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ABSTRACT

The thesis consists of a translation of chapters pertaining to the construction and
reconstruction of the famous St. Petersburg Anichkov and Beloselskiy-Belozerskiy
palaces, detailing the founders, owners, and architects who designed and built them.
These translations contain extraordinary and insightfiil information regarding the
development of architectural St. Petersburg. The translated chapters also document the
many changes that took place over time with each new resident of the palaces and outline
the artistic architectural features of each palace.
A preface to the thesis details the research and problems encountered in the
process of translation. This annotated and photo-illustrated translation describes the
architectural innovation inherent in the construction of each palace and illustrates the
current state of restoration and repairs being made in order to return these splendid
residences to their former glory. The significance of the translated chapters lies in the fact
that they contribute important cultural and historic information to English-language
readers about the architectural history of St Petersburg in its three-hundredth year.
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PREFACE
"The Palaces of the Nevskiy Prospect"

The Nevskiy Prospect, St. Petersburg's main thoroughfare, is a road that embraces
the past, the present, and the future. It was laid out in two sections, the first leading away
from the Alexander Nevskiy Lavra [Monastery] where it intersects at Insurrection Square
with the road to Novgorod; the second section makes a short turn or "dog leg" and
continues to the Admiralty where it meets the Neva River. According to a Russian
saying: "If you have not seen a friend for a while, you should take a walk down the
Nevskiy Prospect and you will surely meet him." This quaint aphorism coincides with the
mystical qualities that Russians attach to things of which they are fond. The history,
beauty, and architecture of the Nevskiy Prospect and its palaces produce a euphoric
perception of this street, which has attracted my attention and held my interest since the
very first time I walked its length.
The book Palaces of the Nevskiy Prospect edited by A.V. Laks (St Petersburg:
Izdatel'stvo. "Beloe and Chemoe," 2002) is a history of three of the palaces on Nevskiy
Prospect built in the eighteenth century: Anichkov, Beloselskiy-Belozerskiy, and
Stroganov. The Anichkov Palace is the topic of four chapters each written by different
authors, while a single author wrote all five chapters on the Beloselskiy-Belozerskiy
Palace. The first chapter translated, "Architects and Builders of the Palace," written by
V.I. Axelrod and N.N. Demicheva, is about Anichkov Palace which was built and altered
many times by numerous architects, the most notable being F.B. Rastrelli and K. Rossi.
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The second chapter translated "Construction of the Palace," written by M.P. Tselyadt, is
about the Palace Beloselskiy-Belozerskiy, built predominately by A.I. Shtakenshneider. I
decided against translating chapters on the Stroganov Palace due to its current restoration
and limited accessibility. I chose particular chapters to translate because the subject
matter was important to my long-term studies. These chapters unite history, art,
architecture, and culture together in describing the foundation of the palaces.
The Anichkov and Beloselskiy-Belozerskiy palaces are set on opposite
embankments of the Fontanka Canal where it intersects Nevskiy Prospect. Anichkov has
gone through the most changes and there is little extant of the historical parts of the
palace, although a few rooms have been restored. The most relevant information
conveyed in the Anichkov chapter, "Architects and Builders," recounts in detail the
development of the architectural ensemble located in the center of St Petersburg through
a succession of architects who, while changing the face of downtown, endowed the
palace with the latest technical advancements of the day. Beloselskiy-Belozerskiy Palace,
on the other hand, was not inhabited by a lineage of owners and because so many of the
grand rooms of the palace were maintained, it continues to appropriately reflect the
elaborate detail of the grand reception rooms of the eighteenth century aristocracy.
World War II did not destroy the palaces on Nevskiy Prospect even though their
interiors suffered tremendously from years of neglect. In the case of BeloselskiyBelozerskiy, what remains of the original and restored interiors is an accurate example of
how the aristocracy lived and the remarkable workmanship of the artisans of the period.
Likewise in its present incarnation, the Anichkov Palace provides a glimpse of its former
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occupants and the changes that they made to the ensemble. Those changes provide an
intimate view of how the center of downtown St. Petersburg developed.
In order to better understand the information in The Palaces of Nevskiy Prospect,
I needed to visit them, to view what was being described, and to photograph what I could.
Thus I set out to photographically record the palaces, as they exist today. I made several
trips to the Anichkov Palace in order to photograph the buildings and gardens. On the day
I decided to tour the interior, I arrived to see an exposition of characters from several
epochs. When I asked about the tours of the palace itself, I was informed that the last
tour had just finished and the next scheduled tour was not for several weeks. I introduced
myself and explained that I was translating a book about the Nevskiy Prospect palaces
and that I had hoped to photograph some of the interior. The tour guide took pity on me
and gave me a personally guided tour of the restored rooms of the palace as well as a few
rooms used by the last Russian Tsar, Nicholas II, which have not been restored. Through
much of the Soviet era and to the present Anichkov has served the youth of Russia as the
Palace of Young Pioneers, a center where the youth of Saint Petersburg can attend
classes, play sports, engage in theatre activities, and take excursions.
When I visited the Beloselskiy-Belozerskiy Palace 1 was instructed by the director
of the palace to return for an evening performance of folk music and dance and I would
be allowed to photograph all I wanted. The program began at the grand staircase where
the performers greeted the spectators wearing eighteenth century period costume. We
were escorted to the picture gallery and when all the guests had assembled we were
invited into the library where, between piano and opera performances, the guests were
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regaled with the history of the palace in Russian and English. From there the guests were
invited to the theatre where a litany of dance and music of different eras and ethnicities
within Russia was presented. From the theatre the evening's guests were led on a short
tour through the restored grand rooms along the Nevskiy Prospect and Fontanka sides of
the palace. As the guests entered the final grand room, the dancers returned and to the
music of a grand piano, they invited the guests to waltz.
The palaces portrayed in this thesis represent a remarkable history. Their past,
present, and future are colorful, full of promise and engender amazement. It is not
difficult for me to choose my favorite among them; that is, the Anichkov Palace, though I
walked past it dozens of times before I even realized that it was a palace. Although
Beloselskiy-Belozerskiy is more beautiful and entertaining, Anichkov represents more of
the history and development of St Petersburg. A quote by Nicholas I says it well "If
anybody asks you in which comer of the world true happiness is hidden, do them a favor
and go with them to the Anichkov paradise."*

Difficulties in Translation

The difficulties in the rendering of this translation were many. I first began the
translation by entering the text word by word in Russian into a computer. Once the text
was copied I performed a literal word-by-word translation, which proved to be a veritable
nightmare, since syntax in Russian is not as in English.

* Back cover L. V. Laks, ed.. Palaces of the Nevskiv Prospect.
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Because of my backgroxind in construction I was able to grasp the meaning of
much of the Russian architectural vocabulary, but it was not always easy to translate the
images created. Descriptions of Russian architecture tend to be decorative, embellishing
beyond a precise description. As to the accuracy of the translation, many careful choices
were necessary in order make the translation intelligible and comfortable to read. It was
necessary to syntactically reorganize and take liberal license in such areas as word choice
and sentence length.
There were different foci in the chapters translated: two authors detailing the
lineage and history of changes made to the palace wrote the chapter on the Anichkov
Palace. The Beloselskiy-Belozerskiy chapter, written by one author, was written with the
purpose of describing in intricate detail the original architecture and the architect. The
difference in focus derives less from the different authors and more from the dissimilarity
in the palaces themselves and the stories they are able to relate. The artistic detail of
Beloselskiy-Belozerskiy derives from

its exceptional preservation and restoration,

whereas so little remains extant of the artistic detail of the Anichkov that a history of the
changes and those who made them is more appropriate. The diversity of the two chapters
develops a more complete picture of the aristocratic lives associated with the palaces.
The alternating use of tense, past, present, and future, even though a past event is
being described, made reading and translation awkward and more difficult. This
phenomenon is called the "historical present" and is sometimes used in narration to give
emphasis to, or make vivid an event by bringing it into the present; it can also be used to
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separate events. When translating I could not follow the tense switching in the original in
most cases, but had to choose tense according to the demands of English.
Armed with a battery of dictionaries I was nevertheless unable to translate every
word; the most daimting were the borrowed words. I began searching for discipline
specific dictionaries. I found a rather old Russian - English dictionary of architectural
terms, which was of no help, and I could not understand why not one word that I sought
was in any of the dictionaries 1 searched. I finally turned to a Russian Internet search
engine, http://www.rambler.ru, and entered the words that I could not translate. The
search led me to several Internet sites of architectural firms in Moscow that had posted
their own architectural terminology dictionaries. As it turned out, Palaces of the Nevskiv
Prospect itself has a two-page short architectural term dictionary "tucked away in the last
few pages of the book
The borrowed words which I sought, turned out to be French or Italian cognates,
in Russian. The most notable are: ^ejibsmaotc ('bel'etazh'), meaning in literal French
'beautiful floor',

now known as mezzanine in Italian and English. The word nadysa

('paduga') originally from French means "border"; ma<pOH ('plafon'), from French,
means a richly decorated plastered ceiling; nopmbep ('portiere') is a heavy curtain for
doors or windows; nymmu ('pootti') is the Italian word for a winged baby cherub and
angel; and pusanuma ('rizalita') is an Italian or Greek architectural term translated as a
protruding section of a building which extends the entire height of the structure. Many
times I was puzzled when a cognate was used instead of a traditional Russian word, such
as plafon instead of potolok ('ceiling').
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A Note on the Major Architects of the Eighteenth Century; Francesco Bartholomew
Rastrelli. Karl Rossi, and Andrei Ivanovich Shtakenshneider

Count Bartholomew Francesco Rastrelli (b.l700- d.2 Feb 1767) was bom in Italy
and raised in Paris. He arrived in Saint Petersburg in I7I6 with his father, a sculptor hired
by Peter the Great. Young Rastrelli trained as an architect in Germany on a stipend he
received from Peter the Great, and upon his return he received several commissions. In
1741 Elizabeth Petrovna was crowned Empress and Rastrelli became the court's favorite
architect, placing his mark on every important project in Petersburg during her reign.
Rastrelli's style of Baroque is sometimes called Elizabethan or St. Petersburg Baroque
and it is monumental, majestic, and opulent. His use of vivid color and ornament was
drawn from his experience in Moscow and Kiev where, on orders from the Empress,
Rastrelli sought inspiration from traditional Russian church architecture. Rastrelli was the
original interior designer of Anichkov Palace while the architects were Zemtsov and
Dimitriev. Rastrelli's style is even seen in the grand rooms of the BeloselskiyBelozerskiy Palace, since the architect Andre Ivanovich Shtakenshneider (b. Feb 8 1802d. Aug 20 1865), was considered the foremost authority on Rastrelli. Shtakenshneider
used Rastrelli's motifs to such an extent that the widespread architectural style he
founded was called Neo-Rastrelli. A biographical sketch of Andrei Ivanovich
Shtakenshneider is included in the pages of the translated chapter on the BeloselskiyBelozerskiy Palace. The Russian bom Karl Rossi (b.l8 Dec 1775? - d. 9 April 1846?)
excelled at large scale, grandiose projects with little decoration with which he sought to
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exceed Roman architecture in size and proportion. His contributions to the Anichkov
Palace are the garden fa9ade and the development of the palace ensemble that includes
Theatre Square and the Alexandrine Theatre. As a member of the St Petersburg Urban
Planning Committee he was instrumental in redesigning the city's squares lining their
peripheries with large public structures.
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PALACES OF THE NEVSKIY PROSPECT ANICHKOV PALACE
Architects and Builders of the Palace
N.N. Demicheva, V.I. Axelrod
The Anichkov is the oldest palace on Nevskiy Prospect and is rightly considered
one of the most outstanding monuments of St. Petersburg palace architecture from the
seventeenth through the nineteenth centuries. Founded at the request of Elizabeth, the
daughter of Peter the Great, for half a century the Anichkov was the favorite of Elizabeth
Petrovna and Catherine 11. For a century this palace was a residence of the imperial
family, and their estate was a place of magnificent official receptions, brilliant court balls,
and masquerades.
In the designing and the construction of the palace numerous alterations were
made at the will and varied tastes of its illustrious owners. The most well-known
architects of St. Petersburg (Zemtsov, Dmitrev, Rastrelli, Starov, Sokolov, Ruska, Rossi,
Shtakenshneider, Zhiber, Rakhau, Mesmakher, Monigetti, and others), took part in the
construction of the palace.
We return to the past of this remarkable monument of architecture. In the 1730s
the territory occupied by the ensemble of the Anichkov Palace belonged to the first
Petersburg Chief of Police, Divier, and the title was then passed to a farmer, a certain
Lukyanov. Finally, this site was profitably sold to Elizabeth the daughter of Peter I and
heir to the throne. With a verbal unvmtten order on August 10, 1741, Elizabeth decreed,
"In the new house at Anichkov Bridge, a stone and wooden structure shall be constructed
according to the plans of the architect Zemtsov." The palace came to be called

I itmiim nmnr :mmr
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Anichkov Palace, View from Nevskiy Prospect
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'Anichkov' after the Anichkov Bridge, named after Lieutenant Colonel, M.O. Anichkov,
a commander of military workers during the time of Peter I, who himself began to refer
to the palace by that name. ^
On November 25, 1741, as the result of a palace revolution, Elizabeth Petrovna
became empress. The ensuing coronation and celebration halted construction of the
palace for a long time. In 1742 and 1743, the stonework of the foundation and walls had
not yet begun. Furthermore, when after the death of M. Zemtsov the construction was
headed by his assistant, G. Dmitriev (1743-1750), assembly of the palace was executed
according to the projected original plans of the former architect. The building now
changed from the original architectural plan only in that "contrary to the architectural
plan of Zemtsov, in construction of the upper chambers it was ordered to utilize prepared
window casement imported from Courland." ^ The basic structure of the palace at that
time was two-storied, with a three-storied lateral protruding section.
Final construction and furnishing of the interiors of the Anichkov palace are
linked to F.B. Rastrelli, (1747-1751). The architect has mentioned this palace in the list of
his works:
1 have redone the large Anichkov palace and have attached
a bell tower with a dome and a large hall with a grand
staircase richly decorated with statues fretwork. Likewise,

^ Zdes' i dalee avtory opiralis' na issledovaniya po arkhitekture Anichkova dvortsa, provedennye A.N.
Petrovym, L.I. Vasil'evoy, A.I Uspenskim i dr..
2 A.N. Petrov, "K voprosu o zodchikh-stroitelyakh Anichkova dvortsa," Nauch. soobshcheniya Gos.
Inspektsii po oldirane pamyatnikov Leningrada (Leningrad: n. pub, 1959) 34

Anichkov Palace, View from State Courtyard

Anichkov Palace, View of Church Dome
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ail grand apartments and the bell tower and decorated plaster ceilings.
Rastrelli created an upper protruding lateral section of the building, which is
adorned by high eight-sided domes with intricately treated rococo flowerpots. On the
protruding section of the building occupied by the church a cross was constructed, and a
star was added to the other dome.
That part of the church that opens onto Nevskiy Prospect was consecrated in the
name of the Resurrection of Christ and occupied the second and third floors of this wing.
The iconostasis, built according to the plans of the architect (Rastrelli), was three-tiered
and gilded in gold with rich carving. At present this Iconostasis is located in the upper
church of the Cathedral of the Vladimir Icon of the Mother of God located on Vladimir
Square.
Today we can only speculate about the formation of the interior of the Rastrelli
version of the Anichkov palace by comparison with the existing apartments of the
Stroganov palace and also with the restored halls of Catherine's palaces. The former
designs existed for a short time and for the most part were destroyed in the fire of 1762.
The ensemble of the Anichkov manor was one of the architectural monuments of
St. Petersburg in the 1750s. It is possible to conclude this from the known engravings
made according to a design by M. Makhaev in 1753. This ensemble included, in addition
to the magnificent palace, a grand courtyard with a canal, a harbor for entering from the

Fontanka canal, a promenade of the galleries along the embankments and a spacious
garden extending to the present Garden Street. By 1754, all construction work on the
^ Tarn zhe, 36.
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manor had been completed, and three years later the Empress Elizabeth Petrovna
presented the palace to her favorite, Aleksey Grigorevich Razumovskiy.
After the death of A.G. Razumovskiy, the Anichkov ensemble passed to his
brother, the Hetman Kirill Grigorevich Razumovskiy, who rarely lived there. Gradually
the palace and garden came to be neglected.
On June 22,1776, at Tsarskoe Selo [the Imperial Village] Catherine II signed a
decree regarding a grant to G.A. Potemkin concerning the purchase from Razumovskiy of
the Anichkov manor, with the garden "for eternal and hereditary possession" as a sign
of recognition of his accomplishments in the Russian-Turkish war. In a letter to her
favorite the Empress noted:
Please accept it (i.e., the Anichkov Palace) from Elagin,
whom we order to bring it to order and adorn according to
your taste utilizing for this purpose up to one hundred
thousand rubles.. ^
The author of the alteration of the palace for Potemkin was the architect I. E. Starov. In
the years 1776-78, he added the third floor and introduced the lateral wings shared under
common eaves with the central portion and wings of the building. This has given the
palace its existing classical shape.
A winter garden and terrace were attached to the fa9ade of the palace, which
received a refiirbishing. The galleries and stone fencing were disassembled, and the
harbor and ponds were filled in. Instead of a regular garden, the landscaped park with the
4

Sm.: L.I. Vasil'eva, Anichkovskiv dvorets. Istoricheskava spravka. 1950 Arkhiv GIOP, inv. # 1341.
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Anichkov Palace, Close-up view from State Courtyard
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large pond and the island at its center were broken up. Approximately on the location of
the [contemporary] Alexandrine Theatre, the Italian house and galleries were constructed
and intended for masquerade balls and festivals. In closer proximity to Garden Street a
theatre and colonnade were constructed. The residential wings and shops faced Garden
Street. In the southwest part of the ensemble a stone kitchen was erected.
The illustrious prince, in need of money for construction of the Tavricheskiy
Palace, sold the Anichkov ensemble to the merchant Shemiakin. In 1793, Catherine II
bought back the palace and ordered the architect E. T. Sokolov to draw up a plan for its
alteration below the office section.
E.T. Sokolov composed a general plan with appropriate description of prospective
repairs and new extensions. He proposed also a stone lattice instead of a wooden fence
opposite the main building on the embankment of the river Fontanka and also a coach
shed and stables. In the palace Sokolov altered the wooden grand and church staircases
and replaced them with stone steps with metal handrails.
Sokolov arranged several partitions in the former rooms of the church and large
hall and changed the ceilings that had become dilapidated. In addition, on two ledges of
the front side the house and on the roof two wooden domes were painted and iron clad.
On the inner walls of the palace the plaster and ornamental molding were repaired inside
the upper and lower floors of the main building. In all the rooms, the floor, windows and
doors, and also the tiled fiimaces,

the large rooms, the dining room and the former

church were redone(both rooms in two colors); new fretwork moldings were
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Anichkov Palace, Public Library view from Theatre Square

Anichkov Palace, Public Library view from Nevskiy Prospect and Garden Street
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added, ^ and the resulting new church was decorated.
In the year 1794, Sokolov, adapting the palace for the needs of the office section,
disassembled the winter garden and terrace, and in the years of 1796-1801, on the comer
of Nevskiy Prospect and Garden Street, the architect erected a public library building.
In 1802, the southern part of the office section of the ensemble along the river Fontanka
was granted by Alexander I to the Petersburg merchants, and in 1807 the merchant,
Evseyev, began on-site construction of a house, according to the plans of the architect
G.H. Paulsen, the construction of which was completed in 1812. In 1803 - 1805 the
architect J. Quarring erected the office section alongside the house.
In the beginning of the nineteenth century the territory of the estate grounds was
reduced, with the result that the western part became Theatre Square. From the end of
the eighteenth centiuy both the boundaries of the parade ground and kitchen courtyard
were roughly determined.
By decree of Paul I in the year 1799, a part of the garden was handed over to
theatrical management. The architect V. Brenna reconstructed one of the garden pavilions
into a small theater named after the manager of the Italian theater company "Kazassi
Theatre," which was on tour at the time in St Petersburg.
Besides construction of the stables, the architect L. Ruska conceived the idea of
including the palace into the panorama of the Nevskiy Prospect. Symmetrically, the
addition of the kitchen courtyard gave a compositional conclusiveness to the parade

^ A.I. Uspenski, Imperatorskie dvortsy, vol. 1 (Moscow: n. pub, 1913) 316.

Anichkov Palace, Office Complex view from Fontanka canal
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Anichkov Palace, Office Complex view from Nevskiy Prospect
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courtyard. L. Ruska also apparently constructed a gate between the office section of the
building and the stables with a rusticated* exterior frame that spans the arch. A
corresponding stone wall protects the housekeeping courtyard in the form of a wall with
rusticated pilaster frames.

After J. Quarring completed the construction of the office

section, the Anichkov Palace was released to the new owners. In 1809, Alexander I
granted the palace to his sister, the Grand Princess Ekaterina Pavlovna, in honor of her
marriage to Prince Georgiy Oldenburgskiy. The finishing of the palace was completed in
1811, but because of a fire the entire right half of the mezzanine was destroyed and in
1812 was restored.
The basic principle of the architectural solution found by Rastrelli was preserved:
L. Ruska did not disturb the two parallel suites along the longitudinal axis of the palace.
In the wing which faced Nevskiy Prospect, a new church staircase was set, and the firstfloor living quarters, where a bath-house was constructed, were completely redesigned. In
addition, the personal living space of the owners was subjected to a series of changes. In
the place of the garden vestibule L. Ruska placed the living quarters. In the left wing a
new dining room staircase was built, and on the mezzanine floor a large dance hall and
rotunda were added. The rooms on the third floor were allocated to the chief maidservant,
and domestic housekeeping services were placed in the cellar.
In the year 1816, the Grand Princess Catherine Pavlovna married a second time
and left Russia. The Anichkov palace passed to the Special Department and in 1817 was
given to Grand Prince Nikolai Pavlovich in connection with his marriage to the

Roughly chipped stone walls.

Anichkov Palace, State Courtyard Gate

Anichkov Palace, Garden Gate
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daughter of the Prussian King Fredrick Wilhelm III, the future empress Alexandra
Fedorovna. From that time the Anichkov became the city residence of the "Small Court."
The architect K.I. Rossi was now given the task to finish the palace and to reconstruct the
ensemble: garden, kitchen wing, stable, riding arena, pavilions, and fencing.
Although significant remodeling was not done in 1817, the decorative wall
paintings were completely renewed. J. B. Scotti completed the wall paintings of the
interior of the church and 25 rooms of the first and second floors. Unfortunately, none of
these paintings are extant. Almost all premises decorated by K. Rossi in the second half
of the nineteenth century have been redone.
In 1817-1821, K. Rossi carried out a final

complex reconstruction of the

ensemble. The southern border was set along the southern facade of the stables, next to
which the riding arena was attached. The pond was filled in, and in its place under the
plans of K. Rossi and A Menelas the landscape garden was broken up. The facades of
two pavilions facing Theatre Square were removed. On the Nevskiy Prospect side and
between the pavilions a metal fence was erected. On the side of the housekeeping
courtyard an arch framed the garden of the kitchen service building. A stone fence was
constructed from the riding arena to the south pavilion.
The pavilion facades differ in their nobleness and simplicity. All of them possess
a stately arrangement. It is true that their orientation, toward the city, is strict, austere and
official, but the garden side is more intimate. The statues of ancient warriors on the
facades are implemented according to the models of S. S. Pimenov. Inside each pavilion
there is a hall with a semicircular ledge addressing the garden. The hall is decorated
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with columns and fretwork panels of allegorical content.
For many years the duties of the main architect of the palace (how it came to be
called the Anichkov) were performed by Z. F. Dildin who, in 1817, was still assisting
K. Rossi. Under the management of Z.F. Dildin there occurred annual repairs of all
buildings of the manor, trimming of the rooms for the imperial children as they were
bom, and also a number of significant alterations were executed. In 1846 the church was
trimmed anew, and in 1848 the large repair of the grand drawing rooms and updating of
painting (by the artist B. Medichi), stud walls, gold gilt furniture and lighting devices
were added.
In the year 1838, after a fire at the Winter Palace, Nikolai I issued a decree
pertaining to the reconstruction and addition of a metal roof on the Anichkov Palace. The
work which had been carried out in 1839, was charged to the architects A.E. Staubert and
Ober-Berhauptmen M.E. Clark. The metal rafters and beams were received from the
Alexandrovskiy factory and were taken from materials left over from reconstruction of
the Winter Palace. The interiors of the top floor were also completely updated.
After 1825, when Anichkov became an imperial residence once more, and was
annexed to the manor, sites were purchased to the south of the stables, including the
existing houses of Serebriakov and Baikov which were allocated to the state courtyard. In
connection with this, Z. F. Dildin was put in charge, he constructed a new lane between
the newly acquired and old site of the lane which received the name Tolmazov. In 1828
the architect K. Rossi conceived the creation of the Alexandrine Theatre ensemble. The
architect also carried out a number of alterations on the houses of Serebriakov and
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Baikov. In 1838, Z.F. Dildin constructed a new fence on the lane, reconstructed the
kitchen, and connected it with the manor.
After the death of Nikolai I the palace continued to remain a residence of the
Dowager Empress Alexandra Fedorovna. With the death of the palace architect E. F.
Dildin in 1853, A.I. Shtakenshneider was assigned to complete the project. Work
completed by Dildin, except for annual repairs, included the installation of the palace
plumbing and sanitation.
The top floor as before was allocated to the ladies-in-waiting, and on the first
floor were located the apartments of the grand princes and grand princesses. In the left
wing was the room of Alexander Nikolaevich and Maria Alexandrovna (since 1855
Emperor and Empress); in the right wing was the room of Maria Nikolaevna, and further
along the garden was located a suite of rooms for Constantine Nikolaevich, Olga
Nikolaevna and Michael Nikolaevich.
After the death of Nikolai I the palace, before the end of construction of Nikolaev
Palace on Annunciation Square, became also the residence of Grand Prince Nikolai
Nikolaevich, to whom were allocated the personal rooms of the Emperor on the
mezzanine floor.
After 1860, when the Dowager Mother Alexandra Fedorovna died, and Grand
Prince Nikolai Nikolaevich received his own palace, Anichkov for some time was used
less intensively.
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In 1865 it was decided to decorate the palace anew intended for the successor,
Grand Prince Nikolai Alexandrovich, in connection with his forthcoming marriage.
Drawing up the estimates and the completion of the work were entrusted to the architect
E. I. Zhiber. Alterations were planned in the east wing of the mezzanine floor, where it
was decided to arrange the personal rooms of the owners.
The designs of E. I. Zhiber had already been prepared when the successor
suddenly died abroad. The work on reorganization of the palace, however, was not
interrupted. The Anichkov Palace was allocated as the residence and court of the new
successor, Grand Prince Alexander Alexandrovich. In 1866 he married the daughter of
the Danish King Dagmar, Maria Fedorovna, who was slated to receive the palace upon
her acceptance of Orthodoxy. This change of owners led only to a new monogram in the
room decor. According to the plans of E. I. Zhiber, of Maria Fedorovna's Red Study was
created. The bedchamber and lavatory were completely redone, and the apartment suites
of the east wing were redesigned. In their place a study was installed, and a lavatory was
installed for the grand prince, as was a small dining room and valet's room. A private
entrance with an elevator was also projected.
A small courtyard was always to be found in the Anichkov palace. Here life
continued, children were bom, home theater performances were staged, romantic stories
were played out, and official ceremonies were held. The palace interiors were updated. At

the end of 1869-1870, the architect I. Mongetti came to work on the palace. In 1869 he
installed a theatre for home performances. In 1868 he was charged with the alteration of
the Circular Music room under the library of the Heir. In 1870-1871,1. Mongetti
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installed the headquarters of the museum in the place of the personal rooms under the
Church. In 1872 between Maria Fedorovna's lavatory and the Study of the Grand Prince
the architect created the so-called "Bird Room," finished in Karelian birch "under the
bird's eyes." In the mezzanine the Grand Prince's cloakroom was installed with a
staircase of mahogany. In 1874 as the project of the architect of K. Rakhau the grand
entrance was reconstructed, above which on the mezzanine floor a winter garden was
installed. At the end of 1875, according to the project of Mongetti the grand staircase was
altered.
One must not forget that the palace is a complex engineering structure. It has been
said that in the construction of the imperial palace every possible technical innovation
was utilized, and engineering techniques were continually improved. In the years 18701875, the engineer Colonel Voynitskiy accomplished reconstruction of the heating and
ventilation systems of the grand rooms of the mezzanine.
Subsequently, when Alexander III became Emperor, the Anichkov Palace
continued to be one of the private residences of the imperial family. In 1886, according to
the project of the architect M. I. Mesmakher the new lavatories and bedchambers of Their
Majesties on the upper floor of the palace were remodeled.
In 1881, when after an interval of almost thirty years the palace again became an
imperial residence, the estate was increased through purchases of adjoining parcels of
land on Tolmazov Lane. The lane was closed off, and the palace garden was enlarged but
was restricted on the side of the Alexandrine Square by a new stone wall.
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In the beginning of the twentieth century the palace remained a private residence
of the Dowager Empress Maria Fedorovna and Grand Prince Michael Alexandrovich.
From time to time the personal rooms of the Grand Prince and Grand Princess on the first
floor of the palace were updated with a very simple finish. The upholstery of the walls
and ceiling were endowed with a colorful chintz print. Thus in 1902, according to the
plan of the architect of the palace U. Benois, the winding staircase was constructed in the
western wing belonging to Michael Alexandrovich, and in 1904 his personal rooms were
completely remodeled. In 1913 the resting rooms of the Empress on the top floor of the
palace were repaired.
In the beginning of the twentieth century in the center of the garden a greenhouse
was created. On the territory of the manor there also appeared a power station installed in
an extension at the fence between the grand and kitchen courtyard, A telegraph and
telephone station was also installed in the basement of the palace and in a guardroom in
the Office Building.
After the February revolution of 1917 the Anichkov Palace was nationalized. On
March 16, 1918, the palace became the property of the Commissariat of the Republic.
One half-year later the palace was used to house the City Museum, and remained so until
1934.
Reorganization was carried out in the years 1936-1937, and the palace became a
Pioneer Palace according to the plans of the architects A. I. Gegello and D. L.
Krichevskiy, who almost did not alter the interiors which had undergone artistic
refmishing (with the exception of the church and small dining room). Subjected to
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redesign were only a part of the first floor,

where again a garden vestibule was

constructed (the former personal rooms of Grand Prince Nikolai Alexandrovich,) and the
interiors of the third floor, where in the nineteenth century the rooms of the lady in
waiting and domestics had been placed.
During the years of the Great Fatherland War* the palace was repeatedly
subjected to bombardments and shelling. On September 8, 1941, after a direct hit on the
main building, the Winter Garden was destroyed and the roof was significantly damaged.
In the Grand Halls a civilian hospital was located and remained there until 1942.
In a cellar of the main building an anti-aircraft detachment was stationed and defended
the palace. Women's Army soldiers did not allow a single outbreak of fire.
In 1944 the Anchikov complex, which was damaged during the war, was restored.
In the beginning of the 1970's the former riding stables that were built fi-om the plans of
L. Ruska underwent radical reconstruction aimed at preservation of the ancient facade
fi*om the beginning of the nineteenth century. A gymnastic hall was placed here, and
sports rooms for young boxers and fencers were set up.
In 1986, deep in the interior of the territory of the Anichkov ensemble, the
building of the theatre concert complex "Carnival" was erected according to the plans of
the architects I.B.Noakha and N.M.Kulikova.
The complex included a large and small theatrical hall with seats for 750 and a
youth theatre for 150 spectators with magnificent scenic platforms. Also included were

* World War II.
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recitation rooms, property rooms, make-up rooms, divided workshops, a spacious
theatrical vestibule, recreation rooms and a cafe. The reconstructed service building is
connected by a gallery to the theatrical building. The degree to which this formally
contemporary building of stone and glass corresponds organically to the old Anichkov
ensemble is a disputable question. But it remains clear that the complex of the former
Anichkov ensemble that exists today was built by outstanding architects of the eighteenth
through nineteenth centuries and represents significant artistic interest.
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PALACES OF THE NEVSKIY PROSPECT
PALACE OF BELOSELSKIY-BELOZERSKIY
Construction of the Palace
M.P.Tselyadt
On the comer of Nevskiy Prospect and the Fontanka canal a monumental dark red
building draws one's attention. This is the palace of Prince Beloselskiy-Belozerskiy
constructed by A.L Shtakenshneider.
Over the course of many years such researchers as T.A. Petrova, A.L. Punin,
A.B. Ikonokov, V.K. Shuyskiy, N.B. Kopukin, and others have studied the palace. The
author considers it necessary to note the contributions of T.A. Petrova as the first to
describe in detail the life and creativity of Shtakenshneider. Her book awakened further
interest in studying the life and legacy of the architect.
The intersection, as a principal vantage point of the Fontanka city perspective, has
been one of the key sites in the architectural ensemble of Petersburg since the first years
of its existence. In the eighteenth century at this place there was a country estate, which
changed owners several times. In 1797, Anna Grigorevna, the wife of the diplomat Prince
Alexander Mikhailovich Beloselskiy-Belozerskiy, purchased the estate. In 1800 with the
plans of the architect Thomas de Thomon, the house was constructed in the Classical
style. As time went by this plan became unsuitable to the proprietress and it was decided
to give the building a more modem look. The reorganization was entmsted to Andrei
Ivanovich Shtakenshneider, one of the fashionable and best architects of the time. He

* T.A. Petrova, Andrei Shtakenshneider (Leningrad; Lenizdat, 1978); A.V. Ikonikov, Istorizm v
arkhitekture:
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worked on the designs in the years 1840-1841; the basic construction was conducted
from 1846 to 1848.
The architectural ensemble of Nevskiy Prospect basically took shape in the
middle of the nineteenth century. A.I. Shtakenshneider faced the difficult task of creating
a palace that had facades on Nevskiy Prospect and the Fontanka canal that corresponded
with contemporary requirements in architecture and the tastes of society, and at the same
time reduced to a minimum the discord that a new structure could bring to the existing
classical ensemble. A similar task, the construction of a two-fagade palace at the
intersection of the Nevskiy Prospect and Moika canal, was resolved in the middle of the
eighteenth century by F.B. Rastrelli in creating the palace of Count S.G. Stroganov.
"Shtakenshneider's classical upbringing was revealed in the fact that even including the
primary source in the creative act, he aspired to stylistic integrity and certainty in the final
result." ^
Being a master who was broadly educated and had a keen feeling for architecture
of different epochs, Shtakenshneider successfiilly managed this project. He succeeded in
blending the palace into the natural landscape of the river and into the architectural
landscape of Nevskiy Prospect.
V.K. Shuyskiy wrote about this: "The Palace Beloselskiy-Belozerskiy is a
reconceptualization of the architecture of Elizabethan Baroque contemporary to that

time." ^
The style in which the facades of the palace are designed recalls the eighteenth
' A.V. Ikonikov, Istorizm v arkhitekture (Moscow: Stroyizdat, 1997) 225.
^ V.K. Shuyskiy, Zodchie Sankt Peterburga XIX- nachala v XX veka (SPb: Lenizdat, 1998) 301.
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century. Shtakenshneider, as well as other masters of the middle of the nineteenth
century, turned to the past in search of a greater architectural expressiveness. Historicism
as a way of thinking gave its name to a whole stage in the development of the
architecture of this time. Masters strove to understand present architecture through the art
of past epochs. They recognized as equivalent and equal the art of the antique world and
the Middle Ages, the art of Revival, Renaissance and Baroque, Ancient Rus and countries
of the East, reserving the right to use elements of any epoch and style that expressed their
own creative ideas more precisely,
As A.L. Pimin remarked, "The construction of the palace of the Princes
Beloselskiy-Belozerskiy, with facades in "the Rastrelli style" and with the magnificently
finished

interiors of baroque and rococo taste, made a strong impression on

contemporaries and encouraged the appearance of many no-fnll stylizations. About the
palace it was written, "this is perfection in its own class," and Shtakenshneider came to
be called "the successor of the elegant taste and art of Count Rastrelli."

-5

Shtakenshneider's favorite styles became Baroque and Rococo. The architect was
an expert on the work of F.B. Rastrelli. (Apropos of this, during the years of construction
on the palace in St. Petersburg, Shtakenshneider supervised work of restoration on the
Rastrelli interiors in the Large Peterhof Palace.)
The facade of the Palace Beloselskiy-Belozerskiy facing Nevskiy Prospect, being
the main facade, is longer and more dynamic than that which looks out onto the Fontanka
canal. The basement and its first floors, as is true on the other facade, are rusticated and
7^^^ A.L. Punin, Arkhitettumye pamyatniki Peterburga (Leningrad: Lenizdat, 1981) 51
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decorated with fall-figure Atlases. Three-quarters of the columns and pilasters are
symmetrically located between the windows of the second floor and are assembled in
clusters separating the two entrances. Onion-like gables with cartouches* and baroque
window casings give elegance and grandeur to the facades. The grandeur also derives
from that static flatness of the wall with its small windows, against which the columns,
looking fragile and gracefal, are in no position to interrupt the flatness. However, a
dynamic equilibrium of structure and decor contrary to the masters of eighteenth century
Baroque is not Shtakenshneider's goal. The wall for him is a background on which a
decorative performance is played. Preference is given to decor. And the spectator notices
it before the design. Perception proceeds from the particular to the general, from detail to
the whole. A similar subjectivity of perception in architecture corresponds to processes
occurring in other kinds of art and, in general, in the life of a society: the influence of
Romanticism and the romantic view of man, and also an interest in individual personality
as a subject of history.
With Shtakenshneider quiet uniformity dominates.
Fine relief is precisely and severely traced. In order not to
not lose graphic definiteness of the form in the construction
process, Shtakenshneider replaced the usual molding detail
with terracotta sculptures by D.I. Jensen. The Neo-Baroque
architecture of this palace was a success and engendered in
St. Petersburg a chain of neo-Rastrelli structures, as A.B.

* French Renaissance motif usually an oval tablet with ornamental scrollwork.
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Ikonikov noted in his study.
The predominance of decor entails that the role of the interior in architecture
grows stronger in its emotional expressiveness. In this scheme the interiors of the Palace
Beloselskiy-Belozerskiy are of great interest, the more so as they are found in stylistic
unity with the external appearance of the building which, for the middle of the nineteenth
century, is a phenomenon that is rather rare. ^
The decoration of Shtakenshneider's first floor rooms, unfortunately, was not
preserved, nor the finished form of one of the staircases. Now one can see several of the
preserved Grand Rooms of the second floor and the staircase located near the Fontanka
canal.
The staircase opens the palace, as it were, and is a distinctive stylistic tuning fork.
Its two gently sloping flights of stairs recall the Ambassador staircase of the Winter
Palace. The ornamentation of the openwork metal lattice framing the staircase gravitates
toward the Rococo. In it are the initials of the owner of the palace after the Princes
Beloselskiy-Belozerskiy: Grand Prince Sergei Alexandrovich, son of Alexander II and
brother of Alexander III.
Sergei Alexandrovich settled in the palace in 1884 and ordered that the initials
Beloselskiy-Belozerskiy be removed from the lattice and his own inserted. In spite of the
fact that the staircase has no windows, it seems light, thanks to an abundance of molding

'* A.V. Ikonikov, Ukaz. soch. 228.
' V rabote nadknigoy avtor polzovalsya "Dopolnitel'noy opis'yu predmetov..." Sost. L.M. Katikovoy,
(Leningrad: GIOP, 1985): np
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fretwork and snow-white sculptured female figures and cherubs with garlands of flowers.
The bronze lamp fixtures on the walls are separated by panels with ornamentation in the
Rococo style, and are reminiscent of wild plants. Caryatids* and magnificent moldings
frame the large mirror at the center. The sculptor D.I. Jensen, an apprentice of
Torwaldsen who worked many years with Shtakenshneider, created the figures and the
female statues in the niches. Jensen opened a factory making terracotta with a special
durability out of which the Atlases and caryatids were made for the facades of the
buildings. Caryatids emphasize the unity of design of the staircase and facades of the
palace. Although their figures are a little large, the staircase as a whole nevertheless
leaves an impression of refinement.
On the second floor, along the Nevskiy Prospect and Fontanka Canal, the two
suites of Grand Rooms branch off.
The Crimson Drawing Room (names of the drawing rooms are conventional; we
do not know how they were named by Shtakenshneider) extends along the Fontanka
canal; two windows of the Crimson Drawing Room look out onto the embankment, one
onto the Anichkov Bridge and the second onto the Nevskiy Prospect. The room has the
design of an irregular polygon; its walls are covered with silver-crimson damask** in a
plant design. The bottom and top parts of the walls are trimmed with wooden panels
painted white and with gilded ornamental design where the straight lines combine with a
palm and broken shell motif In the spaces between the windows are four narrow and

* A figure of a woman used as a supporting column.
Elaborately woven fabric
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high mirrors. In them the whole interior is refracted, and they, themselves, are in turn
reflected in a huge mirror on the opposite wall, as well as the windows and landscape
extending behind them. Such an arrangement of mirrors strengthens the artistic and
spatial effect, creating an illusion of something beyond infinity. The frames of the
mirrors, cut out of linden and gilded, have a complex pattern, in which blossoming roses
and S-shaped scrolls are combined with acanthus leaves. The central mirror, divided by a
gilt frame into several parts of whimsical form, is crowned with a cartouche. The wooden
bases of the marble consoles under the four mirrors are also made in a similar manner,
with massive eaves for the heavy curtains.
Under the central mirror a fireplace of Carraran marble shines with special
whiteness, its spirals and flat areas decorated with acanthus leaves and figures of cherubs
in flowers. Cherubs were a favorite motif of Shtakenshneider in the interiors of the Palace
Beloselskiy-Belozerskiy. In the Crimson Drawing Room they can be seen in niches
above the doors, in gilt shells in the midst of animal figures, the gilt background of shells
against the borders. The border is decorated with a trellis in which fantastical flourishes
and flower garlands intertwine.
The design of the ceiling, borders and doors is in style and scale in harmony with
the design of the mirrors and portiere* cornices. The drawing room is decorated with a
massive Baroque chandelier of gilt bronze with crystal suspension brackets. In the central
part of the drawing room the original parquet of decorative wood has been preserved. Its
fantastical ornamental design is executed in sandalwood and rosewood. One can assume

' Curtain hung at doorway for decoration or to replace door.
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the architectural and ornamental design reached our time without distortions. It is
undoubtedly one of the most effective and refined rooms of the palace.
In the drawing room it is possible to see armchairs in the Rococo style with
curved legs and with variously made backs and armrests fitted with the same damask as
the walls. Unfortunately, the little divans and little tables are missing, which, together
with the armchairs, made cozy little comers in the drawing room in the middle of the
nineteenth century. The preserved armchairs are completely gilded, whereas in
Shtakenshneider's original interior the wooden parts of the armchair and chairs were
painted white, with only some details gilded.
The next room in the suite is the Green Drawing Room. It is significantly smaller
than the Crimson Room, but also amazes one with its refined luxury and abundance of
gilded ornament. Both drawing rooms are frequently called "gold." The walls of the
Green Room are covered in gold-green damask and the two windows looking out onto
the office complex, which was constructed by Quarrengi on the opposite embankment of
the Fontanka, are framed with portiere from the same fabric.
Two mirrors are located opposite each other - one between the windows, the
second, opposite, and in it Quarrengi's construction is especially clearly reflected. The
design of the frames, consoles, border, mirrors and ceiling is similar to the registration of
the Crimson Drawing Room. On the border, however, instead of a trellis there is a flower

wreath and patterns of narrow stylized leaves. The wooden gilt frames above the doors
are exceptional in their splendor. Landscape linens, as well as the pictures in the other
Grand Rooms, are works of artists of the eighteenth-century French school.
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As in the Crimson Drawing Room, the bottom part of the walls in the Green
Room is trimmed with wooden panels painted white, the Rococo design of which is more
refined in its pattern than the ornamental design of the remaining other details of the
furnishings. It gives the interior an originality and grace. In the room there is a little
showcase table, a wealth of gilt ornament after the Baroque style. Here the owners of the
palace at one time kept a collection of miniatures. Also of interest is the wooden cabinet
in the same style, which has been preserved from the middle of the nineteenth century.
The original name of the next drawing room of the suite is not known. In the
1880s there was a reception room here for the wife of Grand Prince Sergei Alexandrovich
Romanov, Elizabeth Fedorovna. This room finishes

the suite, looking out on the

Fontanka, and is designed like the first two. However, the damask on the walls is light
gray with pink and light-blue flowers, depriving it of the loud luxurious color that struck
one in the Crimson and Green Drawing Rooms. Here there is more painting. In addition,
located over the door there are pictorial insets on the border and above the mirrors in gilt,
processed three-leaved mirror frames, and at the center of the large mirror, a colorfiil
linen, "Holiday of Venus." Under the mirror is a marble fireplace decorated with figures
of cherubs, birds and clusters of grapes. The fireplace is dated 1847 and was created like
those in other locations finished by Shtakenshneider, by Italian masters. In this drawing
room there is a chandelier of gilt bronze in Rococo style with figures of angels and
fantastic animals; the damask in all three drawing rooms is contemporary, made at a
Moscow factory of hand weaving according to models from the middle of the nineteenth
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century. In contrast to the two preceding drawing rooms, in this one at the present time
furniture without gilding is displayed: chairs and armchairs in the Chippendale style and
a dresser with the initials of the Grand Prince Sergei Alexandrovich, which was made at
the factory of F. Meltser. The suite of three drawing rooms is unique in the palace, and
has preserved the style and unity of the original design. In these rooms ornamentation
with color and mirrors plays a very large role. A Curly gilded groove and sculpture twists
along the walls and ceiling, and frames windows and doors, forming a celebratory,
exulting flow, repeatedly reflected in the mirrors. Shtakenshneider, as no other master
from the middle of the nineteenth century, embodied in his interiors ideals of the "second
Rococo": luxuriousness and richness, grace and refinement.
The suite looking out onto Nevskiy Prospect opens with the drawing room, which
has preserved only remnants of the Rococo decor. Next comes the Grand Dining Room.
Its walls, which are divided by panels, are painted in green color of different tones, and
on them white molding stands out to great effect. Alongside the Rococo ornament in the
molding one can notice motifs of hunting trophies, musical instruments and cherubs,
happily playing and running about among fruits and flowers. The absence of gilding and
abundance of painting above the doors, on the walls and on the border, make the dining
room distinctive. Among the pictures with mythological subjects only one creator is
known - an artist from the Van Loo family. As in the drawing rooms there is a marble
fireplace and mirror above it; the molded frame of the mirror over the door looks
excessively magnificent and heavy next to the refined ornamentation on the walls. A
surplus of decor quite often was displayed in interiors of the "second Rococo".
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Nevertheless, it is necessary to note the originality of the Dining Room, its dissimilarity
to the Grand Drawing Rooms. Distinguished by the breadth of his imagination and his
gift for improvisation, Shtakenshneider created the most diversified interiors.
The next in the Nevskiy suite of rooms is the long and comparatively narrow
room, in which in the nineteenth century the picture gallery of the palace was located; in
the twentieth century the room was used as a foyer leading to the music hall. The picture
collections of the Beloselskiy-Belozerskiys and Grand Prince Sergei Alexandrovich were
so large, that the pictures continued to be placed not only in the foyer and in the music
hall, but also in all the living quarters of the palace. The walls and doors of the foyer are
painted in crimson and pink colors and are bordered with a severe white molding. More
whimsical is the decorative pattern of the ceiling, border and projecting pylons, which
divide the hall into three parts. The pylons are decorated with figures of Atlas and the
door tops are shaped most luxuriantly.
At the center of the hall is a unique chandelier of gilt bronze: each three-winged
Eros is entwined in acanthus leaves, and holds in his hands two lamps; the same motif is
used on the wall-lamp bracket. All bronze fixtures were executed in the workshop of
Chopin. In the foyer are located benches, with bent legs upholstered with crimson velvet,
their wooden parts painted white. Of the rooms that have come down to us in the style of
the "second Rococo," this hall is the most restrained on the whole in decor.
From the foyer it is possible to enter the Music Hall. With the first owners of the
palace part of it also was used as a picture gallery, and there were two halls. Later on a
doorway dividing them was widened and one large hall was formed. Its walls were
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painted in the color of a sea wave of varying intensity; the hall is doubly lit with two
windows, one located over the other. On the outside of it are large windows with an oval
casing and on the opposite a mirror and frame in the same form. Only the chandeliers in
the hall are gilt; of them, four are bronze and three are paper mache. In each of the three
grand rooms of the Nevskiy suite Shtakenshneider effectively blended white molding
with saturated green, crimson, or the color of a sea wave. As in the foyer, the upper
portion of the walls of the hall, the border and ceiling are filled with sculptured Rococo
ornamentation. The piers between windows and mirrors have even preserved the hooks
for pictures. Shtakenshneider's beloved caryatids frame the entrance and central part of
the hall; Jensen created the figures on them. The hall leaves a different impression than
the dining room or the drawing room. It is greater in size, but the decor here is fixed in
the same dimensions as the small rooms. This creates a different spatial effect.
Concluding the suite is a hall, which was a theatrical hall for the BeloselskiyBelozerskiy's, and in it performances were given. After purchase of the palace by Grand
Prince Sergei Alexandrovich, and, beginning in 1902, the hall was reconstructed into a
library. The architect R.F. Meltser supervised the works^. The furnishings for the interiors
were made at the Meltser factory. The work went slowly and in 1904 it was not finished;
in 1905 the Grand Prince was murdered.
The author gives a description of what has been preserved of the interior of the
Library and the furniture. The interior is bordered by a band of built-in oak cases. The
bracing, constituting a single construction with the cases and vertically grooved Ionic

® TsGIA SPp. F. 1265. Op. 1. D. 43,28,33, 37, 38.
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columns, supports the balcony with a finely made firame with "small strap" ornaments.
The top part of the wall is finished with friezes, with rhythmically repeating masks and
ornamentation, gravitating toward the Renaissance epoch. The ceiling is very impressive:
the broken lines of the figure on it suggest the "modem" style with a shade of the gothic.
The vegetative ornamentation characteristic of the "modem" decorates the oak panels on
the walls between the windows and the high casings of the windows themselves. Stained
glass pictures have been partially preserved, their wavy flowing lines of flower
ornamentation made fi"om glass of green, brown and golden tones. By the order of Sergei
Alexandrovich two large fireplaces from yellow sandstone in the library were made by
the Botta brothers' sculptural workshop which contained artistic products and
constmction articles made fi"om marble, granite and various other stones. The Grand
Prince wanted the tile that sheathed the internal wall of fireplaces to be a greenish color;
such tile could not be found in Russia, and 1480 pieces were bought fi-om the firm
"Charles Levi & Co" (London, Paris). ^ Difficulties were encountered with other
materials as well.
Of the fiimiture, sofas of a form characteristic of the "modem"~the letter "G"~
were preserved. Two huge gilt chandeliers stylized as candelabras to a certain extent
destroy the harmony. The plans of the chandeliers were executed according to the
personal wishes of the Grand Prince. However, despite the use by the architect of
elements of different styles, the character of the interior of the library and its design were

' Tam zhe.
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kept within the modem framework.
Finishing the review of Grand Rooms of the palace, one can say that all eight
interiors, and especially the best of them, the Crimson and Green Drawing Rooms, the
staircase, and the Library produce the strongest emotional, and artistic effect owing to the
talent and skill of their execution. On the first floor of the palace three rooms built at the
end of the nineteenth century have been partially preserved: the Reception Room, the
Study and the Dining Room of the Grand Prince
Russian style prevails. The Reception Room combines motifs of the modem,
neoclassical and neo Russian style. The fireplace in the Reception Room was built in the
form of a tent and sheathed with decorative tile. The Dining Room reminds one of a
wooden box, with walls trimmed with panels of engraved wood; the ceiling is also made
with carved panels. From photos of the beginning of the twentieth century it is apparent
that in the Dining Room there was fumiture and a multitude of knick-knacks executed in
different styles.
In the rooms of the first floor

along the Nevskiy Prospect, which have not

preserved their interiors, one can only see two magnificent marble stone fireplaces in the
neoclassical style and three chandeliers.
But, certainly, the main value of the palace is in the preserved Grand Rooms of
the second floor, in the work of Shtakenshneider.
In addition to the Beloselskiy-Belozerskiy Palace, Shtakenshneider built in St.
Petersburg the Mariinskiy Theatre, the Nikolai and New Mikhailovskiy Palaces, and,
what is more, he did this after taking part in the creation of several urban ensembles. For
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him the work was not an end in itself. Distinguished by a delicacy and tactfolness in
relation to the works of previous architects, he aspired to the preservation of the
architectural landscape of the already existing center of St. Petersburg, supplementing it
to the extent opportunities and his talent allowed. Being an architect of the Imperial
Palace, Shtakenshneider also designed a number of living rooms and grand rooms of the
Winter Palace. His own house on 10 Million Street is very interesting.
T.A. Petrova, a researcher on the creative works of Shtakenshneider, remarked:
Originality and singularity of design distinguish the
buildings of the architect and they are constructed so that
they do not break up the surrounding structure but enter
into the ensemble. The structures of Shtakenshneider in St.
Petersburg are celebratory and solemn. Their interiors are
models of the high art of artistic room furnishing.

Q

Unfortunately, the majority of the private houses constructed by him have not survived.
Shtakenshneider worked a great deal in the surrounding areas of St. Petersburg.
He reconstructed many estate ensembles such as Znamenka, Sergeievka and others.
Included in Shtakenshneider's projects were the pavilions in Peterhof, his own summer
residence, and the corporate palace of Belvedere. He built in other cities of Russia as
well, in Oreanda, and in the Crimea. The palaces in Oreanda, unfortunately, were not
preserved. Masterfully interpreting different architectural styles, Shtakenshneider in his
best creativity achieved harmony and unusual expression. Although he lived a difficult
' T.A. Petrova, Andrei Shtakenshneider (Leningrad: Lenizdat, 1978) 6.
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life, fate was favorable to him.
Andrei Ivanovich (Shtakenshneider) was bom in 1802 on the Ivanov farm not far
from Gatchina. His grandfather was a tanner who left Germany. The boy grew up
susceptible to sickness and maintained this proclivity to the end of his life. So far as his
ability to draw is concerned, in 1815 his parents sent him to the Academy of Art in
Petersburg. For a few years after graduation the architect lived in cramped conditions and
made ends meet with private commissions. 1821 he began working for the Committee of
Construction and Hydraulic Works as a draftsman. In 1825 he was fortuitously accepted
as an architect draftsman by the Commission for the erection of St. Isaacs Cathedral.
Work under the direction of Joseph Montferrand became for him an excellent training
ground.
In 1831 Shtakenshneider was discharged from the Commission and took up
independent work: the reconstruction of the estate of Count A.Kh. Benkendorf near Revel
The test turned out to be successful. The skill and taste of the architect made an
impression on the customer. Shtakenshneider was presented to Nikolai I, and invited by
him to the post of Court Architect. In 1833 Shtakenshneider was assigned to the court of
Grand Prince Mikhail Pavlovich and at once began to receive orders.
In 1837 the architect went abroad and spent almost a year in Italy, France,
England, and Germany, studying architecture and amazing his companions by the
conscientiousness of his activities. This trip played a large role in his fiiture creative
destiny. After returning to Russia he worked very intensively and more and more often
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attracted court orders. Andrei Ivanovich himself selected his assistant architects, set
dressers, plasterers, cabinetmakers, and stone workers, and soon there was a collective,
which was to work with him for many years.
One can consider the construction from 1839-1844 of a palace for Marie, the
daughter of Nikolai I as the turning point in Shtakenshneider's creative life. Here
Shtakenshneider shows himself as a master of monumental palace architecture.
The orders after that required all his strength. The years 1840-1850 represented
the peak of Shtakenshneider's creativity, a time of uninterrupted and responsible work.
Special efforts were demanded for the palaces constructed toward the beginning of the
1860s for the Grand Princes Mikhail Nikolaevich and Nikolai Nikolaevich.
Much of the master's time was taken with teaching in the Academy of Arts
where, in the middle of the 1850's, he had 60 pupils.
Shtakenshneider was known in St. Petersburg both as the head of a large family
and the owner of a hospitable house. On Saturdays on Million Street up to 200 persons
gathered. There came famous writers and artists, poets and architects, actors of the
Alexandrine Theatre. Here constantly were F. M. Dostoyevskiy, I. C. Turgenev, I. P.
Polonskiy, I. A. Goncharov, I. K. Ayvazovskiy, I. A. Goch and many others.
Andrei Ivanovich was distinguished by his exceptional kindness and an attentive
attitude to people. Someone could always be found living and being helped at his house.
His daughter Elena was heir to his spiritual qualities; she was a talented girl who left
interesting memoirs. She was a very sick person, but actively participated in the group of
N.V. Sitaeva, who was, struggling for women's rights to study and to work.
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Shtakenshneider's son Adrian participated in student protests; he was twice
arrested and imprisoned in Petropavlosk Fortress. Together with him in the same cell was
a Moscow University student, Edward Kvatts. In the aftermath of the "student affair",
part of the prisoners were freed, among them Adrian and Kvatts, but the latter remained
under supervision. Andrei Ivanovich obtained (after much difficulty) a release permit,
took Kvatts in hand, and settled him in his own home.
The spiritual life of Petersburg in those years owed much to the house of
Shtakenshneider. The architect worked 16-18 hours per day his whole life despite the fact
that he did not enjoy good health. His strength waned, and in July 1865 he succeeded in
obtaining the only vacation of his life. Together with his daughter he went to treat himself
with fermented mare's milk on the "Kumys tour," but on his return trip, in Moscow, he
fell sick and died on August S"*. The gravestone of Shtakenshneider is located in the
Sergeev Wilderness-Monastery near Petersburg^.

9

A. Oreshkin, "Zodchiy Shtakenshneider pokoitsya pod okhranoy militsii i monakhov," Smena 45-46
(1997): np.

APPENDIX
Anichkov Palace, second Floor plan

Beloselskiy-Belozerskiy Palace, second Floor plan
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Anichkov Palace.
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