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YAK 75.01

U. 10. lvauernko

HexkoTopbie 0COOEHHOCTH

BOCTOYHOM TEMATUKU B UCKYCCTBE
H. K. Pepuxa

B cmamve na npumepe kapmun H. K. Pepuxa 6ocmounoil memamuxu pac-
CMampuearomcsl ux Crodicemuble, KOMNOUUUOHHbe, KOAOpUCmuYeckue u opyaue
0CO0EHHOCMU, MECHO CBA3AHHBIE C MUPOBO33PEHUECKUMU 832A510AMU XY O0NCHUKA.

Karouesvte caosa: Pepux, kapmunst, Kusas Imuka, dyxoenocme.

nkojaii Koncrantuaosua Pepux (1874—1947) — Benukwuii pyc-
CKMIA XyMOXHUK, YYEHBII, MBICIUTE]Ib U OOLIECTBEHHbIN 1e-
atenb. OH BOIUIOTWI B CBOEM MCKYCCTBE MHOTHE OOpasbl pyc-
CKOM cTapuHBbI, PyCCKOU XXMU3HU U PYCCKOM KyJbTYphl. B TO ke BpeMsl, B €ro
JKMBOMHWCHU U JIMTEPATYPHOM TBOPYECTBE MPUBJIEKAIOT 00pa3bl, CBSI3aHHbIE
U C 3aMaJHOU KyJbTYpoii, U 0COOEHHO C KyJabTypoii BocToka, apeBHel U co-
BpEeMEHHON A3uM: ee Mpupoja, JIoAu, MaMITHUKKU TBOPYECTBA, TPAIULIMU
u T. 1. C paHHUX jJeT Peprx n3ydyana MCTOPHIO, apXeOJIOTHUIO, STHOTpapuIo,
HWCKYCCTBO, JIMTEPATYpPy, JOCTUTHYB B KaXIOU M3 3THUX 00JACTEN BBICOKMX
MMPAKTUYECKNX PE3yIbTaTOB, UTO OTMEJAIOCH €T0 COBpeMeHHMKaMu. OH Iity-
00KO nHTepecoBacs ¢unocodueit, 0CoOOeHHO BOCTOYHOIi, KOTOpasl TTOBIU-
s71a HA ero MUpoBO33peHue. He orpaHnunBasch MEXaHMYECKUM U3yYeHUEM
JKM3HM Pa3HbIX HApPOIOB, XyIOXHUK MMEN Iap I1ydOKOro MpOHUKHOBEHMUS
B MIpeAMET, HE TOJbKO B MUCTOPUIO M KYJIbTYpy, HO B caMylo Aylly Hapoja,
B €e U3BEYHOEe, HPaBCTBEHHOE HAYaJo, B eTo cepaiie. OTTOTo ero MCKYCCTBO,
a9To 00Jiee CEMU ThICSY XKMBOIMMCHBIX U TpacUUYeCKUX MTPOU3BEACHMI, a TaK-
>Ke 0oJiee ThICSIUU JIMTEPATYPHBIX OUYEPKOB CEro/iHsI MOMOTaloT U MO3HAHUIO
Poccuu, u apyrux ctpaH, KyJbTyp U HUBUJIU3ALUINA.
J1J1s1 MTOHMMaHUs )KM3HU, TBOPUYECTBA U BCEIi OOIIECTBEHHOM AESTEIbHO-
ctu H. K. Pepuxa BaxxHoe 3HaueHUe nMeloT puyiocodckre uien, KOToOpbiM
OH CJIEIOBAJ B KU3HU U B UCKYCCTBE. DT UICH CBSI3aHbI ¢ (prutocodueit 2Ku-
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BOI DTUKM, CO3JaHHOI ceMbell PepuxoB coBmecTHO ¢ Yuntensimu BocToka
Ha OCHOBE CMHTE3a 3alaIHON HAyYHOM MBICIA K BOCTOYHOM YMO3PUTEJILHOMU
¢dunocodpun. Yuurens Bocroka, Biaaaeromnye 3TuM CUMHTe30M, ganu B Ku-
BOI DTHUKE IIEJTOCTHYIO KapTUHY MMPO3IaHUSI B MHOTOOOpa3nu U B3aMMO-
NIEeUCTBUM BeeX (DOpM MaTEpUU U SHEPTUU, TIOHMMAaH1Ee TeCHOI B3aMOCBSI3U
YeJIoBeKa U KOCMOCa B X COBMECTHOM 3BOJIIOLIMH, TTIOKA3aJIM POJIb TyXOBHOM
STUKU YeJIOBEKa B DBOJIIOIIMOHHOM TIpoliecce. DTHKa, OCHOBaHHAs Ha 3aKO-
HaX KOCMOca, OTKPBIBAaeT YeJI0BEKY MyTh TPyHna, 3HAHUs, MOABMUIA, COBEP-
IIEHCTBOBAaHUS BCEX KaU4eCTB YeJoBeKa (COCTpamaHusI, MUJIOCEPIUsl, JOOPO-
JKeJIaTeIbCTBA, YMEHUSI COTPYAHUYATh U TIP.), YTBEPXKIAeT €ro CTpeMJICHHUE
K IIpekpacHOMy, HaKOHEII, HeCeT OCO3HAHUE BBICOKOTO MOHATHUS YUUTEIb-
ctBa. U Bce 310 B (pustocopuun XKuBoii DTUKM CBSI3aHO C KyJabTypoii. OHa
SIBJIICTCSI IOHATUEM, UMCIOIIIMM HEIOCPEICTBEHHOE OTHOIIIEHUE K TpaHIu -
03HOMY 3BOJIIOIIMOHHOMY ITPOIIECCY, IMMO3TOMY IPUBEPXKEHHOCTh YeJIOBEKa
HpPaBCTBEHHBIM 3aMOBEISIM JieaeT €0 KM3Hb 3BOJIOIIMOHHO 3HaYMMOoi. O06-
pamenue H. K. Pepuxa B cBoeM UCKycCTBE K BOCTOYHOI TeMaTUKe TT03BOJISI-
eT yBuAeTh BOCTOK B 60raTcTBe €ro ApeBHEM MBICIN, CBOCOOPa3UM TyXOBHBIX
TPaguLIMI U TIOHSITH €T0 MECTO B KyJIbTYPHOM HACJICINU YeJIOBEUCCTBA.

H. K. Pepux MHoro JieT myTeliecTBoBa no crpaHaM Boctoka, Oymyuu
VK€ COCTOSIBIIMMCS XYIOXXKHUKOM, MCClenoBaTesIieM U yueHbIM. Ero ¢ 1oHo-
CTU yBJIeKaja IpobyieMa KyJbTypHO-UCTOpUueckux cBsizeit Poccun u Boc-
TOKa, MUP KOYEBBIX IJIEMEH, IpeBHUE MUTpaliuu. B 3ToMm miaHe orpoMHOe
3HAYCHHUE MMela ero rpaHarMo3Has skcrnenuius B 1923—1928 rr. mo LleH-
TpanbHoU A3uu (Mumoun, coBerckomy Antato, Monronnu, Kurtaio n Tube-
Ty). DTa 9KCIIEAUIINS, a 3aTeM ITOCTOSIHHOE MpoKMBaHWe B UHANY B TeUeHHUE
noutu 20 JieT oYeHb MHOTOE Jajiu Pepuxy B ruiaHe rimyOOKOro MOHUMAaHUS
Mupoco3epliaHus BocToka ¢ ero oTHolieHHEM K YeIOBEKY M MUPY, OCO-
OCHHOCTEIT MEHTAJNUTETa BOCTOUHBIX HAPOAOB, UX MBIIIJICHUS U CO3HAHUS.
ITo mHeHu1o coBpemeHHuKa Pepuxa Bc. H. MBaHOBa Xyn0XXHUKY OTKPBLUICS
«KYJBTYpHBIN ayx Asum» [MIBaHoB 1992: 79].

Pepux-xynoxkHuk HeotnenauM oT Pepuxa-mbICIuTeNs, KOTOPbIA BEPUI
B BBICOKOE MpeaHa3HAYeHUE NCKYCCTBAa — IYXOBHO ITPOCBEIIATh YeIO0BEKa,
ITOTOMY €TI0 MCKYCCTBO TSTOTEET K OTPAXKEHUIO OOIINX CTPEMJICHUI HAPOIOB
K OCYIIIECTBJICHUIO T'YMaHUCTUYECKUX MI€aT0B: 3HAHUIO, KpacoTe, MyIPOCTH,
BO3BBIIIEHHOM M100B1. Hukomait Pepux, ucxons U3 npeacTaBleHU O 1ean
HMCKYCCTBa, TT0-CBOEMY pelllaJl B HeM MPo0IeMy B3aMMOACICTBUSI KOHEUHO-
ro (4emoBeka) ¢ OECKOHEYHBIM (KOCMOCOM), MIPOCTPAaHCTBA ((hU3MUECKOTO
U OYyXOBHOTO), BpeMeHU (€AWHCTBO U HECKOHYAEMOCTh XKM3HM) U B CBETE
9TOTO T¢ «CTPOUTEIbHBIC» MOMEHTBI, KOTOPBIC OBLIM CBSI3aHBI B UCTOPUU
YEeJI0BEYECTBA C CO3UIAHUEM. BCE 2TO HAAENMIIO €ro Xya0XeCTBEHHbIE 00-
pa3bl MOHYMEHTAJIBHOCTBIO, SITMYHOCTBIO, HPAaBCTBEHHBIM 3ByuyaHueM. B ero
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MMPOU3BEICHUSX, YTO XapaKTepHO Wi BocToka, OTCYTCTBYeT JUYHOCTHOE
HayaJo, TMOCKOJIbKY XYIOKHUK CTPEMWICS TIepeaaTh BBICIIINE CMBICIBI ObI-
Tus. B KapTUHaAX MPUCYTCTBYET 3CTeTHMKA BocToka: HeT cyeThl 1 Mpa3maHO-
CTH, YTBEPKIAeTCSI TOPXKECTBEHHOE BEJIMYME CO3MaBaeMOro obpasa, M caM
Mo cebe OH CTAHOBUTCS OOIIIE3HAYMMBIM CUMBOJIOM. B mpousBeneHusx Pe-
puxa MHOTO (hUI0CODCKOro CMBICHIA, TTOCKOJBKY XyTOXHUK Pa3MBIIUISIET
Haja oOpa3oM B KoHTeKcTe BpemeHu, a TouHee, Beunoctu u 6ecripeaeabHO-
CTU MUPOBOTO OBITHSI.

H. K. Pepux u3yyasn Tpaaulidu Kaxa0ro HalluoHaJIbHOTO UCKYCCTBa, OB-
JIafieBajl XyI0XKeCTBEHHBIMU TIpUeMaMM Pa3HbIX HAIIMOHAIBHBIX IITKOJI, UMesT
B OCHOBE MPUHLMIIBI PYCCKOM IIKOJIbI XUBOTIUCHU. Tak, B pa3BUTUMU HUCTO-
PUUYECKON TeMBbI y HEro HaOMIomaeTcsl He OOJMYEeHUE IPOIIUIOro, a B3I
B Oymyiee. DTHYecKasi OCHOBA CIOXKETa COUYEeTaeTCsl ¢ CTETUYCCKOM U BMe-
CT€ OHM TapMOHMUYHO JOMOJHSIOT APYT Apyra. XyI0oXHUK BbIOpa 1Jis1 CBOErO
HMCKYCCTBa 0COOBIN s13bIK, 110 MHeHUIO [1. d. bennkoBa, — 3T0 «<MHTEpHALIM -
OHAJIBHBIN SI3BIK TpekpacHoro» [bemnkos 2001: 256], MOHATHBIN KaXIoOMy
YeJIOBEKY U KaxXIOMy Hapomy. DTOT MOAXo IToMor Pepuxy BhIpa3uTh BBICO-
KO€ MyXOBHOE colepxKaHMe KyJIbTYPHBIX COKPOBUIL BocToKa, pacKphITh UX
obIIeUeIoBeYecKoe 3HaueHue UIst Bcero Mmupa. Eciu roBoputh 06 0coOeH-
HOCTSIX BOCTOUHOI TeMaTuKu B McKyccTBe Hukomnast Pepuxa, To MHOroe um
OBLIO IMOKa3aHO BIIEPBBIC B MUPOBOM KMBOIKMCHU. DTO, TIPEXKIE BCETro, 3arme-
yaTJieHUe IMPOKOU MaHOpaMbl a3UCKHUX MPOCTOPOB, HACKILLIEHHBIX 0CO00I
9HEPreTUKOM, BIUSIONIEH HAa BHYTpeHHUIA Mup vesioBeka. [lpoiinst 3emiu
Wumun (Jlamak, Kammup), Kuraiickoro Typkectana (CuHbL3gH), AnTas,
Monronuu, Tubera, XyqoxXKHUK 3ariedaTiies Bechb IMyThb 110 A3MU B KApTUHAX,
JKUBOITMCAJ TOPBI, TIepeBajIbl, 03epa, PeKU, ITyCTHIHU, MOHACTHIPU, IMaMsIT-
HUKU KyJIbTYPBI, ¥ IIEHHOCTD BCETO CO3IaHHOTO M — B TBOPUECKOM OCMBIC-
JICHUM BUICHHOTO U MO3HAHHOTO, M 3TO CaMo I10 cebe yKe CTalo BaKHOM
JaCThIO KYJIbTYPHOI'O HacIeAus YeJIOBEUCCTRA.

Kak Bo BpeMsI CBOero IyTelecTBYsI, TaK 1 B TTOCeAyIole roabl Pepux
MU3y4aj UCTOPUIO U KYJIbTYPY IPOXKMBAIOIINX Ha IPEBHUX 3eMJISIX HAPOIOB, UX
Tpagulinu, oObIYau, BepoBaHus, (hoNbKIOp. KapTUHBI XymoXKHNUKA OTpaka-
10T peaJIbHOCTh, C KOTOPOIT OH CONTPUKOCHYJICS B A3UM, U 3TO, TIPEXKIE BCETO,
oxuganue Haponamu Benukoro Ipumiectsust. OHo npuaeT B Mup ¢ BocTo-
Ka, U TaM ye TOTOBBI €ro BCTPeTUTh. B MHIMM XIyT Tpuxoaa TpsiIyiero
bynner — Matitpeiin, mycyabmane [lepcun, ApaBun, TypkecTaHa OXHIAIOT
MyHTazapa, 3alllUTHUKA YTHETCHHBIX HapOIOB, KOTOPHIN «B OJMKaiIem
OymyleM ITOJIOXKUT OCHOBaHUe HOBOI ape» [Pepux 1992B: 48]. MycynbMa-
He pacckasbiBanu Pepuxy o ToM, uto «B Mcdarane ctout 6enbiii KOHb, yKe
ocennaHHbli At Benukoro INpumectBus» [Pepux 1992B: 48]. Xpuctuane
Koyt Xpucta. OHU BepsT, uTo, Korga Cracuresb MUpa MPUIET, TO CUIOI0
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cBoero myxa OH moOeaUT 310 MUpPa U HAYHETCSI 31T0Xa BEJIMKOTO COTPYIHUYEC-
ctBa HapoaoB. Kynbt Maiitpeitn B A3uu IIUpoOKo pa3BuT. B ero uectsb cTpo-
ST XpaMbl, a 00pa3 MaiiTpeiin BeiceKaloT Ha cKanax. B kaptune «Maiitpeiist
[Mob6enutens» (1927) okoyio TTOTOOHON CKaJIbl CTOMT Ha KOJICHSIX JACBYIIKA.
Ona yBuzena B Hebe obJayHOe oOpa3oBaHME B BUAE MYAIErocsi Ha KOHE
BCaIlHMKA U, B3BOJTHOBAHHO IPIKaB PYKU K JIMILY, HaOII0gaeT 32 HUM, BOC-
MpUHKMas 3TO SBJIeHUE KaK 3HaK ckoporo [Ipuiectsus (puc. 1). B myreBom
IHEeBHUKe aKcneauunu Pepux 3anuceiBai: «Ha TpyIHBIX MyTsX, Ha OITACHBIX
TOPHBIX TIepeBaliaXx CTOAT M3o0paxkeHuss Maiitpeiin, CBeTioro OyayIiero.
Kro o3abotmics mocraButh ux? Kro morpymuncsa? Ho cTosit oHu, yacTo
TUTAaHTCKME, TOYHO HedeJIoBeYeCKM co3gaHHbie» [Pepux 19918: 198], «/IBe
PYKHM K HeOy, KaK 30B TaJIbHUX MUPOB. [IBe pyKu BHU3 — KaK 0JIarOCIOBEHUE
3emie. 3HawoT, Maiitpeiis uget» [Pepux 1992a: 93]. Dromy Bennkomy [Tpu-
LIECTBUIO XYOOXHUK TTOCBSITUJI TakKxKe 1IeJIyI0 CepUulo KapTuH «MaiTpeiis»,
I1e B 3alevaTJeHHBIX JIeTeHAaX 00beIMHMWINCH MPOIILJIOe, HACTOSIIEe U Oy-
Iyliee HapomoB A3HM.

B xaptunax H. K. Pepuxa mmpoko mpencrtaBiaeHa Tema CBSIEHHOM
3emiu, [llambanbl, 3aTepssHHOI B 'MManasix, oTKyaa THICSYEICTUSIMU TTPH-
XOIUT K YeJIOBEUECTBY BBICIICe 3HaHME. 3HaHUS o camoii IllambGane mpes-
HUe€, U3BECTHbIE UCITOKOH BEKOB. B HUX XXUBET MeuTa 06 0O0ETOBAaHHBIX 3EM-
JISIX M MYIPBIX JIIOISIX, TTOMOTAIOIIMX YeJI0BEYECTBY B €r0 ITOMCKAX MCTUHEI.
AHaJIOroM 3TOi CTpaHbI B PYCCKMX MPeIaHUsIX SIBJISIeTCS cTpaHa benoBonbe,
KOTOPYIO Ha MPOTSKEHUN MHOTHX BEKOB BILIOTH M0 HAIlETO BPEMEHU YXO-
IWJIM UCKATh ajTaliCKue CTapoBephbl. B maMsITHMKe MPaHCKOM JIUTepaTyphl
ABecTe yIIOMUHAETCsI CTpaHa, OKPYKEHHasI XpeOTaMU BBICOKOI TOphI Xapa
bepesaiiTu, KoTOpast BOCIpMHUMAETCS KaK LIEHTP MUpa, CBSI3aHHBIN C HeOe-
camu, paiickast OOUTeb.

MHoxecTBO iereH I, ocBsaieHHbIX [lambane, 3anuceiBan H. K. Pepux
B AKCMEIUIINY, CBUIETEIBCTBYS, UTO ITOHSITHUE «CBSIICHHOM CTPaHBI» IIPOIILIO
Yyepes3 BCIO UCTOPHIO YEJTOBEUYESCTBA U IO CHX IMTOP 0CO00 MOYUTAEMO UMEHHO
B A3un. B1o pealibHOoe MecTo B [ mManasx sisisier ooutensio Bennkux Yunre-
JIE, ¥ TaM COMPUKACAIOTCS IBA MUPA: 36MHOM M HAA3EMHBIN — «3€MHOI MUP
COIIPUKACAETCS C BBICIIIMM COCTOSTHUEM co3HaHus» [Pepux 1992B: 79]. Jlyu-
II1€ MBI YCTPEMJISIMCH B pa3HbIe BeKa Ha ITOMCKU 3TOTO MeCTa, HO He KaX-
nbiii Mor ero Hailtu. «Haiitu Hac, — roBopsT camu Yuurensi, — mpexuae
BCETO, HY:KHO He reorpadudecku, Ho B ayxe» [Hangzemuoe... 16]. CornacHo
9TOU (hopMyJie, OMHUM U3 TJIaBHBIX YCIOBUI TAKOTO MOMCKA OYIET IIIMPOKOE
CO3HaHMe, BMEIIAIoIIee KOHIICIIINIO JyXOBHOTO YUUTEIbCTBA U O€3rpaHuy-
HOCTH no3HaHusl. Pepux Takke oTMeuan npaktudyeckoe 3HaueHue [llamGanbl
1 HEOOXOIMMOCTD €€ HaydyHOro usydeHus. «Benmukoe monsrtue Lllamoanbr, —
IMcaj OH, — 00SI3bIBAaeT K HEIPEePHIBHOMY HAKOIIJICHUIO 3HAHUIA, 00SI3bIBACT
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K IIPOCBETIIEHHOMY TPYAY M IIMPOKOMY noHuMaHu1o» [Pepnx 2000: 64], oHo
«COOTBETCTBYET JIYYIIMM 3allaTHbIM HayIYHBIM UCKaHUSIM. He TeMHOTY Tipen-
paccynKkoB U cyeBepusl HeceT ¢ coboii Illambana, HO 3TO MOHSITHE TOKHO
OBITh TIPOM3HOCHUMO B CaMOi1 TTO3UTHUBHOM JJa00PATOPUM UCTUHHOTO YUSHO-
ro» [Pepux 19928: 85]. D1oii Teme, BepBbie TPO3BYYABIICi B MUPOBOM HC-
KYCCTBE TaK 3CTETUYCCKU MPUBJICKATEIbHO M YOSIUTEILHO B CBOCH peasb-
HOCTH, XYIOKHUK TMOCBSITHI HECKOJbKO KapTuH. OmHa M3 HUX Ha3bIBACTCS
«ITecnb o Hlambane» (1943). «<Ha poHe Be1MuecTBEHHOTO 3aKaTa, OCBEILIEeH-
Hasl ITypITypOM IIOCJIeIHETO JIyya, cBepkaeT B otnasieHnn CokpoBeHHast ['psi-
Ila, 32 HEe pacCTUIaeTCsl HEIPOXOAuMasi 00JIacTh, OKPY>KEHHasl CHETOBBIMU
rurantamu. Briepenu Ha TeMHOI ckane cuaut MoHroi — cam [leserr...» [Pe-
pux 2008: 32]. O6pa3 INeBua, BIOXHOBJIEHHOTO BUIOM CBSIILIEHHBIX TOP, OJIN-
30K 00pasy caMoro XymoKHMKa, IMTOCBITUBIIIETO CBOIO XKU3Hb, YCTPEMIICHUS
1 TBOPYECTBO HEOOBIUHOI TTeCHE, BOTIJIOIIEHHOM B €0 UICKYCCTBE U 30BYIIIEH
K Kpacote becrnipenenbHoii u Beunoii (puc. 2).

Tpaguuuu BocTouHOM MKoHomnucu mposBuiuch y H. K. Pepuxa B ce-
pum KapTuH «I'mManan». XymoXHUK OITyXOTBOPMJI M BOCIIEJ TOPHBIM MUp,
HAaITOJIHEHHBIN He3puMbIM [IpucyrcTBreM u MbIcibio BeeBbitHero (puc. 3).
['me-to 3mech, cpenu BeIMYECTBEHHBIX TOPHBIX XpeOToB, Haxomutces Lllam-
0aja, ocBsIeHHAsI MPUCYTCTBUEM Benumkux Yuuteseiil, 1 OTTOro «cepedpo
BEpIIUH... CHSIET elle IpekpacHee» |Pepux 1992a: 26]. Cam XymoxXHUK -
JIOCO(PCKM OCMBICIMBAJ BEJIUYECTBEHHYIO TOPHYIO CTpaHy, UTO IO-CBOEMY
cOJIMZKAeT ero ropHble Iei3axku ¢ MCKYCCTBOM TPaIULIMOHHOM KUTaicKoM
JKMBOITMCHY, OTHUM M3 €€ XYIOXKECTBEHHBIX CTUJIEH (CeM), ¢ TIOMOIIbIO KO-
TOPOTO TepeaacTCcs] BHYTPEHHSIS CYIIIHOCTh T'Op, MX aKTUBHAs Cuja, Uues,
3pPUTEJILHO BBIpaXKeHHAs B MX BeJIUYUM U Kpacote. OnmHako Pepux rmo-cBoemy
YCOBEPILIEHCTBOBAJ TPAIULIMOHHOE XYAOXECTBEHHOE MBILIJIEHUE B KOMIIO-
3ULIMU, KOJIOPUTE, MPOCTPAHCTBEHHBIX MOCTPOCHUSIX CBOMX JKMBOITMCHBIX
MPOU3BEICHUI, UCXOMS U3 IMMOTPEOHOCTEH NCTOPMIECKOTO BpeMEHHU U THha-
JICKTUKM 3BOJIIOIIMOHHOTO Pa3BUTHUS YeJI0BEUYECTBA, OTpaKeHHOU B 2KuBoit
Otuke. Cusonye BEpIIMHBI TOp Ha KapTUHax Pepuxa ycTpeMIieHBI B HE0O
1 HaTIPaBJISIOT MBICJIb YeJIOBEKa TyAa XKe, B KOCMUYECKYIO OeCIpeneIbHOCTD,
OTKPBIBAIOIIYIO 3HAHUS BCEM MCKaTeJsIM UCTUHBI. CompuKacasich ¢ HeOoM,
TOPHBIC BEPIIMHBI MOOYKIAIOT CO3EPLAIOIIETO MX YeJOBeKa K BOCXOXKIE-
HUIO, TJIaBHBIM 00pa3oMm, ayxoBHomy. ['mmanau, mo mbeiciu Pepuxa, mpen-
CTaBJISIIOT CO0OI HeMcuepIiaeMblii UICTOYHUK 3HAHUS. DTO MECTO /I Mac-
IITAaOHBIX HAYYHBIX UCCIIEIOBAHUI, TIOCKOIBKY 31¢Ch COOpaHbl YHUKATbHbBIC
MPUPOIHBIC YCIOBUS UISI pa3HOOOpPa3HOUl (hIopsl M (hayHBI, BCTPEUAIOTCS
1eJIeOHBIe MCTOYHMKM, Tel3ephl M BOAOMAAbl, HAOIIOMAIOTCS HEOOBIYHBIC
SJIEKTPUYCCKUE SIBJICHUSI, CBEUCHUS M 3apHUIIBI. 31eCh K¢ HAXOMUTCS ONUH
U3 TJIaBHBIX ITYHKTOB TepeceIeHNs] HapOIOB, UTO MTO3BOJISIET pacCMaTPUBaTh
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I'mMmanan He TOJIBKO B IITMPOKOM MCTOPUUYECKOM acIleKTe, B CBETe Mpo0IeM
STHOTEHE3a HapoaoB A3UHU, HO TaKKe M B IIMPOKOM KYJIbTYPHOM acIleKTe,
TaK KakK 37eCh IMPOXMUBAIOT HAPOIbl, TOBOPSIIIME Ha Pa3IMYHBIX SI3bIKAX U T -
aJleKTax, HOCUTENIM pa3HbIX KyJabTyp. Hakonen, Benukue Yuutens u momu-
BUXKHUKM TIPOXOIUIIN 31€Ch, IIPUKACASICh K UCTOKAM MYIPOCTU A31H, O YeM
IMOBECTBYIOT IpeBHUE TIpenaHusl. «I e xe HailTu ciioBa o TBoplie, ecliy BIKY
HecpaBHeHHYI0 KpacoTy ['mManaeB?» [Pepux 1991r: 175] — tak moeT uHmyc.
BriepBrie B MUpOBOIL xkuBomcH I'uMaian mpeacTaBieHbl TaK pa3HOOOpa3HO
U OOYXOTBOPEHHO, Kak 270 caenan H. K. Pepux, noysiyuuBiimii 3a cBoe TBOp-
4yecTBO onpenesieHue «Mactepa rop» [Conlan 1938].

OmuH U3 COBPEeMEHHUKOB Has3Bal Kpacku Pepuxa «pacriiaBieHHBIMU
YUCTEHIIMMU AparolieHHbIMU KaMHsIMU» [MBaHoB 1992: 89]. JleiicTBUTENb-
HO, MCTIOJIb3yeMasl XyTOXXHUKOM TeMIlepa MpeACTaBIsIeT CO00il IPpUPOTHBIN
IMUTMEHT, T10 SIPKOCTU ¥ YKCTOTE TOHA HAIIOMUHAIOLINI MHOTOLIBETHYIO MO-
3anKy. CBOMCTBEHHAsI 9TUM KpacKaM U3bICKaHHasl JeKOPAaTUBHOCTD, Yapy-
oII1asl TapMOHMST TOHOB COMXKAIOT B MCKycCcTBe Pepuxa Tpanuiium pyccKoi
U BOCTOYHOI XXMBOITUCH, IJIe OHU JTOTMOJHSIOT U pa3BUBAIOT APYT Ipyra, Co3-
naBasi 00pa3 ¢ TOHYANIIINMU TyXOBHBIMU HIOAHCAMU, Aeiasi ero MpeaeabHO
BO3BBIIICHHBIM. A TIOC/IONHOe HaHECEHUE KPAaCOUYHBIX MMUTMEHTOB CO3aJI0
Ha TT0JIOTHE OOBEMHBIIN U B TO K€ BpeMsl HEOOBIUHBIN CBeTIIIMiicSa adekT,
TaK KaK OJMH CJIOM 3p1MO U TOHKO TTPOCBEYMBAET yepes Apyroit. ZKupBomnuc-
Hasl TexHuKa Pepuxa momoraina emy mepenaBaTh INTyOOKOe TIPOHUKHOBEHUE
B MM TIPUPOIBI, OTHOIIICHUE K Hell KaK K YUCTOMY UCTOYHMKY XU3HU YeJI0-
Beka Ha 3emyie. OH pacKpbIBaJl CYIIIHOCTh BEJIMKUX TOP, KOTOPbIC HAITOMM-
HaJIM caMUM MHIWMIIAM O YeM-TO TOCTOSITHHOM M BEYHOM, IO MPU3HAHUIO
J. Hepy, 1 3TUM XyJ0XHUK BHEC CBOM HEOLIEHMMbII BKJIaJ B udyyeHue ['u-
MaJiaeB.

Benukum Yaurensim, MyaperiaM, MOIBUXKHMKAM, ITPOPOKaM, CBSITHIM,
MPOCBETUTENISIM Pa3HBIX BPEMEH U HapOAOB, YbM UMEHA 0CO00 MOUYUTAEMbI
B A3uH, OTKyIa B MUP MPUIIUIN BCE PEIUTUM U (UIIOCO(PCKIE YUCHUS; TEM,
KTO Ha pa3HbIX SI3bIKAX OTKPBIBAI MUPY IPaHU €AUHON UCTUHBI, OOBEIMHSIS
mpu 3ToM BocTok u 3aman, XymoXXHUK TTOCBSITU CEPUI0 KapTUH «3HaMeHa
Bocrtoxka» (1925). Dta cepust HarlAsIAHO MOKa3bIBAET, YTO LIeHUT BocTok 1 Ka-
KHMe MMeHa OH IMUIIeT Ha cBoux 3HaMeHax. Cpeau Hux — bynma, Xpucroc,
Marowmet, Mouceit, Kondyumii, JTao-11361, [Tanma Cam6xaBa, HarapmxkyHa,
Cepruii PagoHexckuii u npyrue.

Psan xaptun H. K. Pepuxa nocssiieH McTopuu U KyJbType MoOHToamu.
Ha monotHe «MoHronabckuii mam» (1928) 3ameuatieH ¢pparMeHT IpeBHE
MMCTEPHUHU, KOTOpask M O CETOMHSIIITHEro JHs COBEpIIAeTCs B PsAC MOHA-
cTeipeit Monroaun, a Takke Tudera 1 Muaun. ObOpalieHre K MUCTEPUATb-
HBIM CIOXXETaM B TBOPUECTBE XYIOKHUKA UMEET OCOOBIN CMBICII, TTIOCKOJIbKY
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B MHCTepUSIX (IPEBHECTUIICTCKUX, NPEBHEUMHIUNCKMX, IPEBHEHMPAHCKUX,
JIPEBHETPEYECKUX U AP.) YeTOBEK MMEI BO3MOXKHOCTD OLIYTUTh PEAIbHOCTh
WHBIX, 00Jiee BHICOKMX MUPOB, COMPUKOCHYTHCSI C MHBIM COCTOSTHUEM Ma-
TepUM U, KaK CIEACTBUE, MPMOOPECTH BHICOKWE 3HAHUS, YTOHUUTH CBOE
BOCHIPUATHE, TIPEOOPa3UTh U BO3BBICUTH CO3HAHWE, YTO HEOOXOIUMO €My
Ha CJI0XKHOM TyXOBHOM ITyTH.

B nBzKeHUSIX pUTYaIbHBIX TaHIIEB, MCITOJTHSICMBIX Ha TIIOIIAASIX MOHA-
XaMU 1 JIJaMaMM MOHTOJIbCKUX, MHIUMCKUX, TUOSTCKUX MOHACTBIpEl, KaxkK-
IIBIY XKeCT U ABMKEHUE UMen ocoboe 3HaueHue. B kaptuHe Pepuxa (puc. 4)
MaHaasa, ITIOCTPOCHHAs Ha 3eMJIe, HAalTOMMHAET TUTaHTCKoe Koyieco Bpeme-
HH, TI0 OKPYXHOCTH KOTOPOTO IO YaCOBOI CTpeJKe PUTMUYHO IBUXKYTCS
B MOJIMTBEHHBIX IMo3ax MoHaxu. OTHOI U3 TpaHeil oOpa3a koneca BpeMenu
SIBJIICTCS UMIesl cCaHCaphbl, KPYTOBOPOTA 3¢eMHBIX POXIECHUI U CMEPTeil, B Xone
Yero, CONpHMKacasiCh ¢ 36eMHOM M MHOM pealbHOCTBIO, YEJIOBEK ITOCTEITCH-
HO oOpeTaeT 3HaHMS O B3aMMOCBSI3U BpeMeHHOro u BeyHoro, MmakpokocMa
1 MUKpOKocMa. JIyXOoBHbIC HaKOIUICHHUS YeJIOBeKa ITO3BOJISIIOT €My, HaKo-
Hell, BBIMTU U3 caHCapUYECKOro Kpyra, TepeiTi Ha IpyTroil ypOBeHb OBITHS,
cTaTth Oosiee COBEpILIEHHBIM cyliecTBOM. [IpencTtaBisieT 0coObIil XymoxKe-
CTBEHHBII MHTEpeC TOT (aKT, YTO XYLOXHUK, MPOSIBIIsisS MAaCTEPCTBO B Oy/I-
IUICKOI MKOHOTpaduu 1 6e3yrpeyHoe 3HaHNEe KaHOHA, CO31aJl BHYTPU Kap-
TUHBI HACTOSIIIEe MKOHBI (TXaHKM), KOTOPbIE YCTaHABIMBAIOT HA TUIOIIAISIX
BO BpeMsI MucTepuii. Ha HUX IpHCyTCTBYIOT BBICIIIME OOXKECTBa OYAINIICKOTO
IMaHTEOHA.

MoHnronbsckuM croxetam H. K. Pepux nmocBsitui ceputo KaptuH «HuH-
ru3-xan» (1931), a Takke KapTuHy «Benukuii BCagHUK», MCIOJHEHHYIO
B TPAAULIMSAX MOHTOJILCKOM TXaHKU U MOJAPEHHYI0O UM MOHTOJIBCKOMY TTpa-
BUTENBCTBY B 1927 1. B Hell XymOXHMK CHMBOJMUYECKM OTpa3ui SIBICHUE
Benukoro BcamHmMKa Ha OTHEHHOM KOHE B OKPYKEHUM SIPKOTO TUTAMEHM,
MMPU3BIBHO TPYOSIIIIETO B CBSIICHHYIO pakoBUHY. B aToM BcamHuke Hapon
Monronuu oxunaet Brnanbiky [llamGanbl, osiBieHHE KOTOPOIO CBSI3bIBAIOT
C HACTYIUIEHUMEM HOBOM 2MOXU.

I'epoio ApeBHMX MOHTOJBCKMX, MHIUNWCKMX, KUTAMCKUX, THOETCKMX
3I0COB MOocBsIIeHa KapTuHa «['acap-xan» (1941), kotopast uzoopaxaeT Bo-
MHAa-0CBOOOINTENS, 3alllUTHUKA 00e3M0JeHHBIX. [Ibl1aeT He60 B KapTHUHE.
I'epoii ocTaHOBWII Ha CKaKy CBOETO KOHSI 1 IyCKaeT BAaJIb CTpey. DTa CTpe-
Ja (cMMBOJ BecTH Ha BocToke) c1oBHO TockutaeTcsl B Oyayiiee. JlelicTBue
BCaIlHMKA YCWIMBACTCS NBMKEHUEM OTHEHHBIX CITOJIOXOB, PacIIPOCTPAHSIIO-
LIMXCS TI0 BCeMy HeOy.

[ToMuMO reponvecKux CIOXETOB XyTO0XKHUK BOIUIONIA B KAPTUHAX IPY-
rve CLeHbl, OXBaThIBasi BCE MHOrooOpa3ue 4ejaoBeyeckoro oObiTus. B kapTu-
He «KpumHa. Becna B Kymny» (1930), mocsimenHoit MHaum, oH oka3biBa-
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€T MUCTEPUIO BO3POXKICHUS MPUPOILI B 3TOM 3allOBEIHOM MECTe, KOTopasl
MPOUCXOINT Kaxkmoil BecHoit. OT yapylolmx 3BYyKOB (bJICThI, HA KOTOPOIi
urpaet KpuiirtHa, npoOyxkaaeTcst K XKM3HU BCe XXUBOE: U IIpUpoAa, U JIIOIU.

H. K. Pepux co3naBan nojaoTHa B CTUJIE UHAWMCKOW MUHUATIOPHI. Ta-
KOBBI, Hanpumep, ero npousBeaeHust «IlecHb Bomomnana», «IlecHb yTpa»,
«ITecHp Mecsmia», «S3bIK ITUL» U JIp., BXxonsimue B ceputo «CHbI BocToka»
(1920), unu «Meutsl MmyapocTi». B «IlecHe yTpa» neBylIKY, BUTMMO, TONb-
KO BCTaBIIIYIO OTO CHA U BBILICAIIYIO U3 IOMa, IIPUBETCTBYET OJICHB (pHC. 5).
OO0pa3sbl HaJeIeHbl U3bICKAHHOM, YTOHYEHHOM TJIaCTUKOM, BO BCEX IBUKE-
HUSIX OIIYIIIAeTCSI TApMOHUSI, U CIOXKET OTBEYaeT CBOEMY MYy3bIKaJIbHOMY Ha-
3BaHUIO.

B xynoxectBeHHOM Haciienuu Hukonast Peprixa HeCKOIbKO KapTUH MO-
cBslIeHbl TubeTy, ero npupoe, NnaMITHUKAM UCTOPUM U JoasM. [IpeBHuit
Tubet — ocobast BEeTBb BCEMUPHOTO IpeBa KyIbTyphl. KaMeHHBIE TTOCTPOKY
THOETCKMX MOHACTBHIPEI BBICOKO B ropax CTOSIT KaK HEIIPUCTYITHBIC KPEIo-
CTH, KyZia HE TaK IIPOCTO JOUTH U OBITh TPUHSITHIM, Bellb 31€Ch B OMOJIMOTEKaxX
XpaHUTCSI MHOTO KHUT Ha IPEBHUX SI3bIKaX, W 3HAHUS 0C000 obeperaroTcs.
DT MecTa He ObUIM M3BECTHBI €BPOTICHCKUM YYEHBIM U IyTEIIIECTBEHHUKAM,
n omaromaps skcriennuuy H. K. Pepuxa Tubet BriepBbie Tak IpeacTaBiIeH
B MUPOBOI1 XkuBonucu. BeanyectBeH B KapTuHe Peprixa gpeBHUM XpaMOBbIi
koMmrutekc Ilorana (1947), 6wuiBiIas pesuneHus Jamaii-nam B cronuie Tu-
oeta JIxace. JIBopelr HAMOMUHAET O CBOEM co3/aTesie, 3aI0KUBIIIEM OCHOBBI
TUOETCKOM rocygapcTtBeHHOCTH, — [anaii-name [1gTtoM. Barisio xynoxHuka
Ha 3TO COOpYKEHUE He OT 3eMJIU (CHU3Y BBEPX), a C YPOBHS TOPHBIX XpeOTOB,
YTO CUMBOJIMYECKHU MTOMHMUMAET YeJIOBeKa HaJl TOBCEAHEBHOCTHIO, PACIIUPSI-
€T TOPU30HTBI €r0 BUJACHUS, U OOLLMIA BUL COOPYXKEHUSI CUMBOJIMYECKHU T1€-
penaeT TyXOBHYIO KPEemOCTh OYIINICKOTO YUeHUsI. B yIbpIOKe cTaporo sambl
Ha OIHOMMEHHOI KapTuHe «Jlama» (1941) omrymaercs riaybokass MyIpOCThb
MHOTO I[TO3HABILIETO YEJI0BEKA, XPAHALLETO ThICAYETIETHUE KYJIbTYPHO-1YXOB-
HBIE TPAIUIIUM CBOETO HAPOIA.

Heckonbko xkaptuH H. K. Pepuxa mocssieHbl croxkeTaM, CBSI3aHHBIM
¢ ucropueit u xKynbrypoii Kuras. Kaptuna «Kondyuuit CrnpaBeniuBbIii»
n3 cepum «3HameHa Boctoka» (1925) moBecTByeT 00 Yuurelse, KOTOPHIi
Mpenoaaa Hapoay OCHOBBI IyXOBHOI m10oOpoaeTenu, CpaBeIIuBOCTH U MY-
JIIPOCTU, HO ObUT BBIHYXKIIEH ITOCTOSIHHO TIePEABUTAThLCS IO CTpaHE B CBOCH
KOJICCHHUIIE OT TpeceIOBaHUI HEBEXKECTBEHHBIX COOTEYECTBEHHUKOB. DTOT
IMOKa3aTeIbHBIA MOMEHT B XKM3HU BEJIMKOTO (puocoda 3amevariacH XyIoxX-
HUKOM B KapTuHe (puc. 6). «KojecHulla He M3rHaHMS, a JOCTUKEHUsT» |Pe-
pux 19916: 89], — Tak oueHnuBan Pepux HpaBcTBeHHBIN oaBur Kondymus,
UMSI KOTOPOTO M 3alOBeAM Tepexkuian TeicsuenaeTus. Kaptuna «Jlao-11361»,
TakKe BXOIsIast B cepuio «3HaMmeHa BocTokar, mpeacTaBisieT pyroro Ku-
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TaliCKOro Myapelia, KOTOPbIil TPaIulIMOHHO U300paXkaeTcs eayluM Ha Oyii-
BOJIe M CO CBUTKOM B pyKaX. DTO HMYTO MHOE, KaK CO3daHHBIN Jlao-1136I
TpakTaT o [lao, Iyt 4yeaoBeKa K 0OpETEHUIO UCTUHEI.

MHorue CroXeThl KapTUH ObLIM HaBESIHBI BIICYATICHUSIMU OT MPEObI-
BaHust Pepuxa B 1934—1935 rr. B MaHbpwKypckoit akcnenuiiuu. KaptuHa
«I'epouka Kutas» (1935—1936?) nzobpaxaeT BOMHA, CTOSILErO Ha OMXHOI
U3 CTOPOXEBBIX OalieH Benukoit Kutatickoii cteHsl (puc. 7). O6pa3 BouHa
HeoObrueH. KoMImo3uimonHo ero ¢purypa Kak OyTo CoeIuHsSIeT cO00Ii Hava-
JIO ¥ KOHEIl CTeHBI, MPOTSHYBIIICHCS 110 XpeOTaM U CKJIOHAM Top Ha OIpOM-
HBIE paccTosTHUS. ETo pyKu KperKo CxKUMaroT Opykre, U OH TOTOB OTPa3UTh
moboe HamectBue. O6pa3 Benukoii crenbl Kurast acconumpoBalcs y xy-
TIOKHMKA ¢ TeM, 4To nejan KoHby1mii Kak BeIpa3uTeIb yXOBHOM CHUJIBI CBO-
ero Hapona. «ObopaunBasich Ha Beaukyoo cTeHy, — mucai OH, — MBI OIISITh
BcriomuHaeM KoHdyums, kak npusHak Kutas» [Pepux 19916: 91]. B atom
cliyyae obpa3 ¢uitocoda cTaja CUMBOJOM BOMHA M 3alllUTHUKA, KOTOPBIiA
B IyXOBHOI OUTBE 0OeperaeT KyJAbTypHbIC IIECHHOCTH CBOSH CTpaHBbI.

B xaptune «Ornum mo6enb» (1940) 3areuyaryieH CTapuMHHBIIN OOBIYAIA,
KOTIJa B yIAJCHHBIX MECTHOCTSIX B ITyCThIHE ['00M JTIOMM 3aKUTaIN YCIOBHbBIC
OTHU Ha JO30PHBIX OAIIHSX, YTOOBI OBICTPO OMOBECTUTH IPYT Ipyra O Ka-
KOM-TO BaxkHOM COOBITHH. « Kpome reyaTHOro 1 oyToBOro CJI0Ba, — IKcall
Pepux, — ecTb Bcsakue cooOiieHus 6e3 mpoBonoB. brictpee Betpa. B enm-
HOM B3/I0X€ TIEPEHOCSIIINE TI0 MUPY ¥ PAIOCTh, ¥ CKOPOb, M TIOMOIIb» [ Peprx
19926: 146]. B nBrkeHUU 4eI0BEYECKOM MBICJIM, HAIIPaBJISHHOM Ha 0J1aro,
XYIOXHUK yCMaTPUBaJl 3apOXKIEHUE HOBOTO MTOBUTA.

Pan xaprun H. K. Pepuxa nocssieH Kyabtype MpaHa. XynoKHUK ObLT
BOCXMUILIEH €r0 OAPEeBHEM KYJIbTYpOM, JABIIEH MUPY MHOTUE 3aMedaTeIbHbIC
JKU3HEHHBIE 00pa3bl. «CKOJIbKO MPOHUKAIONINX B ceplle 00pa3oB 3areyaT-
sieHo B ucropum Mpanal» [Pepux 1995: 134], — nucan Pepux. «Camo mory-
yee cioBo MpaH, He HAITOMHUT JIU OHO O MHOTOM MPEeKPacHOM, TOCTOMHOM
COXpaHEHUS BHE MPEXOMISIIIMX BEKOB; HE HAITIOMHUT JIM O IBYX C IMTOJIOBUHOM
THICSTYESIETHE ! MCTOPHH, BO BpeMsI BOJIH KOTOPOI TOCYIapCTBO yIAEPXKaJIOCh,
a Terepb ¢ 0CO00I ICHOCTHIO MBICIMT O caMOCO3HaHUU. Pa3Be He mpekpac-
Ha “Knwura Llapeit”, co3maHHas MOIIbIO BEJIMKOTO IO3Ta, BBIPA3UBIIETO
npaHckoe camoco3HaHue?! MckonHas 6opbba CBeTa U TbMbI; 3TOT ITPOOO-
pa3 yJacTus 4yejoBeKa B YMHOXEHHHU H00pa M 371a 3ameyvaTyieH B IpeKpac-
Hoit cumBoauke Mpana» [Pepux 1995: 133]. B kaptune «3opoactp» (1931)
M300paKeH APEeBHEUPAHCKUI TTPOPOK, MPOITOBEIHUK, MOJTYYUBIINA Ha BbI-
cokoit rope boxkectBeHHOe OTKpOBEHHE, KOTOPOE COIMPOBOKIAIOCH SIBJIC-
HHUEM OTHS orpoMHOI cuiibl. Ha ocHoBe OTKpOBEHMS OBUIM CO3MaHbl KHUTH
ABecTBI, yueHUs 0 0J1aroit Bepe 1 HpaBCTBEHHOM COBEPIIICHCTBOBAHUU, KO-
TOpOE IIMPOKO BOIILIO B HApOIHOE co3HaHMe. Ha KapTuHe mpopok mu3obpa-
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>KEH CTOSIIIIMM Ha TOPHOI BEPIIMHE U AepXKaIlluM B pyKax Jallly ¢ OTHEM KakK
CUMBOJI 00XECTBEHHOI 3HEPruu, U3IMBAIOIIEHCS U3 Jalyu B Mup (puc. 8).
CBeT 3TOro OTHS 03apsieT BCe IMPOCTPAHCTBO BOKPYT, U CaMO IIPOCTPAHCTBO,
HaIIUTHIBAsICh CBETOM, CTAHOBUTCS OJIarogapst 3TOMY ITPOBOITHUKOM BBICIITHX
3HaHuit. B KynbTypHO-UcTOprYyecKoM Hacieauu Bocroka Hukonait Pepux
oOparaics K UpaHCKUM 3IUYECKUM CIOXeTaM, CO3MaHHBIM 3HAMEHUTHIMU
nepcuackumu nostamu Oupnoycu 1 Huzamu. Do HallIo oTpaxkeHUe B Ta-
KHUX ero KapTuHax, Kak «Mckannep u otieabHUK» (1938), «['uctacm» (1938),
«Xocpos u lupun» (1938), co3maHHBIX IO MOTUBAM JIUTEPATYPHBIX MAMSIT-
HuKoB «lllax-Hame» n «Xamcé» B CTUIE TEPCUICKOIN CpeIHEBEKOBOM MU-
HuaTiopbl. OnHA U3 XapaKTepHBIX OCOOCHHOCTEM KaK 3TUX MMHMATIOP, TaK
U KapTuH Peprixa — ropsl Ha 3aMHEM TUIaHEe, KOTOPBIE CIIy:KaT (POHOM IIPO-
HUCXOMSIIEMY U BBISIBIISIIOT TYXOBHBIM acIeKT COAEPXKaHUS MPOU3BEACHMUS
(puc. 9). Uckanaep, mapb ¥ MOJKOBOAECII, OeCenyeT C OTIIECIbHUKOM, TTOCTH-
rast MyJIpocTh, HEOOXOIMMYIO eMy JUISl YIIpaBlIeHUs rocynapcTBoM; [ucTacr,
MEePCUICKUI 11apb, OCTAHOBUB KOHSI Y OOJIBIIION KPEeMOCTH, BHUMAET CJI0BaM
YeJIoBeKa, CTOSIIEro Ha ee BepXy. Bo3aMoXXHO, 4TO 3TO caM IMPOPOK CUMBO-
JIMYECKM BO3HECEH Ha OalllHIo, TaK KaK BO BpeMeHa [ ncracma yueHue 3opoa-
cTpa IMMPOKO PacIIPOCTPAHSIIIOCH, U TIEPCUICKUI ITaph ObLUT €ro IMIPUBEPKEH-
ueMm; Iupun conpoBoxnaer Mapxama, KOTOPBIA B J0KA3aTEIbCTBO JII00BU
K Hell 1o npemioxeHuto Hapss XocpoBa OJHON KUPKOK MpOOUBAET B ropax
MPOXOJI K peKe, Boay KoTopoii xkayT moau. Kaptunel Pepuxa HecyT B cebe
MOIIHBIA 3THYecKuii moTeHIraa. C IIOMOIIBIO 00pa3a XyIOKHMK ITOKa3bIBa-
€T, U3 KaK1X UCTOYHUKOB ITPAaBUTEIb CTPAHBI MOJDKEH YepIiaTh CBOM 3HAHMUS,
KaK CHUJIOI0 JIIOOBU UEJI0BEK MPEOa0IeBACT HEMBICTUMBIC TPYAHOCTH U T. 1.

Tak, B pasHBIX MCTOPUYCCKMX BpeMeHax, TreorpaduIecKux IIpo-
CTpaHCTBax, KyJbTypax, Tpaguuusax npounioro H. K. Pepux o6pamancs
K BEYHBIM IIEHHOCTSIM (3HAHUIO, KpacoTe, MYIPOCTH, JIIOOBU, TTOIBUTY),
KOTOpBIC IIEHWJINCH Y BCEX Hapoa0B, 0cobeHHO Ha BocToke. CoriacHo ¢u-
nocodckuM uaesam 2KuBoit DTUKM, 3TU LIEHHOCTU BO Bce BpeMeHa (dop-
MHUPOBAJIU IIyTh COBEPIICHCTBOBAHUS M TYyXOBHOI 3BOJIIOIIMM YEJIOBEKa,
Hapopa, Mupa.

S3bIK xkuBonucHu Peprixa — 3TO SI3bIK BCEUETIOBEYHOCTU, KOTOPHINA 00b-
enuHseT Haponsl BocToka n 3amaga B MX TBOPUYECKUX CTPEMJICHUSIX U HUC-
kaHusx. Korma xynoxxHuKa CIipocuiv, B 4yeM ominyue 3amana oT Bocroka,
TO OH oTBeTUN: «Jlyuine po3sl BocToka 1 3amama oqnHaKoOBO OG1aroyxalooT»
[Pepux 1991a: 80]. 1 ero obpaiieHue K mponuioMy cTpaH BocToka cBsiza-
HO C T€M, YTOOBI 3pUTEJIb OIIYTHI 3TO TYXOBHOE «OaroyxaHue» A3uu, He-
obxomumoe I OyAyIIUX CBEepLICHUN M IOCTYKeHUi. Bymyiee Hapomos,
o yoexneHuto Pepuxa, ClIOXKUTCS Ha yBaXKEHUU K 3TUM LIEHHOCTSIM, CTPEM-
JICHUM K HUM Pa3HbIX TOKOJICHUH, UTO OOBEAUHUT B CEPICUYHOM B3aMMOIIO-
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. 10. IpsiueHKO
HexkoTtopblie ocobeHHOCTH BOCTOUHOU TeMatuku B uckycctse H. K. Pepuxa

HUMaHUM UX TOTOMKOB U PEIITUT CyIbObI MUpa. DTO OyIeT peanusaiueil Tou
BO3BBIIICHHOW MIEH, KOTOpasi IIPOXOIUT CTepxkHEeM B dunocobun 2Kupoi
DTUKU, YTBEPXKIAIOIICH KOHIIEIIIINIO BEJIUKOIO €IMHCTBA B TAPMOHUYHOM
B3aMMOJICHCTBUM YeI0BeKa, IJIaHEeThl M KOCMOoca.

XapakrtepHo, yto Muausa nepsoit npuszHana B H. K. Pepuxe Yuwutens,
XOTsI BO MHOTHUX CTpaHaX XYIOXHHMK yIOCTaMBaJiCSI BBICOKOTO MOYMTAHMUS,
KOTOpPOE BBI3BIBAJIO B JIIOASX €r0 MCKYCCTBO U MUpOBo33peHue. «Kyma Obl
oH (Pepux) Hu xonun no Asuu: B Tubere, B Jlamake, B Cukkume u bxyra-
He, B LleHTpanbHoil A3uu 1 MoOHroiauum, — Be3le ero BCTpeyau CO 3Ha-
KaMH 0CO0O0To MOYUTAaHUSI, TOBEPUS U JTIOOBU, PEIKO OKA3bIBAEMBIX UyXKe-
cTpaHuiaM B 3Tux ctpaHax» [benukos 2001: 233]. UckyccTtBo Pepuxa ObLI10
MpU3HaHO B MHIUM «HALMOHAJIbHOM ropaocthio» [benukos 2001: 256], ero
Ha3BaJIM «IIEPBBIM PYCCKUM TTOCIOM KpacoTel» [benrukos 2004: 54| u «pyc-
ckuM Pumm» [Pepux 2001: 713], TBOpeHUST KOTOPOTO HECYT YEIOBEUYECTBY
«ryxoBHoe nocyanue» [Pocank 2004: 64], 06aeueHHOE KpacOTOM MBICIIH €TI0
coznareJisl M MOBJIUSIBIIIETO HAa CO3HAHNE MHOTHUX KYJIBTYPHBIX IesSITeNIei 3TOM
cTpaHbl. B mHmmiickoit mpecce ObLIN OIMyOIMKOBAaHBI COTHU JINTEPATYPHBIX
ouepkoB Pepurxa, MHorme m3 HuX IOCBsIIEeHH BocToky. CBsi3b XXUBOIM-
CH U JUTepaTypbl — B Tpamuiuu BocToka, a ouepKu XymoKHUKa HE MEHee
IMO3TUYHBI, KaK U €ro KapTUHBI Ha XOJICTe, U BMECTE OHU TOIOJIHSIIOT APYT
Ipyra ¥ yCWIMBAIOT 00OIlee BIeyaTieHue. «JlyxoBHoe mociaaHue» Pepuxa,
Hecylllee UCTUHHBIC 3HaHUS 0 BocToke, KOTOPBIN OTKPBLI eMy CBOE Cepilie,
YK€ MHOTO JIeCSITUICTUI BBI3bIBACT HEIOANEIbHBII MHTEPEC Ha ero poIuHe,
B Poccun, KoTopoii oH npuHec «0j1aroyxaHHylo» BecTb BocToka, cruenas ee
OJIM3KOM 1 TTOHSITHON PYCCKOMY CEpAIly M 000TaTUB €10 HE TOJIBKO PYyCCKOE
HMCKYCCTBO U KYJIBTYPY, HO I BIOXHOBJISISI €10 HAPOIBI MUPA.
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Irina Diachenko

Some features of oriental themes
in the Roerich’s Art

In the article examines the subject, compositional, coloristic and other features
of the N. Roerich’s pictures Eastern theme that are closely related to the artist’s
ideological views.

Keywords: Roerich, paintings, the Living Ethics, spirituality.

thinker and public figure. He embodied in his art many images

of Russian antiquity, Russian life and Russian culture. At the
same time, in his paintings and literary works attract images associated with
Western culture, and especially with East culture, ancient and modern Asia:
its nature, people, monuments of creativity, traditions, etc. From an early age
Roerich studied history, archaeology, ethnography, art, literature, reaching in
each of these areas of high practical results, as noted by his contemporaries.
He was deeply interested in philosophy, especially Eastern philosophy, which
influenced his worldview. Not limited to the mechanical study of the life of
different peoples, the artist had the gift of deep penetration into the subject,
not only in history and culture, but in the very soul of the people, in its eternal,
moral principles, in its heart. That is why his art, which is more than seven
thousand paintings and graphic works, as well as more than a thousand literary
essays today helps to understand of Russia and other countries, cultures and
civilizations.

Philosophical ideas that he followed in life and in art are important for
understanding the life, creativity and all social activities of N. Roerich. These
ideas were connected with the Living Ethics philosophy, created by the
Roerich family together with the Teachers of the East based on the synthesis
of Western scientific thought and Eastern speculative philosophy. Teachers
of the East, who possesses this synthesis, given in the Living Ethics a holistic
picture of the universe in the diversity and interaction of all forms of matter

Nikolay Roerich (1874—1947) is a great Russian artist, scientist,
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and energy, understanding of the close relationship between man and cosmos,
in their joint evolution, determines the role of the spiritual ethics of man
in this evolutionary process. Ethics, based on the laws of the cosmos, point
out the way of labor, knowledge, feat, improvement of all human qualities
(compassion, mercy, goodwill, ability to cooperate, etc.), affirms his desire
for Beauty, finally, carries the awareness of the high concept of Teaching.
And all this in the philosophy of Living Ethics is connected with culture of
man. It is a concept that is directly related to the grandiose evolutionary
process; therefore, a person’s commitment to moral precepts makes his life
evolutionarily significant. Roerich's appeal in his art to the oriental themes
makes it possible to see the East in all the richness of its ancient thought,
the originality of spiritual traditions and understand its place in the cultural
heritage of humanity.

N. K. Roerich traveled for many years to the countries of the East, being
an established artist, researcher and scientist. From his youth he was fascinated
by the problem of cultural and historical ties between Russia and the East, the
world of nomadic tribes, ancient migrations. In this regard, his grand expedition
to Central Asia (India, Soviet Altai, Mongolia, China and Tibet) in 1923—28
was of great importance. This expedition, and then permanent residence in
India for almost 20 years, gave Roerich a deep understanding of the world
outlook of the East with its attitude to man and the world, the peculiarities of
the mentality of the Eastern peoples, their thinking and consciousness. In the
opinion of Roerich's contemporary Vs. Ivanov, the artist discovered a «cultural
spirit of Asia» [Ivanov 1992: 79].

Roerich the artist is inseparable from Roerich the thinker who believed
in high mission of art — to enlighten the person spiritually therefore his art
tends to reflection of the general aspirations of the people to implementation
of humanistic ideals: knowledge, beauty, wisdom, sublime love. Nicholas
Roerich, on the basis of ideas about the purpose of art, in his own way solved
the problem of interaction between the finite (human) with the infinite
(cosmos), space (physical and spiritual), time (unity and never-ending
life) and in the light of this those «building» moments that were associated
in the history of mankind with creation. All this gave his artistic images a
monumentality, epic, moral sound. In his works, which is characteristic
of the East, there is no personal beginning, as the artist sought to convey
the highest meanings of existence. They present the aesthetics of the East:
there is no fuss or idleness, the solemn majesty of the image being created
is affirmed, and in itself it becomes a universally significant symbol. In the
Roerich's art has a lot of philosophical meaning, since the artist reflects on
the image in the context of Time, or rather, Eternity and infinity of world
existence.
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N. K. Roerich studied the traditions of each national art, mastered the
artistic techniques of various national schools, having the principles of the
Russian school of painting as a basis. Thus, developing the historical theme, he
doesn't expose the past, but rushes into the future. The ethical basis of the plot
is combined with aesthetic and together they harmoniously complement each
other. The artist chose a special language for hisart, according to P. Belikov, this
is «the international language of beauty» [Belicov 2001: 256], understandable
to everyone and to every nation. This approach helped Roerich to express
the high spiritual content of the cultural treasures of the East, to reveal their
universal significance for the whole world. If we talk about the features of
oriental themes in the art of Nicholas Roerich, a lot of them were shown for
the first time in the world of painting. First of all, it is the imprinting of a wide
panorama of the Asian expanses, saturated with a special energy that affects
the inner world of a person. Passing the lands of India (Ladakh, Kashmir),
Chinese Turkestan (Xinjiang), Altai, Mongolia, Tibet, the artist depicted all
the way through Asia in paintings, where he painted mountains, passes, lakes,
rivers, deserts, monasteries, cultural monuments, and the value of all created
by him — in the creative comprehension of what he saw and learned, and that
in itself has become an important part of the cultural heritage of mankind.

During his travels and in subsequent years, living in India, Roerich studied
the centuries-old history and culture of the peoples living on these lands, he was
interested in their world view, traditions, customs, beliefs, folklore. Roerich's
paintings reflect the reality with which he came into contact in Asia, and it is,
above all, the expectation of the peoples of the Great Coming. It will come into
the world from the East, and there they are ready to meet him. India is waiting
for the Coming Buddha — Maitreya; Muslims of Persia, Arabia, Turkestan are
waiting for Muntazar, the protector of the oppressed peoples, «<who will soon
lay the foundation of a New Era» [Roerich 1930b: 99]. Muslims told Roerich
that «they have already saddled the white horse in Isphahan, which is to carry
the Great Comer» [Roerich 1930b: 99]. Christians are waiting for Christ. They
believe that when the Savior of the world comes, by the power of his spirit he
will overcome the evil of the world and the era of great cooperation of nations
will begin. The cult of Maitreya in Asia is widely developed. Temples are built
in his honor, and the image of Maitreya is carved even on the rocks. In the
painting «Maitreya the Winner» (1927), a girl stands on a lap near a similar
rock. She saw a cloud formation in the sky in the form of a rider racing on a
horse and, excitedly pressing his hands to his face, watching him, perceiving
this phenomenon as a sign of the imminent Coming (pic. 1). Roerich wrote:
«Upon the difficult paths, upon the dangerous mountain passes stand the
images of Lord Maitreya of the Resplendent Future. Who made the effort to
place them there? Who was the labor? But many they stand: gigantic, as if
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not inhumanly created» [Roerich 1933: 330—331], «Two hands reach toward
the sky, like the summons of far-off worlds. Two hands reach downward like
the benediction of earth. They know that Maitreya is coming» [Roerich 1929:
103]. The artist also devoted a series of paintings «Maitreya» to this Great
Coming, where legends united past, present and future of Asian peoples.

Roerich's paintings widely represented the theme of the Sacred Land,
Shambhala, lost in the Himalayas, from where for thousands of years comes to
humanity the highest knowledge for the salvation of all humanity. Knowledge
about Shambhala ancient, known from time immemorial. In them lives the
dream of the blessed lands and wise people who help humanity in its search for
truth. In the Russian legends it is the Belovodye-country. For many centuries
up to our time it was searched by Altai old believers. In Avesta mentioned the
country behind the high mountain Hara Berezaiti, which is perceived as the
center of the world, connected with the heavens, a paradise abode.

Many legends dedicated to Shambhala. N. Roerich recorded them in his
expedition and testified that this concept has passed through the entire history
of mankind and is still especially revered in Asia. Shambhala is a real place in
the Himalayas, is the abode of Great Teachers, where two worlds adjoin: the
earthly and the transcendental, «the earthly world links with a highest states
of consciousness» [Roerich 1930b: 160]. The best minds rushed to different
centuries in search of this place, but not everyone could find it. «We must be
found not geographically, — say the Teachers themselves, — but first of all in
spirit> [Surermundane... 16]. According this, one of the main conditions for
such search will be a broad consciousness, containing the concept of spiritual
Teaching and the infinity of knowledge. Roerich also noted the practical
importance of Shambhala and the need for its scientific study. He wrote:
«The great conception of Shambhala obliges one to incessant accumulation of
knowledge, obliges one to enlightened labor, and broad understanding» [ Roerich
1930a: 60] it «corresponds to the aspirations of our most serious Western
scientific research. Shambhala does not invoke the darkness of prejudice and
superstition, but this conception should be pronounced in the most positive
laboratories of true scientists» [Roerich 1930b: 171]. The artist dedicated
several paintings to this theme which first sounded so aesthetically appealing
and convincing in its reality in the world art. One of them is called «Song of
Shambhala» (1943). «Against the background of a majestic sunset, lit the last
purple ray, the Sacred Ridge shines far away, behind it spreads an impassable
area surrounded by snow giants. Ahead, on a dark rock, sits a Mongolian — the
Singer himself ...» [Roerich 2008: 32]. The image of the Singer, inspired by the
view of the sacred mountains, is close to the image of the artist himself, who
devoted his life, aspirations and creativity to an unusual song, embodied in his
art and calling to the Beauty of the Infinite and Eternal (pic. 2).
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The traditions of Eastern iconography appeared in Roerich in the Himalaya
series. The artist spiritualized and sang the mountainous world filled with
the invisible Presence and the thought by the Almighty (pic. 3). Somewhere
here, among the majestic mountain ranges, is Shambhala, consecrated by
the presence of the Great Teachers, and «therefore the silver peaks of the
chain glimmer still more beautifully» [Roerich 1929: 15]. The artist himself
philosophically comprehended the majestic mountainous country, which in its
own way brings together his mountain landscapes with the traditional Chinese
painting, one of the artistic styles (sei). So transmitted the inner essence of the
mountain, their active strength, the idea, visually expressed in their grandeur
and beauty. However, Roerich in his own way improved the traditional artistic
thinking in composition, color, spatial constructions of his paintings, based on
the needs of historical time and the dialectics of the evolutionary development
of mankind, reflected in the Living Ethics. The shining peaks of the mountains
in Roerich's paintings are directed to the sky and direct man's thought to the
same place, to the cosmic infinity that opens knowledge to all seekers of truth.
In contact with the sky, the mountain peaks induce the person contemplating
them to ascend, mainly spiritual. The Himalayas, according to Roerich, are
an inexhaustible source of knowledge. This is a place for large-scale scientific
research. It contains unique natural conditions for a variety of flora and fauna,
there are healing springs, geysers and waterfalls, there are unusual electrical
phenomena, glow and lightning. Here is one of the main points of resettlement
of peoples, which allows us to consider the Himalayas not only in a broad
historical aspect, in the light of the problems of ethnogenesis of the peoples
of Asia, but also in a broad cultural aspect, as there are people who speak
different languages and dialects, bearers of different cultures. Finally, the
Great Teachers and ascetics passed here, touching the origins of the wisdom
of Asia, as the ancient legends tell. «Where can one find words with which to
praise the Creator, after seeing the incomparable beauty of the Himalayas?»
[Roerich 1933: 290] — so sings Hindu. For the first time in the world's painting
the Himalayas are presented so diverse and spiritually, as Roerich did, received
for his art the definition of «Master of the mountains» [Conlan 1938].

One of Roerich's contemporaries called the his paints «the melted purest
gems» [Ivanov 1992: 89]. Indeed, the artist used tempera is a natural pigment
that resembles a multicolored mosaic in brightness and purity of tone. The
refined decorativeness and charming harmony of tones peculiar to these paints
bringtogetherin Roerich's art traditions of Russian and Eastern painting, where
they complement and develop each other, creating an image with the finest
spiritual nuances, making it extremely sublime. Layer-by-layer application of
colorful pigments on the canvas created a three-dimensional and at the same
time unusual glowing effect, as one layer visibly and subtly shines through the
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other. Roerich's painting technique helped him to convey a deep insight into
the world of nature, the attitude towards it as a pure source of human life on
earth. He revealed the essence of the great mountains, which reminded the
Indians of something permanent and eternal, according to D. Nehru, and this
artist has made an invaluable contribution to the study of the Himalayas.

Great Teachers, sages, ascetics, prophets, saints, educators of different
times and peoples, whose names are especially revered in Asia, gave the world
religion and philosophical teachings, to those who, in the different language
revealed to the world the facets of a single truth, while uniting East and West,
the artist dedicated a series «Banners of the East» (1925). This series clearly
shows what the East values and what names it writes on his banners. Among
them Buddha, Christ, Mohammed, Moses, Confucius, Lao Tze, Padma
Sambhava, Nagarjuna, Sergius of Radonezh and others.

A number of Roerich's paintings is dedicated to the history and culture
of Mongolia. On the canvas «Mongolian Tsam» (1928) depicts a fragment of
an ancient mystery, which to this day takes place in a number of monasteries
in Mongolia, as well as in Tibet and India. Appeal to the mysterious subjects
in the artist's work has a special meaning, because in the mysteries (ancient
Egyptian, ancient Indian, ancient Iranian, ancient Greek, etc.) a person had
the opportunity to feel the reality of other, higher worlds, to come into contact
with a different state of matter and, as a result, to acquire high knowledge,
to refine his perception, to transform and elevate consciousness, which is
necessary for him on the difficult spiritual path.

In the movements of ritual dances performed on the squares by monks
and lamas of the Mongolian, Indian, Tibetan monasteries, each gesture and
movement had a special meaning. In the picture (pic. 4) mandala built on the
ground resembles a giant Wheel of Time, around the circle of which monks
rhythmically move in prayer poses. One of the facets of the image of the
Wheel of Time is the idea of sansara, the cycle of earthly births and deaths,
during which, in contact with the earth and other reality, a person gradually
acquires knowledge about the relationship of Time and Eternal, macrocosm
and microcosm. The spiritual accumulation of a person allows him to finally
get out of the sansaric circle, to move to another level of being, to become a
more perfect being. The artist, displaying mastery in Buddhist iconography
and impeccable knowledge of the canon, inside the picture created real icons
(thangkas), which set in the squares during the mysteries. They present the
highest deities of the Buddhist Pantheon.

N. K. Roerich dedicated to the Mongolian subjects a series «Genghis
Khan» (1931) and also the painting «The Great Rider» (1927), executed in the
tradition of the Mongolian thangka and donated to the Mongolian government.
In it, the artist symbolically reflected the phenomenon of the Great Rider on
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a fiery horse surrounded by a bright flame, invitingly trumpeting the sacred
shell. In this Horseman, the people of Mongolia await the Lord of Shambhala,
whose appearance is associated with the advent of a new era.

The hero of the ancient Mongolian, Indian, Chinese, Tibetan epics is
dedicated to the painting «Gesser Khan» (1941), which depicts a warrior-
liberator, defender of the disadvantaged. The sky glows in the picture. The
hero stopped to ride his horse and shoots an arrow into the distance. This
arrow (the message symbol in the East) seems to be sent to the future. The
action of the rider is enhanced by the movement of fiery flashes, spreading
across the sky.

In addition to the heroic scenes, the artist embodied other scenes in his
paintings, embracing the diversity of human existence. In the picture «Krishna.
Spring in Kulu» (1930), dedicated to India, the artist shows the mystery of the
rebirth of nature in this protected place, which takes place every spring. From
the Krishna's flute enchanting sounds all living things awaken to life: nature
and people.

Roerich created canvases in the style of Indian miniatures. Such, for
example, his works «Song of the Morning», «Song of the Waterfall», «Song
of the Month», «Language of Birds», etc., included in the series «Dreams of
the East», or «Dreams of Wisdom» (1920). In «Song of the Morning» the girl,
apparently, just getting up from sleep and leaving the house, welcomes the deer
(pic. 5). The images are endowed with exquisite, refined plastic, harmony is
felt in all movements, and the plot meets its musical name.

In Nicholas Roerich's artistic heritage several paintings are devoted to
Tibet, its nature, historical monuments and people. Ancient Tibet is a special
branch of the world tree of culture. Stone buildings of Tibetan monasteries high
in the mountains stand as impregnable fortresses, where it is not so easy to walk
and be accepted, because there are many books in ancient languages in the
libraries, and knowledge is especially protected. These places were not known
to European scientists and travelers, and thanks to the Roerich's expedition
Tibet is first presented in this way in the world's painting. The ancient Potala
temple complex, the former residence of the Dalai Lamas in the capital of
Tibet Lhasa, is majestic in the Roerich's eponymous picture (1947). The Palace
reminds of its Creator, who laid the foundations of Tibetan statehood — the
Dalai Lama the Fifth. The artist's view of this building is not from the ground
(upward), but from the level of mountain ranges, which symbolically raises
a person above everyday life, expands the vision horizons, and the general
appearance of the structure also symbolically conveys the spiritual fortress of
Buddhist teachings. In the smile of the old lama in the eponymous picture
«Lama» (1941) one can feel a deep wisdom the person who keeps the spiritual
traditions of his people.
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Several Roerich's paintings devoted to subjects related to the history and
culture of China. The painting «Confucius the Fair» (1925) from the «Banner
of the East» series tells about the Master, who taught the people the basics of
spiritual virtue, justice and wisdom, but was forced to constantly move around
the country in his chariot from the persecution of ignorant compatriots. This
significant moment in the life of the great philosopher is captured by the artist
in the picture (pic. 6). «The carriage... was not one of exile, but was attainment»
[Roerich 1937: 41], — so Roerich appreciated the moral feat of Confucius,
whose name and commandments survived the Millennium. The painting «Lao
Tze», also included in the «Banners of the East» series represents another
Chinese sage, who is traditionally depicted riding on a buffalo and with a scroll
in his hands. This is a treatise on Tao created by Lao Tze, where the path of
man to the truth is opened.

Many subjects of the paintings were inspired by the impressions of
Roerich's stay in 1934—1935 in the Manchurian expedition. The painting
«Heroics of China» (1935—1936?) depicts a warrior standing on one of the
watchtowers of the China Great Wall (pic. 7). The image of a warrior is
unusual. Compositionally, his figure seems to connect the beginning and the
end of the Wall, stretching along the ridges and slopes of the mountains for
enormous distances. His hands tightly grip the weapon, and he is ready to
repel any invasion. The artist associated the image of the China Great Wall
with what Confucius did as an exponent of the spiritual power of his nation.
«Turning to the Great Wall», he wrote, «we again recall Confucius as a sign of
China» [Roerich 1937: 44]. In this case, the philosopher's image has become
a symbol of the warrior and defender, who protects the cultural values of his
country in spiritual battle.

In the painting «Fires of Victory» (1940) captures an ancient custom,
when in remote areas in the Gobi desert people lit sentinel lights on the
watchtowers to quickly notify each other about some significant event. «For
besides the printed word and the post», Roerich wrote, «communications are
despatched by invisible forces, and with one sigh, joy, sorrow and help are
transported through the world fleeter than the wind» [Roerich 1942: 392]. In
the movement of human thought, aimed at the benefit, the artist saw the birth
of a new feat.

A number of paintings devoted to the culture of Iran. The artist was
fascinated by his ancient culture, which gave the world many wonderful life
images. «Countless are the images with which the history of Iran is imbued»
[Roerich 1936: 297], Roerich wrote. «But will not the re-born concept of
Iran remind the people of the beautiful treasures inherited by them from
the past ages? Will it not remind the two and half thousand-years of history
during the wave of which the Empire stood and now with renewed might it
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is ascending the steps of self-realization? Is not Shahnama — the “Book of
Kings” really beautiful, expressing the entire Iranian magnitude and is not this
immortal poet?! The primordial struggle of Light and darkness, the symbol of
the participation of man in the increase of good and evil is expressed in the
beautiful images of Iran» [Roerich 1936: 296].

The painting «Zoroaster» (1931) depicts an ancient Iranian prophet who
received on a high mountain Divine Revelation, which was accompanied by
the phenomenon of fire of great power. On the basis of Revelation were created
the Avesta books, the doctrine of good faith and moral improvement, which
is widely included in the national consciousness. In the painting, the prophet
is depicted standing on a mountain top and holding a bowl of fire as a symbol
of the divine energy pouring out of the bowl into the world (pic. 8). The light
of this fire illuminates all the space around, and the space itself becomes a
conductor of higher knowledge. In the cultural and historical heritage of the
East, Nicholas Roerich turned to the Iranian epic stories created by the famous
Persian poets Ferdowsi and Nizami. This was reflected in such paintings as
«Iskandar and the Hermit» (1938), «Gistasp» (1938), «Khosrow and Shirin»
(1938), created on motives of the «Shahname» and «Khamsa» in the style of
the Persian medieval miniatures. One of the characteristic features of these
miniatures and Roerich's paintings is the mountains in the background, which
serve as a backgdrop to what is happening and reveal the spiritual aspect of the
content (pic. 9). Iskandar, the king and commander, talking to the Hermit,
learning the wisdom necessary for him to rule the state; Gistasp, the Persian
king, stopping the horse at the great fortress, hears the words of the man
standing on top of it. It is possible that the prophet himself was symbolically
ascended to the tower, and Gistasp accepts his teachings. Shirin accompanies
Farhad, who in proof of love for her at the suggestion of king Khosrow with
one pick breaks in the mountains passage to the river, the water which people
are waiting for. Roerich's paintings carry a powerful ethical potential. With the
help of the image, the artist shows from what sources the ruler of the country
should acquire knowledge, how the power of love overcomes unthinkable
difficulties, etc.

So, in different historical times, geographical spaces, cultures, traditions
of the past Roerich turned to eternal values (knowledge, beauty, wisdom, love,
feat), which were valued by all peoples, especially in the East. According to the
philosophical ideas of Living Ethics, these values have always shaped the path
of perfection and spiritual evolution of man, people and the world.

The Roerich language of painting is a language of all-humanity that unites
the peoples of the East and the West in their creative aspirations and spiritual
quest. When Roerich was asked what is the difference between the West and the
East, he replied: «The best roses of East and West are alike fragrant» [Roerich
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1940: 152]. And his appeal to the past of the East is connected with the fact
that the viewer feels this spiritual «fragrance» of the Asia, necessary for future
achievements. The future of peoples, according to Roerich, will be formed on
respect for these values, the desire for them of different generations, which
will unite in a cordial understanding of their descendants and decide the fate
of the world. This will be the realization of the sublime idea, which is the core
of the philosophy of Living Ethics, asserting the concept of great unity in the
harmonious interaction of man, the planet and the cosmos.

It is significant that India was the first to recognize in Roerich as the
Teacher, although in many countries the artist was awarded high esteem,
which caused people to his art and worldview. «Wherever he (Roerich) went
across Asia: in Tibet, in Ladakh, in Sikkim and Bhutan, in Central Asia and
Mongolia, he was met everywhere with signs of special reverence, trust and
love rarely provided to foreigners in these countries» [Belicov 2001: 233].
Roerich's art was recognized in India as «national pride» [Belicov 2001: 256],
the artist was called the «first Russian ambassador of beauty» [ Belicov 2004: 54]
and «Russian rishi» [Roerich 2001: 713], whose creations carry to humanity
«spiritual message» [Fosdick 2004: 64], clothed with the beauty of the thought
of his creator and influenced the consciousness of many cultural figures of the
country.

Hundreds of Roerich's literary essays were published in the Indian press,
many of them devoted to the East. The connection between painting and
literature is in the traditions of the East, and the artist's essays are no less poetic
as well as his paintings on canvas and together they complement each other
and enhance the overall impression. Roerich's «spiritual message» carries true
knowledge about the East, which opened its heart to him. For many decades
this has aroused genuine interest in his homeland, in Russia, to which he
brought his «fragrant» message of the East, making it close and understandable
to the Russian heart and enriching it not only Russian art and culture, but also
inspiring the peoples of the world.
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Puc. 1. H.K. Pepux. Maiimpeiin [lobedumens. 1927
Pic. 1. N.K. Roerich. Maitreya Winner. 1927

Puc. 2. H K. Pepux. Ilecns o lllambane. 1943
Pic. 2. N.K. Roerich. The Song of Shambhala. 1943
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Puc. 3. H K. Pepux. Kanuenoxncanea. 1944
Pic. 3. N.K. Roerich. Kanchenjunga. 1944
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Puc. 4. H K. Pepux. Moueoavcxuit uam. 1927—1928
Pic. 4. N.K. Roerich. Mongolian tsam. 1927—1928
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Puc. 5. H.K. Pepux. Ilecns ympa. 1920
Pic. 5. N.K. Roerich. Song of the morning.
1920
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Puc. 6. H.K. Pepux. Konghyyuii cnpagedauguiii. 1924
Pic. 6. N.K. Roerich. Confucius the Just. 1924
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Puc. 7. H K. Pepux. Iepouxa Kumas. 1935—1936
Pic. 7. N.K. Roerich. Heroics of China. 1935—1936

Puc. 8 H.K. Pepux. 3opoacmp. 1931
Pic. 8 N.K. Roerich. Zoroaster. 1931
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Puc. 9. H. K. Pepux. Hckandep u omwenvrux. 1938
Pic. 9. N.K. Roerich. Iskander and the Hermit. 1938
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