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Cover of the Journal Dreamers Was Created
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Abstract: Samuil Alyanski, the owner and founder of the Alkonost publishing house (1918–1923),
as early as 1918 had decided to issue a journal called Dreamers’ Notes, meant to bring together
the Symbolist writers remaining in Russia after the October Revolution, primarily Aleksandr Blok,
Vyacheslav Ivanov, and Andrei Bely. Despite the generally accepted view based on the memoirs of
Alyanski, Andrei Bely played a leading role in the creation of the journal including the design of
the cover commissioned by Alyanski from the famous Modernist artist Aleksandr Golovin. This
article analyzes the sketches that Andrei Bely proposed as an idea for the journal cover as well as
establishing their connection with the writer’s visionary drawings from the period of life when he
was close to Rudolf Steiner and with book graphics from the period of his collaboration with the
publishing house Alkonost. At first cursory glance, there is little in common between the cover of
Dreamers’ Notes drawn by Golovin in the Modernist style and the sketches of Andrei Bely who was
trying to make the journal a platform for Anthroposophy. However, as demonstrated in the article,
all of Bely’s ideas were utilized by Golovin in creating his own artistic masterpiece.

Keywords: Andrei Bely; Aleksandr Golovin; Samuil Alyanski; the publishing house Alkonost; the
journal Notes of Dreamers; Modernism; Symbolism; Anthroposophy

Andrei Bely1 (1881–1934) was a writer who could draw well and he enjoyed it very
much. His artistic heritage is considerable and very diverse2. To date, this point has not
been fully understood, nor has it been identified and described in its entirety. Even a
brief glance at Bely’s drawings, however, shows that their nature differs from that of other
writers who also drew in their free time, such as Mikhail Lermontov or Maximilian Voloshin.
The connection between his drawings and texts was fundamental for Bely. The majority of
his drawings may be said to represent a continuation of his texts, or the preparation of his
texts in a more compact and vivid way than words.

Two examples are the beautiful landscapes of Georgia and Armenia made by Bely
at the same time that he was writing the travelogue book Wind from the Caucasus in 1927
and the feature story “Armenia” in 1928 (Ohta 2008). The autobiographical sketch Line of
Life (1927) hanging on the wall in the exhibition of Andrei Bely’s Memorial Apartment is
connected with his correspondence with Ivanov-Razumnik and, of course, with his prose
memoirs (Bely 2010). His historiosophical and culturological sketches were intended to
explain the main ideas of the treatise The History of the Formation of the Self-Conscious Soul
(Bely 2020; Odesskiy and Spivak 2020).

Where the texts and sketches are most closely linked, the works could be called
book graphics—if Andrei Bely had been a professional artist. These are, for example,
his illustrations to the novels Petersburg and Moscow (Nasedkina 2020) and for the essay
Glossolalia (Glukhova 2005; Glukhova 2008)—the explanatory sketches for his lectures,
drafts of posters, programs (Glukhova and Torshilov 2020), and book covers.

This last is considered to be the most conceptual. Namely, the sketches of book covers
in concentrated form express the author’s message to the reader and provide guidelines
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to a complex perception to the text concealed under the cover. Such drawings despite
their artistic imperfections are deeply imbued with ideology and can be regarded as
programmatic works of Bely.

Let us pay attention, as an example, to the group of drawings connected with the
activities of the last Symbolists’ publishing house Alkonost (1918–1923)3—first and foremost
to the sketches for the cover of the journal Dreamers’ Notes drawn by Bely and, at first glance,
not at all useful to Samuil Mironovich Alyanski (1891–1974), the founder of the publishing
house and the publisher of the journal. As it is known, all six issues of the journal have a
cover illustrated by the famous theatre artist Alexandr Yakovlevich Golovin (1863–1930)
(Figure 1).
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At the center of attention in our article will be this cover by Golovin. At the beginning
both the proposed ideas and those rejected for the cover of the Dreamers’ Notes Journal
will be considered by relying on Alyanski’s memoirs. Then, we will move on to a detailed
analysis of the journal cover drafts that were made by Andrei Bely and we will try to
understand whether Golovin used them in his work. With the help of Andrei Bely’s drafts
we will attempt to decipher what Goloivin depicted in his cover.

However, let us first concentrate on the role of Andrei Bely in the creation of the
Dreamers’ Notes.

In June 1918 in Soviet Petrograd the publishing house Alkonost appeared. The young
enthusiast S.M. Alyanski intended to unite the Symbolist writers whose works he admired
around Alkonost. He had actually managed to establish contact with Alexandr Blok, whom
Alyanski worshiped, as well as with Andrei Bely and Vyacheslav Ivanov to whom he
reached out on Blok’s recommendation. All three supported the new undertaking and
offered manuscripts of their books for publication. Alkonost’s publishing portfolio started
to be quickly replenished with the works of other writers.

Traditionally, the unification of the Symbolist writers existed not on the basis or not to
a great extent on the publishing house, but rather on the basis of the almanac or the journal
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published by this publishing house. Both the journal Libra and the almanac Northern Flowers
were published by the publishing house Skorpion, and the publishing houses Grif and Sirin
published journals with the same names. The publishing house Musaget published the
magazine Works and Days. In planning to publish a journal, Alyanski consciously focused
on pre-revolutionary traditions of Symbolist book publishing (Spivak 2008).

The first issue of Dreamers’ Notes appeared in May 1919. It is noteworthy that already
in August 1918 Alyanski had begun to look actively for contributions.

We know about the creation of Dreamers’ Notes as well as about the history of Alkonost
mostly from the rather brief memoirs of S.M. Alyanski:

The name of the journal of the publishing house Alkonost had been extensively
discussed by the writers of Petersburg and Moscow. Many names had been
suggested and ultimately they agreed to accept the name suggested by Blok—
Dreamers’ Notes. In proposing such a name for the journal Blok would say
that it corresponded to the works of Alkonost’s writers addressing the future
(Alyanski 1969, c. 66)4.

We have no reasons to doubt the authenticity of information presented by Alyanski—
he was better informed than others of the details of the story of his most famous venture.
Nevertheless, doubts still appear. The reminiscences of Alyanski first appeared in 1969,
some fifty years had transpired between the event and its description. . . It is not just the
enormous time gap. It was the time of the Soviet dictatorship. Having survived these
dangerous years Alyanski distinguished himself by his discretion in describing the events
of Soviet literary history. In this regard we must not forget that Alyanski’s book was
published by the publishing house, Children’s Literature (Detskaja Literatura) for which
the entertainment factor and emotionality were more important than truth and depth in
presenting the material. It was not that Alyanski consciously deceived the reader, but he
was silent about many things, sidestepped many details, and oversimplified much. One
could hardly envy Alyanski’s position as a memoir-writer. In fact, among the major writers
gathered around Alkonost, the majority of the names were fully or partially banned (V.I.
Ivanov, A.M. Remizov, Andrei Bely), and Alyanski had already said a few kind words
about them.

Among them only Blok was permitted to be the subject of study and promotion. It was,
namely, Blok with whom Alyanski was close during the last years of the life of the poet,
and Alyanski’s reminiscences were mostly devoted to him (they are called My Encounters
with Aleksandr Blok). That is why the memoirist speaks about Alkonost and Dreamers’ Notes
mostly in connection with Blok. He intentionally recounts the entire history of publishing
with Blok at its center.

Nevertheless, as recently published papers devoted to the epistolary heritage of
Alyanski, Bely, and Ivanov-Razumnik have clearly shown, the role of Blok in the creation of
Alkonost in the publisher’s memoirs was greatly exaggerated. It seems that the centricity
of Blok in Alyanski’s story about the birth of Dreamers’ Notes is likewise exaggerated.

It was Bely who during the whole preparatory period consistently acted as a pro-
moter of Dreamers’ Notes and tried to persuade his friends to support Alyanski’s journal.
“Dear Razumnik Vasilyevich,— he addressed Ivanov-Razumnik, “Could you please write
something for Dreamers’ Notes. . . ” (Bely and Ivanov-Razumnik 1998, p. 174–Letter from
12 March 1919).

Blok was among those whom he literally enticed into the journal.

Dear Sasha,

If you wrote for the Dreamers’ Notes, it would be so important. If you, Razumnik
Vas[ilyevich], Vyacheslav [Ivanov] and I were to write about the most important
issues now and they resonated with each other, Dreamers’ Notes, providing the
6th and the 7th issues came out, would become the spirit of the epoch.

The stars seem to be on their side so that something real could grow out of this
gathering around Dreamers’ Notes. . . It is not because I want to write much there
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I’m looking at them as if it were my most important business, but because we can
meet there.

My dear, dear, one— write back to me: take the Dreamers’ Notes to your heart.
Let them be our common “child”; I’m convinced as never before—this is very
important: it’s important that they exist (Bely and Blok 2001, pp. 519–20–Letter
from 12 March 1919)5.

Alyanski’s assertion that it was Blok who gave the journal the name Dreamers’ Notes;
“he said that it corresponds to the work of the Alkonost writers addressed to the future”
appears particularly dubious. It was not Blok, but Bely (to the greatest extent at that time)
who was characterized by thinking in terms of temporal layers and epochs, operating and
juggling with categories of the past, the present and especially the future. It is noteworthy
that Bely was consistently working on the idea of movement from the past to the future
applying it to the mission of Alkonost.

He publicly announced this in connection with the nine-month anniversary of the
publishing house celebrated at the beginning of March 1919. In the album created by
Alyanski especially for this occasion6 Bely left a lengthy congratulatory message, the main
idea of which consists in this “address to the future”:

The line of evolution “→” consists of a series of interruptions; at the point of an
interruption there is a catastrophe; within the catastrophe falls a new impulse. . .
After the fall of Troy Aeneas sets out on a journey so that his descendants could
found the Rome of the future era.

At the present moment we must take the best of the dying Troy and carry it
to other epochs; and—we must pass over our heritage to the next generations;
combining the gifts of the past era and its fruits with the garden of the future
which is beginning to bloom–represents a true process of dedication. We, Ae-
neases emerge from Troy: the path—is long. . . On what shall we sail? Alkonost
has a heavy burden: to complete this voyage. Samuil Mironovich, there are many
storms ahead: one can lose one’s way; stay the course!

I join those congratulating Alkonost on one condition; these are not cheers to the
hero of the anniversary who has completed his journey; these are cheers “Bon
voyage!“. . . And onward! Years lay ahead of us.

Andrei Bely. Moscow. 8 March 1919.7

Bely finished his album note with a clarifying drawing in which Alkonost is depicted
as a boat sailing through rough waters. It has left the shore of the “Old Era” where only
the ruins remain, depicted schematically (“The Fall of the Old”), and is heading towards
the coast of the “New Era” that is symbolically presented as a lighthouse, giving off the
“new light”. The ship Alkonost is showing the way to the “New Era,” “the new impulse”
emanating directly from the “Kingdom of the Spirit”. . . (Figure 2).

In a letter from 15 December 1918 Alyanski addressed Bely with a request. “Can you
suggest the name for a journal” (Bely and Alyanski 2002, p. 77). It is difficult to imagine
that Bely, being at the origins of the almanac’s idea and so ardently engaging into the work
of uniting the literary community around Alkonost would be indifferent to such a proposal.
Yes, it was precisely Bely (not Blok or Vyacheslav Ivanov) from whom Alyanski ordered
the “Introduction” for the first issue of Dreamers’ Notes in which the ideological program of
the journal would be outlined: “. . . I would like to have your introductory article on the
governing programmatic content; so that we can put our little journal on tracks, animate it
and show it the way” (Bely and Alyanski 2002, p. 77).
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Thus, Bely can be called the key figure of Dreamers’ Notes, Alyanski’s main assistant
in preparing the journal for publication. He was deeply involved both in the process
of developing the concept of the journal, as well as in the search for concrete forms of
manifesting its main idea. The journal cover was one of the most important elements of such
a manifestation. Alyanski’s memoirs, however, make no mention of Bely’s involvement
in the developmental concept of the cover. Nor do they mention the drawings by Bely
preserved in the Russian State Archives of Literature and Arts (further RGALI) and the V. I.
Dal State Museum of the History of Russian Literature (further GLM). Nonetheless, the
process of creation of the journal cover was described by Alyanski in great detail.

Alyanski, as usual, begins with Blok.

We had to order the cover, choose the artist.

Having consulted with Blok I named the artist Golovin. I thought it would be a
good idea to depict a theater curtain that could serve as a front door to the journal.
And who could make a theater curtain better than Golovin? The last theatre
curtains of Golovin for the plays staged by Meyerhold came to my mind: Don
Juan and Masquerade in the Alexandria theatre, Boris Godunov in the Mariinsky
theatre, and we decided to ask Vsevolod Emilievich [Meyerhold] to introduce us
to Golovin.

Meyerhold was glad to find an excuse to see Golovin and suggested: “Let’s go to
Golovin, all three of us! Aleksandr Yakovlevich will be glad. By the way, we can
see what he is working on, this old man.

We agreed to go the next Sunday. Golovin lived outside the city in Tsarskoe Selo
near St. Petersburg (now the town of Pushkin). Blok could not go and the two of
us went together with Meyerhold (Alyanski 1969, p. 88)8.
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The first idea of the cover suggested a theater curtain. There was certainly some
logic in this idea–although it was not very original. Golovin was primarily an artist of
the theater, and his famous curtains were known and loved by everybody. The theater
curtain was often used for the design of covers, for example, in the edition of the famous
Lyrical Dramas by A.A. Blok (Blok 1908) (Figure 3) or Cor Ardens by V.I. Ivanov (Ivanov 1911)
(Figure 4). The author of both works of art was K.A. Somov. Golovin himself had used this
technique brilliantly when he designed a periodical—Journal of Doctor Lapertutto, The Love
of Three Oranges. Golovin designed the cover for the issues of 1915 and 1916 (Figure 5). The
publisher-editor of that journal was V.E. Meyerhold, and the editor of the poetry section was
A.A. Blok. The draft, preparatory materials for Alyanski’s memoirs found in his daughter’s
collection confirm that it, the Journal of Doctor Lapertutto was meant to serve as a model to
be emulated.

. . . From all the covers that I have seen during the last years I particularly liked the
covers of A.Y. Golovin for the journal of Doctor Lapertutto (V.E. Meyerhold) The Love of
Three Oranges. There was a theater curtain depicted with two characters from the play
by Carlo Gozzi. At that time I was under the charm of Golovin’s theatre curtains for
Lermontov’s Masquerade9.

Taking this into account, it seems rather strange that Blok–if he had been interested in
Dreamers’ Notes at all—could have supported the idea of the theatre curtain, as not only did
it not possess any originality, but it also bordered on blatant plagiarism. Blok might have
agreed with Alyanski’s words without thinking and not using his imagination. No wonder,
he did not go to Golovin to discuss this idea.
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Still, Meyerhold’s negative reaction to the “curtain idea” seems quite justified. It is
highly unlikely that he could like the idea of literal repetition (in fact stealing) of a cover
from his own journal and on top of it made by his artist, A.Y. Golovin. He did, however,
find some more delicate and wiser arguments for Golovin:
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On the train Vsevolod Emilievich was asking about Dreamers’ Notes, about who
and what would get published and what cover we were considering. When he
found out about our intention to make the cover a curtain, he exclaimed:

“Why should it be a curtain? You’re not going to publish only plays in the jour-
nal?”And he added: “No, leave the curtain to the theater, you have to think of a plot
connected with the name of the journal—Dreamers’ Notes (Alyanski 1969, p. 90)10.

As follows from Alyanski’s memoirs, Meyerhold not only criticized the “curtain idea,”
but he tried to replace it with something else as quickly as possible:

“We must think what they are like, today’s dreamers. I think, that while they’re
still closely connected with the past, they’re only dreaming of the future. . . ”

This was how Meyerhold was conceptualizing the dreamers first on the train, and
then—as we were walking along the paths of Tsarskoe Selo. When we approached
the house where Golovin lived, he said: “I think, I’ve got an idea! Let’s discuss it
with Golovin” (Alyanski 1969, p. 90)11.

Meyerhold’s attempts to invent something more original and worthy than the “curtain
idea” continued in the home of the artist:

We found Aleksandr Yakovlevich Golovin at his easel—he was drawing a still
life Flowers in a Vase. Golovin was glad to see Meyerhold, they kissed each other
as friends and exchanged friendly hugs at great length.

Having introduced me, Meyerhold told us about Blok’s request and Alkonost.
Having criticized the idea with the curtain he started walking around the room
impulsively, fantasizing aloud the idea of the cover.

“Do you remember Daumier’s lithograph The Stamp Lover? That Stamp Lover
bears great resemblance to our today’s dreamer” (Alyanski 1969, p. 90)12.

It is difficult to say in the end how much The Stamp Lover (1856–1860) of the French
artist Honoré Daumier (1808–1879) influenced the final work of Golovin (Figure 6a,b)13.
Possibly the headgear and partly the type of clothing was borrowed from Daumier. The
perspective of the “dreamer” is essentially different, although by a strong stretch of the
imagination, one can find some overlap. Yet, the spaces in which these characters of
Daumier and Golovin are placed are strikingly different: instead of the cramped dark room
of The Stamp Lover—there is a magnificent panorama of a city and sky lying in front of the
reader’s eyes.
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If Alyanski is to be believed, “the contents of the picture” were designed by Meyerhold
“on the spot”.

It seems to me that we must draw the following picture: the dreamer must be
standing on a very high rock with his back turned to the viewer. In front of him
(beneath his legs) lies a huge industrial city. Roofs, roofs, roofs. . . and somewhere
industrial chimneys. Over the roofs smoke is being trapped which is merged
with clouds on the horizon and there, further on, through the smoke and clouds
one can faintly see the bright city of the future (Alyanski 1969, p. 91)14.

He also played the role of an impromptu “dreamer” to illustrate his idea sitting for
Golovin, while he was painting from him the figure for the cover:

Having told us the main idea of the picture, Meyerhold turned to Golovin asking
him to take a pencil and a sheet of paper and make a drawing of him being in the
same posture as of the dreamer in the cover of the journal.

Meyerhold walked up to the door, stood with his face to it, his back to the artist,
put his hands into the pockets of his jacket, first shrinking himself and then
stretching out and stood without moving for a few minutes while Golovin did
the sketch.

I ended up as an accidental witness to the mysterious creative process of the two
outstanding artists (Alyanski 1969, p. 91)15.

Blok, as it follows again from Alyanski’s story, readily agreed with the new concept of
the cover:

In the evening I was telling Blok in great detail what I heard and saw. Blok was
smiling, and when I finished, he said:

“I wish I had gone with you and seen everything with my own eyes. As for the
plot devised by Meyerhold, I think it’s interesting and his thoughts are more
profound than our curtain. One thing is certain: the cover will show a lot of talent.
Congratulations” (Alyanski 1969, p. 91)16.

The obvious merit of Alyanski’s story is its entertaining character, dynamism, and
coherence. However, on a closer look, quite a number of things in this story seem highly
unlikely—either because memory failed the memoirist or he sacrificed much to ideology
and artistry.

What remains unclear is the origin of the strange imagery that gushes forth from
Meyerhold on the train trip to Golovin’s house. Although Meyerhold sympathized with
Alyanski’s undertaking, he never published anything in Dreamers’ Notes. It is even less
comprehensible how the sketches for the journal cover made by Bely could be “attached”
to this dynamic narrative. It is obvious that Bely did not make them for his enjoyment or
admiration. The sketches were accompanied by an explanation, at the end of each there
is a signature of the author of the idea (“A. B”.). Such a presentation of the sheets with
drawings unambiguously indicates that they were meant for discussion, maybe even not
necessarily in the presence of Bely himself. It goes without saying that these clarifying
notes were addressed to Alyanski himself. However, Alyanski, as noted earlier, does not
mention Bely’s sketches at all nor Bely’s or anyone else’s involvement in the discussion of
the cover.

It is noteworthy that in the journal version of Alyanski’s memoirs there is a phrase
that did not make it into the book: “A question of the cover arose. It appeared irrelevant to
give this publication a Constructivist or Cubist cover (which was fashionable at that time)”
(Alyanski 1976).

It seems that those words of Alyanski stricken from the final version of the memoirs
are a clear indication of the fact that even before his visit to Golovin not only was the
hackneyed idea of the “theater curtain” discussed in the Alkonost circles, but other variants
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of presenting Dreamers’ Notes—that were more closely connected with the name of the
journal, so as with the more pressing tendencies of painting than Golovin’s Modernism.

To whom from Alyanski’s entourage could “a Constructivist or Cubist cover” come to
mind? It seems that the author of this idea could only be Meyerhold, the recognized father
of “Theatrical Constructivism” who in his own productions had replaced the Modernist
A.Y. Golovin with L.S. Popova—an artist who left a notable trace in the history of the
Russian Cubism and Constructivism. This makes us question even more the veracity of
the story vividly described by Alyanski of the “mysterious creative process of the two
outstanding artists” to which he had been an “accidental witness”.

As for Bely, he was known by his own words to be rather hostile to Cubism, as well
as to Constructivism. It is hardly worthwhile to regard and classify his nonprofessional
artistic works in the context of painting trends existing at his time. It is obvious, however,
that Bely’s sketches are closer to the Avant-garde art than to the Modernism in line with
which Golovin used to work.

In any case, Alyanski’s slip of the tongue in the journal variant of his memoirs shows
that the question of the journal’s cover was being discussed. It is possible that Bely’s
sketches were those that were suggested for discussion as a variant of the journal cover or as
an alternative to the “theater curtain,” which Alyanski kept quiet about either intentionally
or out of forgetfulness.

In this regard, it makes sense to address Bely’s sketches of the Dreamers’ Notes cover
that remained outside the publisher’s memoirs. We will consider three drawings that are
kept in the writer’s fund in RGALI (Fund 53. Inventory 1. Storage Unit 62—Figures 7–9).
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We will also consider the following additional drawing from the State Literary Mu-
seum (GLM; KP-9670/36—Figure 10), which can be attached to this series of sketches.
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Even from a cursory look at the preserved sketches their connection with Anthropos-
ophy becomes clear. This comes as no wonder, taking into account Bely’s desire to use
Dreamers’ Notes as a platform to promote R. Steiner’s ideas. Bely had tried to express his
Anthroposophical ideas not through text, but through drawing earlier. This practice can
be traced to the period of his study in the esoteric school. Recall that in 1913, Bely was
accepted into the esoteric school, members of which under the leadership of their teacher
mastered the details of occult practices and were following the path towards initiation.
Bely achieved huge success within the shortest time: he mastered, according to his own
witness, the technique of “exiting” his physical body, attained the ability to see “landscapes
of the spiritual world” and behold the “life of angelic hierarchies” (Bely 2016a, p. 143) etc.
According to his own account, in this initial period of active esoteric practice he was under
such an enormous impression from the new experience that he was unable to express it
through words and was searching for an alternative. Here, his artistic self came to help:
Bely started to draw much, implementing his experiences not in words but with the help of
pencils and paints. This period seems the most productive in the biography of Bely-the-
artist (Spivak 2006). “Day after day I color images drawn by me (symbols of my spiritual
knowledge) . . . they’re not drawings but copies of what I beheld spiritually. . . ” (Bely 2016a,
p. 143)17—he recalled. Characteristic examples of the “symbols of my spiritual knowledge”
are the pictures left by Bely in Dornach and now kept in the archives (Rudolf Steiner
Nachlassverwaltung). The images inscribed there can undoubtedly be called visionary
(Figures 11–13)18.

Bely’s inability to express his visionary experience obtained during his esoteric schol-
arship proved to be only temporary. From the middle of the 1910s Bely consistently made
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more or less successful attempts to lay out his Anthroposophical revelations in reports,
lectures, articles, and philosophical essays and treatises, as well as to incorporate them into
his works of art both in prose and poetry.
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Some of his texts or individual parts of texts are direct textual commentaries to the
drawings of “spiritual revelations” made by him earlier.

For example, his poem “Spirit” written in Arlesheim in 1914 can be viewed as an
explanation of his two visionary drawings (Figures 11 and 12).

I was falling asleep. . . (striving thoughts
Were dashing in some spirals;
Opening in the conscious sense
The unrevealed to consciousness height)—

And I saw the spirit. . . It appeared like a spark
Like lightning, his elusive face
And two wings—the drilling spirals—
Tore the distance with a bloody sparkling
(Bely 2006, p. 399)19.

Two other drawings needing clarification were placed by Bely on a single sheet
(Figure 13). On the left an arrow—a new-born child raised into the starry sky surrounded
by three spiritual creatures; a human on the right with streams bursting through upward
and downward from the top of his head. It is the image of an enlightened person who, like
Bely himself, having followed Steiner’s instructions, has achieved the knowledge of higher
worlds. As a partial commentary to both drawings are the stanzas from the programmatic
poem of 1918 “Anthroposophy”.

. . . A glistening beam from the starry hilt,
Like a swift sword;
My poor mind falls upon my embarrassed brothers’ feet
Falls down from my shoulders.

I’m beheaded in the engulfing light
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Of the radiant eyes.
Between us—He stands Unrecognized, being the Third:
Be not afraid of us.

We flared up, but we went out for the earth.
We’re a silent verse.
We are forming a sunny manger.
The infant is in it (Bely 2006, p. 411)20.

It is important to mention that this Anthroposophist writer perceived World War I and
the Revolution as a global crisis and at the same time as a collective initiation mystery21.
In these conditions Bely saw his sacred mission to be the initiator of Steiner’s ideas into
the public consciousness that in his opinion could point to ways out of the crisis, thus
providing a chance for the salvation of Russia, humanity, and the whole world.

It is significant that Bely used the experience of Steiner’s esoteric school not only for
writing his “textual” works proposed to Alyanski for publication (the long short story
“Notes of an Eccentric”, the essay “Crisis of Life”, some articles for Dreamer’s Notes, and
others), but he also used it in his drawings directly or indirectly connected with Alyanski’s
publishing house.

So, for example, the creature named Alkonost depicted in Alyanski’s Anniversary
album on 8 March 1919 (Figure 14) is composed in the same style as “spiritual creatures” in
the pictures from Dornach (Figures 11 and 12).
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They resemble the picturesque vignettes made by Bely for the manuscript of his
collection of poems called “Verses. . . ” kept in the Manuscript Department of the Russian
State Library (F. 25. Box. 37. Storage Unit 13—Figure 15) and his drawings of theses to
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the lecture “Light from the Future” (3 February 1918)22, and the characters that literally
flooded the cover sketch to the poem The First Encounter made by Bely in 1921 (RGALI.
Fond 53. Inventory 1. Storage Unit 7—Figure 16).
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Alkonosts both from Alyanski’s album and from the cover of The First Encounter
acquired some anthropomorphic (or angelopomorphic) form though their origin, which
seems obvious. These forms derived from those “symbols of spiritual knowledge” that
Bely depicted during his anthroposophical discipleship in the esoteric school of Steiner. We
can speak, as it seems, about stages of “humanization” of the symbols: from the visionary
drawings of Dornach to the vignettes from the handwritten book, kept in the Russian State
Library—to the Alkonosts, inspired by Alyanski.

A similar and even more close connection of the images from the Anthroposophi-
cal texts and Bely’s visionary drawings can be followed in the sketches to the cover of
Dreamers’ Notes.

In the first sketch, as follows from the explanatory note at the top right hand of the
picture, “a dreamer is depicted; his feminine soul (men have a feminine kind of soul,
women—a masculine one) precedes the spiritual creature” (Figure 7). Bely tried to draw the
process of departing from one’s physical body into the spiritual world and the encounter
with spiritual substances and spiritual creatures—that was exactly what he had learned in
Steiner’s esoteric school and what he described in his story “Yogi” (1918). Remember that
the special exercises practiced by the main character of the story Ivan Ivanovich Korobkin
for many years led to the following effect:

Stretching on his back and with closed eyes he was lying motionless; the imagi-
nary screwball in his head was revolving in a spiral hit the. . . bones of the skull,
the skull bursting and the contents of the head. . . in the sensation were expanding
infinitely; first it felt as if a tiara had been put on his head; then the tiara would
grow into his head and expand into a huge tower. . . (Bely 1995, p. 304)23.

It seems that Bely tried to depict a spiritual “tiara” extending from the crown of the
“dreamer’s” head. A most detailed description of the process of the soul’s “departing” from
the body in the story “Yogi”culminates exactly as shown in the given sketch of the cover.

Ivan Ivanovich’s soul broke away from the earthly, cloudy sphere . . . (it broke
away from the top of his own head) and—there proceeded the union of the person
with the spirit . . . (Bely 1995, p. 307)24.

We see something of a similar kind in the above-mentioned visionary sketches of Bely,
for example, in the image of an initiated person with a hole at the top of his head (Figure 13
on the right of the sheet).

The second and the third sketches of the cover can be regarded as invariants composed
from the same formative elements: 1. a tower, 2. three creatures, 3. a setting sun (Figures 8
and 9). The similarities between these two sketches with the visionary drawing, placed on
the left of the sheet in the same drawing (Figure 13) are indisputable. In both drawings
we see the joyous “trinity” (astrologers-sorcerers-angels) standing on the tower, rising
high above the earth. The difference is that in the sketches to Dreamers’ Notes the trinity’s
attention is concentrated on the descending sun, but in the visionary picture it is on the
infant lying like Jesus Christ in the scenes of “The Birth of Christ” or “The Adoration of
the Magi”. It appears that both the “infant” and the “sun” have a spiritual nature and
both symbolically denote one and the same phenomenon—the so-called “Christ Impulse”.
Steiner’s followers associated with the “Christ Impulse” the beginning of a new era, the
birth of a new man and the awakening in each person of a “larger” spiritual “I” (Bely 2000).

Strange as it might seem, from the notes on the sheets with sketches it follows that
Bely first tried to render expressively not so much the “dreamers,” but rather the tower on
which they rise above the world. The tower in the second drawing (Figure 8) colored in
black ink seemed to look neither good nor high enough, that is why he drew it again in
pencil in the top right corner of the sheet accompanying the duplicate with a note: “It’s
good-for-nothing, given just for the shape of the tower. A.B”. The note in the third sketch
(Figure 9) shows that Bely continued his work to perfect an object that was so important for
him: “A tower on which dreamers are standing is better just because of its outline and a
different shape. . . ”.
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Naturally, a question arises about the origin of this strange “tower” that Bely wanted
so stubbornly to place on the journal cover.

The answer to this question, it seems, is contained again in the description of the occult
visions and experiences that Ivan Ivanovich Korobkin, the character of the story “Yogi”,
feels while departing from his body.

Here by an act of will I felt like a powerful, bright point tearing everything and it
felt like a shock; the body lying amid the sheets cracked as if it had been a pod and
Ivan Ivanovich Korobkin got the opportunity to move over a tremendous tower
(from the heart —through the throat—to the hole at the top of his head); he felt
like he was running inside the tower—on the staircase: from one step to another
(from an organ to an organ); and he ran out onto the terrace of a most magnificent
tower (outside his physical body or body of elements). It turned out that he was
surrounded by celestial space sparkling with stars. . . (Bely 1995, p. 305)25.

It is remarkable that it is on the very “tower” that the hero-mystic is coming to at the
last stage of his initiation.

Meanwhile: the true Ivan Ivanovich Korobkin, having risen to the terrace of the
huge tower stood leaning on the railing and looking at the worlds of stars moving
from one place to another in the sky; his star was rushing towards him . . . to carry
him forever to the awaiting . . . Teacher (Bely 1995, p. 308)26.

No less important is that the image of “tiara” from the first sketch and the image of the
“tower” which is central for the other two sketches are very closely connected: “The tiara
was growing together with the head and stretching into an enormously high tower. . . ”
(Bely 1995, p. 304). Both images have a visionary character and depict other stages of the
same process of initiation coming one after another: first the perception of one’s head as a
tiara stretching from the opening in head, and then—after exiting one’s physical body—the
feeling of a self standing “on the terrace of a huge tower,” rising above the earthly world. It
is significant in this plan that even having been concentrated on the image of a “tower”,
Bely was far from abandoning the image of “tiara”. This becomes obvious when closely
looking at the second and third sketches: on the heads of the “dreamers” standing on the
tower Bely imposed tiaras.

The connection of the head (with a hole on the top) and a tower on top of which there
is something mysterious happening is clearly seen in another visionary drawing of Bely
preserved in the collection of the Memorial Apartment of Andrei Bely (1910-s)27—Figure 17),
in it we can see that the head is actually the tower.

All of these images (the head—the tiara—the tower) reflect the stages of the initiation
process. These spiritual creatures—according to Bely’s definition in the story “Yogi” are the
“starry birds” that fly down from the celestial spheres. The encounter of the hero on the
way of initiation with them occurs as follows:

He turned out to be surrounded by celestial space sparkling with stars, but the
peculiar features of these stars were that they were fluttering rapidly like birds;
approaching the terrace where Korobkin was contemplating them being himself
freed from his body, they became many-feathered creatures; they were pouring
fountains of lights from the center, like feathers; and one creature there—a starry
bird (Ivan Ivanovich’s star) descended upon him, embracing him with the raging
fire of its wings; and—it took him away; one could feel the boiling water burning
the whole body of Ivan Ivanovich; the feeling in his hands was transformed
into the sensation of the star’s wings embracing him and lighting the fires; and
Ivan Ivanovich Korobkin was flying through all into the sparklers, brocades or
gold-cloths, shrouds made from the space of shining substances—into Nothing in
the middle of which the very Old, Forgotten Acquaintance primordially meeting
us says: “Behold, I am Coming!” (Bely 1995, p. 306)28.
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Figure 17. Andrei Bely. Drawing. 1910-s. Memorial Apartment of Andrei Bely (Branch of the State
A.S. Pushkin Museum).

One of Bely’s drawings of the period of his study at the esoteric school is in full
conformity with this description. The drawing shows a tower rising amid the celestial
sphere and the winged “trinity,” standing on its terrace beholding “worlds of stars moving
in space” similar to that of Ivan Ivanovich Korobkin (Figure 13, from the left side of the
sheet). There is also a star in the picture of the “enlightened one” with his skull opened to
“the spiritual world” (Figure 13, from the right side of the sheet).

Bely also presented the “spiritual creature” in the form of a heavenly star in the
sketches of the journal cover. In all three sketches, it is not just a star but rather a radiating
sun. In the first sketch, to emphasize the spiritual and mystical natures of the sun Bely also
endows it with wings. In the third picture, he places a star and a crescent into the hands
of each “dreamer”. In order to dispel the doubts about the scene being set in the celestial
space, Bely lets a string of clouds flow along the lower edge of a third sheet for illustrative
purposes (Figure 9), and the tower on which “the dreamers” adorned in tiaras are meeting
the sun that rises high above them.

It is possible that one more drawing can be regarded as the sketch for the cover of the
Dreamer’s Notes that entered the collection of the GLM (Figure 10). The museum’s “Record
of Entries” reveals to us that this drawing was given to the museum not by some random
individual but by Alyanski himself—the Alkonost’s publisher. This fact alone allows us to
place this drawing of Bely from the GLM in the series together with the other journal cover
sketches. In fact, if we take into account the source of entry, while analyzing the drawing
from GLM, it turns out that the people happily walking with their hands raised are not the
revolutionary people (in the GLM the picture is called the “revolutionary allegory”) but the
very dreamers that, as Bely explained in Alyanski’s album, are harmoniously moving from
the past to the future, to the Kingdom of Spirit. According to the posture of the dreamers,
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they are joyfully welcoming the Sun of the “New Era” drawn in the same style as in the
sketches from RGALI.

Both in the first sketch and in the picture from the GLM, the sun is not only radiant but
also winged, which points to its spiritual, divine, rather than astronomical nature. Unlike
the sketches from RGALI, in the GLM drawing the “dreamers” are placed not onto some
high place beyond the clouds and not on the terrace of a huge tower, but, on the contrary,
they are trapped in a deep gorge between two high rocks. From the earthly depth they
are carried away to the radiant and winged sun, turning their faces and joyfully raising
their extended arms. Nevertheless, they are still on the earth. One may think that the deep
gorge (or chasm) is a metaphor for this crisis, the condition of being unenlightened by
Anthroposophy in which all humanity found itself and from which, in Bely’s conviction,
humanity must escape.

Bely placed one of the “dreamers” higher than the others. That is why he sees further
as if showing the others the way, calling them to follow him to the sun and light (to be
understood as—to the Kingdom of Spirit). How did this advanced dreamer emerge from
the gorge? Where does he have to climb to get closer to the winged sun? He has not yet
overcome even half of the sheer cliff, but at the end of the climb he will find himself on
a high plateau depicted by Bely resembling extremely that “terrace with a tremendous
tower” analyzed before.

It would seem that the drawing from the GLM consists of the same structure-forming
elements as the sketches from RGALI: a dreamer or a group of dreamers; the symbol of the
forthcoming Kingdom of Spirit in the form of the radiant and/or winged sun and, finally,
the symbol of rising/ascension to the world of Spirit in the form of “tiara” and a “tower” or
plateau on a high rock. All can be traced to the visionary drawings from the period of Bely’s
discipleship at the esoteric school of Steiner and various images connected with the “way
of initiation”. The fact that Bely suggested for the cover of Dreamer’s Notes drawings of such
a kind indicates his desire to unite authors under the banner of Anthroposophy. However,
it is possible that the Anthroposophical ideology, too obviously expressed, resulted in the
end not just with Alyanski’s rejection of these sketches but even keeping silent about them
in the memoirs.

Comparing the sketches from RGALI with the drawing from the GLM we can assume
that there was a certain sequence in which they were made and it is possible to follow the
logic of processing them.

It seems that chronologically the first was an openly Anthroposophical sketch with
the picture of a dreamer from which extends the “soul–tiara” from the top of his head
(Figure 7). Leaving to the side its artistic merits (or to be more exact its shocking defects),
one can suppose that Alyanski did not quite like the images for being too esoteric.

It appears that after it comes a sketch with a low tower, the outlines of which did not
suit Bely himself: in the upper corner he tried to draw in pencil a tower with the correct
form (Figure 8). One might suppose that this was the very pencil sketch that the writer
took as the basis of the next, third sketch (Figure 9). In both sketches with “towers,” the
Anthroposophical idea, as we have tried to show, is fully present, but the images in which
it is expressed are simpler and can be perceived not only in a specifically Anthroposophical
way, but rather in a way that is generally cultural (for example, in the context of the
“Argonautic” solar myth of Bely the Symbolist). This symbolism could have been more
comprehensible and familiar to Alyanski and his authors.

In the chronologically last created sketch (the sketch from GLM—Figure 10), the Anthro-
posophical ideology and imagery are even more blatant. Variants of its interpretation may
be rather diverse: from the “Argonautism” to “the revolutionary allegory”. This begs the
idea that in the process of considering the sketches for the cover of Dreamers’ Notes Bely tried
to make the Anthroposophical ideology less openly demonstrative, and he tried to transform
his visionary imagery into general cultural and universally understandable symbols.

Was it Bely himself who came to think that it is necessary to visually reduce the
Anthroposophical layer or Alyanski who encouraged him to do this? It appears that the
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second variant is more plausible. Was it not Alyanski primarily to whom Bely addressed
his clarifying notes in the sketches? Furthermore, how else could the last sketch be “set
aside” in the publisher’s archives?

Consequently, there is the undeniable fact—the existence of Bely’s sketches for the
cover of Dreamers’ Notes. We have revealed their genetic ties with the esoteric, visionary
experience of Bely-the-Anthroposophist, reflected in his sketches and works of the 1910s.
We have tried to prove that Alyanski was aware of Bely’s artistic and ideological projects.

However there is another, even more irrefutable fact–the cover was drawn by A.Y.
Golovin. According to M.A. Chegodaeva’s characterization, the writer had done a “very
‘artistic world-like’, strictly graphical, decorative work”; “with ‘Modernist’-styled printed
letters with serpentine leaves and a fine black and yellow frame and with a beautiful
sophisticated composition through the entire cover: on a bare, cracked rock overgrown
with thorns stands the Poet with his back to us, a scroll of papers in his pocket, thoughtfully
looking down at the gloomy black multi-storied city cloaked in grey waves of smoke
from factory chimneys and above them—visions of antique temples and dancing muses”
(Chegodaeva 2002, p. 291).

So were Bely’s sketches decisively rejected or did they just happened to be unneeded?
Or was the idea proposed by Bely replaced with Meyerhold—Golovin’s idea so pic-
turesquely described in Alyanski’s memoirs? Such things happen quite often in publishing
and writing practices; however, such an inviting assumption seems to us to be too hasty
and—incorrect.

In order that these two undeniable facts cease to contradict each other, we must first
of all try to distance ourselves from the diametrically opposed manners of style (Bely’s and
Golovin’s) and compare the rough sketches with the journal’s cover without bias.

Again we introduce a quotation from Alyanski’s memoirs that explains the idea as if it
was proposed by Meyerhold to Golovin:

. . . one must draw such a picture: a dreamer seems to be standing on a very high
rock with his back to the viewer. In front of him (under his feet) is spread out a
large industrial city. Roofs, roofs, roofs. . . and somewhere industrial chimneys.
Over the roofs smoke is being trapped which is merged with clouds on the
horizon and there, further on, through the smoke and clouds one can faintly see
the bright city of the future.

It was precisely this idea that was embodied by Golovin (Figure 1): a “dreamer” is
depicted on the cover. He is placed by the artist on the terrace of a rock from whose
height he is looking at the dark, dusty present and he foresees the bright future in the
heavenly distances.

However, the very idea to place the dreamer on a terrace of a high rock (in the same
way as its embodiment in the Golovin’s drawing) is enormously puzzling. There is not
such a tall observation deck in either St. Petersburg or Moscow. This rock dominating the
city, where did it come from?

It seems to us that this mysterious rock with a “dreamer” on a high terrace, came to
Golovin directly from Bely’s sketches and is in fact a variant of Bely’s “tower” recaptured
in the Modernist way. Here, the key is the third sketch in which the tower rises over the
carefully detailed cloud bank (Figure 9), and, of course, the drawing from the GLM in
which the transition from the image of the “tower” to the image of the “rock” occurred
(Figure 10).

Other constituent elements of the cover are obviously taken from the same source—
from Bely’s sketches. For example, in the upper right-hand corner of the cover the rising
sun is shining—the same sun that figures in all of Bely’s sketches. Only the sun in Bely’s
sketches acts as a compositional center, whereas in Golovin’s drawing it is moved to
the periphery.

In addition, if we look closely at the upper right-hand corner of the cover (Figure 18),
we can find some kind of architectural construction: is it a sanctuary, an antique temple? Or
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is it the very “Temple” at the threshold of which, according to Bely-the-Anthroposophist,
humanity is standing and entrance into which Bely was actively encouraging?
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Figure 18. Journal Dreamers’ Notes (1919–1922). Cover by Aleksandr Golovin. Fragment.

Three fantastic creatures are bathing against the background of the temple and prac-
tically dissolving into three fantastical creatures. One can certainly try to discover their
mythological names, but it seems more productive to turn for an answer to Bely. It cannot be
excluded that in the upper right-hand corner Golovin depicted in his own way those three
“dreamers” that are present in the second and the third sketches of Bely (Figures 8 and 9).
Obviously, the architectural structure and “the spiritual creatures” in the rays of the rising
sun on Bely’s journal cover made by Golovin symbolize “the bright city of the future,”
or—as Andrei Bely would have put it—“The Solar City”. It is remarkable that it was Bely
who proclaimed “The Solar City” to be the central image of the dreamer’s “fantasy” and
his final goal. He devoted to this topic his essay “Utopia,” written specially for Dreamers’
Notes in 1919:

The “fantasy” will come true. . . the dreamer will shout: The City of the Sun of
Campanella has descended, and here we are—in the Solar City!

By the word of the dreamer we will step into the Solar City.

Its Kingdom will last forever! (Bely 1921, p. 144)29.

At first glance, only one figurative element of the cover is missing from the sketches
by Bely: the dark shrouds of smoke covering the city below the rock, and the light, sunny
shrouds in the heavenly perspective in which the dreamer foresees the future. In Alyanski’s
memoirs this element is highlighted as a formative one: “Over the roofs assembles the
smoke that transforms into clouds on the horizon. And there, further, through the smoke
and the clouds lurks the bright city of the future”.

Actually, in Bely’s sketches the “smoke that is transformed into clouds on the horizon”
is not gathering, but that dark, dirty smoke is wreathing at the foot of the high tower in
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the drawing from the period of Bely’s esoteric practice. It is that very drawing, as we
were trying to show earlier, which was in its turn the visionary prototype of Bely’s “tower”
sketches (Figure 13). As on Golovin’s cover, in that very drawing the dark smoke of the
“lower part” is juxtaposed to the bright air of the “upper part”. The dark shrouds on the
cover wreathing over the roofs of the houses are transforming into the light sunny shrouds,
though in the visionary drawing as an antithesis to the dark smoke there is provided at the
foot of the tower a heavenly sphere covered with azure clouds and with soaring stars.

If we take into account this visionary drawing, one of the sketches can be looked at in
a different way. In it there are also curling clouds at the foot of the tower, though not yet
colored. From the context one can suppose that they were meant to be dark and weighty.

Moreover, Bely presented an extensive explanation of these “cloudy” images, as well
as their mutual metamorphoses in his short story “Yogi”:

But as Russia was melting while boiling. . . while in Moscow yellowish-brown
clouds of dust were flying and stinging your eyes and papers started twirling. . .
he addressed his colleagues with a phrase that sounded strange:

“Yes, yes, yes—the air is pure and radiant”.

However, he was obviously speaking not about the air inside the museum which
was definitely full of dust; he spoke neither about the air on the street, nor did
he speak about the air on the field. As for the air about which Ivan Ivanovich
Korobkin was shouting at the absolutely wrong time, this air was in the country
of thoughts and feelings, where he travelled every day; that country of thinking
and feeling was actually the air and light, and he clearly saw that this country
became obscure and faded before the Revolution; clouds of oppressive smoke
broke out into the light playing here; only from the time of the Revolution had
he noticed the clearness of the atmosphere (the wreathing clouds of smoke came
down, they covered the surface of our life like a residue causing the collapse of
it: this dust dampened down by the rain is deposited on the surface of things
leaving its spots on them; and the cleansed air shines radiantly).

His words referred to this state of the atmosphere: “The air is pure and radiant”
(Bely 1995, p. 303)30.

One can conclude that indeed Bely’s ideas and sketches were used by Golovin for
creating the famous cover of the journal Dreamers’ Notes, which is known worldwide.
It was only that the Anthroposophical ideas were alien to Golovin, and the stylistically
unacceptable sketches were re-structured, translated into the language of Modernism
and Symbolism.

We have not found any evidence of private communication between Andrei Bely and
Golovin which, however, does not preclude the stated assumptions. Bely’s sketches or his
ideas could have reached the artist through Alyanski who had come to Moscow in the first
decade of March in 1919. In his “Perspective to the Diary” from March 1919, Bely wrote:
“The appearance of Alyanski, a number of organiz[ational] talks about the journal Dreamers’
Notes” (Bely 2016b, p. 450). One of the topics of such “organizational talks” could well have
been the concept of the cover.

Funding: This research received no external funding.

Institutional Review Board Statement: Not applicable.

Informed Consent Statement: Not applicable.

Conflicts of Interest: The author declares no conflict of interest.

Notes
1 I greatly appreciate the invaluable assistance of Oksana Chebotareva and Tom Beyer.
2 See: (Kajdalova 1988; Pisatel Risuyushchij 2004, pp. 84–89; Andrei Bely. Aleksandr Blok. Moskva 2005; Risunki Poetov 2013,

pp. 22–27; Kochevniki Krasoty 2016, pp. 193–234; Bely 2018, 2020).



Arts 2022, 11, 99 24 of 26

3 I would like to express my gratitude to the Russian State A.S. Pushkin Museum, the State Museum of the History of Russian
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4 “Нaзвaние aльмaнaхa издaтельствa Aлкoнoст дoлгo oбсуждaлoсь писaтелями Πетербургa и Мoсквы. Былo предлoженo
мнoгo нaзвaний, и в кoнце кoнцoв все сoглaсились принять нaзвaние, предлoженнoе Блoкoм,–Зaписки мечтaтелей.
Πредлaгaя тaкoе имя aльмaнaху, Aлексaндр Aлексaндрoвич гoвoрил, чтo oнo oтвечaет твoрчеству писaтелей «Aлкoнoстa»,
oбрaщеннoму к будущему”.

5 “Дoрoгoй Caшa,Если бы Ты писaл в Зaпискaх Мечтaтелей–кaк этo былo бы вaжнo. Если бы Ты, Рaзумник Baс<ильевич>,
я и Bячеслaв <Ивaнoв> писaли бы o сaмoм глaвнoм сейчaс и перекликaлись бы, тo—Зaписки Мечтaтелей, если бы
вышлo лишь 6–7 №№, были бы эпoхoй.Звезды блaгoприятствуют им, звезды блaгoприятствуют (вo внутреннем смысле)
тoму, чтo из этoгo oбъединения вoкруг Зaписoк Мечтaтелей мoжет сoздaться нaстoящее делo. . . Я смoтрю нa них,
кaк нa сaмoе близкoе делo свoе не пoтoму, чтo я хoчу тaм мнoгo писaть, a пoтoму, чтo тaм мы мoжем встречaться. . .
Милый, милый,—пиши: пoлoжи нa сердце себе Зaписки Мечтaтелей. Πусть oни будут нaшим oбщим ‘детищем’; знaю,
кaк никoгдa, этo—нужнo: нужнo, чтoбы oни были”.

6 The album is kept in the State Museum-Reserve D.I. Mendeleev and A.A. Blok.
7 “Линия эвoлюции ‘→’ слaгaется из рядa прерывoв; в тoчке прерывa—кaтaстрoфa; внутри кaтaстрoфы—пaдение нoвoгo

импульсa. . . Πoсле гибели Трoи Эней oтпрaвляется в стрaнствие, чтoбы пoтoмки егo oснoвaли Рим будущей эры.B
нaстoящее время дoлжны пoнести мы все лучшее пoгибaющей Трoи в иные эпoхи; и—передaть дaр нaш грядущим:
сoединенье дaрoв прoшлoй эры, плoдoв ее, с зaцветaющим сaдoм грядущегo есть пoдлиннo действие пoсвящения. Мы,
Энеи, выхoдим из Трoи: путь—дoлoг. . . Нa чем же нaм плыть? Нa Aлкoнoсте лежит стрoгий дoлг: сoвершить этo
плaвaнье. Caмуил Мирoнoвич, мнoгo бурь впереди: мoжнo сбиться с дoрoги; oстaвaйтесь же у кoмпaсa!Πрисoединяюсь к
приветствующим Aлкoнoст с oдним лишь услoвием; эти приветствия—не приветствия юбиляру, сoвершившему плaвaнье;
эти приветствия—в «дoбрый путь!». . . И—вперед! Bпереди лежaт гoды.Aндрей Белый. Мoсквa. 8 мaртa 1919 гoдa”.

8 “Πредстoялo зaкaзaть oблoжку, выбрaть худoжникa. Coветуясь с Блoкoм, я нaзвaл худoжникa Гoлoвинa. Мне кaзaлoсь,
чтo нa oблoжке хoрoшo былo бы изoбрaзить теaтрaльный зaнaвес, кoтoрый мoг бы служить пaрaдным вхoдoм в
aльмaнaх. A ктo лучше Гoлoвинa сделaет зaнaвес? Bспoмнились пoследние теaтрaльные зaнaвесы Гoлoвинa к спектaклям,
пoстaвленным Мейерхoльдoм: Дoн-Жуaн и Мaскaрaд в Aлексaндрийскoм теaтре, Бoрис Гoдунoв в Мaриинскoм теaтре, и
мы решили прoсить Bсевoлoдa Эмильевичa пoзнaкoмить нaс с Гoлoвиным. Мейерхoльд oбрaдoвaлся пoвoду пoвидaться
с Гoлoвиным и предлoжил:—Πoедем к нему все втрoем! Aлексaндр Якoвлевич будет рaд. Кстaти, пoсмoтрим, нaд чем
сейчaс стaрик рaбoтaет.Мы услoвились пoехaть в ближaйшее вoскресенье. Гoлoвин жил зa гoрoдoм, в Цaрскoм Cеле
пoд Πетербургoм (теперь гoрoд Πушкин). Блoк пoехaть не смoг, и мы oтпрaвились вдвoем с Мейерхoльдoм”.

9 “. . . из всех виденных мнoю зa пoследние гoды oблoжек, мне oчень нрaвились oблoжки A.Я. Гoлoвинa к журнaлу
д-рa Дaпертуттo (Bс. Эм. Мейерхoльд) Любoвь к трем aпельсинaм. Тaм был изoбрaжен теaтрaльный зaнaвес с двумя
персoснaжaми из пьесы Кaрлo Гoцци. B этo время я нaхoдился пoд oбaянием теaтрaльных зaнaвесей Гoлoвинa к
Мaскaрaду Лермoнтoвa“. Private collection of N.S. Alyanskaja.

10 “B пoезде Bсевoлoд Эмильевич рaсспрaшивaл o Зaпискaх мечтaтелей, o тoм, ктo и чтo тaм будет печaтaть и o кaкoй
oблoжке мы думaли. A кoгдa узнaл o нaшем нaмерении прoсить Гoлoвинa сделaть для oблoжки зaнaвес, вoскликнул:–
Πoчему зaнaвес? Bедь не тoлькo пьесы сoбирaетесь вы печaтaть в aльмaнaхе?–И дoбaвил:–Нет уж, зaнaвес oстaвьте
теaтру, a вaм нaдo придумaть сюжет, связaнный с нaзвaнием aльмaнaхa–Зaписки мечтaтелей”.

11 “–Нaдo пoдумaть, кaкие oни, сегoдняшние мечтaтели. Думaю, чтo пoкa oни еще крепкo связaны с прoшлым, oни тoлькo
мечтaют o будущем. . .Тaк вслух рaзмышлял Мейерхoльд o мечтaтелях снaчaлa в пoезде, a пoтoм–кoгдa шли пo aллеям
Цaрскoгo Cелa. Кoгдa же пoдхoдили к дoму, где жил Гoлoвин, oн скaзaл:–Кaжется, придумaл! Обсудим вместе с
Гoлoвиным”.

12 “Aлексaндрa Якoвлевичa Гoлoвинa мы зaстaли зa мoльбертoм–oн писaл нaтюрмoрт Цветы в вaзе.Гoлoвин oбрaдoвaлся
Мейерхoльду, oни рaсцелoвaлись и дoлгo oбменивaлись дружескими oбъятиями.Πредстaвив меня, Мейерхoльд рaсскaзaл
o прoсьбе Блoкa и Aлкoнoстa. Рaскритикoвaв нaшу зaтею с зaнaвесoм, oн нaчaл пoрывистo хoдить пo кoмнaте,
фaнтaзируя вслух сюжет oблoжки:–Πoмните ли вы литoгрaфию Дoмье Любитель эстaмпoв? Тaк вoт, этoт ‘Любитель
эстaмпoв’ oчень пoхoж, пo-мoему, нa сегoдняшнегo мечтaтеля”.

13 Daumier has an entire collection of works with this name. The most famous one that became widely reprint is The Stamp Lover
from Musée des Beaux-Arts de la Ville de Paris (Figure 6a). The Stamp Lover that resembles (by his posture) the dreamer from
Golovin’s journal cover even more is the one that is kept now at the Art Institute of Chicago (Figure 6b), but it is not clear
whether it was known to Meyerhold and his interlocutors. Daumier has an entire collection of works with this name. The most
famous one that became widely reprint is The Stamp Lover from Musée des Beaux-Arts de la Ville de Paris (Figure 6a). His
posture resembles more that of the dreamer from Golovin’s journal cover.

14 “Мне кaжется, нужнo нaрисoвaть тaкую кaртину: мечтaтель стoит, дoлжнo быть, нa oчень высoкoй скaле, спинoй
к зрителю. Πеред ним (пoд егo нoгaми) рaсстилaется бoльшoй прoмышленный гoрoд. Крыши, крыши, крыши. . . и
кoе-где–фaбричные трубы. Нaд крышaми стелется дым, кoтoрый нa гoризoнте перехoдит в oблaкa, a тaм, дaльше,
сквoзь дым и oблaкa, неяснo мерещится светлый гoрoд будущегo”.
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15 ”Рaсскaзaв сoдержaние кaртины, Мейерхoльд oбрaщaется к Гoлoвину, прoсит взять бумaгу и кaрaндaш и зaрисoвaть
егo, a oн будет пoзирoвaть в тoм пoлoжении, в кaкoм видит мечтaтеля нa oблoжке. Мейерхoльд пoдoшел к двери,
встaл к ней лицoм, спинoй к худoжнику, зaсунул руки в кaрмaны пиджaкa, кaк-тo сжaлся, сoбрaлся в струнку и тaк
непoдвижнo стoял нескoлькo минут, пoкa Гoлoвин делaл нaбрoсoк. Я oкaзaлся невoльным свидетелем тaинственнoгo
твoрческoгo прoцессa двух зaмечaтельных худoжникoв”.

16 “Bечерoм я рaсскaзывaл Блoку сo всеми пoдрoбнoстями все, чтo видел и слышaл. Aлексaндр Aлексaндрoвич улыбaлся,
a кoгдa я кoнчил, скaзaл:–Очень жaль, чтo не пoехaл с вaми и не видел всегo свoими глaзaми. Чтo кaсaется сюжетa,
придумaннoгo Мейерхoльдoм, я думaю, чтo oн интересен и пo мысли глубже нaшегo зaнaвесa. Однo несoмненнo:
oблoжкa будет oчень тaлaнтливa. Πoздрaвляю”.

17 “Целыми днями я рaскрaшивaю oбрaзы, мнoй зaрисoвaнные (симвoлы мoих духoвных узнaний). . . не рисунки, a кoпии
с духoвнo узреннoгo. . . ” Undoubtedly one of the reasons that made Bely start drawing was that his German was too bad to
speak to Steiner about the mystical and meditative experience. The writer is openly telling us about this in his “Reminiscences
about Steiner”. See (Bely 2000, p. 363).

18 See (Andrei Bely: Symbolismus, Anthroposophie, Ein Weg 1997). See About Bely’s drawings of that time: Spivak (2006).
19 “Я зaсыпaл. . . (Cтремительные мыслиКaкими-тo спирaлями неслись;Πриoткрывaлaсь в сoзнaющем смыслеCoзнaнию

неявленнaя высь)—И видел духa. . . Искрoй oн вoзник. . .Кaк мoлния, неулoвимый ликИ двa крылa—сверлящие
спирaли—Крoвaвым блескoм рaзрывaли дaли“.

20 “. . . Блистaет луч из звезднoй рукoяти,Кaк резвый меч;Мoй бедным ум к нoгaм смущенных брaтийCлетaет с плеч.Я—
oбезглaвлен в нaбежaвшем светеЛучистых глaз.Меж нaми—Он, Неузнaнный и Третий:Не бoйтесь нaс.Мы—вспыхнули,
нo для земли—пoгaсли.Мы—тихий стих.Мы—oбрaзуем сoлнечные ясли.Млaденец—в них“.

21 The whole collection of Bely’s essays “On the Border”: “The Crisis of Life” (1918), “Crisis of Thought” (1918), “Crisis of Culture”
(1920) and his treatise The History of the Formation of the Self-Conscious Soul (1926–1931), the last chapters of the second volume in
particular. See (Bely 1923, 2020).

22 See Figure 3 on the insert: (Glukhova and Torshilov 2020).
23 ”Bытянувшись нa спине и зaкрывши гoлoву, oн лежaл без движения; мысленный винт в гoлoве, рaзвивaя спирaль,

oстрием упирaлся в . . . кoсти черепa, oтчегo череп лoпaлся и сoдержимoе гoлoвы . . . в oщущении вытягивaлoсь в
неизмеримoсть; снaчaлa кaзaлoсь ему, чтo егo гoлoвa есть гoлoвa, нa кoтoрую нaдетa тиaрa; пoтoм, чтo тиaрa срaстaлaся
с гoлoвoй и вытягивaлaсь в неверoятнo oгрoмную бaшню . . . ”

24 “. . . из земнoй, oтумaненнoй сферы, вдруг вырвaлaся душa . . . Ивaнa Ивaнычa (вырвaлaсь из темени сoбственнoй
гoлoвы) и–прoизoшлo сoединение челoвекa и духa. . . ”

25 “Тут усилием вoли сжимaлся в себе и oщущaлся теперь силoвoй, яркoй тoчкoю, все рвущей; испытывaл сoтрясение; телo,
лежaвшее средь прoстынь, тoчнo щелкaлo, кaк стрючoк, и Ивaн Ивaныч Кoрoбкин пoлучaл вoзмoжнoсть передвигaться
пo oгрoмнейшей бaшне (oт сердцa–чрез гoрлo–к oтверстию темени); oн себя oщущaл перебегaющим внутри бaшни–пo
лестнице: oт ступеньки к ступеньке (oт oргaнa к oргaну); и выбегaл нa террaсу великoлепнейшей бaшни (вне телa
физическoгo и вне телa стихий). Тут oкaзывaлся oн oкруженный небесным прoстрaнствoм, блистaющим звездaми . . . ”.

26 “Между тем: пoдлинный Ивaн Ивaныч Кoрoбкин, пoднявшийся нa террaсу oгрoмнейшей бaшни, стoял, oпершись нa
перилa, и сoзерцaл миры звезд, переменяющих местa свoи в небе; к нему мчaлaсь звездa егo, чтoб. . . oтнести нaвсегдa к
oжидaющему. . . Учителю”.

27 Affiliate of the State Museum of A.S. Pushkin.
28 “Тут oкaзывaлся oн oкруженный небесным прoстрaнствoм, блистaющим звездaми, нo oсoбеннoсть этих звезд сoстoялa

в тoм, чтo oни быстрo реяли, тoчнo птицы; при приближеньи к террaсе, где их сoзерцaл, oсвoбoжденный oт телa,
Кoрoбкин, oни стaнoвились мнoгoперистыми существaми; и oни изливaли из центрa, кaк перья, фoнтaны oгней; и
oднo существo–звездo-птицa (звездa Ивaнa Ивaнoвичa) oпускaлaсь к нему, oбнимaлa клoкoтaвшим пoжaрoм лучей (или
крылий); и–унoсилa; чувствoвaлся кипятoк, oбжигaвший всю сущнoсть Ивaнa Ивaнычa; oщущения рук перехoдили в
oщущения крыльев звезды, oбнимaвшей егo и зaжигaвшей пoжaры; и Ивaн Ивaныч Кoрoбкин сквoзь все прoлетaл в
искрoметы, пaрчи, пелены из тoнчaйших светящих субстaнций–искрoметaми, пеленaми, пaрчaми прoстрaнствa светящих
субстaнций–в Ничтo, пoсередине кoтoрoгo вoзникaл Тoт же Cтaрый, Зaбытый Знaкoмец, искoннo встречaющий нaс–
гoвoрит:–Cе гряду!”.

29 “Осуществится ‘фaнтaзия’ . . . вскрикнет мечтaтель: Boт Coлнечный грaд Кaмпaнеллы спустился, вoт мы–в грaде
Coлнцa! Πo слoву мечтaтеля вступим мы в Coлнечный Грaд. Егo цaрствию дa не будет кoнцa!”.

30 “Нo пo мере тoгo кaк, кипя, рaсплaвлялaсь Рoссия . . . пo мере тoгo кaк в Мoскве зaлетaли стoлбы бурo-желтoй, глaзa
выедaющей пыли и зaкрутились бумaжки . . . oбрaщaлся к егo oкружaющим сoслуживцaм oн с фрaзoю, стрaннo
звучaщей:–Дa, дa, дa–вoздух чист и лучист.Нo гoвoрил, рaзумеется, oн не o вoздухе музейнoгo пoмещения, явнo
прoнизaннoм пылью, и не o вoздухе уличнoм; ни дaже oн рaзумел вoздух пoля; чтo кaсaется вoздухa, o кoтoрoм некстaти
тaк вoзглaшaл Ивaн Ивaныч Кoрoбкин, тo этoт вoздух был стрaны ежедневных егo путешествий в стрaну мысле-чувств;
тa стрaнa–мысле-чувствия–былa вoздухo-светoм; и . . . oн oтчетливo видел, кaк дo ревoлюции этa стрaнa зaмутнелa,
пoблеклa; кaк oблaкa душных дымoв врывaлися в здесь игрaющий свет; лишь сo времени ревoлюции зaмечaл oн
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oтчетливoсть aтмoсферы (все клубы удушливых дымoв спустилися; oсaдились нa внешнoсти нaшей жизни, прoизвoдя в
ней рaзвaл: тaк прибитaя дoждикoм пыль oсaждaется нa пoверхнoсть предметoв, oстaвляя нa ней свoи пятнa; a вoздух,
oчищенный, лучезaрнее светится).К этoму сoстoянию aтмoсферы и oтнoсились слoвa:–Boздух чист и лучист!”.

References
Alyanski, Samuil Mironovich. 1969. Vstrechi s Aleksandrom Blokom. Moscow: Detskaya Literatura.
Alyanski, Samuil Mironovich. 1976. Vospominaniya o hudozhnikah knigi. Bajkal 2: 141–45.
Andrei Bely. Aleksandr Blok. Moskva. 2005. Andrei Bely. Aleksandr Blok. Moskva. Moscow: Moskovskie uchebniki i Kartolitografiya.
Andrei Bely: Symbolismus, Anthroposophie, Ein Weg. 1997. Andrei Bely: Symbolismus, Anthroposophie, Ein Weg: Texte–Bilder–Daten.

Dornach: Rudolf Steiner Verlag.
Bely, Andrei. 1921. Utopiya. Zapiski Mechtatelej 2/3: 139–52.
Bely, Andrei. 1923. Na Perevale. Berlin, Peterburg and Moscow: Publishing House Z.I. Grzhebin.
Bely, Andrei. 1995. Iog. In Bely, Andrei. Sobraniye sochinenij: Serebryanyj Golub’. Rasskazy. Moscow: Respublika, pp. 296–308.
Bely, Andrei. 2000. Sobraniye Sochinenij: Rudolf Steiner i Gete v Mirovozzrenii Sovremennosti. Vospominaniya o Steinere. Moscow: Respublika.
Bely, Andrei. 2006. Stihotvoreniya i Poemy. 2 vol. Akademicheskij proekt. Sanct-Peterburg and Moscow: Progress-Pleyada, vol. 1.
Bely, Andrei. 2010. Liniya Zhizni. Moscow: GMP.
Bely, Andrei. 2016a. Material k biografii. In Andrei Bely. Avtobiograficheskye Svody: Material k Biografii. Rakurs k Dnevniku. Registracionnye

Zapisi.Dnevniki 1930-h. (Literaturnoe nasledstvo. vol. 105). Moscow: IMLI RAN, pp. 29–328.
Bely, Andrei. 2016b. Rakurs k dnevniku. In Andrei Bely. Avtobiograficheskye Svody: Material k biografii. Rakurs k dnevniku. Registracionnye

zapisi. Dnevniki 1930-h. (Literaturnoe nasledstvo. vol. 105). Moscow: IMLI RAN, pp. 329–654.
Bely, Andrei. 2018. Zhezl Aarona. Raboty po teorii slova 1916–1927 gg. (Literaturnoye nasledstvo. T. 111). Moscow: IMLI RAN.
Bely, Andrei. 2020. Istoriya Stanovleniya Samosoznayushchej Dushi. Book 1, 2. (Literaturnoe nasledstvo. vol. 112). Moscow: IMLI RAN.
Bely, Andrei, and Alyanski. 2002. Perepiska s Samuilom Mironovichem Alyanskim. In Litsa: Biograficheskij Almanach. №. 9. Sanct-

Peterburg: Feniks, pp. 67–115.
Bely, Andrei, and Aleksandr Blok. 2001. Perepiska. 1903–1919. Moscow: Progress-Pleyada.
Bely, Andrei, and Ivanov-Razumnik. 1998. Perepiska. Sanct-Peterburg: Atheneum and Feniks.
Blok, A. 1908. Liricheskye Dramy: Balaganchik–Korol na ploshchadi–Neznakomka. Sanct-Peterburg: Shipovnik.
Chegodaeva, Maria. 2002. «Tam za gorami gorya. . . ». Poety, hudozhniki, izdateli, kritiki v 1916–1923 godah. Sanct-Peterburg: Dmitrij Bulanin.
Glukhova, Elena. 2005. Neopublikovannye risunki Andreya Belogo k «Glossolalii»: Chasha Svyatogo Graalya. In Trudy Russkoj

Antropologicheskoj Shkoly. Moscow: RGGU, No. 3. pp. 386–408.
Glukhova, Elena. 2008. Aleksandr Blok v stihovedcheskikh shtudiyakh Andreya Belogo: Po materialam neopublikovannykh risunkov

k «Glossolalii». In Shahmatovskij Vestnik. Moscow: RGGU, No. 8. pp. 119–25.
Glukhova, Elena, and Dmitry Torshilov. 2020. Illyustrirovannye programmy k lekcii Andreya Belogo «Svet iz griadushchego». In

Literatura i Iskusstvo. Vek ХХ. Moscow: Litfakt, pp. 334–53.
Ivanov, Vyach. 1911. Cor Ardens. Part 1. Moscow: Skorpion.
Kajdalova, Natalia. 1988. Risunki Andreya Belogo. In Andrei Bely: Problemy Tvorchestva. Moscow: Sovetskij pisatel, pp. 597–605.
Kochevniki Krasoty. 2016. Kochevniki krasoty: Solovyova. Bryusov. Voloshin. Blok. Bely. Albom. Moscow: Boslen.
Nasedkina, Elena. 2020. Andrei Bely i khudozhnik Nikolaj Kuz’min v rabote nad knigoj «Maski». In Literatura i Iskusstvo. Vek XX.

Moscow: Litfakt, pp. 366–431.
Odesskiy, Mikhail, and Monika Spivak. 2020. «Krivaya istorii–tema moej knigi»: «Istoriya stanovleniya samosoznayushchej dushi»

i graficheskoe nasledie Andreya Belogo. In Andrej Belyj. Istoriya Stanovleniya Samosoznayushchej Dushi. Book 2 (Literaturnoe
nasledstvo. vol. 112). Moscow: IMLI RAN, pp. 689–717.

Ohta, Jotaro. 2008. «U gor–govor: S-l-o-v-o!»: O gornyh pejzazhakh Andreya Belogo v sobranii Rossijskoj Nacionalnoj biblioteki. In
Andrej Bely v Izmenyayushchemsya Mire. Moscow: Nauka, pp. 527–35.

Pisatel Risuyushchij. 2004. Pisatel risuyushchij = Poeta pingens: Zhivopis i grafika pisatelej v sobranii Gosudarstvennogo literaturnogo muzeya.
Albom-katalog. Moscow: Tri kvadrata.

Risunki Poetov. 2013. Risunki Poetov. Iz sobraniya Gosudarstvennogo literaturnogo muzeya i lichnyh arhivov. Albom-katalog. Moscow: GCSI.
Spivak, Monika. 2006. «Simvoly moih duhovnykh uznanij. . . »: Meditativnye risunki Andreya Belogo. Russkoe Iskusstvo 1: 28–33.
Spivak, Monika. 2008. Izdatelstvo «Alkonost»: K voprosu o tradiciyakh simvolistskogo knigoizdaniya. In Vestnik RGGU. Seriya

«Zhurnalistika. Literaturnaya kritika». No. 11 (08). Moscow: RGGU, pp. 132–37.


	References

