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THE ART OF ROERICH

By E. GOLLERBACH

I
-ROERICH...

HIS name has long since come to identify an entire
cosmos called into being by the creative will of the
artist,—an entire world of forms of the deepest significance,
inspired by wisdom in the antique meaning of the word;
sophia is ‘“‘mastership”,” ability to create a thing; not
without reason in Pindar and Aristotle is the true artist
called the “wise”. Aristotle understood wisdom as
“goodliness of art’’; the ancient grammarians immediately
construed this the same as “art’ and *“craft’.

The lofty “craft’” of Roerich has been marked by
unquestionably sound knowledge. Roerich is a philospher,
a lover of wisdom; knowledge for him, as for every artist,
denotes vision, or rather pre-vision. Visions and Vision
are for him inseparable. Asone of our contemporary
thinkers ( A. F. Losev ) has truly observed, in Homer
the word for “I know’”, “I am cognizant of”, is very
often joined with the verb denoting wvision, ( one of many
examples ; “and Aeneas recognized Apollo before him,
gazing into his eyes”); the Greek “I know’’ usually
signifies “I have seen” ; ordinarily, knowing is latently
understood to be knowing on the basis of seeszng. ~ The
“optical” meaning of knowledge is revealed in the words
of Plato; “we have not heard this from others, we know
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it with our own eyes” (and so on). And finally, the
Greek ‘“idea” is nothing else but vision, sight; in Plato
“eidos” often denotes an outward appearance, a concretely
visible body or figure. The crown of Plato’s philosophy is
existence, organized into as much of an artistic theme as a
work of sculpture; for Plato, “philosophy is the greatest
blessing of the eyes’”; and according to Heraclitus “the
eyes are far more precise witnesses than the ears’”. Let us
add to this that Russian expression ‘“saw with one’s
own eyes’ likewise contains within itself the categorical
ratification of visual perception which leads to indubitable
knowledge.

All this is involuntarily called to mind when you
survey the creativeness of Roerich, permeated with know-
ledge of things visible and with revelation of things
invisible. In his attitude toward the world, there is some-
thing deeply philosophical, something tranquilly earnest.
This is the artist, no levity nor play, concéntrated and
austere. Goethe said; ‘““ernst ist das Leben'; Roerich
might add ; *“ ernst ist die Natur”. Ancient Mother-Earth,
taciturn, long-suffering, prophetic, disclosing her hoary
secrets only to the elect—this is Roerich’s unchanging
theme, his unchanging love. About the pantheism of the
artist, about his archaic style, not a little that the true has
been said at various times, yet still the * cardinal verity ”
about Roerich is inexpressible, as inexpressible in the last
analysis as the “content ”’ of his best pictures; they open
to the initiates such vistas, they raise them to such heights,
about which there is no necessity to speak, nor even the
possibility of speaking. In this is the best goal of graphic
art ; by the force of its immediate, almost instantaneous
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suggestion, it eliminates any need of * literature . To
connect Roerich with some sorts “of explanatory text,”
with anything smacking of belles-lettres, would mean
vulgarizing the essence of his creativeness. Here, as in
many other cases, the art commentator should set himself
a limited purpose ; he is obliged to assist one to understand
Roerich as much as he isable, but he ought not to obtrude
“ his " Roerich, he must in no wise “ prepare "’ one for the
artist, who speaks for himself.

11

It has so happened that a very important part of
Roerich’s works are in America, separated from us by the
great ocean expanses and almost inaccessible to us (except
through reproductions). But in his essence Roerich is ours,
he is Russian of the Russians, and even more Russian than
the Russians themselves; his is an enormous world-feeling,
expanded to cosmic scales ; it may be symbolically express-
ed as the all-gmbracing Russian heart being eagerly drawn
to the world, the * cosmopolitan ” heart. And the thought
forms of Roerich—his pictures cannot be characterized
otherwise—are incursions into the cosmos, provisions of
inter-nationality, of humanity as a whole, of brotherly
unity—the creativeness of Roerich must be especially near
and dear to the Land of the Soviets.

That Roerich is an artist of international significance
is simply for the reason that the true values of art are
always international —if not in the forms of their reaction,
then in the results. Though the mystical elements in
Roerich’s creativeness are foreign to the materialistic creed
of advanced Soviet sociality, yet even to the positivistic_;
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mind it is clear that the mysticism of Roerich has nothing
in common with that trivial boulevard mysticism with its
ill savour, nothing in common with a brummagem theo-
sophy or with popular occultism,—in it there is no decadent
psychology. The “ mysteriousness’’ of Roerich is loftier
and better than current mysticism; it lies in the very
foundation of his stylistic originality. Decadent mysticism
is watered wine, the sweetish falsification of church
communion vessels. Roerich- however, quaffs from his
Viking drinking horn the thick sharp wine of thousands
of years, black as dried blood.

Each artist has his own * mode of expression”; the
historical previsions of Surikov are arrayed in a form more
realistic than that of Roerich, and therefore his painting
is nearer and more comprehensible to a present-day Soviet
spectator. Roerich is a “seer” in no less degree than

Surikov,—but he is also a philosopher, his forms are
symbolic, they not only depict somethings, they synthesize
and summarize the manifestations depicted.

Roerich is no decadent, least of all is he an artist of
decay ; it is impossible not to feel in his works the strong
healthful roots of ‘ nature-love,” it is imposible not to
sense their profound humanness and lucid virtue which it
would be unthinkable to suspect of the least perversion,
sanctimoniousness, or profanation of great truths.

We have at our disposal too little data to express an
opinion about the degree and character of Roerich’s
success in Western Europe,—we know only about his
exceptional and well-merited success in America,—a success
which truly does honor to the Americans themselves,
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It must be assumed that the people of the Old World
and the New are equally impressed by the fascinating
enigmaticness of many of the Roerich pictures. They
“adapt,” as it were, this enigmaticness to their own
“ mystical frames of mind.” But it may be that the
“ nervo " itself of Roerich’s art, the very essence of his
profound and subtle perception of ‘ historical nature”
is more remote from them than from our own contem-
porary spectator, who grasps full well the distinctions
between the really beautiful and the outwardly pretty,
between the Zruthful and the diverting.

11

That which it is customary to call religious art is
sometimes very far removed from the living and eternal
sources of religion. Indeed, let us direct our thought to
European painting of the past, and cast a retrospective

glance at what has gone on in this field; do we find
herein much true genius, many vibrant ¢ infectious ”
reflections of religious feeling? Are we not left cold at
the faultless creativeness of the brilliant Raphael, do not
the works of his followers and imitators seem impersonal
to us, are we not bored with the decorous creations of
the Bolognese school? Biblical subjects are repeated
hundreds, thousands of times ; there is a countless number
of reverent “ copies’ upon themes of the Old and the
New Testaments ; tiresome are the monotonous variants
of the “Holy Family ”, “Annunciation”, ‘“Ascension”,
“Assumption of the Virgin”, “ Madonna and Child”,
“ Crucifixion”, * Piota,”” and so on ; we perceive and refer
all this as to a plan or this or that historical or formal
particularities rather than as to quality of spontaneous
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and inspiring expressions of a religious idea ; “quality”
drowns in  quantity,” and all that remains from a study
of this enormous mass of material amounts to a scrupulous
analysis of the technical methods of the different masters.
The history of religious painting makes up an immense
library, which in all honesty we have not the time to
read as we should, and to which we refer with the chilly,
almost sacrilegious curiosity of investigators remote from
religious experience. Sometime the ptoblem of religious
art must be treated and elucidated on a completely
different plan from any hitherto used. Must it not be
understood that along with absolutely inert ¢ pseudo-
’ “ Madonnas " and ‘ Saviours” there exist
religiously influential landscapes ? Who will deny that
Roerich has done landscapes which, by a conjunction of
all the pictorial resources composition, dynamics of some
forms and statics of others, interaction of lines and
masses, gradations of light and shade, combinations and
modulations of color and their striking interaction, even

religious ’ =

by techique itself,—act as inspirations of religious order ?
Authentic historical painting is at the same time religious
art according to the very meaning of the word * religion,”
because historical painting comnmects past with present,
and in its best manifestations not only recreates the past,

but also transforms it into a new reality, possessing its

own particular credence, in so far as the past has been
exhibited in it through thc prism of creative imagination,
which is always tinged to a certain extent by contem-
porary psychology and which does not ignore the con-
temporary attitude toward life, which canot finally be
crushed by any archaeology. Historical art, asa museum,
is created in the name of resurrection of the past; if the
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museum is, as N. F. Fyodorov remarks, a ‘temple in
memory of the departed,” erected as a safeguard of faith,
hope and love, then historical painting in its essence is
theurgic activity directed toward the same goal.

IV

For a time pupil of the sculptor Mikeshin and the
mosaicist Kudrin (before entering the Academy,) and of
A. I. Kuindji (in "the Academy of Fine Arts,) Roerich
from the very beginning of his artistic activity worked
independently and reflectively, alone and apart. Some

of the names of his first works, * Yaroslavna’s Plea ”,

“ Kurgans” (1893), * Ivan Tsarevitch Comes Across
A Hut", * Sea Pirate ", * Carrying the Quarry '’ (1894),
“ In Byzantium ” (1895), *“ Morning of the Knighthood of
of Kiev” and * Evening of the Knighthood of Kiev ”
(1895-96), already define the circle of interests of the

artist, Russian antiquity, the creative restoration of its
forms on the basis of archaeological materials and memo-
rials of ancient literature. In itself such a problem was
nothing unprecedentedly new, but it was solved in an
unparalleled manner, without that state nationalism and
stage-property stylization which was paraded by Russian
“historical painting’ in the second half of the last century
(exclusive of such admirable exceptions as the creative
work of Surikov). Roerich’s principal ‘ graduation ”
picture,  The Messenger ’’ (1897) ; now in the Tretyakov
State Gallery), is far from displaying all those possibi-
lities which have been revealed in his ultimate creative
work, but it does speak convincingly about his wvast
pictorial talent, his free and bold technique, his strong
sincere lyricism, void of any banality in its self-revealment.
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This picture, as well as the following ones, “ Meeting of
the Elders” (1898) and “ The Campaign’’ (1899), bear
the character of ‘‘ historical provision ” in that aspect
which is inherent to all Roerich’s * historical oeuvre ;”
this is history without “history”, this is antiquity
perceived sntuitively, physiologically, and not patriotic
restoration. This is penetration into the universal through
the Russian, a penetration made possible solely by the
fact that in Roerich there is always present a feeling of
the “elemental-Russian’’ in contra-distinction to those who
have painted a tinsel “ Holy Russia.”

These three pictures, together with the next two,
“ Birds of Ill Omen” and * Building the Town,” compose
the cycle “ Beginning of Russia of the Slavs.” In 1900
Roerich journeyed to Paris for the purpose of visiting
the World Exposition and studying with Cormon ;
the French painter gave him a certain training in the
field of drawing, as witnessed by such work of Roerich
as “ Man with a Horn ”, “Models”, “ Idol”, “ Sea Gull”
(1900-01). He remained cold to the founders of impres-
sionism, greater impression was made upon him by Puvis
de Chavannes; he was pleased with Segantini, Besnard,
Latouche, Simon. Popular as he was in those years,
Boecklin impressed Roerich for less than the then little
known Maris. To this period is referred the reinforcement
in Roerich’s creativeness of those  principles of artistic
transformation ” of manifestations which were to lead to
the formation of his isolated, individual style.

Upon Roerich’s return to Russia, there were displayed
at the Academy exhibition in the spring of 1902 his
“Birds of Ill Omen ”, “Idols”, and *Strangers from

Overseas,” ‘“Red Sails,” pictures which impelled the
10
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public to speak more and more about the artist. There
breathed something fresh and new from them, from their
broad and vibrant decorativeness, from their poignant
austere melancholy, from their mysterious penetration
into a domain long avoided. And yet in these things there
was a remarkable combination of expressed “ stylicity "
with great veracity. V. V. Rozanov was on firm ground
when he wrote about the picture * Building the Town”
(shown in 1903 at the “ World of Art" exhibition, and
acquired by the Tretyakov Gallery to the murmur of
disapproving comment) :
If you in advertently stand too close to the picture, ins-
tead of people’s figures, you see a sort of whitish spots,
yet at the proper distance “Building the Town” produces
an impression of such naturalness and animation that
one is inclined to sniff the air so as to capture the lovely
scent of the newly sawed pine timber.
By those words Rozanov wished to express that amazing
combination of impressionistic expressiveness with realistic
strength such as constitutes the distinctive peculiarity
of the Reorich style. A sense of style as such still does
not in itself predicate an artistic creed, though the latter
is unthinkable without the former, likewise inconceivable
is a writer who does not know how to handle words and
is incapable of working out a manner of his own. We
know of a whole group of excellent stylists, most ac-
complished masters of form, who are identically lacking
in a true world-outlook. It cannot be said that they
completely lack a “ point of view ” toward the world ;
in the sense of style there is something immanently
philosophical, but the quality and quantity of philesophic
elements are inversely proportional to the cult of pure
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form. The more exclusively the artist’s attention is
absorbed by the purely formal, technical problems, which
lack any inner content, the more damage is inflicted
upon the development of his inner “ I"’; only a close bond
of technical training with the emotional driving force
of creativeness and philosophical interest communicates
real meaning and substantial significance to the artist’s
productions.

The creativeness of Roerich is without exception that
of a “world-viewer”. Moreover, he has none of the

?

or native narrativeness, in a word,

obtrusive ‘ literariness ’
tendentiousness and that pictorial “ arithmetic’” which
is so disagreeable in the works of the naturalist chronicler
or the painter—* Historiographer”.

In the past Roerich has sometimes been regarded
as an ‘‘ artist-archaeologist.” This appellation, of course,
has by no means covered exhaustively the essence and
significance of his creativeness. In this dry archive
designation the essential is left out; there is not even a
hint of that poetization of the Russian North, of that
““exegesis ' of Ancient Russia which inspirits the works
of Roerich apart from any archaeology. It is present
everywhere, in “ The Village” (1902), in * Building the
Boats ” (1903), in “Ancient Life ” (1904) and in a series
of studies done in 1902-05 in Novgorod and Tver
provinces; it is also revealed in the splendid decorative
works of the artist, such as the two panels, * The Prince’s
Hunt” (1902, in the Roman Palace, Voronezh province),
in church murals (1904-06), and in motifs dealing with
demons and enchantment, such as the pictures “ Sorcerers”,
“ Conjuration by Water” (1905), and “ The Serpent
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Princess ” (1906), which disclose to us * earth’s evil
side”.

The pictures *“ The Battle ” and * Morning " (1906),
studies of the Italian journey (same year), Finland studies
(1907), Rhine studies (1909 and 1912), Caucasian studies
(1913), a series of theatrical works—* Die Walkure ",
“Snegourochka ”’, * Prince Igor’’, “Le Sacre du Prin-
temps ', “ La Fuente Ovejuna”’, “ Peer Gynt ", * Tristan
und Isolde,” ¢ La Princesse Maleino,” and ‘ Soeur
Beatrice 7, the pictures, * Unkrada” (1909), ¢ Our Fore-
fathers ”’ (1911), “ Starry Runes ™’ (1912), ‘ Church Murals
in Talashkino” (1911-14), twelve panels for the Villa
Livshitz at Nice (1914), two huge panels for the Kazan
Station in Moscow (1915-16),—all this constitutes the
“steps of exaltation”, the important landmarks in Roerich’s
creativeness, about which many score pages could be

written and about which it is better not to speak at all
than to say a few fleeting words.

Is it not superfluous to say that the name of Roerich
has become a ‘ stylistic definitive ”’, that we often speak
about the *“ Roerich landscape ", ¢ Roerich colors”, * Roe-
rich clouds and hills,” finally about the ‘“Roerich mood ? "’
This means that the magic of Reorich’s style has so
taken root in our consciousness that at times it colors our
perception of nature. Such power has: only been given to
artists who are of the elect; in the history of Russian
art there are only two or three masters whose creative-
ness is so stylistically integral and * definitive 7. Thus
we speak about the ‘“Levitan landscape”, or the “Nesterov
landscape ”, far less frequently are recalled the * moonlit
nights 7’ of Kuindji, or the “trees” of Shishkin, perhaps
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for the reason that in them there is not that creative
intensity that willing self-revealment, such as one senses
in Roerich, Nesterov, and Levitan. And indeed, almost
humorously do we refer to such landscapes as those of
Aivazov or Klever, never naming them in a class with
those above mentioned. Not without reason has entered
into usage the ironical expression—* this is worthy of
Aivazov’s brush ”, as well as the disdainful reference to
Klever’s “ winters "’ with their “cranberry juice ”’ smeared
over snow. Yet certainly at one time these artists were
new, needed, and interesting. What is the point here?
Indeed, it is not only in the fact that Aivazov and Klever
were incredibly productive and that they cheapened
their creativeness with a countless multitude of banal
“variations,” (in the matter of productivity Roerich does
not yield to them), but also in the fact that they were
naturalists, slavishly bound to nature, to concrete objec-
tives; they knew not how to *read between the lines,”
nor to convey this to an observer. For the book of
nature reveals its secrets only to him who can * read
between the lines,” who sees under the many-colored veil
of Maya the ageless symbols, the forms of the eternally
existent, who under the multiformity of the temporal and
perishable is able to divine the permanent forms, who
recognizes under the mask the face.

)

Who of the contemporary Russian painters might be
compared with Roerich? In the sense of gravitation
toward the church motifs of Old Russia, Vasnetsov and
Stelletsky are akin to him ; in love of the earth Bogayev-
sky approaches him, in attraction to the unearthly,
Nesterov ; but none of these masters occupy nor will
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occupy in the history of Pan-European art the place
which Roerich has achieved for himself, and not for
the reason that they are less original (Nesterov cannot
but be considered original), but because their them-
atics or rather “scope” of portrayable manifestations is
more limited (not limited of course in its reprehensible
sense). Roerich has a greater scale of creativeness, wider
horizons ; the sedately disposed, narcotic church orthodoxy
of Vasnetsov, the rigid Byzantinism of Stelletsky, and the
ascetic anemia of Nesterov,—these would be for Roerich

as constraining as a narrow monastic cell would be for one
of the legendary Paladins. Perhaps in a certain sense
Nesterov is the closer to him, but not in the matter of his
themes but of spirit, of lofty spiritual order, but too this
parallel upon closer analysis turns into a parabola whose
limbs diverge into unfathomable distance, into * two
different infinitudes.” Nesterov is orthodox throughout,

and even nature is to him orthodox, monastic, delicate
and appealing, arrayed in unearthly purity. With all
the “ orthodox ” motifs which go into his works, Roerich
can by no means be called “ merely” orthodox; he is a
pantheist, “ pandemic, universal, firmamental”’, affirming
his Earth religion in which there can be no *partyism ”,
no separate “ religious sects ” and “ castes ”’; if you like,
all these melt away in occult depths of pantheism, they
are all encompassed by the one truth, known to the
illuminate and too often concealed from religious fanatics,
from the ‘ orthodox ” sectarians who glorify their own
patented truth and cannot see that truth is universal.
They do not see Truth with a capital letter, as so often
one does not see the forest for the trees. They incline
to say ; Roerich is not a philosopher, it is even uncertain
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whether he is a ¢ believer ’. We rather say ; he is more
than a philosopher, and more than a ¢ believer " |

Vv

Roerich’s earth is like the first mother, Cybele the
many-breasted ; his low flat mountains, round hills, arise
like the resilient breasts of woman predestined to nourish
all humanity. His landscapes distinctly indicate the
geological structure of the earth, they reflect the hidden
seismic forces which have sometime produced mighty
perturbations of the earthly crust. Looking upon these
beautifully sad vistas, these hills and slopes fading away
into the distance, you not only see their green mantles,
the patches of light and shadow, but you also begin to
grasp the hidden dynamics, the secret rhythm of these
clefts and hollows.

About the Roerich stones, clouds, and sunsets, one
could write a whole treatise if drawn to this theme, as
Andrew White was fascinated in his youth by * sun-
setology ”’, and later, by ‘rockology”. His stones are
dark and sad, proud and arrogant, modest and humble ;
his clouds light, guileless and joyful, or menacing, ill-
omened, solemn. His “ The Cloud ” (1913) embodies an
entire poem or story; the clouds in “ Prince Igor ” (1909)
are like to a grave foreboding a sinister silence; in the
“ Conquest of Kazan’ (1914) the clouds are saturated
with exultation, triumphal arrogance; a sharp cry to arms,
unwavering will-power fills the clouds in the pictures,
“ Arrows of Heaven —Spears of Earth” (1915); in the
picture “ The Messenger ”’ (1915) they bear good tidings,
promise of wonders, unexpected joy.
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The lighting in Roerich’s pictures has nothing in
common with the light effects of Kuindji, in it is nothing
of “transparency ”’ or ‘ magic-lantern effect ’ ; here color
and light are, as it were, inseparable, the strength of light
is determined by values, by density of color and its play,
and not by any lighting ¢ coming from without .

Roerich’s sky is never perceived by us as simply a

“ decorative background "’ ; it always has a positive reac-
tion on us. He can paint gloomy lowering skies which
inevitably call to mind the lines of Blok ;

The violet west comes closing down

As the press of a leaden hand;

Onward we hasten fatedly,

Fulfilling an austere will.

Perhaps these lines were written without any con-
nection with Roerich, but their lyric nature is entirely
adequate for many of his themes;

All are in mail and grayish cloaks,
Like fire the golden links;

In the north let us scatter the ashes,
To the south, the azure leave.

In Roerich’s architectural scenes, he shows a remarkable
ability not only for finding a felicitous visual angle upon
this or that architectural ensemble or individual memorial,
but also for sensing the meaning of the encompassed mass,
its “ponderability”’, weightiness, corporality ; in his treat-
ment of the surrounding landscape, the artist is so subtle
and thoughtful ; he selects the time of the year and the
time of day (and hence, lighting), the extent and character
of cloud arrangement, even the placing of the horizon line
with reference to the given architectural form and the
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composition encompassing it—all this is thoroughly
reasoned out and made sure of.

It would be pointless to argue about whether Ro-
erich is Christian or heathen. It may be heis a Bud-
dhist,—is it not all the same through what gates he has
arrived at his religion ? As media of religous cognition,
all forms of belief are alike effective if they “come
from beyond”, and they are alike ineffective if they
remain on the “surface” of the consciousness. There
is faith which is creative and faith which is wingless,
inert. For those who believe that the Christian creed
is the highest and truest path to salvation and who are
able to derive from this belief all the possibilities latent
in it, for those there is no other path, but this does not
mean that other paths are altogether non-existent.

The question of the nature of the ‘“‘artistic creed”
is one which is extremely obscure and complicated. In
defining the concept, ‘artistic creed”’, one must go on
from the fact that the mother of all philosophies, the Hell-
enistic, has been far from clear in separating the ‘“eidos”
from the ‘“idea’”, that is, visibility, externality, from
thought, from the spiritual essence, that much has since
been expounded in the creeds of certain German thinkers,
(Fechter et al.) as to affirmation of the dual, spiritual-
physical essence of being, in which spirit and matter
complement each other as the surfaces of a concavo-con-
vex mirror.

VI

Turning to the works of N. K. Roerich which are
now in the museums of the U.S.S.R., it can be said that
1
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we do not have a single large museum of art in which
the creativeness of this painter is not represented. We
are indebted to the October Revolution in this, that a
great number of works of art, among them Roerich pic-
tures, formerly kept secluded in the palaces and private
residences of the aristocracy, were made public property,
enriching our museums. It is enough to point out that
in 1904 the Russian Museum possessed only one of Roe-
rich’s pictures (“Birds of ill Omen”), while the Tretyakov
Gallery had two (“The Messenger” and “Building the
Town). Even in 1917, on the eve of the Revolution,
there were only two Roerich pictures in the Russian.

This situation was abruptly altered after the revolu-
tion in connection with the revival of museum building.

At the present time there are on exhibition in the
Tretyakov State Gallery the following works of Roerich;
“The Battle” (1905), “Putivl” and “Polovetsi Camp”
(sketches of the settings for “Prince Igor, 1908), Rostov
the Great (1903), “The Messenger (1894), “Red Sails”
and “Building the Town’. These seven pictures are
arranged in alternation with the works of K. F. Bogay-
evsky in the following order (going from left to right);
at the extreme left is placed the picture “Building the
Town”, then two Bogayevsky pictures, next are “Red
Sails” and ¢ Polovetsi Camp ", then ‘“The Messenger”
over a picture by Bogayevsky, then “Rostovthe Great"
and “Putivl”, then two Bogayevsky pictures, and at the
extreme right, “The Battle”.

On the whole the balance must be considered success-
ful, though it is always more agreeable to view the pictures
of a single artist in an “isolated” grouping than alternating
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with the works of other masters. The general conditions
of exhibition in the Tretyakov Gallery—a somewhat
inadequate lighting, lessened by cross screens placed per-
pendicular to the windows—reduce the effect, and certainly
in that room where the Roerich pictures are hung.

In the Russian Museum Roerich’s pictures are located
in the same room with the works of Stelletsky, K. F.
Bogayevsky, and A. Y. Golovin. The arrangement must
be recognized as a very sussessful one, and it would be too
bad if it were altered in connection with a future shift in
policy to a complex scheme of exhibition. . First of all
it is fortunate that the Roerich pictures are hung by them-
selves, that is, not intermingled with the others but occupy-
ing one whole wall of the room. Their order is as follows ;
in the upper-most row, (from left to right)—* Strangers
from Overseas ', “ Birds of ill Omen ", “Holy Island ";
in the next row—sketch of the setting for *“ Sceur Beatrice’’,
“ Summer Scene”, * Strangers from Overseas”, ‘¢ Pro-
copius the Blessed ”, “ The Messenger ”’; in the third row
—sketch of the setting for *“ Peer Gynt ”’;, “ The Heavenly
Battle””, * Monastery of the Resurrection in Uglich ”,
“Slavs on the Dnieper’, sketch of the setting for the
ballet “ILe Sacre du Printemp”; in the lowest row—
study of the setting for  Prince Igor "', *“ Lichens ", * The
Serpent Princess’’, sketch of the setting for “Snegourochka’
and “Earth Conjuration ”’. There are also ‘“ Babylonian
Furnace” and ¢ Blue Mural ”’. Besides the works on
exhibition there are others in the Museum’s reserve store.

In addition to the central art museums, many secon-
dary museums possess Roerich productions ; thus, for
example, in the Museum of the Moscow Theatre named
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for A. Bakhrushkin, there are the following works ; two
sketched for “Snegourochka,” three sketches and one
working draft for “Tristan und Isolde,” and a stage model
for “La Princesse Maleine,” These works are placed
in a group of the theatrical artist of the “ World of Art,”
including Shervashidze, Sudeikin, Dobuzhinsky, and
others.

There is a series of Roerich works in provincial
museums ; in Nizhegorod, “ The Spies’”’; in Vyatka,
“ Rhine Study ”; in Ufimak, ‘ Strangers from Overseas ”
and “Idols”; in Yaroslavl, “ The Valley of Yarila”, (in
the 1928 Catalogue of the Yaroslavi Museum, it is noted
that in 1900 Roerich worked in the Yaroslavl district,
studying the memorials of antiquity there; the studies
of this period, the church of Nikolas the Wet, the
Rostov Citadel, and others, are in America) ; in Smolensk,
sketches of murals ; in Odessa, “ The Omen; " in the Omsk

Museum, ‘ Building the Boats.”

The Roerich pictures which were in the late Archaeo-
logical Society (* Kurgans”) and in the late Archaeological
Institute (*‘ Old Ladoga ") were in 1929 transferred to the
Leningrad State University. In the Academy of Fine
Arts is “ The Cry of the Serpent.” At Bazhanov, Friezes
of Legends.

At the present time it is extremely difficult to deter-
mine the pre-war distribution of Roerich’s works among
the private collections of Moscow and Leningrad, for in
the following years of the revolution there occurred
repeated changes in the status of the private collections,
and many of his pictures changed hands more than once.
None the less it is possible to list several collectors who
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possessed Roerich paintings in pre-revolutionary time
and have not parted with them up to the present. Thus
there are Roerich works in the collections of F. F.
Nottgaft, I. M. Stepanov, M. I. Roslavlyov, V. Y. Kur-
batov, I. I. Brodsky, B. K. Roerich, S. P. Yaremich, and
many others.

We know that America is far richer in the works of
Roerich than the U.S.S. R—on the other hand, the
things of his which we have collected are the ones which
belong to the epoch of * storm and strife,” of the “World
of Art,”’ to those years when the “World of Art” won its
right to existence. This imparts special interest to the
Roerich pictures and makes them particularly valuable.




Printer; H. P. Bajpai
The KRISHNA PRESS
ALLAHABAD




Cnyumnocs Tax,uyTo SHAUMTENbHAR UACTH NMPOM3BeneHMA Pepnxa HAXOLUTCA B
AMepuKe ,0THENEHHAA OT HAC OT POMHHMY POCTOPaMM OKEaHa W HaM MOWTH HEeJOCTyl-
HaA /penposykuuA - He B cuet/, Ho,mo CymecTBy,Pepux - seafpen pyccruil us pyc-
CKUX, M Jame Oonee PyCCKuii,ueM camu DyCCKME: OFDOMHOS MHDOOUYymEHME ero, pacmy-
PEHHOE 1O KOCMUUECKNX MACHTAGOB,CUMBONMUYECKN MOKET GHTH 0003HaYeHO , K&K BCE=
0G'emnmee Cepaue PYCCKOe,XamHO BIGKYNEECA K MIDy, "KOCMOMONUTUYECKOE" cepnle.
I mucmeoOpasy Pepuxa - uHaue Heab3A ONpERENMTb 6r0 KapTHHH = CyTb MPOPHBH B
Roc;sg:nioaiénnﬁ KOCMOMONNTAUECKON MCTHHH, BoT moueMy B amoxy Benuuyafimero
BRUMARUA R MPOONEMaM BCEHADPOXHOCTH,BCEUENOBEUHOCTN, GDPATCKOTO eNNHEEUA - TBOP-
YecTBO Pepuxa NOIMHO duwb-oggae;;8 OIN3KO M NOPOTO E™pase—Coscios.

Pepux = XymO®HMR MHTEDHALUMOHANBHOTO BHAUGHMA yWE MPOCTO TOTOMY , YTO [Of =
JIMHRHE LEHHOCTN MCKYCCTBA BCErja MHTEDHALUMOHANBHH = €CAX He B (GOpMax BO3Leli-
CTBAA,TO B pe3ynbTaTax CBOEro BosnedcTBhA, IlyCcTh MUCTHUECKNE DIEMEHTH B TBOD-
uecTBe Pepmxa UyWIH MaTepPUaNNCTIYECKOMY MIDPOBO33DEHIMW
0BUECTAGHIOCTM, HO fake NNA NMO3UTUBHO-HACTDPOERHOTO yMa ACHO ,UTO MUCTHLU3M

Pepnxa He nMeeT HMUEro o6mWero ¢ TeM MOWMTHM,GynbBADHEM "MUCTHIM3MOM" AYPHOT'O

HeT ynajgsuyeckofi nemxonorum,c® TauHC TBEHHOCTL" Pepuxa BHWeE ¥ jyyme xomAYero

MUCTULN3MA; OHA JNERMT B caMoli OCHOBE ero CTHIMCTHYECHOFO cBoeobpasua, Jlexa=-

HEHTCKUA MUCTALMBM BTO - BUHO,pasbaBIeHHOE BOJO# uan caankoBaTHil panbCUPUKAT »

HepHoRHHN—Howrpe® Pepux me mpeT u3 CBOET'0 BAPAKCKOTO DOra PycToe M TEpPIKOe

BUHO THCAUMIE THI¢ wepmreediv o ‘3
ade

Pepnx = He ACKANEeHT,0H MeHee BCEI'0 ynamouyHuK:

HeNIb3A HE YyBCTBOBATPH B

er

0 MpPOM3BEeNEeHUAX BHOPOBHX, KPEIKMX KOpHEH "npuponoanMﬂ",Henbsa He ouyumars

HX rayGoxoii

JOOKOY 4enoseurocTy ACHOIO HEJIOMyLpIA, KOTOPOE HeMHCTMMO 3aMoN03PATh

HY : ‘

B Manefimei N3BPAllEHHOC TV , X&HKECTRE Yy B NMpoQarauuy Beaukux merun
(-]
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OTO MMA y®e NABHO GTaN0 OGO3HAUATH LENHH KOCMOC, @BOpUECKO) Bonel Xyom-
HUKA BHB3BAHHHI R RM3HM, - nexuii MMp 00pasoB rayoowafimero sHaueHmA , OL yme B
JeBHH Mynpocwbm B QHTHYHOM CMHCJIE CIOB&: COJMA €CTh M&CTepOTBO s YMEHBE
Co3naBaTh Bembj NONNMHHHE XYNOKHUKM HEZapoM MMeHywTcA y lluBmapa u ApmcroTe:

ng8 "smynpumn", f

B@emgfo HEBOJNBHO BCIOMAHAETCA,KOTNA 0003peBaemb TBOPYECTBO Pepuxa, npoHuK=-

HyTO® BHAHMEM Bemeyl BUIMMHX U oCaMueHneM Bemell HeBUOMMHX. ECTH HEUTO riy0oKO=
¢unocogcroe,CrnoKoiHO=Cepre3H0e B ero OTHOMEHMM K MUPY, OTO = XYLOXHUK 0e3
"ynua6rn", 6es "MrpuH", COCpenoTOUEHHHH I crpornii, "L Ernst ist das Leben .
cxasan I'ere; " ernst ist die Natur "y MOT OW noGaBuTh Pepux. IpeBHAA MaTs -
3emnﬁ,GeauonBHaﬂ,MHovooTpagaanaﬂ,Beman,Tonbxo Msdpaﬂgkﬁ owﬁ%ungzmaﬂ ceaHe
CBOM TaliHH = HeNM3MEeHHAaA TeMma Peprxa,HensMeEHaA ero aw60Bb, O MaHTEU3ME XYLOK=
HUKa, 00 ero apxauvyeckKoM CTume GHIO B PasHOe BpeMA CKA3aHO HE Maxo BEPHOI'O I,
BCE=TaKM, "raaBHaA mpaBna" o Pepuxe HEBHPa3UMa , KAK HEeBHPA3WMO,B KOHEYHOM CYe-
T, CONEPHAHNE "IyUmnX ero KapTUH: OHM OTKPHBAWT MOCBAWEHHHM TaKMe NaNN,BO3-

BOAAT NX Ha TaKWe BHCH,0 KOTODHX MOBOPMTH HET HANOGHOCTH W fame % BO3MOXHOCTH

BPEMEHHOTI'0,MOYTH MI'HOBEHHOT'0,BHYMEHNA CBOEIO OH YCTPaHACT BCAKYl HYKLY B
"nmureparype", CBA3HBATH Pepuxa ¢ xaruMm T0 "0 ACHATEJ bHHM TEKCTOM",C KaKo# TO
SenneTpuc TURON 3HAUMNO 6N BynbrapusupoBaTh CymHOCTb €ro TBOPUECTBA, 3LECh,
K&K ! BO MHOIMX ngxrnx CIyuaAxX MCKYyCCTBOBE[ nonmen OTPaBMUNTh Ce0A B Hamepe=

% HIAX: TOMOYB HOHMM&HMM Pepnxa MTOCKOJHH KO 9TP B €ro cunax,oH OdﬂaaH HO He noJ=

ReH HaBASHBATH "cnoero Pepnxa(ﬁqgnoaneﬂ~nnﬂanf‘npvnapMpvxwmb—«—*yimmﬁuﬁﬂr%
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3evna Pepmxe cnoBEO npavarepbs HuGena = MHOFOrpynads HEBHCOKNE MIOCKNE
I'OPH,O0KPYIJIHE XOJMH BO3BHINAKWTCH,NON06HO ynpignﬁhméﬂcxnm PpyLAM, TpefHasHaueH=
HHM HaCHTUTBH BCE 4enoBeuecTBO. llefisamy Pepuxa 0TUETINBO NOKA3HBAKWT K&K OH
reoJOTNMUECKOe CTPOEHUE BEMIN,0TpaxanT CHKPHTHE CefiCMUYeCKMUe CHJH,HeKorza cos=

~_£§BMH§\FD§§3§PBHH8 neprypéauny 3eMHQ nopu. CMoTpA Ha BTH npeﬁpaqﬁo nevanb-
HHE Janu,Ha 9TV LalleKO YXORAUME XOJMH U xocovops,nnnmnb He TOJBKO UX 3eleH-
HHe MOKPOBH,MATHA CBETV ¥ TEHN,HO W HAUMHAEWNDb MOCTATATb CHPHTYL NUHAMUKY,
TajlEH PUTM BTUX M3JAOMOB U BIAIWH,

0 pepmxXOBCHMX KaMHAX,00naKax ¥ 3aKaTax MOXKHO OHnO0 OH HammcaTh lLejoe Huc-
ClIefloBaHNe,€CNN yBIEUBCAUSTON TeMoii TaK,Kak AHppeli DBeaHii yBnexalnCA B WHOCTH
"sgxaTonorneil” ,a nosnHee,B AHM KaKTeOenbCKMe ="meTpomanuei",,y Hero eeTh
KaMHEJ MpAYHHE W IDYCTHHE,TOPIHE M 3aHOCUMBHE ,CKPOMHHE U NMpUHUXEHHHEe, 00JaKa
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Ocmemenne B KapTuHax Pepuxa He NMeeT HMUero OOMEro CO CBETOBHMM JdeKTa-
MU Kpkli@igs, B HeM HeT HMuero oT "TpaHcnapaHTa" Mau "Boawme6HOrO goHapA: LBET

M CBET 3NeCh Kak OH HEPA3NENbHH,CHJI& CBETaA ONpeneNAeTCA BaJepaumn, BaCHIje BHO =

CTbi0 KDACKN U ee urpoii,a He xakuMm HuGynb "M3BHe HOyWuM" OCBEWEHMEM,

He6o Pepmxa HmMKOTga He BOCMPUHNMAETCA HaMm,KaK mpoCTO "nEeKOopaTMBHHI (oH":

OHO BCErja aKTWBHO KeficTByer Ha Hac. DeTh y Pepuxa macuypHHe sakaTHhe Hebeca,

HeN30eMHO BHBHBAWNME B MAMATA CTPOKM Broxa:

"OnoneToBW/ samany rrerer,

Hax noxaThe NECHMIH CBUHLOBON.
Mu crmemmM HeM3MEHHO BIepen
VicnonHuTenu BOAM cyponog." P

MoxeT OHTb BTM CTDOKYM OHAN HANNCAHH MHee—BEHNed TBAU C KapTuHaMyu Pe=
PUKAE, ¥ UX INPAUECKAA MPUPOJA COBEDNEHHO AN3KBATHA MHOTHUM DEDUXOBCHAM TEMAM:

"Bce B KOJNBUYrax ¥ AHMHHX Mianax,
Hak oroHb 3070THE Konbuyrm,
PazBeraeM Ha ceBepe mpax,
Ocrasnfem nasypHOCTb Ha kre,"
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HymHO 11 TOBOPHTH O TOM,UYTO HMA Pepnxa CTaJ0 "CTHINCTUYECHUM Olpenen

"? OT0 3Ha-
"pepUXOBCKMX O6MAKax M XOJMax,HaroHel,0 "DepUXOBCKOM HaCTPOeHUM"?

YAT,UYTO MATMA PEPNXOBCKOTO CTMIA HACTOJNBKO yHOPeHmIach B HalleM CO3HaBuU, UTO
MOpOn ONpefenAeT Hame BOCTPUATHE MPNPONH. TaKad ?f?ffi naHa TOJNBHO M30paB-
HHM XVIOXHJAKAM: B MCTODMM PYCCKOINO MCKyCCTBA €CThb TONBRO [Ba TpM MacTepa,
TBODPYECTBO KOTOPHX CTONb Ke CTHIMCTHUECKNM LeNOCTHO M "ompegenuTenbHo". Tak,
MH TOBODPUM O "neBMTAHOBCKOM mnefizame",p "HecTepoBckoM mnefizame",ropasgo pexe
BenoMnEanTCA "nyRHHe Hounm" Hywup¥m uam "mumrvHCKUA "mec™, MoXeT OHTb,0TTOrO,

'yTo B HMX HET Tofl TBOPUYECKON HAMPAKEHHOCTHM,TOPO BOJEBOTO CaMoOOHapyHeHUA,

xakoe uyBcTByercAa y Pepmxa, Hecreposa, HGBMTaHau/¥P?ﬂ0~ﬂﬁ£?ﬂ”wﬂﬁpﬂUTﬁﬁ00ﬁM
OTBOCUMCA b X, TAHMM,, JOH3EMAC TAM; NaH-ALBOTOBCHENL <IN WA BE Py HUbAO P HE Gkl Bomer
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Kro craHeT oTpuuaTs,

V4

UTO y ®eroawe Pepuxa ecTh mnefisasu,koTopwe Bcedl COBOKYMHOCTBI M300pasnTenbHHX

SR

CPENATE = KOMMOBUUMEN , nuHAMUKOf ofHMX (GOPM M CT&TUKOH ADyT¥X, B3AUMOO THOWE =
HUEM IMHUY ¥ MATEH,rpanaliAMB CBETa M TEHN,COUE TARNAMYU ¥ [IepeNuBaMi Kpacox,
UX MOLHHM BaaumonelficTsnem,name camofl ¢pakTypoli mmcbma AefCTBYT , KaX BHYWEHUA
PEINTMOBHOTO nopAnka? lofnMHEO=-NCTOPMUECKAA RUBOMNCH eCTh,BMECTE C TeM, pe=
AUTAOBHOE MCKYCCTBO yXe MO CAMOMY ¢uronoruuecxroMy CMHCIy Ci0Ba "peauruna”,

n6o HCTOPHUECKAA KUBONUCH CBA3HBAET npounoe ¢ HaCTOAmMUM ¥ B JAYyUlinX CBOUX

NMPOABACHNAX HE TOJNBRO Boccoan

QwTv\rvaYuf vvﬂwtpo E#VWV(’

GCT MpOWNIOe,HO ¥ MPEeTBOPAET €ro B HOBYyl0 gefi-

. v - -=<il, A KHNPA NDPHPOIH PaCHpH=

BaeT CBOM TAfHH TONBKO TOMY,HTO ymeer "unTaTh Memmy CTPOR", KTO BULUT MOT

MHOT'OLBE THHM MOKPOBOM Maily M3Be wine CHMBOJIH,00DpasH BEUYHO=CYLET0,KTO Moy

MEOT006pasnemM BPEMEHHOIO M TIEHHOTO yMEET yramHBaTh HelnpexogAune obpasu, KTO
y3HaeT noj nmumHofi - 4uk,
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— Pepux . ..

IT0 UMA yxKe HaBHO CTaJ0 0603HauaTh Ile/blH KOCMOC, TBOPYECKOH BOJEH XyMI0¥K-
HHUKA BBI3BaHHBIH K MH3HHM, — LeJbIE MHpP 00pa3oB IyOoyadlero 3HayeHusd, OALY-
WeBMeHHBIA MYy0pocmbr0 B aHTHYHOM CMBLICHIe CI0Ba: CO(us eCTb ,MacTepCTBO“, YMEHbE
cO3/aBaTh Belllb: MOJJMHHBIE XYNOXHHUKH HexapoM uMmenyiorcs y [lumpapa u Apucro-
Tensl ,MYAPHIMH“. ApuCTOTe]b NOHHUMAaJA MYAPOCTb Kak ,JO0OPOTHOCTb HCKYCCTBA“;
IpPeBHHE TPaMMaTHK{ HENOCPeJCTBEHHO NpPHUPAaBHHUBAMM €€ K ,HCKYCCTBY“ M ,peMeciy‘.

Bricokoe ,pemecno“ Pepuxa OTMeuYeHO HECOMHEHHBIM M IIPOYHBIM 3HAHUEM.
Pepux — dwunocod, mynpomo6: 3HaHHe A HEro, Kak AJ BCAKOTO XYHAOXKHHKA,
O3HayaeT BHJEHHE, TOYHee — INpOBHACHHE. DBuaeHus u BuAeHHME JJs HEro Hepas-
IeJbHBL.

Ectp HeuTo ray6oko-tunocodckoe, CIOKOHHO-CEPbe3HOE B €10 OTHOLIEHHH K MHDY.
910 — XyHOXHUK 6e3 ,yablOKu“, 6e3 ,urpel“, COCpefOTOYeHHBIN U crporui. ,Ernst
ist das Leben“, ckazam [ere; ,ernst ist die Natur“, mor 6Bl no6GaBuTb Pepux.
HpeBusis Marp-3emssi, 6e3MOJIBHAs, MHOTOCTpajaibHasl, Beluas, TOJbKO H3OpaHHBIM
OTKpBIBAlOIIAsl Ceable CBOM TalHbI — HeW3MeHHas TemMa Pepuxa, Heu3MeHHas €ro Jio-
6oBb. O maHTeM3Me XyJOXHHKa, 00 ero apxanyeckoM CTujae OBUIO B pasHOe Bpems
CKa3aHO He MajJO BepHOro, M, BCe-TakH, ,TJaBHas npaBia“ o Pepuxe HeBblpasuMa,
KaK HEBBIPAa3MMO, B KOHEYHOM CcCdyeTe, ,COJAepaHHe* JYYLIUX ero KapTHH: OHH OTKPHI-
BalOT MOCBfILEHHBIM TaKHe NalH, BO3BOAAT MX Ha TaKHe BBEICH, O KOTOPBIX TOBODHTH
HET HaJOOHOCTH M Jaxe BO3MOXHOCTH HET TOBODHTb.

. [Nomnepbax.

e —————— -




H. Pepux. Bpamanympa.

W nocnanmeit-seicimum [lposugennem npet Pepux  mo mupy u rosoput. U

neJnaer.

— UYro rosopurt?

— Yro penaer?

Ha To, yTo emuHo Ha moTpeby, YTO €IMHO HYXKHO, BepHO, oueBHAHO. Orpomuas
MHTYHIHsS] XYAOXHHKA, HAUpPaBIeHHAad Ha MHp, JaeT YHCTeHIUHe, NHHAMHUECKHE CO3ep-
nanus camo#t IlpaBpel, camoit Mctumsl.

B wu3bICKaHHO¥, HECDPaBHEHHO XyJIOXECTBEHHOH ¢opMe, B 4YymecHBX 06pasax,
B MOMOLIMX KPacKax, BO BCeM O00CasgHHMM COBPEMEHHOH KyJbTYyPHOCTH, H3GPAHHOM, yTOH-
YeHHOW U BBHICOKOH, Pepux npuHec Mupy, BO MHOXECTBE CBOMX KaPTHH, TAKOE€ Hamps-
XeHHOe 4yBCTBO Ge3ycnoBHO¥ KpacoThl, Takyro CBexecTsb BredaTIeH  , TAKYIO CUSIIOILYIO
CBSITOCTb HACTPOEHHWH, KOTODBLIX JAaBHO, OYEHb JAaBHO He YyBCTBOBaJA 3alalHBIA MHP
B cBoeM obuxone. Eppomeiicknii, moxanyii, co BpemeH Bospoxmenus, a mup Awme-
PHKaHCKMH — eIllé HHKOrJa 3a BCe BpEMs CBOEro CyIlecTBOBAaHHSI.

Bcesonon MBanos.




Brinuia ¥ moctynuia B OPOLAXY

MoHnorpadus
P E B MiX

00JbIIIOe FOOMIEHHOe H3JaHHe.

Cratbu BceBonoxa HH  MBAHOBA

u 9. :FOJNJIIEPBAXA. .. Ceaue. 115

penpoaykiui, u3 Hux 10 S0 G60JBIIOro

¢opmMata B Kpackax — HOBEMHIIEro TBOP-
yecTBa MacTepa.

HEHA Ls 39— wm $ 7,50 (amep. mom.).

OBPAILLIATHECY: E. Ansevics, gramatu
tirgotava, Qertrides iela 37, Riga, Latvija.

» 1ookool“, Piarnu maantee 28, Tallinn, Eesti.

B nauaze 1939 Bhlfimer M mOCTYNHT B NPOXAXYy B TOM Xe M3IaHMH MOHOrpadus Ha
aHTJIMHCKOM $I3BIKe.




Hs_MaHyckpunTa MOHOrpaguu Vearopa, CTP.H8 MAHYCHKDUIITAS

B BuSopre 1918 rona BHam XYIZOXHVMK OXWH, Re3 xnerer, Rea apyse?., Ero numer

ero MNOoYMTATENb, €ro MEeUEeHAT, MMeT BCWAY M IAAEHHYM 06pa30M Ha 0a3a4pe:
Tyvza 10 OoH BHYzeT., -
HaxonuT oH XeHY Hukxonas KoHCTaHTHHOBHWYA, ExeHy VBaHOBHY. A 4epes Hee

HaXO0IHT M CaMaAro ero.




