
ANDREI BELOBORODOV AND ITALY 

Andrej Shishkin 

Russia's Silver Age was greatly indebted to the wave of Italophilia 
which affected the works of the most diverse writers, including Dmi-
trii Merezhkovskii, Viacheslav Ivanov, Mikhail Kuzmin, Maksimilian 
Voloshin, Nikolai Berdiaev, Vasilii Rozanov, Anna Akhmatova, Osip 
Mandel'shtam, Boris Zaitsev, and Pavel Muratov. Encounters with the 
Italian "Elysium" served both as the inspiration for art and as the 
symbol of physical death and spiritual immortality. 1  Viacheslav Iva-
nov was speaking for many of his contemporaries when he declared: 
"Love for Italy is an indicator of cultural Ioftiness. One can judge the 
character of an age by the way it loves Italy and what it chooses to 
love in her". 2  This was the context from which emerged Andrei 
Beloborodov (1886-1965), one of the most originai Russian artists to 
have devoted his work to Italy. For various reasons Beloborodov's 
legacy has remained neglected and forgotten until quite recently.Now 
he is beginning to be recognized as a major contributor to the com-
plex relationship between Italy and Russian culture. 3  

I "I find the idea of a trip to Italy quite possible," wrote Kuzmin in his diary on 31 
December 1934, foreseeing his impending death; M. Kuzmin, Dnevnik 1934 g. (St 
Petersburg 1998) 145. As Gleb Morev notes, the idea of the sacred end of a Iife-path is 
here linked to the image of the entrante to paradise and immortality; Gleb Morev, 
"Kazus Kuzmina," lhid. 23-24. 

2Russko-italianskii arkhiv , Trento 1997, 503. See allo P. Deotto, /n viaggio per 

ralizzare un sogno. L'halia e il testo italiano nella cultura russa (Trieste 2002). 

3  Cf. H. B. 3afweea. HcTopne wrrephepoe 10cynoeckoro iteopea B Kowrekc-re paa- 
pycckoro Reopwmoro wrrepbepa. C116. 2003 (Jteccerrrawol); Il , . B. IIBaHOB. 

Pycckei3/4 apxwrek.rop H xyiloaomk Pompa Beno6opoeoe // Hawe Hacnewse 71, 2004; 
A. fla%MaH. Beno6opoeon B Peme // lbid; A. WHIIIKHH. Pycckuii nannatuweea B VITa- 
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Beloborodov himself wrote of his early Italophilia: 
The world of painting was always linked for me to my dream of Italy, and when 

in the days of my youth my countryman and, later, friend Pavel Pavlovich 

Muratov published his remarkable book hnages of Ilaly , I responded to it most 

vitally. I was especially impressed by the concluding phrase: 'Italy is what it 

is worth living for.' This was a blow to my heart and an impulse for the 

formation of the 'Italian backbone' which fuses all of my art. 4  

From 1904 to 1915 Beloborodov was at the Academy of Arts, and 
it was here, in the Petersburg of the 1900s, that the young Beloboro-
dov's "dream of Italy" took concrete form, thanks to his study of the 
writings of the classic Italian masters in the leading book collections 
of the northern capital and to his close attention to Petersburg's post-
Palladian architecture. He was especially enamoured of the architec-
turai legacy of G. Quarenghi, who is well represented in St Petersburg 
and the Russian provinces. It was this apprenticeship with a great Ita-
lian architect and his reverential study of his legacy which set the 
course of the great career which opened up before Beloborodov in 
pre-revolutionary Russia. 

The decisive moment was Beloborodov's speech at the Petersburg 
Society for the Protection of Antiquities on 7 December 1912. Here he 
spoke of the Zavadovskii Palace, built by Quarenghi in Chernigov 
province, which had severely deteriorated by the early twentieth 
century. In the course of 1911 and 1912 Beloborodov performed 
extensive measurements of the palace and compiled detailed plans and 
sketches of it. He planned to issue the entire work as a book, but the 
First World War prevented him from realizing this pian. Stili, the 
project led to Beloborodov's "discovery" for Petersburg high society, 
and he received commissions for interior design work and later for 
the construction of mansions for Countess Bobrinskaia, the Obolen-
skiis, Serebriakova, Count A. Bobrinskoi, and Feliks lusupov. Belo-
borodov's most prestigious commission carne in 1913, when he was 
asked to design the public halls at the Cabinet of His Royal Highness 
at Anichkov Palace. 

JUIN: ~peri Berio6opcotoB // BeCTHIIK 11CTOpliii, sitrrepaTypm n ticKycc.rea, 2005; 

Eugénie von Collande."Le nouveau clAteau de Caulaincourt et son architecte André Be-

loborodoff', Mémoire de maitrise, Université de Paris IV Sorbonne, 2(X)3/2004. 

4  "Nabrosok k avtobiografii", lvanov Family Archive, Rome. The first edition of 

Ohrazy hahi appeared in 191 I - 1912. 
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In 1915 Beloborodov completed the course at the Academy of 
Arts first in his class. His graduating project was the architectural 
design "A university with four faculties in a capital city". He used 
Raphael's "Athenian Academy" from the Vatican as his inspiration. 
The diploma, signed by Empress Mariia Fedorovna (in her capacity as 
the president of the Academy of Arts), granted him the title "Artist-
Architect", and his winner's medal, the Prix de Rome, gave him the 
privilege of continuing his education in Rome as a pensioner of the 
Academy for four years. 

The events of 1917 interrupted all of Beloborodov's architectural 
projects in Petersburg, and he chose not to collaborate with the Soviet 
regime. On I February 1920 he reached Finland by crossing the fro-
zen Baltic Sea by foot. On 29 February of the same year the "Special 
Committee for Russian Affairs in Finland" issued him a Russian pass-
port. He was aided by the documents he brought with him, testifying 
to the fact that the Academy of Arts had sent him abroad in 1915. 

Feliks lusupov immediately found Beloborodov an important 
commission: designing the sets for the "Blue Ball", a charitable func-
tion in support of Russian and British refugees from Soviet Russia, 
which took piace on 7 July 1920 at the Albert Hall in London. Two 
decades later Feliks lusupov recalled: 

I examined with wonder the designs invented and realized by my friend the 

architect. His magical imagination turned the old Albert Hall into a fairy-tale 

garden. Thin blue hangings hid the large organ and, pinned with garlands of 

roses, draped the boxer. The stage was framed by an archway of roses, and 

cascades of blue hydrangeas. The light was filtered through bouquets of roses 

which decorated the candelabras, crowned with blue ostrich feathers, and the 

beam of the projector, directed onto the dancers, was like the moon on a 

summer night. <...> 

The ball was interrupted at midnight when Anna Pavlova was met with long 

ovations. The ballerina hovered like a blue bird in a pagoda with a golden roof 

which was set up at the centre of the stage. 5  

In the autumn of 1920 Beloborodov took up residence in Paris 
and soon set off for his first trip to Italy. In a draft of his autobiogra-
phy he wrote: 

I stayed on in England for severa! months (executing a project for an open-air 

theatre for the great ballerina I Pavloval in "Swan" park), but this was a mere 

episode, a temporary hiatus, a stage in my journey to the Promised Land. And 

5  Prince Felix Youssoupoff, En exil (Paris 1954) 23, 24. 
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finally I was in Rome, on a crystal-clear sunny day in October 1920, and my 

dreams finally began to take rea! form. From this moment I began the 

extensive work of my life which continues to this day and which, I hope, will 

continue to the end of my days: a cycle of my images of Italy, her paesaggio 

architettonico <...> My studio from then until 1934 was in Paris, but every 

year I spent many months in Italy, trying to imprint its endlessly variable 

countenances. 

Beloborodov executed drawings in Rome, Frascati, Venice, Ve-
rona, Vicenza, Florence, Siena, San Giminiano, Sicily, and on the 
Amalfi coast. On one of his Italian trips the artist became close to the 
poet Viacheslav lvanov and his family. The first works of the Italian 
cycle were exhibited at the 1921 Autumn Salon in Paris, and in May 
1923 Beloborodov opened a large exhibition "Italy", including ninety 
pieces. Andrei Levinson published an admiring review of the exhi-
bition, and pieces were purchased by Sergei Kusevitskii, Lev Bakst, 
and Anna Pavlova 6 . The "immortal" Henri de Régnier visited the 
exhibition on 13 July and honoured the Russian artist with the essay 
"Invitation to a Journey" for the catalogue of his next exhibition in 
the spring of 1924. 

In the following years Beloborodov's work was exhibited in Ber-
lin, Belgrade, Rome, Venice, and Copenhagen. He was written about 
not only in the Russian émigré press, but also in Le Figaro, Vogue, 
Illustration, and Dedalo. His fame was confirmed by the Paris exhi-
bition in May 1929 in the gallery of Jean Charpentier, which displa-
yed thirty views of Rome and Roman villas in addition to gardens and 
palaces in the environs of Rome (Tivoli, Frascati, Caprarola) and col-
our engravings for books on Rome and the Bay of Salerno which he 
was preparing. Critics noted the unique character of his artistic world: 
"Detached from his epoch, united with the one he reproduces, he has 
left tiene and become higher than `dates — , Prince S. M. Volkonskii 
concluded regarding the 1929 exhibition. 7  Similar thoughts are en-
countered in the review of Henri de Régnier for Le Figaro: 

We find Rome at once olive and true, which in order to be true does not need the 

presence of man; 'eternai,' it does not need the 'ephemerar. 8  

6 
Zveno 4 June 1923. 

7  S. M. Volkonskii, "Rim Beloborodova", Poslednie novosti no. 2986, 1929. 

8  Henri de Régnier, "Promenade dans Rome," Le Figaro 15 May 1929. In 1961 

Beloborodov included this text as an introduction to his album of Roman vedute. 
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Falling out of the contemporary age, Beloborodov's works were 
treasured by a narrow cosmopolitan circle of aristocrats, patrons of 
the arts, and major diplomats. Beloborodov collaborated with Maurice 
Paleologue, the former French ambassador to Tsarist Russia, a mem-
ber of the French Academy (like Henri de Regnier). Together they 
issued Rome: notes d'histoire et d'art, which was illustrated with 
fifty-two of the Russian artist's engravings. This edition for the few 
had a print-run of only sixty copies. 9  The artistic publication Colle de 
Salerne, which Beloborodov compiled together with Paul Valery, ap-
peared only in 1951 with a print-run of twenty-five copies? Belobo-
rodov also received architectural commissions from the Count R. de 
Rougemen, the Countess de Castri, Countess E. Shuvalova, and Prin-
ce lusupov. He also received a remarkable and important commission 
from Gérard de Mustier-Caulaincourt, which deserves a special dig-
ression for here the fate of an émigré architect became intertwined 
with the attachments and antipathies of old Europe, which everyone 
thought had passed into history. 

The Countess's great-grandfather was Napoleon's Over-Stalmei-
ster A. Caulaincourt, the French ambassador to St. Petersburg from 
1806 to 1811. Conducting a rather independent diplomatic policy, 
Caulaincourte became close to Alexander I and won his personal trust 
and sympathy. One can see from Tolstoi, who captured the collective 
memory of the Russian nobility, that Caulaincourt was perceived by 
the society of the capitai city against a backdrop of generai fasci-
nation with France and the French (see War and Peace vol. 2, part 3, 
chapter 15). When the troops of the anti-Napoleonic coalition entered 
France, the Tsar made a special arrangement so that the ancient family 
castle of the Caulaincourtes, located one hundred kilometres from 
Paris, remained unharmed. The Cossacks even dug an artificial lake in 
front of the castle. All of these circumstances were known to Count 
and Countess de Moutier-Caulaincourt when they addressed the Rus-
sian architect with the idea of re-building the castle, which had been 
utterly destroyed by German troops in the First World War. 

Beloborodov's work on the construction, interiors and furnishing 
of the castle was completed in the summer of 1934 and evoked 
considerable interest. The French journal for contemporary architec- 

9  Maurice Paléologue, Rome: notes d'histoire et de'art (Paris 119300. 

l ()  La golfe de Salerne. Treize hois originaux de Béloborodoff introduits par un 

texte inédit de Paul Valéry (Paris-Rome 1951). 
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ture La Construction Moderne printed nineteen photographs of the 
castle in a special issue dated 30 December 1934. Writing in Le Figaro 
on 27 July 1934 Jean-Louis Vaudoyer noted that, if earlier French 
and Italian architects acquainted Russia with the style of Mansart and 
Sansovino, now a Russian architect had built in France a palace in the 
Palladian style of eighteenth-century Petersburg. A. N. Benois wrote 
a major article about the castle for the Russian émigré newspaper 
Poslednie novosti. 11  At the present time the French art historian E. 
von Collande is working on a detailed history of the new castle. 

At the height of his fame Beloborodov moved to Rome. In No-
vember 1934 an exhibition of his work opened at the mansion of 
countess Pecci-Blunt (120 pieces), and in December of the same year 
in Milan at Skopinic gallery. Beloborodov's fame and recognition was 
helped by the officiai Vatican newspaper Osservatore minano, which 
reproduced six of the artist's pictures in large format (the newpaper's 
editors were wholly independent of the Italian regime, located as they 
were within the sovereign Vatican state). The visitors' album of Belo-
borodov's exhibitions in Rome includes the signatures of luminaries 
such as Andre Grabar and N. Sharov. The artists featured include N. 
Lokhov, G. Sheltian, Prince Sergei Shcherbatov, Sergei lvanov, Ale-
xandre Benois, B. Falileev, R. Brailovskaia, A. Trofimov, Sergei Ma-
kovskii, and Eric and Irina Prenne. Others include the composer Alek-
sandr Grechaninov, Olga Resnevich-Signorelli, prof. Nikolai Ottokar, 
Viacheslav Ivanov and his family, Dmitrii Merezhkovskii and Zinaida 
Gippius, N. Alekseev, Tat'iana L'vovna Sukhotina-Tolstaia, M. N .Se-
menov, Prince Vladimir Volkonskii, Grand Duke Roman, lu. Shleifer-
Rat'kov, E. Anan'in, Nikolai Liubimov, and Pierre Pascal. Italian 
notables included critic Mario Praz, the artist Giorgio de Chirico, the 
composer Ottorino Respighi, and the futurist poet T. Marinetti. 

The circle of Beloborodov's patrons was largely comprised of the 
old Roman elite — the families Orsini, Aldobrandini, Barberini, Pic-
colimini, Doria Pamphili, and Borromeo — and the international diplo-
matic corps, including the diplomatic representatives to the Vatican 
from Great Britain (D'Arcy G. Osborne), France (F. Charles-Roux and 
V. d'Ormesson), Peru (Misbela), Brazil (M. Nabuko), Switzerland 
(Ch. de Bavier), and German (U. von Hassel). 12  Another generous 

11  Poslednie novosti, no. 4839, 23 June 1934. 

12  U. von Hassel was executed by Hitler in 1944 for participating in the Resi-

stance. 
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and demanding client was frequently the Swiss Maurice Sandoz, a 
wealthy philanthropist and author of twenty-five books of prose and 
poetry who in the breadth and grandeur of his projects is somewhat 
reminiscent of Feliks Iusupov. 

In Rome the artist continued his friendship with Viacheslav Iva-
nov and his family, including his constant "co-inquirer" Ol'ga Shor. 
Their friendship lasted many years. Once the poet signed a visitors 
album: "Il fedele ammiratore dell'artista Venceslao Ivanov" — "A true 
admirer of the artist, Viacheslav Ivanov". The poet's daughter attests 
that Ivanov "valued and loved" Beloborodov. 13  

Beloborodov's only notable compromise with the Italy of the 
1930s was his exhibition "New Monumental Rome", which opened at 
the Rome Museum on 13 December 1937 and included sixty pieces. 
At that time Mussolini had completed a series of major urban reno-
vations in the Eternal City, some of which were appreciated. In the 
words of Lidiia Ivanova, the poet's daughter: "There was created a 
new via dei Fori Imperiali, linking Piazza Venezia to the Coliseum, 
which was a truly regal alley revealing to the viewer the heart of an-
cient Rome; and the inimitable via del Mare around the base of the Ca-
pitolium"." Beloborodov captured this newly open city with its gran-
diose, empty perspective closed off by the Coliseum, with its ancient 
tempie in construction scaffolding, and its reconstructed Renaissance-
era piazza. 15  

Italian critics of the 1930s sought to present Beloborodov as an 
interpreter and even illustrator of the ideology of the "second empi-
re", although this ideology was poorly suited to the desolate silence 
and nostalgie solitude which critics noted in his pictures. Belobo-
rodov had little regard for the politics and ideology of Il Duce; he was 
merely recording moments in the life of the Eternal City. 

By the dose of the fierce 1930s Beloborodov decisively shifted 
the subject-matter of his works. Now, on the eve of world conflict, 
his pictures completely lose their link to the contemporary world. In 
March 1939 he exhibited twenty-five works from a new cycle which 

13  Lidiia Ivanova, Vospominaniia. Kniga oh ottse (Paris, 1990) 291. 

14  Ihid. 252. 

15  Following the exhibition of 1937 the Museum of Rome, which houses the ri-

chest collection of artworks created in the Eterna! City from medieval times to the 

twentieth century, acquired fifteen of Beloborodov's works. They can be viewed on the 

website of the museum at: <http://www.museodiroma.comune.roma.it >. 
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showed fantastically beautiful and abandoned cities, immersed chur-
ches against a mountainous background, a tower half-buried in the 
earth, the ruins of remarkable buildings, rising water and desolation. 
The series is entitled "Grande Isola" — "the Grand Island" — and this 
symbolic title automatically evokes associations with the immersed 
island of Atlantis, irrevocably lost to the world. In a series of pictures 
Beloborodov freely used images of classical Roman architecture such 
as the ruined Coliseum, the Arch of Titus, or the pyramid of Caius 
Cestius. It is difficult to decide whether this is an "imagined Italy" or 
a nostalgically envisioned "Promised Land", lost by an émigré. 

For this exhibition Beloborodov published a "Guide to the Grand 
Island", where he discussed his mythological conceit: 

From the earliest times the Greeks discovered a Grand Island at 
the centre of a sea, reminiscent of the Mediterranean which to this day 
preserves many monuments of Hellenic culture. Their Roman heirs 
founded many cities there, especially in a broad and fertile valley; 
later, after a geological cataclysm, it became a vast lake. The natural 
cataclysm cut the ancient fertile valley off from civilization for many 
centuries, but many of its monuments remained almost untouched, 
while others were partially destroyed or immersed in water. With time 
the population became a tribe of shepherds, and the island was con-
cealed by a dense fog. There followed another long period of dark-
ness, and only at the dawn of modernity did the fog lift. Italian ships 
began to visit the Island and bring it their arts and customs. In a short 
time the island became a fertile land and achieved a high level of civi-
lization. 

In the dark period, between the two times of blossom, the Roman 
and the Italian, Byzantine ships once made it through the fog and 
carne upon the island by accident. However they fled in fear of the 
gloomy spectacle of a world under the sway of the furious natural 
forces. What they saw remained ingrained in their memory so deeply 
that it can be seen in Byzantine mosaics and drawings, especially in 
the depiction of mountains. 16  

Beloborodov exhibited new pictures from the cycle "Grande Iso-
la" in 1940, 1941, 1943, 1945, 1947, 1953, and 1955. His "post-
apocalyptic" visions (in the words of a French critic) received sub- 

16  A. Beloborodoff, Guida della Grande Isola. Estratto dall'Elenco delle opere per 

lu mostra di un gruppo di artisti stranieri residenti a Roma alla Galleria di Roma. Marzo 

/939. 
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stantial notice in the press, eliciting articles from such major Italian art 
critics and historians as Mario Praz, Marco Spaini, and Corrado AI-
varo. Viacheslav lvanov's statements on the cycle also appeared in an 
Italian newspaper. The reviews were mixed, and sometimes diametri-
cally opposed. It is worth citing some of the readings and interpre-
tations which sought to extend the meaning of Beloborodov's cycle in 
words. 

One of the first to respond to "Grande Isola" was Alexandre Be-
nois, who visited the Rome exhibition in 1939. Focussing on the tra-
gic moment of the cycle for its émigré author, Benois compared the 
world of "Grande Isola" to that of Imperial Petersburg: 

Everything impresses with its grandiose scale, its vast planning and the 

harmony of proportions. Colonnades, temples, shrines, mausoleums, bridges, 

theatres, palaces, more colonnades, triumphal arches, terraces, garden pavi-

lions, and even state institutions — all of these alternate as one casts one's 

gaze over the pitture, and the charm of this mute and static grandeur is not les-

sened by the fact that, stepping over the marble tiles of the streets or swim-

ming the canals in utter solitude, we meet not a single living soul. Everything 

is miraculously kept in order, as if prepared for some festival, but there is no 

populace; this desolate morbidity only increases the impression that it is some 

miraculous dream, now sweet, now "inclining towards nightmare. 

I•••] The similarity to the great Vicentin I i.e. Palladiol elicits something "Pe-

tersburgian" in all these endless perspectives and squares. The stone masses of 

our dethroned capita!, mostly thanks to Quarenghi, Starov, and to a 'esser 

extent Tomon, Rossi and Zakharov, also display the same spirit of Palladia-

nism — the spirit of sever bui fine desolation. Everything is full of the same 

majesty as in Beloborodov's "Isola" I...I Is not Beloborodov's fantasizing a 

kind of self-consoling, a kind of hymn to everything that formed him, nurtured 

him, instructed him and "founded" his art?I 7  

If Benois found emigration from imaginary Russia to be the sour-
ce of Beloborodov's work, then his old Roman friend G. de Chirico 
demonstrated a completely different understanding of the Russian ar-
tist's cycle: 

Beloborodov's special artistic world is Mediterranean to the high-
est degree, like the loneliest corners of the world of Friedrich 
Nietzsche. In the transparent, quiet atmosphere of Platonism Belobo-
rodov creates his architectural compositions, perspectives, ideai 
dwellings, and that lyrical element which issues from palaces, cities, 

17  Aleksandr Benua, "Vystavka A. la. Beloborodova", Po•lednie novosti, 14 

Aprii 1939. 
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monuments, arches, towers, bridges, when they are created by archi-
tectural poets." 

Another perspective is evident in the sharply originai review of 
Milanese writer Angela Zucconi, which concludes by reproducing a 
conversation about the cycle by Corrado Alvaro and Viacheslav 
Ivanov. Their views are dialectically opposed and artfully contrasted, 
and their counterpoint leads the interlocutore to important statements 
regarding culture and memory: 

How do the ruins and untouched palaces interrelate in the fan-
tastic history of Grande Isola? 

For Corrado Alvaro the ruins are an image of what will one day 
occur to the streets of a major city. By contrast, for Ivanov these 
ruins give birth to a city by affirming the triumph of art over time, 
beauty over death, and idea over corrupt matter. For the former, the 
Grande Isola is an image of the condemned city, a prophecy of the 
coming of a new barbarism; for the latter, it is a calming image of 
regeneration. For Alvaro the artist is conquered, while for Ivanov his 
is the conquerer. For the first the ruins are like phantoms, while for 
the latter they are simply "beautiful". For Alvaro the squares and 
streets of the city are a memory, while for Ivanov they are a promise. 
For Alvaro nature is indifferent to the drama of man's peripeteia, 
while Ivanov sees that sun and light serve to console and reinvigorate 
the calm sadness of the ruins. For Alvaro even the clouds are nothing 
other than the remains of a cataclysm in the heavens, while for Ivanov 
they are divine heralds. For Alvaro the water is a dispassionate mirror 
of this world, while for Ivanov the water is rushing to restore the 
very buildings in the depths of its reflection, helping them to express 
what they can no longer say. 19  
After the Second World War Beloborodov completed plans and 
projects he had begun earlier. In 1948-1950 he built a palace for 
Maurice Sandoz in a small park on the minor Aventine hill, a hundred 
metres from the ancient wall with which emperor Marcus Aurelius 
surrounded Rome, and less than a kilometer from the Termi of Cara-
calla. Beloborodov's mansion, executed in Palladian style, is there-
fore "entra muros" — within the walls. As far as I know, Beloborodov 

Giogrio de Chirico, "Andrea Beloborodoff alla Finestra", Gazetta delle arti, 24-

30 March 1947. 

19  Angela Zucconi, Gli abitatori della Grande Isola: interpretazione di un grande 

artista // L'Avvenire. 12 Febbraio 1941. 
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thus became the first and so far only Russian architect to have earned 
the honour of building within the historical centre of the Eternal City. 
His work was highly valued, receiving reviews with such titles as 
"One of the Most Beautiful Palaces in the Ancient City", "The Magic 
of the Renaissance in a Contemporary Palace". Beloborodov's suc-
cess is attested to by de Chirico's and Mario Praz's shared desire to 
commission from him palaces for themselves in the neo-classical sty-
le. In 1959, in the Roman district of Monte Mario (already outside of 
the ancient walls) Beloborodov built the mansion villa Gacomaniella. 

In his final years Beloborodov decided to publish an album of his 
pictorial "images" of the Eternal City. Almost all of the originals, in-
cluding the most successful and renowned Italian vedute (such as the 
cycle "Grande Isola") were inaccessible, having been purchased and 
placed in private collections. The veduta of the Egyptian obelisk im-
merseti in the shadow of the Basilica of St Peter, which had been 
praised by Prince Sergei Volkonskii in 1929 and reproduced in the 
1934 in Osservatore romano, was in the collection of Maurice Sandoz; 
the grand perspective of the Imperial Forum crowned with the 
Coliseum belonged to the heir to the Greek throne Christopher. Of the 
hundreds of views of Rome and its environs which the artist had 
created over his entire life he chose and engraved twenty-four vedute. 
In the main these were "historical" engravings, recording the city 
before the reconstructions and restorations of the twentieth century. 
Mario Praz entitled his review of the book "Lost Rome"." 

The book was completed in collaboration with an old friend Di-
mitri Ivanov, son of the poet Viacheslav Ivanov, known in his own 
write as a writer and journalist who published under the pseudonym 
Jean Neuvecelle. 2 IDimitri Ivanov compiled a "guide," an imaginary 
stroll through the Eternal City along the artist's chosen route. The 
guide ended with a passage on the special artistic world of Beloboro-
dov and on his fate, which began on the banks of the Neva: 

The Rome the artist has shown us is both true and imaginary, unreal and yet 
scrupulously exact at the same time. Il is empty. Just as if throughout the ages 
men had never set foot on this mysteriously chosen soil, in this city justly 
called Eternal. While today stili people flock there from every part of the 

2() Alcibiade !Mario Prazi, "Roma perduta", Paese Sera, 16 February 1962 

21  Andrea Beloborodoff,Ventriquatro vedute di Roma, presentati da Henri de Ré-
gnier, con una breve Guida di Jean Neuvecel(e (Roma, 1961). This edition is in three 
languages: French, English, and Italian. 
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world, — pilgrims going in procession from the Colosseum to the Basilicas or 

athletes celebrating the Olimpic feasts in the ancient or modero stadia. 

The artist, however, is not concerned with human beings. A secret bond 

connects him with the City itself, with the perishable yet immortal substance 

of which it is made and which he makes use of it to create in his mind and on 

his canvaces, other cities, imaginary and fantastic. 

Let us take advantage that the Rome of Beloborodoff is depopulated. In these 

streets without life, in these parks where only water and stone speak, one 

single footstep, one single voice needs sound, your own. The images you have 

seen are those of remembrance. Your own memories could bring them to life 

when Rome will be for you but vanished presence, the past. Unless won over 

for ever like the author of these paintings, you too decide to take up residence 

on the Gianicolo hill, in narrow rooms overlooking a tiny garden clinging to 

the slope. Though he remains faithful to the past flowing Neva on whose 

banks he started in his youth as a painter, engraver and architect, he here 

continues painting and engraving both real and imaginary architecture. 

Beloborodov did not live long after the book's release. He wit-
nessed the rise of a new artistic age which appeared inconsonant with 
his own work. Now, forty years after his death, we can finally ap-
preciate how Beloborodov's work united various strands of twen-
tieth-century culture, including the dream of the Russian Silver Age 
about Italy, the homelessness of the Russian emigration, its remar-
kable blend of Russianness and universality, its solitude, the inevi-
table tension between a turn towards the non-existent past and the 
actual modernity of the West; the political fragmentation of Europe, 
and the triumphant unity of Memory and Culture, which are capable 
of finding (in the words of Viacheslav lvanov, the coryphaeus of the 
Silver Age) the higher reality within transient things — "realissimum in 
realibus". 

(Translated from the Russian by Robert Bird) 



H3 MATEPHAJIOB COSPAH1/151 B5111. HBAHOBA B PHME: 

XYROACECTBEHHLIE 11P0H3BEREH1451 A. 51. BEROBOPOROBA 

H. A. C MCp.411208a 

OcTaameecs B N'Afe xyuo)xecTaeHHoe HacneuHe AHupesi 51Koanempia Ee- 
n6opouoaa — ap,arrexTopa H HccneuosaTena aparrexTypm, macTepa imTephe- 
pa, rpatuma, TeaTpanhHoro H KHHemaTorpadmiltecaoro cneHorpasta H npocTo 
3HaToica H HeHHTe.1151 CTapHHLI — HeBe.TIIIKO, HO B cotteTamm C apX1113HbIMH ma- 
TepHanamH, nímmaunexcasummn emy cTapmmbum mmramn, rpamopamll H pH-
cymcamH uaeT AOCTaTOIIHO nonHoe H )101B0e npeucTaaneHne O ero Taoptiecicom 
meToue. B PIGIA xpaHaTca 3alcoHnettHme rpacinnecKHe npoHneuelma A. A. 
Beno6opouosa H ero xyuoncecTseHmAl apxHa: Ha6pocan, nouroToturrenbHme 
plICyHKH HJISI rpamop, uexopammunc 11HHHO, TeaTpanbHmx ueaopanml, KO- 

CTIOMOB, pa3JnitníbI Ka.11bKH, HOCKH jtnH llezIaTH rpaBIOp, maTepHanm, CBSI3H11- 

C apaurreKTyptimmx npoexTamm. 
Katund-To o6pa3oM A.51. Beno6opouosy, 6ezaBmeMy 113 POCCHH n0 nbuy 

011HCKOTO 3anHBa, yuanon. BbIBeCTH IleCKOHLKO CBHAeTeJ1bCTB caoetí xyuo- 
acecTseHHoti uesurenhHocTH B IleTep6ypre. ilacTb 3TH3c maTepHanoa nowee, 
cxopee acero, B napimoudi nepHou )KH3HH xyuonunuca, 6buta pa3met(eHa B 

anh6omax, J11060BHO nepenneTemimx "HOH cTapHHy", BO3M0)1010 HM caMHM. 
Ha Kopeumax anb60MOB — Haxnernm II3 cTapoìí KO)KH C THCHCIMIMII 3OJIOTOM 

11H3BaHHAMPI. 

B anh6ome "Antiquités de GIov" — 18 epoTorpactudi nepxotmog yTaapH 
XVIII-XIX BB. P13 FA013a, B amkome "Les Chfiles kolokoltsoff ' — OKOJIO 70 (ho-
Torpacimh pyccxxx menxoamx "KOJIOKOJIHUKHX" maneti nepaoft HOJIOBHHbI — 
ce pexamm XIX CT0.11eTHH, a Taxmce 4 OplITHHHJILHbIX axaapent»Hmx pwcymca 
XIX B. C 06pa3namH una Timm:4x opHamewros H uance omm (pparmeHT manH. 
3TH anb6omm casnaHm c yziacTHem A.51. Beno6opouoaa B 3xcneumAHH no po- 
3bICKy IIHMATHIIKOB HapouHoro Taopttecraa B .TIrKeILKOM H FHOBCKOM yemax, 
opramnortaHHoil 110 HHHHIIHTHBC IleTep6y1MCKOF0 FeHepa.TI-Ty6epHaTOpa B 
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1912 r. Enne oum anb6om — "Lialitchi II", OT KOT0p010, cyusi Ho HaRIUICH Ha 
Kopeunce, coxpamincsi J11111Ib BTopoil TOM, nocusiuteH OXIHOIIMCHHOfi ycaub6e 
rpairba 3aHatioucicororo B tlepHHroBcKoti ry6epHHH, 110CTpOeHHOti KHapeHrH. B 
HeM, HOM14110 nenambix maTepHanos, 18 cboTorpachHil TorAa ente =iacTiinHo 
coxpaHmineilcsi, a HbIHe 11paKTIIIIeCKH HOJIHOCTIA0 yrpaneHHoti nocTpotiKH, 
cuenaHHbie Beno6opouoshim B 1912 r. conposontemsi ero uoxnaua O 
JIHntinax B ConeTe 06utecTua 3auHrrb1 H coxpanemsi B Pocciia namirriumos 
Hcicycersa H cTapmbi. 

B nemegrom anb6ome — "Beloborodoff. Ars Grafica 1908-1919" — plicyll-
KH nepom (3, B TOM nHcne nopTpeT ,IX)Kaicomo KiiapeHrti), nepHo-6enbie (3) H 
nrieTHbie (11) JIHHOrpaBlOpb1, B131110.11HellHble aictiapenbio BH1lbeTKH (20), a 
TaxiKe arnenaTaHHhie TunorpachcicHm cnoco6om: 1) usa HaptianTa o6nozocH H 

8 minocTpantiti K KHHre r. K. nyKOMCK0f0 "AHTW1Hble TeaTpbl"; 2) 10 B11- 

HbeTOK H 3aCTaBOK, B tmcne KOTOpbIX 11 MapKa "ApicHTexTypHoro H3AaTeJ11,- 

Bce maTepHanbi 3Toro anb6oma, 3a HcicnioneHmem nueTHbix intHorpa- 
stop, CBS13aHb1 C pa6oToil Bel1060p0A0Ba B KH141-013AaT0J1bCTBaX. HO CTHJI10 

0H11 6.11H3K11 K pa6oTam xyumicHHKou "Mapa Hci(yccma", OTJ11111a1OTCSI BbICOKHM 

tocycom H ripitHaune)KaT K nynumm ripotimieuemsim pyCCKOh KHH)KHOI4 rpaguticH 
Tex neT. 

Homilmo HaKneeHHux B anb6om, B PAH xpaHirrcH H 12 oTuenbmix orni-
CKOB 11,B0TIMIX nmorpasiop, Bb1110JIHeHHbIX B HeTep6ypre. Hporrbie, nitcTo-
pycciate nerna*Hbie MOTHBbI cnyzar B 1111X Tema! TOHK011 TOHaJIbH011 pa3pa-
60TKH citep*anHoA nueTotioti raMMbl. HHTepeCHO, LITO BHOCJIeTICTBHH nefi3a*H 
6yuyr EicTpenaTbcs B TBOp'IecTBe Beno6opouotia nnIllb KaK nacTH apxilTex-
TypHbix HeityT. 

K Hati6onee painnim 3anap,HoeBponekKam npoHneueintam A. SI. Beno6o-
pouoita OTHOCSITCSI neTbipe 6onbunix pacmenembix amtapenbio rpacimnecmix 
JIHCTa, itaTHposambie 1920 r. 3T0 iipoexTbi iteKopaugH JIOHTIOHCKOCO AlIb6epT 

xonna unsi npanntecTria c ynacTitem AHHbI HaHnouoil, a TarcKe 1113eTHaSI JI11- 

Horpastopa C H3o6pa*emem BeJIHKA 6aJlepHHbl B o6inme CI1J114HT1b1, Bbl- 

noni-minus! no Karrrmie 1909 r. BaneHTma CepoBa H 14mm:utast uaTy "1921". 
K 3THM npoH3Heuetimm nptimbiKaeT H cliairracurnecKHA "Projet d'un Théiltre 
Paris" — °mia 113 TOMIatilIIHX aimapeneft xyito*Hma, He Hmeioutam uaTbi, HO 
BbICTaBJ1S113111aSICS1 Ha ero BbICTaBKe 1929 r. 

Oco6oe mecTo cpeini pa6oTa Beno6opouosa 3ammaeT nanKa c Haxneil- 
icog "Sanghine", B KOTOpOti xpaiiiiTcH 77 60.111,11111X J1HCTOB C pitcyHxamm, Bb1- 

11011HeHHb1MH caHrmoil C yrnem HJIH maricitm Kapaifflamom (1 JIFICT). 

XOTH 60J1bLIIHHCTBO 113 HHX — 111TyAHH o6HamceHHoil HaTypbt, plicymu SIBHO He 
CBSI3aHb1 C o6ynemiem B AKaILIeMIIH xyuoixecTu. no 06.11HKy moueneti 
3penoti THopnecKoil mafiepe, OHH 6bunt cuenami macTepom yuxe B 1920-e rr. 
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Cpel(11 CalITHH — TpH mina PHMa, KOMI103HIIHOHHO CBSI3aHHble C rpamopamH 
Beno6opoAoria BTOpOfi II0J10BHHbI 1920-x rr, RITO Taime nogrBep*BaeT HX 

BaTHpoincy. 
HaH6onee 3HanirrenbHo1i 'iacmio Haenemisi Beno6opotiosa-xynonounca 

RBJISTIOTCH ero rpatuopm, 60Hb11111HCTBO H3 KOTOIThIX 6bIJI0 BbIHOJIHeHO AO 1930 
r. HirreticHimme 3amiTtin xcHnorpacimeti H meTHoti rpamopoti Ha mmoneyme, 
cynti no 3aHHCHbIM KHH*KaM Beno6oponoBa, Hatimaturesi B 1921 r. B Bene-
ittm; OH urryniwyeT cTapHHHme pyKOBOACTBH HO KCHJI0TpaChHH, CO6HpaeT 
o6pa3ltt1 ittsemmx rpamop XVIII B. H HaCTOIVIHBO cosepmeHerByeT co6cT-
Beimpo maHepy meTtioti nettaTH c TpeX, ziermpex, a HHorna H naTH Bocox. B 
PI4A xpamTcsi 50 rpaBlipoBanbmix nocox xytto*mixa, HOCJIyAGIBLIMX emy 
;VISI netiaTti 28 npoH3BeneHHA, a Taxwe 99 OTTHCKOB ero pa3.11W1HbIX rpamop, 
6anbuieti liacTmo HBeTHMX. IIIeCTb H3 HHX 6bIJI14 OKaHTOBaHM ripti *H3HH X- 

yAow-mica, Ha o6opoTe onHoti ("Le Tempietto") ecTI) ero tiaperBeHHasi 
"ABrypbl. Roporoti clkriammire [O. A. Illop] Ha PO*ReCTBO H HOBbI• 

FOA. 1963 — 1964. A. Beno". 
HOMHMO OTACJIbHbIX JIHCTOB, B PIGIA xpamiTem H ABe KHHTH, HILTHOCTpH- 

posamie asTopciumH orniexamH rpamop xyBoxcHma. llepBasi — "Le Golfe 
de Salerne: Treize bois originaux de Bélobopodoff introduits par un texte inédit de 
Paul Valéry. Paris - Rome 1951" [THpa* 25 HymepoBaHmix HenepenneTeimmx 
3K3eMIIJISIp0B], 	rpamop Ansi KOTOpOtt 6bin CO3AaH OKOJIO 1924 T. B PIGIA 
ecTb eneTwoutHe 3x3emrinsipm: 3* 2, J•qq2 7 (Henonmiii, 6e3 TirrynbHoro mem), 
342 25 (HMeeT non3aronoBox "de monsieur André Béloborodoff') H TpH 31(3- 

emruisipa "Hors commerce", OAHH 113 xoTopmx Tmexe 6e3 TirrynbHoro micTa. 
BTopasi iumra — Rome: Notes d'histoire et d'art par Maurice Paléologue. Pa-

ris, s. d. [1930] — 6bina innata Tapa*om 50 3x3emrinsipos, B PMA Jnnub 0714H, 

"N2 C", HO nepenneTeHmiti, BeposrrHo camHm XyAONCHHKOM, B neprameH C 

KO)KaHO# Haxnefixoti Ha xopeuixe C 30JI0TbIM THcHemem: "Paléologue. Rome. 
Bois par Beloborodoff'. 

KpoMe rpamop, B PI4A xpamiTcsi eine 96 rpadnitiecimx pa6oT A. $1. Be- 
no6oponoBa. 3TO pHCyHKH Kapaimmom H npoH3Benemisi, BblflOJIHeHHble B 

emettiamoti Texmixe, C Hcnonb3osamem nepa, membix Kapamtatneti, axBa- 
penti, Tyum, 6entin. BOJIMIIHHCTBO 03 HHX — peammbie Will thawracTwieciote 
apniTexTypHme Benymi, pOlIb cTachchanca B xoTopmx BbIHOJIHSHOT craTya, a 
H3o6pancemisi ~neri npaicTimecim He BeTpenatoTeB. HOMHMO Bminey- 
nommyroro "Projet d'un Theatre il Paris", genoBegeciale chtirypiut ecTi) JIHIlib B 

no3miem, omocsmiemcsi K 1954-1956 rr. Hmene BeHeiHaHmix Benyr. 
Cpegii pa6oT Beno6oponoBa HeT H nopTpeTors. Hmcnionemie cocTammoT 

JIHIllb ero xapamtaummti asTonopTpeT (He6onmuoro thopmaTa, HO cepLemimil 
H 110.11HbIt1 pejxoì tinsi xytio)umica atieprim) H IIIeCTb My)KCKHX CHJIy3THIAX 
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nopTpeToB, BbIHOJIHCHHbIX B HaTypanhitylo Benwhmy H SIBJ1$11011111XCSI urry- 
wistmll K vanno 1920-x rr. "Calaoutga. Trompe-d'oeil illustrant I'histoire de cette 
propriété" unx OAHOHMeHHOtt BI4J1J1b1 BO (DpaH11,11H. XOTSI nopTpenihie H3o6pa- 
*cima, B TOM =mute, H camoro xyjkomuma, ecn, cpegi 14 icapfixaTyp 14 3apH- 
COBOK 6JIH3KHX BeJI060p0A0By mouat, Hamme-1mm HM na nacnapTy H CJI0- 

xemiux B oco6yio nanxy. 
BOnbmaH nacTh xpammuixest B PHA 11p0H3BeACHHA — 3T0 Ha6pocut, 

urrywni H 110ATOTOBH'TenbRbIe paernat K 60.71b1IIHM imputi-1am HJIH HaCTeHHIAM 

namio xygoxamma. Cpeux HHX 24 Ha6pocKa K xomnownwstm cepBB "La Grande 
Isola", Hag KOTOpOti BeJ1060p0X1OB pa6oTan BO BTopoti 110J10B1111e 1930-x rr. 

H3 3aBeptuemmix npoki3Beuemti aToro IIIIKJIa B PHA xpainntx JI11111b "Verso 
il Panteon", 6necTsnue Bhinonitemmti nepoM, axBapenhio H 6enmamx. B 
atianorwmoil TeXHHKe, HO C Bcnoxh3oBalmem etue H IteprioA num, shinonnett 
xpacotmhul 3CKH3 uexopauBB K "311MHeti CKa3KH" IlleKCIII1pa RASI pilmcxoro 
Teatro Argentina (1944 r.), Bmeiouudt BHA camocTosrremmloro uexopanumoro 
namo, enufficTiviecui 6.m3xoro ufficay "La Grande Isola". 

)1Ba Biga PHMa 113 co6paimx PHA — "Panorama dal Gianicolo" N "Foro 
Romano con arco Tito" — 6bIJIH HC110.71b30BaHb1 xyxo*Funcom PAH KHHTH "André 
Beloborodoff. Vingt-quatre vues de Rome présentées par Henri de Régnier avec un 
Petit Guide de Jean Neuvecelle", inaaillioìi B Piede B 1961 r. Cpealt xpaix- 

B PHA 'mem 3K3eMILTIS1p0B 3TOA KHHTH iteThipe HMCICYT B Toti HJIH 

HHOft crenerm pacxpamemihig Beno6opoaoBhim axBapenhio nnan Filma xa 
cbop3aue, a Tpki 113 HI1X (M. A, c Haunitchio nem-limami,' "fuori commercio AB", 
npimaunewasundi, Beposinio, camomy Xy1O)KHHKy, K", H "M J di Jean 
Neuvecelle", npimau.ne*aBungl J. B. HBatioBy) — eine H Tofimposaimme OT 
pyKH Bocnpoll3Beuemax plicymoB, Bb1110J1HeHlIbIX B opHrmiane 11pOCTIAM xa-
paigamom. Ha owtom 3x3emmuipe (M14) — Bepxiadl o6pe3 30.110'TOA H cuenaii- 

xyuoxonwom Hawmcm: "Exemplaire de Madame Hélène A. Peltzer" H "Ro-
poroff Enene Anexcampoimy B 3Bax flemme-mai cTapoil apy*6hi c cepuett- 
HIAM npimeTom. A. BeJ1060p0)40B. PHM, OKTSI6pb 1962". 

HpeurraBnemie o Beno6opoAose-cueliorpache Amar pa6oThi, itax 0JAH-
uomo( B nanxe"Teatro-cinema". 3ro omocxuweca K 1942 r. xapaimatum,te 
3CKH3bI uexopamti K (1)1111bMy O peBOJHOHHOHHbIX CO6bITHSIX B IleTep6ypre 
"Noi vivi" (61 JIHCT), cae.naimhie C OCHOBaTelIbHOCTIA0 apmTexTypuoro 
npoexTa, H pacu,Betiemihte ryammo 6onhu1He 3CKH3bI KOCTIOMOB K Bemy *e, a 
Taxxce 14 He60J1b111HX Kapampummx 3CKH3OB apxliTerrypithix H neiba*Bhix 
uexopaunti unsi pa3J1W1HbIX TeaTpanhumx 110CTaHOBOK. 0411111 113 HHX, npeacTa-
BM110111,HA xa3emaT, COXpaHILTICSI H B OKOWIaTenbHOM Bapnatrre, BbIHOJIHCHHOM 

ryammo, H oTnwiaerca xygowecTBeinthimm uocTomicTBamx. K 1954 r. OTHO-

cwrcst maTepaanhi K nocTailoBxe onepht 11. 14. liatixoscxoro "Ma3ena". 



A. Bemo6opoRon, Atrani. Bng c rop. Kcnnorpac misi 113 

wocna "Le Golfe de Salerne" 



A. Beno6opotton, Ravello. Atrani. Kennorpachna 143 minuta 
"Le Golfe de Salerne" 
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A. Beno6opoAos, Minori. Graphin nopT. Kcnnorpaoténz 

113 nmena "Le Golfe de Salerne" 
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A. Beno6opoRon, Agrigento. Kcnnorpachnsi 
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O nesrrenbHocut Beno6oponorta-apwrewropa cmtneTenberHytoT nanxa c 
ero chparmeHTapHo coxpamlinneftcm apxHTeKTypnoú mminticoil (ozono 30 
JIHCTOB — HJIaHLI, pa3pe3br, 3CX113161 HaHHO H npyrmc anemeHTos apxitTeK- 
TypHoti neKopamm mrrepbepa, npoexTbt me6enu H ace Hagrpo6m1), a Tax)Ke 
thoTorpatinm ocyrnecTanemibrx nocTpoeK. 24 rhoTorparinm mrrepbepos oco6- 
mica, neKopHportaHHoro B crarie KHapeHrH, c npexpacHbum neKOpaTaBHb1M11 
pocnmcs M}1 CBOTIOB H crei' H naymst pa3memeHmAmH B apcmHbtx npoemax apxH-
TeKTypHbrmn HenyTamtr, impennerei-1m B anb6om "Béloborodoff. Hotel Van 
Hoekelom". MaTepHanbt no mtnne CaHno3a xpansiTcH B Hayx 6onbintrx nan-
Kax, B nepHoit — nnaHm, pa3pe3bt H BHJIbI (acero 21 JIHCT), BO wropoA — 28 
60JIbLIIHX (1)0TOTpadmil 3asepuretmoti nocTpotiKH. 

B xyRoxcecTBeilHom apxime Ben06oponona ecTb H 17 KaneK, Hcrionb30-
HattunucH IIM nna nepesona KOMHO3HIAHPI, KoTopme Tatme moryT IIOCJIy)KHTb 

6yitynnut HccnenoHaTenstm ero THopnecTaa. *  

HnntocTpannH 

PHM. HaIIHOHafibliblti my3eú B Tepmax TIRoKnenHaHa. 
LIBeTHan mmorpamopa, 1920-e rr. 

PHM. 3aMoK CB. AHrena. IIHeTHast mmorparnopa, 1920-e rr. 

PHM. Thipammna LIecTmt. RepeHatmas nocKa Ansi rpamopbr. KoHen 1920-x rr.? 

ABTOHOpTpeT. KapaHaaIII. KoHen 1920-x rr. (?) 

Grande Isola. n. 1, 2. 

Atrani. Blu( c rop. KcHnorpacimm H3 Amena "Le Golfe de Salerne", 1920-e rr. 

Ravello. Atrani. KcHnorpadmx H3 mncna "Le Golfe de Salerne". 

Minori. Orapbtil nopT. KcHnorpacfmn H3 Amena "Le Golfe de Salerne". 
Agrigento. KcHnorpacimg. 

* OnlicaHrse nwrepaTypHoti IacrH apmea Beno6opojkoBa, inernotias ero 3MIC•ORSI-

rniA, nosiBwrof B cnemnotikem BbIllyCKe "Pyccéco-wranbaricicoro ApxHBa". 


