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Menotyrininkai Ferdinando Rus¢ico (Ferdynand Ruszczyc) palikima sutartinai priskiria simbolizmo ir

neoromantizmo dailei. Straipsnyje méginama $ig jprastg interpretacija papildyti nurodant dailininko tapybos

sasajas su pozityvizmo epochai budingu vizualumu. Tokio tyrimo postimiu tampa iki $iol nepakankamai

aptartas Ruscico santykis su nauja XIX a. vaizdinio meno $aka - fotografija, nulémes esmines tapytojo

regos kokybes. Pazymétina, kad pastaryjy nejmanoma apibadinti taikant tradicing stilistine ir ikonografing

paveiksly analizes. Todél pastangos praplésti bei patikslinti Rus¢ico kirybos konteksta neisvengiamai siejasi su

naujy metodologiniy dailétyros principy paieska.

REIKSMINIAT ZODZIAI: neoromantizmas, realizmas, pozityvizmo epocha, peizaziné tapyba, fotografija,

vizualiosios kultaros studijos.

Rusdico peizazas Tustuma (Senas lizdas) - vienas ver-
tingiausiy Lietuvos dailés muziejaus eksponaty [1 il.].
Jis seniai tapo chrestomatiniu kariniu - buvusiose
Abiejy Tauty Respublikos zemése plétoto ankstyvojo
modernizmo etalonu ir dailininko pamégty ikono-
grafiniy bei stilistiniy rai$kos priemoniy pavyzdziu.
1901 m. ekspresyvia maniera nutapytas gamtovaiz-
dis suvokiamas kaip simbolinis vaizdinys, jkanijantis
dvasios vienatvés, praeinancio laiko, buties netvaru-
mo reikSmes. Jame regime Rus¢ico karybai budingus

gamtos gaivaly niokojamos augmenijos ir audroto
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dangaus motyvus, dailétyrininky siejamus su roman-
tiky tradicijas plétojusia neoromantizmo daile.
Butent XIX-XX a. sandiiros neoromantizmas ir
simbolizmas yra tas kontekstas, su kuriuo susijusi tiek
minétoji drobé, tiek visa brandzioji Ruscico tapyba.
Regis, néra jokiy argumenty, kurie leisty vyraujancia
interpretacijg koreguoti, juo labiau - jai priestarauti.
Isigaléjes poziaris remiasi kruops$ciu dailininko ki-
rybos ir rasytinio palikimo aptarimu. Neatsitiktinai
2002 m. surengtos Ruscico retrospektyvos lietuvisko-

jo katalogo jvada Algé Andriulyté pradéjo cituodama
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SUMMARY

The landscape Emptiness (Old Nest, 1901) by Ferdynand
Ruszczyc appears one of the most valuable exhibits in the
possession of the Lithuanian Art Museum. The natural
scene rendered in an expressive manner is perceived as
a symbolical metaphor for solitude, fleeting time and
transience of being. In the painting we see typical of
Ruszczyc’s work motives of vegetation devastated by
violent elements and the stormy sky, art historians usually
associate such features with Neo-Romantic art, as a
continuation of Romanticism.

The Neo-Romanticism and Symbolism of the turn
of the 19" and the 20" centuries traditionally provide the
context for the interpretation of this particular canvas as
well as the entire mature work of Ruszczyc. The article
attempts to expand this traditional interpretation by virtue
of the visual character of the painter’s work as rooted in the
era of positivism. The revision of the dominant approach is
prompted by the artist’s relation to photography the latter
far from exhausted by his interaction with the pioneer of
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Polish Pictorialism Jan Buthak. The painter was not only
interested in the new branch of art and took amateur
pictures, of more consequence was the fact that his artistic
vision intrinsically possessed qualities characteristic of
photographic optics.
Ruszczyc’s visual skills were considerably influenced
by the studies at Art Academy of St Petersburg, the fact
ignored or downplayed by most of his researchers. His
first teacher Ivan Shishkin developed in him a habit to rely
on photography as reference material, while his second
professor Arkhip Kuindzhi taught him a skill to awaken his
“internal vision” based on the developed visual memory.
Ruszczyc attempted to perceive art as two-stage process
embracing primary sensory experience and its mental
absorption. He related the first stage with the basic, in
positivist empiricism, sensory procedure accessible to
every individual, while the second stage appeared rooted
in emotional irrationalism and shrouded with mystery. The
painter who reconciled different painting strategies emerges
as an individual of the schism era. In observation Ruszczyc
is a painter of positivism period, convinced in the power
of direct glance, yet the very moment when he embarks
on - actual or mental orchestration of a painting - he starts
partaking in Neo-Romantic art. It is important to note that
the usual stylistic and iconographic methods of analysis
appear insufficient to present an in-depth interpretation
of the visual qualities of Ruszczyc’s art. Therefore, in
order to revise and widen the interpretation of his legacy,
new methodological principles in art research need to be

developed.





