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epuog ero npebbiBaHMA y BRacTn
OblN KPaTOK, HO HacbILLeH coBbITH-
AMU. HeogHo3HauHocTb KepeHcKo-
ro Kak uctopuyeckon durypbl cae-
nano 3agady 06061eHus ero obpasa u Ans mc-
TOPUKOB, 1 AN XYAOXKHVIKOB HEBEPOATHO TPYA-
HOW KaK B TO AlafleKoe BPeMs, TaK U1 celtvac.

Mo 3TUM e MpUYMHAM KUBOMUCHbIX
noptpetoB KepeHcKoro 6b110 co3aaH0 Maso.
XoTA cTo/1b aMOMLMO3HbIN YENOBEK, KOUM sB-
nanca AnekcaHap Pegoposuy, nwobuBWLNN
6bITb B LIEHTPe BHUMaHUA, MO31POBaTh nepes
$0OTO0 N KMHOOOBLEKTMBAMY, HaBepHAKa pac-
CYMTbIBAN Ha BHUMaHWe BeAyLIMX XKUBOMUC-
LeB ANA YyBEKOBeYEHWA CBOEN JNYHOCTW.
W cnoea Bnagvmupa MaskoBcKoro o «npwu-
CSXXHOM MOBepPeHHOM» 13 Mo3Mbl «XopoLuo!»
TOMY MOATBEPKAEHMNE:

Mpuwum k ucmopuu,

NpoHyMeposaH

U cKpenJieH,

U e2o0 pucyrom -

u bpodckud, u PenuH.

BocnomuHaHus camoro W.PenvHa 06 3ToM
anu3oge asrycta 1917 roga gocratouHo npo-
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llya Repin and Isaac
Brodsky in the Winter
Palace, 1917 working
on the portrait of
Alexander Kerensky
Ogonyok magazine, Novem-
ber 1926
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Illya REPIN

Portrait of Alexander
Kerensky. 1918

Oil on linoleum

115 by 84 cm
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Tumyp MetpyceBny

B 2003 200y 8 lepmaHuu npowna sbicmasKka «hJibs xenuH. B noucke xoccuu»,
UMesWas 02poMHbIl ycnex y Hemeykozo 3pumess. Ba Heli 66110 npedcmasieHo
Hacnedue pyccKoz2o Xy0oxHUKa u3 cobpaHuli yeHmpaabHbIX pocculicKux my3e-
es. upedu 3KcnoHamos - NAmb pabom Macmepa u3 Koaiekyuu xusonucu locy-
0apcmseHHO20 UeHMpPaJibHO20 My3es CoOBpeMeHHOU UCMOopUU XOoccuu, 8 MOM Yuc-
Jle yHuKabHbIl nopmpem 1918 200a AepeHckoeo (TRA 12489/4). AnekcaHop
nedoposuy Aeperckuli (1881-1970) - adsokam, ussecmHeliwuli noaumu4eckul
Oesimesib xoccuu. Ba sbicomsl 81acmu oH Bo3HeccA 8 xo0e /1e8pasibCKol pesoso-
yuu 1917 200a. Bo BpemenHoM npasumesiscmse ¢ Mapma no okmsbpb nocsedo-
8aMesIbHO 3aHUMaJ Bedywjue Nocmbl: 6bl1 MUHUCMPOM HOCMUYUU, BOEHHbIM U
MOPCKUM MUHUCTMPOM, 3ameM MUHUCmpoM-npedce0amesieM U, HaKoHeu, [nasHo-
KOMaHOyowuM.

LAST YEAR, THE HIGHLY SUCCESSFUL EXHIBITION ILJA REPIN. AUF DER
SUCHE NACH RUSSLAND (ILYA REPIN. IN SEARCH OF RUSSIA) GAVE THE
GERMAN PUBLIC A WONDERFUL OPPORTUNITY TO ENJOY A NUMBER OF
REPIN'S WORKS FROM THE COLLECTIONS OF RUSSIAN NATIONAL MUSE-
UMS. THE EXHIBITION INCLUDED FIVE PAINTINGS FROM THE CENTRAL
STATE MUSEUM OF MODERN RUSSIAN HISTORY. AMONG THEM WAS REPIN’S
UNIQUE PORTRAIT OF THE FAMOUS RUSSIAN POLITICIAN AND LAWYER
ALEXANDER KERENSKY (1881-1970), LISTED IN THE MUSEUM'S MAIN

INVENTORY UNDER NO. 12489/4.

erensky rose to power during the
February revolution of 1917.
Between March and October of that
year he occupied a number of lead-
ing posts in the Provisional Government, mov-
ing successively from Minister of Justice to War
and Naval Minister, Prime Minister and, finally,
Supreme Commander of the Russian Army.

Kerensky's period in power was brief but
eventful. He was a deeply ambiguous figure,
whom artists and historians alike have always
had great difficulty in understanding and por-
traying.

Kerensky was seldom painted. Yet he was a
tremendously ambitious man who loved fo be
filmed and photographed. His desire fo be the
centre of attention must have prompted him to
view the eminent artists of his time as tools to
achieve immortality. One recalls Mayakovsky's
"barrister" in Khorosho!

‘Stitched up into history

Numbered

And stapled -

Now he is drawn

By both Brodsky and Repin.’

Repin himself recalls the August 1917 sit-
ting with simple equanimity. "Kerensky's por-
trait was painted from a sketch done from life
in Nicholas the Second's study. | painted with
Brodsky... Kerensky sat down in an armchair
bathed in sunlight and | painted him just as he
was."

Needless to say, the location chosen had
obvious political significance. The new rising
star is portrayed in the overthrown ruler's
study by the master who painted the famous
"Ceremonial Meeting of the State Council": all
this indicates, if not Kerensky's direct succes-
sion to power, at least the high status of his
authority.

Both Repin and his pupil Isaac Brodsky
then finished their portraits of Kerensky in
their own studios. Repin’s work fell into sever-
al stages. His portrait was finished only in
1918, by which time the sitter himself had fall-
en from grace.

If the history of this portrait's creation is
curious, its subsequent fate is nothing less
than dramatic. After the Soviets came to
power, Finland was declared independent at
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cTbl 1 ByaHUYHbI: «MopTpeT KepeHcKoro Ha-

MUCaH ¢ 3TIOAA C HaTypbl B KabuHete Huko-
nas Broporo - nucanu Bmecte ¢ bpoackum...
Kak KepeHckuit cen B Kpecso, ocBelleHHoe
COJIHLEM, TaK £l €10 W Hanmcan.

Henb3sa oTpuuatb 1 onpepeneHHbIN Mno-
JINTUYECKMIA MOATEKCT cero (aKta: mopTper
HOBOrO MpaBuTeNA B WHTepbepe KabuHeta
HU3BEPrHyTOro Laps, HanucaHHbI TeM e
MacTepoM, 4To 1 3HameHwuToe «3acenaHue fo-
cynapctBeHHoro CoBeTa», MpaKTU4YecKn Noj-
TBEPXAAN eC/N He NPeeMCTBEHHOCTb, TO BblI-
COKMWA CTaTyc HOBOW BNacTy.

W PenuH, v ero yyenunk Vcaak bpopckui
3aKaHuvBanu paboTy Hag 06pasom KepeHcko-
ro B CBOMX MacTepcKux. PenvH nucan noptper
B HECKOJIbKO MPKEMOB U 3aBepLUM ero JInLLb
B 1918 rogy, Koraa NopTpeTvpyeMbIit yxKe caMm
OKa3asiCcA U3rHaHHbIM U3 BNacTy.

Ecnun uctopusa cosaanma noptpeta 3aHu-
MaTeNlbHa, TO UCTOpUA BbITOBaHUA — MoYTH
netektuBHa. lNocne ycraHoBneHus Coset-
CKOVi BlacT, KOTOpas NpoBO3riacuia Hesa-
BUCMMOCTb PUHNAHANM B CaMOM KoHLe
1917 roga, PenvH npeanoyen octaTbeA B CBO-
1X 3HaMeHUTbIX «[leHaTax» B (UHCKOM Mec-
Teuke Kyokkana. JInwb K ocenn 1926 roaa
fenerauma u3 ydeHukoB PenviHa - W.Bpog-
ckoro, E.Kaumana n N.PagnmoBa - cmorna no-
ceTutb M3Tpa. Toraa PenuH v npenogHec ye-
Tbipe cBoM paboTbl, B TOM yuncne noptpet Ke-
peHckoro, B Aap Myseto PeBontouun, Kak Ha-
3biBancA Myseii coBpemeHHoi nctopum Poc-
cum go 1998 roga. Bee BbiweynomsHyTble xy-
LOXHWKM TECHO COTPYAHUYANN C My3eeM, AB-
NABWMMCA OAHWM W3 BefylMX B CTpaHe.
Kcratn, ynomaHyTbiii noptper KepeHckoro
paboTbl bpoackoro Takxe HaxoanuTcs B (hOH-
nax Mysed. Ho, Kak roBopuTcs, 370 cOBCeEM
[ipyras, He MeHee NHTepecHas UCTOpUA.

Mouemy PenuH nogapun noptper Ke-
peHckoro umeHHo Myseto Pesoniouunn?
K 1926 ropy paxe ynoM1HaHne MMeHM «3KC-
npemMbepa» MOMIO VMeTb HeraTWBHble MO-
cneactsua. Ho mano KoMy nsBecTHo, 4to Ke-
PEHCKWI NPUN0XUA PYKY (B MPAMOM CMbice
cnoBa) K nossneHunto Myseq. PenuH Hasep-
HAKa 3Han 06 3ToM.

B ¢despane 1917 roaa B cpese fAemMoKpa-
TUYECKON WHTeNNINreHUMN BO3HUKNA Waes
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MoV

The English Club

in the 1830s

From the 1920s
Ink on paper

53.2 by 40 cm

The Central State
Museum of Modern
History of Russia

Adpuwa I-ii sbicmasku
Myses Pesonouyuu
«KpacHas Mocksa»
1922.TUMCUP

Poster for the First
Exhibition Krasnaya
Moskva (Red Moscow)
in the Museum

of the Revolution

1922

The Central State Muse-
um of Modern History of
Russia
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the end of 1917. Repin chose to remain in his
famous estate of Penaty in Kuokkala, and it
was not until late 1926 that a delegation of his
pupils, made up of Brodsky, Katsman and Radi-
mov, was able fo visit the master. It was then
that Repin gave four of his paintings, including
the portrait of Kerensky, to the Museum of the
Revolution (as the Museum of Modern History
of Russia was known until 1998). At that time
this was one of the country's leading museums,
and one with which Repin’s pupils were close-
ly associated. Curiously enough, Brodsky's por-
trait of Kerensky is also still owned by the
museum - but then that is another, no less fas-
cinating story.

Why did Repin choose to give his portrait
of Kerensky to the Museum of the Revolution
in particular? By 1926, the mere mention of
the former minister's name was enough to
cause problems. But Repin was aware of a
detail known fo very few: that Kerensky had
quite literally had a hand in setting up the
museum.

After the February 1917 revolution, the
democratic intelligentsia had been eager to
commemorate the spirit of the revolution and
the fight for freedom. Early in March, the Com-
missar for Moscow Nikolai Kishkin, later to
become a government minister, proposed this
matter for consideration by the Provisional
Government. Kerensky was among those to
approve and sign the decision to creafe a
Museum of the Revolution in Moscow. By July
of that year, the collection of exhibits had
begun. Many issues around the museum’s
establishment were debated in the building
which housed the well-known English Club,
which, since April 1917, was also home to the
Committee on Moscow Museums. In August,
around the time of his sitting for Repin, Keren-
sky gave a speech in this building. In 1924,
the first exhibition of the Museum of the Revo-
lution, entitled "Red Moscow", was held there.
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From then onwards, the building remained the
property of the museum.

Following the fate of Repin’s painting, the
story moves ahead to 1926, when Kerensky's
portrait finally returned to Soviet Russia. That
same year, the portrait was shown both at the
Eighth Exhibition of the Association of Artists
of Revolutionary Russia (AKhRR), and at the
Museum of the Revolution’s "Russian Revolu-
tion in the Arts" exhibition. Repin’s portrait of
the Prime Minister overthrown by the Soviets
aroused a great deal of public interest and
was much discussed in the press. Amongst the
many critical reviews, an article published by
the magazine "Ogonyok" is worthy of nofe.
The author calls Repin's portrait "the very
image of kerenschina" (a term used to imply
the defeated bourgeois intelligentsia).

Following the exhibition in the Museum
of the Revolution, Kerensky's portrait was
immediately consigned fo the museum’s
special depository, which meant that it would
no longer be exhibited or even studied by
specialists.

But this was not enough: in 1935 an order
was given to have the painting destroyed. As
was common in such cases, the portrait was
branded as "devoid of artistic value". Naturally,
this absurd statement was not the frue reason
behind such an outrageous decision. The fotal-
itarian regime denied and distorted many his-
torical facts, and it was unthinkable that the
renowned master Repin, who "sung the prais-
es of the proletariat" and had produced "Barge
Haulers on the Volga", could also portray one
of the proletarian revolution’s main enemies.
In the circumstances, destroying the painting
was preferable to accepting such an inconven-
ient fact.

Thanks to the museum'’s staff, however,
the portrait survived. Regardless of the risks
involved, they took the painting off its stretch-
er and placed it between other canvases in the
special depository, hoping it would not be
detected. Their plan proved successful: the
exhibit was listed as destroyed, and no further
interest was shown in its continued existence
within the museum’s collection.

With the coming of glasnost and pere-
stroika many special depositories were
reopened. Thus, the Museum of the Revolution
was found to possess a large number of
exhibits listed as destroyed or sent to other
institutions. Among these was Repin'’s portrait
of Kerensky.

In 1992 the portrait was restored. Imme-
diately afterwards, it was shown in the "Faces
of an Era: 1917-1985" exhibition organised
by the museum. This brought together por-
traits of the most significant figures in Russ-
ian and Soviet 20th century history. Repin’s
portrait aroused a great deal of interest

YBEKOBEUEHWUA MNaMATU PEeBONIOLUOHHBIX
AHel 6opbbbl 3a cBoGoay. B Havane mapra
1917 roga H.M.KnwwkuH, Kommnccap no Mock-
Be, @ N03)e MUHUCTP, BbIHEC 3TOT BOMPOC Ha
3acefaHve BpemenHoro npasutenbcraa. Ke-
peHCKuiA Bbin B uncne Tex, KTo ogobpun u
NoANMcan pelieHne o cospaHum B Mockse
Myses Pesontounn. ke B untone 1917 roga
Hayanocb (hopMUpOBaHWe Konnekuuin Byay-
wero myses. MHorve npo6nemsl 3T0ro mpo-
uecca obcyxaanucb B 34aHUN 3HAMEHUTOTO
AHrnuniickoro knyba, rae ¢ anpena 1917 ropa
pacnonoXunca KOMUTET Mo fienaM My3eeB
MockBbl. KepeHcKuii BbicTynan 3aech B aBry-
cre Toro e 1917 (B ToT e MecsL, Korga Obin
Hauart ero noptper). B 1924 roagy B 3ToM AoMe
OTKpblnack nNepsas BbicTaBKka My3ses Pesonto-
umn «KpacHas Mocksa», mocne yero 3aaHvie
0CTanoch 3a Myseem.

Wtak, B 1926 rogy penviHcKuiz nopTpet
BepHyncs B CoBetckyto Poccuto. B ToM xe ro-
[y OH 3KcroHupoBsancs cHavana Ha VIl Bbl-
craBke AXPP (Accouuauun XynoxHukos Pe-
BO/IIOLMOHHOM Poccuu), a 3aTem Ha BbicTaBKe
Myses Pesontouun «Pycckas pesoniouvs B
1306pasunTesbHOM KcKyccTeey. MpeactaBneH-
Hblil MOpTpeT ObiBLIEr0 NpeMbep-MUHUCTPA,
cBeprHyToro CoBeTcKol BNacTbto, Nofb30Ban-
cs GonblUMM MHTEPECOM Y nybnuku. 31o co-
6bITVe BbI3BaO WWPOKUIA PE30HAHC B Mpec-
ce. Ha oHe ocyxpaatoWwmx KpUTUYECKMX 3a-
MeTOK WHTepecHa cTatbd B «OroHbKe», rae
nopTpeT Bbln NpU3HaH «cobupaTenbHbIM 06~
pa3’oM «KepeHLUMHb — TepMWH, 03HauaB-
WK NoTepresLLyo NopaxeHue BypxyasHyto
VHTENINTEHLMIO.

Mo oKOHYaHUM BbICTaBKW MOPTPET cpasy
Obln NepeaaH B creLxpaH My3es, YTo aBTOMa-
TU4ecku obpeKano npomsseseHve Ha 3abBe-
HUe He TONbKO A/ BbICTAaBOYHOM XKN3HU, HO U
ANf UCCNeA0BaHNA CreLmanucTamm.

Ho 3toro mano. Cvtyauus gowna Ao ab-
cypaa. B 1935 rogy 6bin cocTaBneH aKT Ha
crvcaHue, no KOTOPoMy NopTpeT Kuctn Penu-
Ha NOANEeXaNn YHUYTOXEHUIO CO CTaHAApTHOM
Ans NoAo6HOro JOKyMeHTa (hopMyn1poBKOM —
KaK «He UMeOLMNIA XyA0XKECTBEHHON LIeHHO-
ctm»! KoHeuHo, He 3TO ABAANOCH MPUYMHON
CTONb KOLLYHCTBEHHOTO Lwara. [onntrka Tota-
JINTapHOTO pexnMma uckaxana, nnbo otpuua-
Na MHOrMe uctopuyeckue dakxtbl. Moatomy
CYMTaNOCh HEBO3MOXHbIM, 4ToObl PenuH -
NPU3HaHHbIA MacTep, «BOCMEeBaBLUNIA Npone-
Tapuam, Hanucaswuin «bypnakn Ha Bonre»,
MOr 3aneyat/ieTb OHOM0 U3 MaBHbIX BParos
nponetapcKoii pesontoumu. Mpolue Kasanoch
YHUUTOXMNTb NPOV3BEAEHNE, YEM CMUPUTLCA C
HeyrofiHbIM (aKToM.

Tonbko Gnaroapsi caMoOTBEPXKEHHOCTM
My3eiiHbIX COTPYAHVKOB MOpTpeT n3bexan
yroToBaHHoI yyacTu. OH 6bln CHAT ¢ Nogpam-
HUKa 1 NONOXeH MeXAy ApYrMU XoACTamu B

NOMELLEHNI CMeLXpaHa B HafieX e Ha To, YTo
ero BpAA M xataTcA. Tak oHo v Bbiwno. Mo-
CKONbKY MO AOKYMEHTaM 3KcnoHat bbin cnu-
CaH, HWUKTO He MOAHMMaN LIeKOTIMBOro BO-
Mpoca 0 HaXOX/AEeHWM 3TOr0 3KCMOHaTa B KO-
NeKuun My3es.

Ha BonHe mepecTpoiiku M rnacHocTu
creuxpaHbl Havyanu BCKpbIBaTh. Tak B My3ee
«OKa3anoCb» MHOXECTBO 3KCMOHATOB, CyK-
TaBLIMXCA MBO YHUUTOXKEHHbIMU, 16O nepe-
AaHHbBIMU B AApyrue yupexaeHus.

B 1992 rogy noptper oTpectaBprpoBanm
1 cpa3y e NpeAcTaBUIn NyGnvKe Ha BbICTaB-
Ke my3ses «Jluua anoxu. 1917-1985», rae 6bi-
7 NoKasaHbl 06pasbl Hanbonee 3Ha4UMBbIX B
oTeyecTBeHHON nctopum XX BeKa niogeit. Pe-
MUHCKMM MOPTPETOM Ccpasy 3anHTepecoBa-
JICb MHOTVE POCCUIACKME 1 3apybexHble nc-
cneposatenu. [oBTopHoe BBeAeHWE B Hayy-
Hbli 060POT NOAOBHBIX IKCNOHATOB - pesKas
yAaya AnA cneuyannctos v, BoobLwe, AnA Mu-
POBOW KyNbTypbl.

Ho nocne BblweynomMaHyTOM BbICTaBKM
BbIACHWIIOCb, YTO MOPTPET HeNb3A 3KCMOHW-
poBaTb AWTenbHOe BpeMA. [lefno B TOM, YTo
HanucaH oH Ha 04YeHb HeyA0BHOM ANA XWBO-
nucu Matepuane - IMHoNeyMe, KOTOpbIN Nier-
Ko noppaetcs AedopMauum U 04eHb CNOXHO
BblpaBHVBaeTCA.

MopTpet nobbiBan elye Ha HECKONBKUX
BHYTPUMy3eliHbIX BbicTaBKax. HakoHeu, B
2002 rogy 6b110 NPUHATO pelleHne 0 Npo-
BeJeHUN ryboKoi pectaBpauuy noprperta
KepeHckoro. B TeueHve ropga monoTHO Bbl-
paBHMBANU, YACTUAN W YKPENIAaM Kpacoy-
HbI cnoii. bbina n3rotoBneHa cneyyanbHan
pama, nossonAwowas usbexarb gedopma-
UMM  TMOBEPXHOCTM W NPOHUKHOBEHUA
BHYTPb Bnaru.

Mocne atoro npounsBeseHue, cynTaBLLee-
CA TEMHBIM 1 TYCK/IbIM, OKa3aJi0Cb HACbILLEH-
HbIM MHOXECTBOM OTTEHKOB W CBETOTEHEBbIX
nepexofoB. Ho ollylleHne TAXKeNOBECHOCTM
He nponano. OHo noaaepxuBaetca 06beMHON,
MOYTU CKyNbNTYPHON BblENIEHHOCTbIO 06pa-
3a, B 06Lem, npucyLueit PenuHy, u KOHTpacToMm
HEMHOTMX CBETOBbIX MATEH C 3aTeHEeHHbIMM
ydacTkamu. besynpeyHo BbICTpoeHHas KoMMo-
3ULMA NLWb NOAYEPKMBAET HeyA0OHOCTb No-
3bl NOpTPeTUpyemoro. MHOrocn0MHOCTb XMBO-
n1CKU NpOTUBOMOCTABAAETCA YCTanoMy Bbipa-
YKEHMIO I1LIA YeI0BeKa, B3BaUBLUErO Ha cebs
HEeMoCcusIbHYO HOLLY YrpaB/ieHVs MONIOAO pe-
BO/IOLIVIOHHOW pecnybnKoii.

Bo BpemA pectaBpauuu cTano nsBecTHo
06 yyacTuu Myses B repMaHCKOI BbICTaBKe,
noceAweHHoi Penuny. Moatomy Hemeukuit
3puTenb, noxanyi, nepebiM cnycta 77 net
CMOT yBUAETb NOPTPET B CBOEM MepBOHaYallb-
HOM BUAe, CTaBLIUI MO-HACTOALLEMY JereH-
AapHbIM ANA MHOMMX My3eliHbIX paboTHUKOB
1 pecTaBpaTopoB.

3an Kynbmypbl
1917-1929 20008
MocToaHHas
3KCno3nuuma
rumcump

The Hall of Culture
of 1917-1929
Permanent Exhibi-
tion of the Central
State Museum of
Modern History of
Russia

among both Russian and foreign researchers.

Without doubt, the re-emergence of a work
such as this was a real stroke of luck for spe-
cialists and art lovers alike.

Nevertheless, the exhibition brought to
light a significant flaw in the portrait. Painted
on linoleum, it could not be exhibited for long
periods of time, since this special material
quickly becomes deformed and is extremely
hard to straighten.

After several more exhibitions in the
Museum of the Revolution, it was decided to
restore Kerensky's portrait completely.
Throughout 2002 the canvas was straight-
ened and the paint layer cleaned and secured.
A special frame was made fo prevent further
deformation of the painting’s surface and pro-
tect it from the damp.

After its restoration the painting, previ-
ously considered somewhat sombre and dull,
suddenly shone with rich colours and startling
contrasts. Yet it still conveys an impression of
heaviness: Kerensky's bulky, almost three-
dimensional form looms in front of the viewer
with a statuesque mouldedness typical of
Repin’s subjects. The flawless composition
serves only to accentuate the sitter's uncom-
fortable pose. The shaded areas are relieved
by few light patches, and the multi-layered
painting contrasts strikingly with the weary
expression of a man weighed down with the
impossible task of governing a new, revolu-
tionary republic.

Whilst the restoration process was going
on, the museum was invited to take part in the
German Repin retrospective. And so it was
that German art lovers were the first to enjoy
the portrait in its restored state. 77 years
after its final exhibition before its long period
of storage, the painting remains legendary for
many museum specialists and restorers.
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