homeland” — Nikolai Lvov wrote. During the last decades the problem of the great Italian architect’s
influence upon both Russian masters and foreign ones working in Russia was reviewed many times
in art history studies. However, the problem of the “Palladian fancies” of the palaces and country
houses owners has been somewhat overlooked; this theme was indirectly considered in the studies
dedicated to the artistic patronage of some famous aristocratic families’ members.

The Razumovskys were famous for their building passion — they commissioned numerous pal-
aces and country houses. Art historians have noted different features of Palladian architecture in the
Razumovsky palaces while examining them as part of various prominent architects’ legacy. In this ac-
count we shall attempt to comprehend the part played by Palladian tradition in the formation of the
Razumovsky family members’ artistic taste in the second half of the 18th century — beginning of the
19th century.

The palace of the former Ukrainian hetman Kirill Razumovsky in Baturin, most likely built after
a design by Charles Cameron, became a textbook example of Palladian architecture. This building
is the final result of Kirill Razumovsky’s building passion. However, the “Palladian fancy” is self-evi-
dent in his earlier architectural commissions — including Giacomo Quarenghi design for the Gostil-
itsi country house near St. Petersburg and the Baclan palace, an unknown architect’s creation. There
is an opinion that the Baturin palace’s author might have been Adam Menelaws, who worked with
Lvov and took part in the creation of yet another Kirill Razumovsky’s country house — Yagotin.

The undertaken research has revealed that the Razumovsky family members (Kirill Razumovsky
among them) preferred the Italianate architectural tradition to all others — for instance, the “gothic
style” which was rather popular during this period. Numerous buildings of this family in Moscow, Mos-
cow Region, Ukraine and even the Viennese palace of Andrey Razumovsky are vivid examples of the
“Palladian fancy” of their owners.

IlTapadapnna Knapa liBanoBHa
Cankm-IlemepOypeckuti eymanumapHolii yHueepcumem npogcor3os, Poccust

PacTurenpHas aneropuka B BUHb€TOYHOM M3aHUM
«AnakpeoHTnyeckux necen» I. P. [lepxaBuna:
VcTounnKM, 0CHOBHBIE MOJE/IN, CEMAaHTMKA

B reyenne Heckonbkux gecarmnetuit I P. [lep>xaBuH He paccTaBascsa ¢ ujeen U3gaTb CBOU CTUXU
C WUIIOCTPALVAMH, TaK KaK He MBICIVI IOJTHOLIEHHOTO YMTATE/IbCKOTO BOCHPUATUS CBOUX IIPO-
u3BeneHnit 6e3 HUX. B pe3y/ibraTe BO3HMK M3/IaTeIbCKII IPOEKT, COIJIACHO KOTOPOMY CTHXV TO/DKHBI
OBbUIN JJOTIOTTHATHCS IIACTUYECKUMM 00pa3aMyl B BUJie BHITPaBMPOBAaHHBIX 110 OPUTMHAIBHBIM PU-
CYHKaM 3aCTaBOK ¥ KOHIJOBOK. K ceropHAnIneMy [HIO yTOYHEHBI HEKOTOPbIE CIIOPHBIE BOIIPOCHI
3TOTO HPOEKTA, B YaCTHOCTY KPYT XY[AOXKHUKOB-pucoBanbmykos (V. A. VBanos, A.H. Onenus,
A.E. EropoB); yCTaHOB/IEHbI VICTOYHUKM OTJENbHBIX M300pasuTebHbIX amieropuit. OpHako 06-
CTOATENIbHO He M3YYaJICsA KOHIENTYaIbHbIN aCIeKT, COCTaB/IAIINI YHUKATbHOCTD IpoeKTa [lep-
JKaBIMHA, a UMEHHO «MeXceMuoTndeckoe B3anmoperictsue» (F0. M. JlormaH) 1mo3asun ¢ mpousBee-
HUAMU 1M300pasuTenbHOro uckyccrBa. Cpenyt 1300pasuTeNbHBIX aIIETOPHil, COIPOBOXK/ABIINX
«AHaKpeOHTNYECKNe MeCHN» OFHMMM M3 CaMbIX YaCTOTHBIX OKAa3a/lXICb OCHOBAaHHbIE Ha PacTu-
TeNIbHOI dMOIeMaTuKe. B OK/Ia/je BbISIB/IEH U CUCTEMATU3UPOBAH BeCh KOMIUIEKC PACTUTENbHOI
aJZIETOPUKMY, VICTIO/Ib30BAHHOM B HA4a/IbHbBIX M KOHLIEBbIX BMHbETKAX, YCTAHOB/ICHDI €€ TeHeTUYeCKIIe
VICTOKM: OT aHTMYHOCTU J10 6apokko. Bocxops mo 6onblieit yacTu K MHBapuaHTaM U3 « CUMBOJIBI
1 aMbiemarar» U «V/IKOHOMOrMM», paCTUTEIbHbIE a/TIETOPUY IEPY)KaBUHCKOTO IPOEKTAa Pa3HOOOPa3HBbI
Y OPUTMHAJIbHBI 110 KOMIIO3MIMOHHBIM pemleHuAM. ConocTaBleHNe PUCYHKOB C WITIOCTPUpPYe-
MBIMU VIMM «9YBCTBaMM M MEUYTAHMAMM» IIOKA3ano, 4ToO rpadudeckas sMOIeMaTKa, UCIOIb3ys
PasHOOOpa3HbIe «TeXHOIOIMN», IIOCTIEOBATE/IbHO ¥ HACTOMYMBO KOMMEHTHPYET KII0YeBble KOH-
LIENThl KHUTU.

BoiBOj cocToUT B TOM, 4TO [lep>KaBMH, MCXOAA M3 IPENCTABIEHUI O €AVHON 3CTETUYECKON
IPUPOJE NCKYCCTBA, IIBITAJICA OCYLIECTBUTD B CBOEM ITPOEKTE MEXJMCIUIIIMHAPHYIO MHTETPALIIO
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T10331N 1 JKUBOINCH, IIPENIOKMB MOJENN TEKCTOB-KOMIIJIEKCOB, Tp€6YIOH_H/IX I/I3OMOp(1)HOI‘0 VIM CUH-
ICTETUYECKOI'O BOCIIpUATUA U MHTEPIIpETALINN.

Klara Sharafadina
Saint Petersburg Humanitarian University of Trade Unions, Russia

THE VEGETAL ALLEGORY OF THE VIGNETTE EDITION OF THE “ANACREONTIC SONGS”
BY G.P. DERZHAVIN: SOURCES, BASIC PATTERS, SEMANTICS

G. Derzhavin could not abandon the idea of publishing his poems with illustrations for several
decades as he could not imagine proper perception of his poems by the reader without them. This re-
sulted in a project which implied that the poems were accompanied by plastic images engraved after
original pictures, headpieces and endpieces. This project has recently been described in more detail,
in particular more information is available about the artists and painters who provided the illustra-
tions (I. A. Ivanov, A.N. Olenin, A. Ye. Egorov); the sources of several figurative categories have also
been traced. At the same time the conceptual aspect, “intersemiotic reciprocity” (Yu.M. Lotman)
of poetry with fine arts, which makes Derzhavin’s project unique, remains so far insufficiently stud-
ied. The vegetal pictorial allegories are the most frequent among those to accompany the “Anacreon-
tic Songs”

The report provides classification of the entire complex of vegetal allegories. The origin of the al-
legories is traced from the classical antiquity to the baroque. Although having their roots mostly
in the invariants of the “Symbols and emblems” and “Iconology”, the allegories of Derzhvin’s project
are various and unique in their composition. Parallels between the pictures and “dreams and feelings”
illustrated by them verify the fact that the graphical emblems offer consistent and emphatic comments
to the key concepts of the book.

Basing on the ideas of the integral aesthetic nature of art, Derzhavin tended to implement the in-
tegration of poetry and fine arts in his project by suggesting the patterns of complex texts, which re-
quire isomorphic and syneathetic perception and interpretation.

baesa Onbra Bnagumupossa
IOs#cHouti pedepanvrviii yHusepcumem, Poccust

IInan HaxnyeBanu-na-Jlony:
Oco6eHHOCTH perynsapHoro poccuiickoro ropopga XVIII Beka

ApxutekTopoB PeHeccaHca yB/IeK/IM MOMCKM 3aKOHOB M IIpaBU/I OpTaHMU3alMM UI€aIbHOTO TO-
poja, M TEM CaMbIM OHM ITOJIOKVM/IM Havajl0 YHUKAJbHOMY IIEpUOAY MCTOPUM €BPOIENICKOTrO Ipa-
BOCTPOUTENBCTBA, UTOTOM ¥ BBICIIEN TOYKOM KOTOPOTO CTal0 POCCUIICKOE I'PAIOCTPOUTENbCTBO
3MOXM K/IacCULU3Ma.

Vcropnorpadus poccuiickoro rpafoCTpOUTENbCTBA STOXY KIACCHIIM3Ma IIpeICcTaB/IeHa MHO-
TOYVIC/IEHHBIMM CTAThbsAMM U (YH[JAMEHTAIbHBIMU TPyAaMiu. BOIpockl ncTopuy peryaspHoro poc-
CUJICKOTO TOPOJia, CBA3AHHBIX C HUM 3aKOHOJATENIbCTBA U 3CTETUYECKMX BO33PEHMI, U3YUEHBI J10-
CTaTOYHO IO/IHO. OfHAKO MCTOPUSA apXUTEKTYPHO-IVIAHMPOBOYHOTO CTAaHOBJIEHMA OTHAENIbHBIX
POCCUIICKMX TOPOJIOB OCTAETCs /IO KOHIIA HeM3y4YeHHO!. BocronmHnTh JaHHbBI McTopuorpadmye-
CKnMil Ipo6es1 He0OXOAMMO B CBSA3M C TeM, YTO 3TO IMOMOXKET CO3[aTh 6oJee MONHYI0 U MOAPO6-
HYI0 KapTUHY POCCUIICKOTO M MUPOBOIO IPaflOCTPOUTENLCTBA M IIPUNTU K IIOHMMAHNIO TOTO, YTO
B OCHOBE ITPE/ICTABJICHNII O PEryIIPHOM POCCUIICKOM TOPOJie JIeXa 6oJiee CII0KHbIE YCTaHOBKI,
4yeM OBbUIO IPUHATO CUUTATD.

[enbo HACTOAILETO MCCAENOBAHNA CTa/I0 BOCCTAHOB/IEHME UCTOPUM IJITAHMPOBaHKA I. Haxumye-
BaHJ-Ha-J[OHy U BBIAB/IEH)ME OCOOEHHOCTEN apXUTEKTYPHO-IUIAHMPOBOYHON CTPYKTYPbI TOPOJa.
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