

jego psychoanalitycznego anturazu.

Mimo ze ironia, humor, zart, cytat,
powtdrzenie, czy tez pastisz** funkcjonujg w
réznych zjawiskach artystycznych wspétczesnosci,
to jednak ,,dowcipny ekspresjonizm” jest niezwykle
rzadko wykorzystywang formutg, a w wydaniu
Bartkeviciusa, wrecz formutg osobng. Kontekst
historyczno-artystyczny humoru usprawiedliwiany

14 Pojecie pastiszu byto szczegdlnie promowane w odniesieniu do sztuki korica wieku XX. przez wspomnianego juz Jamesona;

por. F. Jameson, The Cultural Logic, dz. cyt.
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postmodernistyczng  kondycjg wspotczesnego
artysty, ktdry nie moze zaproponowaé w sztuce
juz nic nowego czerpigc z magazynu dziedzictwa
ludzkosci, to jeden aspekt tej kwestii, natomiast
drugim aspektem jest kontekst psychologiczno-
egzystencjalny, w ktérym uzywamy zartu jako
narzedzia sceptycyzmu, ale tez niepewnosci,
gardy, albo melancholii wobec sprzecznosci $wiata.
Oba konteksty wspottworzg idee Twodrczego
Malarstwa Bartkeviciusa, chociaz blizsze jest
mu podejscie psychologiczno-egzystencjalne, w
ktorym artysta stosujgc sceptyczno-afirmatywng
poetyke ambiwalencji, komentuje egzystencjalng
absurdalnos¢  zycia, banalnej codziennosci
i rzeczywistosci w jej rdéinych przejawach:
obyczajowych, towarzyskich, i.. politycznych.
Whnikliwy obserwator diagnozujacy sytuacje, w
ktorej wszelkie przejawy logiki swiata zanikajg?
By¢ moze. Zwtaszcza, ze przekora, ktéra sie za
tym rodzajem zabawy kryje, jest waznym rysem
osobowosci artysty.

Autotematyzm

Trzecia cechg wyrdzniajgcg Twodrcze
Malarstwo artysty jest wizualizowanie statego
sprzezenia zwrotnego polegajacego na prébie
obserwowaniaz dystansu swoich wtasnych dziatan
artystycznych z perspektywy swiata sztuki, historii
i teorii sztuki oraz w porzadku artystycznego
prestizu. Ten autorefleksyjny watek ujawnia sie w
wielu pracach malarza: Wokdt sztuki (2002, 2007),
czyli ksigzka o sztuce przebita gwozdziem, Muza
prowadzqgca artyste do muzeum (2007), czyli
naga modelka prowadzaca artyste do budynku
z biatym portykiem, Ksigzki o sztuce i armatka
(2008), czyli stos ksigzek o sztuce zwienczony
zabawkowg/prawdziwg armatka, Autoportret z
ramq (2001), czyli siedzacy artysta z gtowg ujeta
w rame, Wokot malarstwa (2018), czyli puszka z
wylewajacg sie farbg, seria Wartosci intelektualne
1i 2 (2018), czyli stosy podpisanych ksigzek, raz
z damskg szpilkg a raz z kuflem piwa na szczycie.
Dominujgcymi tu motywami s3g najczesciej

przybite do podtoza przeskalowanym gwozdziem
ksigzki na temat sztuki, ukazane akcesoria
malarskie albo rama-parergon, ktora staje sie
motywem podkreslajgcym samoswiadomosé
artysty w odniesieniu do znaczenia, rangi i oceny
swoich dziatan. Ten schemat nieustajgcych
wzajemnych odniesien i praktyk samokontroli
siega takze krytyki artystycznej, kiedy w obrazie
Wokot krytyki artystycznej (2015) Bartkevicius
przystawia do ramy obrazu linijke kgtowa, z dos¢
dobrze zaznaczong skala.

Praktykowanie autotematyzmu z jednej
strony jest dla artysty statym elementem
sprawdzania siebie, swojego mysSlenia i
odczuwania, prébg sytuowania sie na réwni
z pozostatymi bohaterami obrazow, ktérzy
przechodzg ,test zartu i zabawy”, ale z drugiej
strony jest takze kwestia samookreslenia
W zmiennej przestrzeni zycia. Szczegdlnie
interesujgcg forme ten autotematyzm przybiera
w niemal zawsze stosowanej przez BartkevicCiusa
sygnaturze ,R.BART”, w ktdrej zbitka ,ART”
nieprzypadkowo myli sie czesto z napisami na
grzbietach i oktadkach malowanych ksigzek o
sztuce lub z innymi malarskimi inskrypcjami.

Etymologizm

,Pamietam, ze ilekro¢ rozmawiatem z
malarzem spacerujgc po miescie, przykuwato mojg
uwage jego nadzwyczajne wrecz upodobanie do
etymologii. ‘Heideggerowskich’, jak sobie wtedy
myslatem. Jednak Swiadoma mysl, ‘Heideggerowskie
etymologie’, zawsze sktonny bytem uzupetniac
o mimowolne, catkowicie automatyczne
dopowiedzenie ‘fatszywe’,boprzypominatemsobie,
ze Eco wten sposob, catkiem zresztg stusznie, oceniat
praktyki tego filozofa. Etymologie artysty ujawniaty
jednak zupetnie inng nature, byty nad wyraz zywe,
dawaty do myslenia, odstaniaty nowe oblicza sensu;
paradoksalnie rzecz ujmujac, ‘istoczyty sie’. Nieco
pdzniej, po powrocie do mojego miasta, odkrytem
W pewnym miejscu zapis mysli malarza: ‘brzmienie
réznych jezykow zrobito duze wrazenie na mnie i na
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mojej twodrczosci’. Podwdrkowe rozmowy, dialekt
litewsko-polsko-jidiszowo-rosyjsko-niemiecki?”*®.
Joyce’owski niemal stuch wilnianina, ktéry niczym
towigcy dzwieki swego miasta zmyst dublinczyka w
czasie gdy tworzyt swoje opus magnum — Finnegan’s
Wake, sprawia, ze malarstwo Bartkeviciusa staje sie
w podobny sposdb wstuchane w brzmienie stéw z
wilenskiego podwédrka w doswiadczeniu matego
chtopca.

Zjawisko etymologizmu malarskiego artysty
jestniejawne, choéczasem ukazuje sie w przebtysku,
jak miato to miejsce na catkiem niedawnej
wystawie w Wilnie, ktdrg artysta zatytuttowat: ne...
pa... jsi... ap... ziurék. Natomiast w samych obrazach
fenomen ujawnia sie w postaci rdznego rodzaju
inskrypcji o podwdjnej naturze: stowa i obrazu.
,RB-ART” to dobry przykfad inskrypcji stownej, a
z kolei wszelkie znaki wizualne — bukiety kwiatéw,
ksigzki przybite gwozdziami, imbryki, krzesta —
mozna traktowac jako wizualng transpozycje tej
samej pasji poszukiwania etymologii. W warstwie
wizualnej mozliwe staje sie to przetozenie jedynie
w wypadku, gdy mamy do czynienia z przemyslang
strategig semiotyczng i Swiadomym uzyciem teorie
znaku kodujgcego, bowiem niezaleznie od tego
jaka koncepcje znaku przyjmiemy, niemal zawsze
w jej obrebie pojawia sie komponent ikoniczny.

Etymologizm malarski Bartkeviciusa mozna
zatem traktowac jako intuicyjne i doswiadczeniowe
podejscie semiotyczne, a intuicyjne i
doswiadczeniowe dlatego, ze nie wynika ono z
wczesniej zatozonej perspektywy teoretycznej,
lecz uformowane zostato na wilenskim podworku,
tuz obok kosciota dominikanow.

Tworcze Malarstwo

Obrazy BartkeviCiusa sg z jednej strony
proste, zabawne, aroganckie, przekorne, a z drugiej
tajemnicze, krytyczne i dramatyczne. Postugujg sie
ambiwalentng sceptyczno-afirmatywng poetyka,

wstuchane w przesztosciterazniejszos¢ zycia i sztuki.
Rozwigzanie obrazu w twdrczym procesie jest dla
malarza forma rozwigzania rzeczywistego zyciowego
problemu, a uzycie Smiechu, zartu, uczucia, czy
organicznie zakorzenionego przekonania, stuzy
aktywnemu procesowi nieustannej refleksji i
odnajdywania sie.

Szczegdlng role w Tworczym Malarstwie
petni samo ,uczucie” wywotane przez formute
ekspresjonizmu. Uwaza sie bowiem, ze uczucie
jako niemal automatyczna organiczna reakcja, jest
nieme, a powszechne odmawianie mu znaczenia
semantycznosci sprawia, ze odsytamy je w sztuce
w przestrzen niekoniecznie niezbednej do zycia
,kreacji”. Ricardas Bartkevicius, ktory wsrdd trzech
najwazniejszych rzeczy w malarstwie, oprocz
samoidentyfikacji i samorealizacji, wymienia
takze kreatywnosc'®, zdaje sie rozumie¢ fenomen
uczucia troche inaczej. Uczucie bedgce bowiem
automatyczng organiczng reakcjg na dostosowanie
sie do otoczenial’, chociaz nie przekazuje
komunikatow, to przekazuje metakomunikaty
dotyczgce adaptacji do warunkow otoczenia
(rozumianego tu bardzo szeroko, takze jako
przestrzen srodowiska kulturalnego). Twadrczosc¢
artysty wydaje sie by¢ witasnie zorientowana
na tego typu semantyke wyzszego rzedu, meta-
semantyke, ktora paradoksalnie funkcjonuje na
bardziej podstawowym, bo organicznym poziomie.

Wersja ekpresjonizmu malarza jest formutg
unikatowg. Jesli zauwazymy, Zze procesualnosc¢
angazuje W  bezposrednio$¢, a  zabawa,
autotematyzm i etymologizm dystansujg poprzez
réznego typu poziomy zaposredniczen, to okaze
sie artysta wecigga swojego widza w gteboksa,
rozgrywang na wielu poziomach gre odniesien,
gre, ktéra w swej istocie pozostaje grg na serio,
chociaz z drugiej strony, gre, ktdéra przepetniona jest
zyczliwoscig i afirmacjg zaréwno wobec siebie, jak i
drugiej osoby.

15 Autor nieznany, Z notatek krytyka sztuki, [materiat niepublikowany].

16 Oblicza ekspresji..., dz. cyt., s. 11.

17 Wynika to m.in. z badan nad emocjami, ktére z koncem XX w. przeprowadzali tacy kognitywisci, jak Joseph LeDoux i

Antonio Damasio.
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Macho
acrylic on canvas
60 x 80, 2018

Previous

About Literature-3
acrylic on canvas
70 x 50, 2018



Coalition
acrylic on artificial material
110 x 141, 2016

Overleaf

Mamma Carla

acrylic on magazine sheet
29 x 21,2017
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Two carrots and an art book
oil on canvas
73 x 92,2003

The healing of the blind man
oil on canvas
116 x 89, 2002

Previous Overleaf
Stranger Self-identification
acrylic on canvas acrylic on cardboard

70 x 50, 2018 164 x 122, 2000






BIOGRAPHY

Ri¢ardas Bartkevicius

Painter, one of the most prominent representatives of neo-expressionism in Lithuania; Professor in
the Department of Fine Arts; head of the Fine Arts Programme; a researcher and member of the Scientific
Research Programme Non-Formal Education of Children, Youth and Adults in Lithuanian University of
Educational Sciences (Vilnius) till 2018, now in Vytautas Magnus University; an author of methodical aids
and publications on painting, art education etc. He participated in more than 260 exhibitions (personal
and group) in Lithuania and abroad (Canada, China, France, Germany, Hungary, India, Italia, Macedonia,
Poland, Portugal, Russia, Sweden, Turkey, USA etc.). He also delivers presentations at international
conferences and art projects. He is interested in painting, fine arts education, and non-formal education.

Born in Vilnius, he studied painting and graduated from the Painting Department of Vilnius
Academy of Arts (diploma in 1986). Since 1990 a member of Lithuanian Artists Union; since 1994 a
member of E group; since 1996 a member of Individualistai (Individualists) group.
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% %k %k

Tapytojas, vienas iS Zymiausiy lietuviy neoekspresionizmo atstovy; profesorius Dailés katedroje,
vyriausiasis mokslo darbuotojas, Meno programos vadovas; tyréjas ir grupés narys mokslo programoje
Neformalusis vaiky, jaunimo ir suaugusiyjy svietimas Lietuvos edukologijos universitete iki 2018 m.,
dabar — Vytauto DidZiojo universitete; metodiniy priemoniy ir publikacijy apie tapybg, meninj ugdyma
ir kt. autorius. Dalyvavo daugiau nei 260 (personaliniy ir grupiniy) parody Lietuvoje ir uzsienyje (Kanada,
Kinija, Prancizija, Vokietija, Vengrija, Indija, Italija, Makedonija, Lenkija, Portugalija, Rusija, Svedija,
Turkija, JAV ir kt. ). Su pranesSimais dalyvauja tarptautinése konferencijose ir meno projektuose. Interesy
sritys — tapyba, meninis ugdymas ir neformalusis Svietimas.

Gimé Vilniuje, studijavo ir 1986 m. baigé tapyba Vilniaus dailés akademijoje. Nuo 1990 m. Lietuvos
dailininky sajungos narys, nuo 1994 m. grupés E narys, nuo 1996 m. grupés Individualistai narys.

% %k %k

Malarz artysta, jeden z najbardziej znanych litewskich neoekspresjonistow; profesor Katedry
Sztuk Pieknych, starszy pracownik naukowy Litewskiego Uniwersytetu Edukologicznego (do 2018
roku), obecnie — Uniwersytetu Witolda Wielkiego; kierownik programu Sztuki Piekne; badacz i cztonek
naukowo-badawczego programu Pozaformalna Edukacja Dzieci, Mtodziezy i Dorostych. Wybitny autor
pomocy metodycznych i publikacji na temat malarstwa, edukacji plastycznej itp. Uczestniczyt w ponad
260 wystawach indywidualnych i grupowych na Litwie i za granicg (Kanada, Chiny, Francja, Niemcy,
Wegry, Indie, Wtochy, Macedonia, Polska, Portugalia, Rosja, Szwecja, Turcja, USA itd.). Bierze udziat
w miedzynarodowych konferencjach i projektach artystycznych. Interesuje sie malarstwem, sztukami
plastycznymi, a takze edukacjg pozaformalna.

Ur. w Wilnie; studiowat i ukonczyt Wydziat Malarstwa Akademii Sztuk Pieknych (1986 r.) w Wilnie.
0d 1990 r. cztonek Zwigzku Litewskich Artystow Plastykow, od 1994 r. cztonek grupy E, od 1996 r. cztonek
grupy Individualistai (Indywidualisci).

Stipendiums / Stipendijos / Stypendia:

2004 Lithuanian Government Stipendium (highest level) / Auksciausio laipsnio valstybés stipendija /
Litewskie stypendium panstwowe najwyzszego stopnia;

1999 Lithuanian Government Stipendium (highest level) / Auksciausio laipsnio valstybés stipendija /
Litewskie stypendium panstwowe najwyzszego stopnia;

1999 One year stipendium of Lithuanian Artists Union / Lietuvos dailininky sgjungos metiné premija /
Roczne stypendium Zwigzku Litewskich Artystow Plastykow;

1997 Stipendium of the City of Speyer, Germany / Speyr miesto stipendija, Vokietija / Stypendium miasta
Speyer, Niemcy.
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Main pedagogical works (methodical aids) / Pagrindiniai pedagoginiai darbai (metodinés priemonés) /
Gtéwne prace pedagogiczne (Srodki metodyczne):

e Bartkevicius, R. (2015). Karybiska raiska tapyboje [Creative Expression in Painting=Tworcza
ekspresja w malarstwie]. Vilnius: Lietuvos edukologijos universiteto leidykla. ISSN 2335-240X; ISBN
9786094710322.

o Bartkevicius, R. (2011). Vizuali kalba: spalva. [Visual Language: Color=Jezyk wizualny: kolor]. Vilnius: VPU
leidykla, ISBN 978-9955-20-604-0. (2011). ISBN 978-9955-20-604-0.

o Bartkevicius, R., Petelkeviciené, S. (2006). Reikalavimai bakalauro baigiamojo darbo rengimui. [Requirements
for Bachelor Degree’s Diploma=Wymagania do przygotowania koricowej pracy licencjackiej]. Vilnius:
Vilniaus pedagoginis universitetas. ISBN 9955-665-78-5.

o Bartkevicius, R. (2004). Tapybos pagrindai. [Painting Essentials=Podstawy malarstwa]. Vilnius: Vilniaus
pedagoginis universitetas. ISBN 9955-592-62-1.

Selected personal exhibitions (2000 — 2018):

2018

2016

2013

2012

2009
2008

2006

2004

2003

2001
2000

“Metamorphosis”, Galeria Floriariska 22, Krakow, Poland;

“Modest Glow of Everyday Life”, ArteriaBCN, Spain;

“SeeShout”, Gallery “Laiptai®, Siauliai;

“On Things”, Alytus Culture and Communication Centre, Alytus;

“R. Bartkevicius’ Painting Exhibition”, dedicated to Lithuania’s Presidency of the EU Council, Ministry of
Foreign Affairs of Lithuania, Vilnius;

“Self-ldentity”, Escola Superior de Artes e Design, Porto, Portugal;

“As Simple as 2x2”, Gallery of Lithuanian Artists’ Association, Vilnius;

“R. Bartkevicius: Painting”, Gallery of Dumlupinar University, Kutahya, Turkey;

“About Women in Flowers”, B. Grinceviciaté’s Museum, Vilnius;

“R. B. ART 1986-2009", Gallery “Arka“, Vilnius;

“Painting”, Lithuanian National Philharmonic, Vilnius;

“Charming Everyday Life”, ,Liepa” Palanga;

“Painting”, projekt ,East Europe Art Meetings“, Galeria Sztuki Wspotczesnej WIGRY, Dom Pracy Tworcze;j,
Wigry, Poland;

“The Sound and the Color”, Lithuanian Technical Library, Vilnius;

“Ricardas Bartkevicius’ Painting”, “Kolonada”, Druskininkai;

“Pa-Ri-Pa-Ri”, Gallery “Maldis”, Vilnius;

“Personal Exhibition of Paintings”, VPU Gallery “2003", Vilnius;

“Ricardas Bartkevicius, painting, Leif Sylvester, sculpture”, Python Gallery, Copenhagen;
“Ricardas BartkeviCius — exhibition of painting”, Lyngby Kulturhus, Copenhagen;
“Painting”, Klaipéda Exhibition Hall, Klaipéda;

“Painting”, Savickas’ Gallery, Vilnius.
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Rinktinés personalinés parodos (2000 — 2018):

2018 ,Metamorfoza“, Galeria Florianska 22, Krokuva, Lenkija;
,Kuklus kasdienybés spindesys=El discreto encanto de la vida cotidiana“, ArteriaBCN, Ispanija;
2016 ,ZiiRek” Galerija ,Laiptai® Siauliai;
»Apie daiktus...” Alytaus kultiiros ir komunikacijos centras, Alytus;
2013 R. BartkeviCiaus tapybos paroda, skirta Lietuvos pirmininkavimui ES tarybai, LR UZsienio reikaly
ministerija, Vilnius;
,Self-ldentity” Escola Superior de Artes e Design, Porto, Portugalija;
2012 , Paprasta kaip 2x2 Lietuvos dailininky sgjungos parody salé, Vilnius, Lietuva;
»R. Bartkevicius: Painting”, Dumlupinar University Gallery, Kutahya, Turkija;
,Gélémis apie moteris”, B. Grincevicittés memorialinis butas-muziejus ,Beatri¢és namai*, Vilnius;
2009 ,,R. B. ART 1986-2009 ,Arkos” galerija, Vilnius, Lietuva;
2008 ,Tapyba”, Lietuvos nacionaliné filharmonija, Vilnius;
,Zavi kasdienybé“ ,Liepa“, Palanga;
,Tapyba“, projektas , East Europe Art Meetings”, Galeria Sztuki Wspdtczesnej WIGRY, Dom Pracy Tworczej,
Vygriai, Lenkija;
2006 ,Garsas ir spalva”, Lietuvos techniné biblioteka, Vilnius;
,Ricardas Bartkevicius — tapyba”, ,Kolonada”, Druskininkai;
2004 ,Pa-Ri Pa-Ri”, Maldzio galerija, Vilnius;
,Personaliné tapybos paroda VPU”, galerija ,,2003", Vilnius;
2003 , Ricardas Bartkevicius, tapyba, Leif Sylvester, skulptlra”, Python galerija, Kopenhaga;
JTapybos paroda”, Lyngby Kulturhus, Kopenhaga;
2001 ,Tapyba”, Klaipédos parody riimai, Klaipéda;
2000 ,Tapyba“, Savicko paveiksly galerija, Vilnius.

Wystawy indywidualne (2000 — 2018):

2018 ,,Metamorfoza”, GaleriaFlorianiska 22, Krakdw, Polska;
,,Skromny blask codziennosci“, Arteria BCN, Hiszpania;
2016 ,,Spdjrz“ Galeria , Laiptai“, Siauliai;
,0 rzeczach...”, Centrum Kultury i Komunikacji w Olicie (Alytus);
2013 Wystawa malarstwa R. Bartkeviciusa poswiecona prezydencji Litwy w Radzie UE, Ministerstwo
Spraw Zagranicznych Republiki Litewskiej, Wilno;
,Samoidentyfikacja“, EscolaSuperior de Artes e Design, Porto, Portugalia;
2012 ,Proste jak 2x2“ sala wystawowa Zwigzku Litewskich Artystow Plastykéw, Wilno;
,R. Bartkevicius: malarstwo”, Galeria Dumlupinar University, Kutahya, Turcja;
,Kwiatami o kobietach”, Dom-muzeum B. Grinceviciaté ,Dom Beatricé”, Wilno;
2009 ,,R. B. ART 1986-2009“ Galeria , Arka”, Wilno;
2008 ,,Malarstwo”, Litewska Filharmonia Narodowa, Wilno;
,2Urocza codziennosc¢ zyciecodzienne”, , Liepa“, Palanga;
,Malarstwo”, projekt ,East Europe Art Meetings”, Galeria Sztuki Wspotczesnej WIGRY, Dom Pracy
Tworczej, Wigry, Polska;
2006 ,,Dzwiek i kolor“ Litewska Biblioteka Techniczna, Wilno;
,Malarstwo”, ,, Kolonada”, Druskienniki;
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2004 ,,Pa-Ri Pa-Ri”, Galeria Maldis, Wilno;
,ldywidualna wystawa malarstwa na Uniwersytecie Pedagogicznym w Wilnie”, Galeria ,,2003”,
Wilno;

2003 ,Ricardas Bartkevicius, malarstwo, LeifSylvester, rzezba”, GaleriaPython, Kopenhaga;
,Wystawa malarstwa”, Lyngby Kulturhus, Kopenhaga;

2001 ,,Malarstwo”, Patac Wystaw, Ktajpeda;

2000 ,,Malarstwo”, Galeria Savickasa, Wilno.

Collections / Kolekcijos / Prace w kolekcjach

Lithuanian Art Museum, MO Museum, The Collection of Vilnius Municipality (Lithuania), Zimmerli Art Museum
(USA), The Collection of Speyer Municipality (Germany), The Collection of Tore Canavese Municipality (Italy).
Works in the Private Collections: Russia, Germany, France, Israel, Canada, USA, Denmark, Norway, Japan, the
Netherlands, Poland, Italy and Lithuania.

Lietuvos dailes muziejus, MO muziejus, Vilniaus miesto savivaldybés kolekcija (Lietuva), Zimmerli dailés
muziejus (JAV), Speyerio miesto savivaldybés kolekcija (Vokietija), Tore Canavese miesto savivaldybés kolekcija,
(Italija). Privacios kolekcijos Rusijoje, Vokietijoje, Prancizijoje, Izraelyje, Kanadoje, JAV, Danijoje, Norvegijoje,
Japonijoje, Olandijoje, Italijoje, Lietuvoje.

Litewskie Muzeum Sztuki, MO Muzeum, kolekcja Urzedu Miasta Wilna (Litwa), Muzeum Sztuki Zimmerly (USA),
kolekcja Urzedu Miasta Speyer (Niemcy), kolekcja Urzedu Miasta Tore Canavese (Wtochy). Kolekcje prywatne
w: Rosji, Niemczech, Francji, Izraelu, Kanadzie, USA, Danii, Norwegii, Japonii, Holandii, Polsce, w Wtoszech, na
Litwie.

Ric¢ardas Bartkevicius and his son Dovydas Bartkevicius in the
2" International Symposium

dedicated to the memory of the painter Augustinas Savickas
Savickas Art Gallery in Vilnius

2014
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Associate Professor (PhD), a senior
research worker in Lithuanian University
of Educational Sciences, till 2018, now
in Vytautas Magnus University; head of
the Scientific Research Programme Non-
Formal Education of Children, Youth and
Adults. The author of methodical aids and
articles on art education (music and fine
arts) in Lithuanian and foreign journals;
she actively participates in Erasmus+ and
Nord+ exchange programmes, and also
delivers presentations at international
conferences (Finland, Italy, Portugal,
Spain, Sweden, Latvia, Lithuania, Poland,
Turkey, the Netherlands, Norway, UK); she
organizes scientific conferences, projects
in Lithuania and abroad. A graduate
from Lithuanian Academy of Music and
Theatre and also Lithuanian University of
Educational Sciences; internship at the
University of Gothenburg (Sweden, 2010).
She is interested in non-formal education
(especially in the sphere of music and fine
arts) and in the integration of art subjects.

78

AUTHORS

Docenté (socialiniy moksly daktaré) Lietuvos
edukologijos universitete, vyresnioji mokslo
darbuotoja iki 2018 m., dabar — Vytauto
DidZiojo universitete, mokslo programos
Neformalusis vaiky, jaunimo ir suaugusiyjy
Svietimas vadové. Metodiniy priemoniy,
moksliniy straipsniy apie meninj ugdyma
(muzikos ir dailés) Lietuvos ir uZsienio
mokslo  leidiniuose  autoré;  aktyviai
dalyvauja Erasmus+ and Nord+ mainy
programose; tarptautiniy ir nacionaliniy
moksliniy konferencijy (Suomija,
Portugalija, Ispanija, Italija, Svedija, Latvija,
Lenkija, Lietuva, Turkija, Olandija, Norvegija
ir UK) praneSimy autoré; moksliniy
konferencijy, projekty Lietuvoje ir uzsienyje,
renginiy organizatoré. Baigé Lietuvos
muzikos akademijg, Lietuvos edukologijos
universitetg; stazavosi Gotenburgo
universitete  (Svedija, 2010). Interesy
sritys — meninis ugdymas, neformalusis
Svietimas; meno dalyky integracija.

VAIVA JUCEVICIUTE-BARTKEVICIENE

Docent (doktor nauk spotecznych),
starszy pracownik naukowy Litewskiego
Uniwersytetu Edukologicznego (do
2018 roku), obecnie — Uniwersytetu
Witolda Wielkiego, kierownik programu
naukowo-badawczego Pozaformalna
Edukacja Dzieci, Mtodziezy i Dorostych.
Autorka  publikacji  metodycznych i
artykutéw naukowych z dziedziny edukacji
artystycznej (muzyka i sztuki piekne), bierze
aktywny udziat w wymianie nauczycieli
akademickich w ramach programéw
Erasmus+ i Nord+, prezentuje swoje
wyniki badan na konferencjach krajowych
i miedzynarodowych (Finlandia, Polska,
Portugalia, Hiszpania, Szwecja, Litwa,
totwa, Turcja, Holandia, Norwegia, Wielka
Brytania, Witochy). Absolwentka Litewskiej
Akademii Muzycznej i Teatralnej oraz
Litewskiego Uniwersytetu Edukologicznego
w Wilnie, staz odbywata na Uniwersytecie
w Goteborgu (Szwecja, 2010). Interesuje
sie edukacja pozaformalng, edukacjg
artystyczng (zwtaszcza w zakresie muzyki
i sztuk plastycznych) oraz integracja
przedmiotdw artystycznych.



Assistant professor of the Faculty of Art,
Pedagogical University in Krakow (Poland).
Graduated and master degree — Jagiellonian
University (art history, philosophy), PhD in
philosophy — Jagiellonian University; an art
critic,anauthorof:articlesinscientificandart
journals; presentations in international and
national conferences; a book — Pragmatist
Aesthetics. The Open Project (2012); editor
of Transacting Aesthetics (2015); he s
interested in neuroaesthetics, aestetic
understanding, neuroaestetic theory of
vision, problem of cross-modality in art.

Associate Professor at the Fine Arts
Department of Lithuanian University of
Educational Sciences in Vilnius till 2018;
an expert teacher at Vilnius Justinas
Vienozinskis Art School and National M.
K. Ciurlionis School of Art. She studied
art history and graduated from Vilnius
Academy of Arts. An independent art
critic (member of AICA and Lithuanian
Artists Association), a curator, an author of
reviews and essays on art, an editor of art
albums and catalogues; she is interested
in the history of art of the 20th century,
contemporary art and art education.

SEBASTIAN STANKIEWICZ

Lektorius Meno fakultete, Pedagoginiame
universitete Krokuvoje (Lenkija). Baigé
Jogailos universitetg, ten jgijo bakalauro,
magistro ir filosofijos daktaro laipsnius.
Moksliniy straipsniy mokslo ir meno
leidiniuose, tarptautiniy ir nacionaliniy
moksliniy konferencijy pranesimy autorius;
meno kritikas. Svarbiausi jo leidiniai —
Pragmatist Aesthetics. The Open Project
[Estetyka pragmatyzmu. Projekt otwarty]
(2012); sudarytojas — Transacting Aesthetics
(2015). Interesy sritys: neuroestetika,
estitinis suvokimas, neuroestetiné matymo
teorija, polimodalumo problema mene.

RITA MIKUCIONYTE

Docenté  Dailés  katedroje  Lietuvos
edukologijos universitete (iki 2018 m.);
mokytoja-eksperté Vilniaus J. VienoZinskio
dailés mokykloje ir M. K. Ciurlionio meny
mokykloje;  baigé Lietuvos valstybinj
dailés institutg (dabar Vilniaus dailés
akademija), vaizduojamojo meno istorijos
ir teorijos specialybe — menotyrininké.
Nepriklausoma meno kritiké (Tarptautinés
dailés kritiky asociacijos (AICA) ir Lietuvos
dailininky sajungos naré), parody kuratoré,
recenzijy ir esé autoré, meno albumy ir
katalogy redaktoré. Interesy sritys: XX a.
meno istorija, Siuolaikinis menas ir meninis
ugdymas.

Adiunkt na Wydziale Sztuki Uniwersytetu

Pedagogicznego w Krakowie (Polska).
Historyk  sztuki, filozof (Uniwersytet
Jagiellonski) i krytyk sztuki. Absolwent

historii sztuki i filozofii oraz doktor filozofii
na Uniwersytecie Jagiellonskim. Autor
artykutéw w czasopismach naukowych
i artystycznych oraz prezentacji na
konferencjach miedzynarodowych
i krajowych, autor ksigzek: Estetyka
pragmatyzmu. Projekt otwarty (2012),
Transacting  Aesthetics  (red.  2015).
Zainteresowania badawcze: neuroestetyka,
estetyczne rozumienie, neuroestetyczna
teoria widzenia, problem polimodalnosci w
sztuce.

Docent Wydziatu Sztuk Pieknych Litewskiego
Uniwersytetu Nauk Pedagogicznych w
Wilnie do 2018 r.,, nauczyciel specjalista
w  Szkole Artystycznej im. Justinasa
Wienozinskisa i Narodowe  Szkote
Artystycznej im. M. K. Ciurlionisa w Wilnie.
Studiowata historie sztuki i ukonczyta
Akademie Sztuk Pieknych. Niezalezny
krytyk sztuki (cztonek Stowarzyszenia AICA
i Lithuanian Artists Association), kurator,
autor recenzji i esejow dotyczacych
sztuki, redaktor albuméw artystycznych
i katalogéw. Interesuje sie historig sztuki
XX wieku, sztuka wspodtczesng i edukacjg
artystyczna.
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Professor in the Faculty of Art at Pedagogical
University in Krakow (Poland). A graduate
from the Faculty of Painting and Graphic
Arts at the Academy of Fine Arts in Krakow.
A painter, graphic artist; he is the author
of 76 individual exhibitions and projects.
His works are rendered on simple grey,
wrapping papers glued on poster pillars. An
author of texts about art, such as Jargusz P.,
Solewski R. Viatoris. Miedzy Wschodem a
Zachodem (2014).

Public relations specialist at the Lithuanian
Artists’ Association (LAA); editor of the
newspaper Dailérastis. A graduate from
Vilnius University (a journalist); she also
graduated from the Fredrikstad (Norway)
Institute, a photographer practitioner in
the newspaper VG (Verdens Gang, Oslo,
Norway). 1989-2009 the journalist of the
newspaper Lietuvos rytas, the founder
and the long-time editor-in-chief of Stilius
and Stilius PLIUS magazines. She illustrates
books, writes articles about artists, an
author and organizer of photo-educational
projects and has organized 18 personal
exhibitions in Lithuania, Switzerland,
Poland, Germany, Scotland and Belarus.
The newest project by the photographer
L. Valatkiené — IsSrinktieji [The Chosen
Ones] is the exhibition of portraiture of
psychological artists, the jigsaw of their
works and the book Isrinktieji [The Chosen
Ones] (2017).
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PIOTR JARGUSZ

Profesorius, désto Meno fakultete Krokuvos
pedagoginiame universitete (Lenkija).Baigé
Dailés akademija Krokuvoje Tapybos ir
grafikos meno fakultetg. Tapytojas, grafikas,
daugiau nei 76 personaliniy parody ir
projekty autorius. Kartais jo kdriniai yra
pateikiami ant paprasto vyniojamojo
popieriaus ant reklaminiy stulpy. Teksty
autorius apie daile, pvz., Jargusz P., Solewski
R. Viatoris. Miedzy Wschodem a Zachodem
(2014).

LILIJA VALATKIENE

Viesujy rysiy atstové Lietuvos dailininky

sgjungoje ir laikrascio Dailérastis
redaktoré. Baigé Vilniaus universiteta
zurnalistikos specialybe. Stazavosi
Fredrikstad (Norvegija) institute, atliko

fotografo praktika dienrastyje VG (Verdens
Gang, Oslas, Norvegija). 1989-2009
m. laikrasCio Lietuvos rytas zurnalisté,
zurnaly Stilius ir Stilius PLIUS jkaréja ir
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knygas, raSo straipsnius apie menininkus,
fotoparody-edukaciniy projekty autoré ir
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parody Lietuvoje, Sveicarijoje, Lenkijoje,
Vokietijoje, Skotijoje ir Baltarusijoje.
Naujausias fotomenininkés L. Valatkienés
projektas  ISrinktieji —  psichologiniy
dailininky portrety paroda, jy kiriniy
délionés bei knyga ISrinktieji (2017).

Profesor zwyczajny, nauczyciel akademicki,
pracuje na Wydziale Sztuki Uniwersytetu
Pedagogicznego w Krakowie (Polska).
Studiowat na Wpydziale Malarstwa i
Grafiki  Akademii  Sztuk Pieknych w
Krakowie. Artysta-malarz, grafik; autor
76 indywidualnych wystaw i projektow.
Swoje malowane na szarych, pakunkowych
papierach obrazy nakleja na stupy
ogtoszeniowe. Autor tekstdw o sztuce, na
przyktad, Jargusz P., Solewski R. Viatoris.
Miedzy Wschodem a Zachodem (2014).

Przedstawicielka ds. komunikacji i public
relations w Zwigzku Litewskich Artystow
Plastykéw i redaktor gazety Dailérastis.
Ukonczyta dziennikarstwo na Uniwersytecie
Wileskim. Staz odbywata w Instytucie
we Fredrikstad (Norwegia), praktyke
fotograficzng — w gazecie VG (Verdens
Gang, Oslo, Norwegia). W latach 1989-
2009 pracowata jako dziennikarz w gazecie
Lietuvos rytas, jest zatozycielkg czasopism
Stilius i Stilius PLIUS oraz wieloletnim
redaktorem naczelnym. llustruje ksigzki,
pisze artykuty o artystach, jest autorem i
organizatorem projektéw fotograficzno-
edukacyjnych, zorganizowata 18 wystaw
indywidualnych na Litwie, w Szwajcarii,
Polsce, Niemczech, Szkocji i na Biatorusi.

Najnowszy  projekt fotografa  artysty
L. Valatkiené to Isrinktieji — wystawa
psychologicznych  portretéw  artystow,

wybor ich utworédw i ksigzka ISrinktieji
(2017).
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The book about Professor Ri¢ardas Bartkevicius is an important publication in the field of knowledge
about art at the turn of the 21st century. It brings closer the figure of the artist who is known in the
circles of contemporary Lithuanian art, but recognizable so far only in the selected enclaves of artistic
life in Poland.

In his interview the artist widely discloses his experiences in various studios, hard-earned knowl-
edge of Western art and unforgettable contacts with the works of the great masters of painting.
He also realizes that his attitudes towards personal achievements are not always characterized by
a thorough and meticulous care. | think that the reader may be surprised to find out that the artist
may not care about the fate of his paintings when he completes them because the new creative
process is more important to him and the time is filled up to the brim with only important matters.
Both themes — stressing two ways of understanding continuity: teaching, learning and painting prac-
tice — lead the author of the interview to the task of fundamental questions about understanding the
concept of “metamorphosis”. And despite the famous work of Ovid being recalled, the answer leads
not to reading the genesis of the world through the transformation of the forms of nature, but to the
process that takes place inside the artist who, through the game-play of colour and texture, experi-
ences his own becoming a different person — more mature, more aware of his mission.

Dr. Bernadeta Stano



