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Abstract.

The purpose of the article is to analyze the history of the building located at 9
Tereshchenkivska Str., Kyiv, in 1882-1922, which, within this period of time, was owned by the famous
patron Fedir Artemiiovych Tereshchenko, and after his death belonged to his family. In the turbulent
times of the Ukrainian statehood formation in the early 20th century, the building was used by political
departments of the Ukrainian National Republic (UNR), the Hetmanate of Pavio Skoropadskyi, and the
Directory of the Ukrainian National Republic and witnessed the Bolshevik occupation. The
methodology of research is characterized by the use of general scientific methods: analysis,
synthesis, induction, and deduction; special scientific methods: problem-chronological, genetic,
historical and systematic; as well as the application of the principles of objectivity and historicism. The
scientific novelty consists in a comprehensive study of the Tereshchenko family's activities on the
basis of sources and historiography, as well as in filling the research gap by studying the historical
transformations of the house at 9 Tereshchenkivska Str. in 1882-1922. Conclusions. The house at 9
Tereshchenkivska Str. was built in accordance with the styles of the late 19th and early 20th centuries
and the tastes of its owners. Based on archival photographs of the manor’s interiors and the collection
of paintings, it can be undoubtedly stated that the Tereshchenko family demonstrated a deep sense of
beauty and art. The art gallery, founded by F. Tereshchenko, was one of the centers of cultural life in
Kyiv. Since 1917, the house at 9 Tereshchenkivska Str. in Kyiv become an important object of political
activity for various governments and military institutions (Ukrainian and Bolshevik), playing a
significant role in the Ukrainian revolution. However, the events of this period jeopardized both the
existence of the building itself and the preservation of the unique collection it housed. They have
become an important lesson for the present day in the protection of Kyiv's cultural heritage in the
conditions of independent Ukraine.

Keywords: house, Tereshchenko, Kyiv Art Gallery, collection, entourage, interior, furniture,
room.

ByanHok ®epopa ApteminoBuya TepeweHka B 1882-1922 pokax

KOnis1 Jle6edesa
HauioHanbHuin My3ein «KniBcbka KapTUHHA ranepes»
KaHOugaTka iCTopu4HMX Hayk, ctaplua gocnigHuus (YkpaiHa)
email: lebedeva-yuliya@ukr.net
ORCID: https://orcid.org/0000-0003-0628-0309
ResearcherlD Web of Science: GQZ-7854-2022

AHoTauinA.

Memoro cmammi € ananis icmopii 6ydieni Ha eyrn. TepeujeHkiecekit, 9 y Kuesi srnpodoex
1882-1922 pp., AKka npoms2oM 6Ka3aHo20 [POMIXKKYy 4acy nepebyeana y enacHocmi 8i0omMozo
meuyeHama ®edopa Apmemitioguda TepeuwieHKka, a nicrisi (o20 cmMepmi Hanexana Uo2o poOuHi. Y
OypemHi 4acu CcmaHOoBMeHHs yKpaiHCbKOI OepxasHocmi Ha nodamky XX cm. 6ydiens
sukopucmosysanacsi nosimuyHumu eidomcmeamu YHP, embmaHamy [lasna Ckopornadcbkoeo,
Hupekmopii YHP ma cmana ceidkom binbwosuubkoi okynauii. Memodonogia dAocnioxeHHsI
Xapakmepu3yembCsi 8UKOPUCMAaHHAM 3a2alibHOHayKosux memodie: aHarnidy, cuHmesy, iHOyKui,
Oedykuyii; crieyianbHUX Haykosux Memodis: rnpobrieMHO-XPOHOM02iYHO20, 2eHEMUYHO20, (CIMOPUKO-
CUCMEeMHO020;, a MmaKOX 3acmocyeaHHaM MpuHyunie ob’ekmusHocmi ma icmopu3amy. Haykoea
Hoeu3Ha rorseae y ecebidyHoMy 0ocnidxeHHi digrnbHocmi poduHU Tepew,eHKie Ha OCHO8I Oxeperl ma
icmopioepachii, a makox y nodosnaHHi O0CNIOHUULKOI rnpo2anuHu 4Yepe3 BUBYEHHST ICIMOPUYHUX
mpaHcghopmayiti 6yOuHKy Ha 8yr. TepeuleHkKiechKil, 9 y mexax nepiody 1882—1922 pp. BucHoeKu.
bydurok Ha eyn. TepeweHkiecbkil, 9 byno 36ydoeaHo 8idrnogidHo Ao cmuriig KiHUys XIX — nodamky
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XX cm. ma cmakie (020 enacHukie. Ha ocHoei apxieHux chomoepacpill iHmep’epie ocobHsika ma
36epexxeHoi Konekuii kapmuH MoxHa 6e33arnepedyHo cmeepOxysamu, w0 poduHa TepeuwieHkie
demoHcmpysana anuboke 8id4ymms Kpacu ma mucmeumea. KapmuHHa aanepes, siKy 3arodamkysas
@. A. TepeujeHko, byna o0HUM i3 ocepelkie KynbmypHo20 xumms Kuesa. Bid 1917 p. 6yOuHok Ha
syn. TepeuwjeHkiscbkill, 9 y Kuesi cmae saxnusum ob’ekmom rnonimuyHoi disiribHocmi pisHUX ypsidie ma
gilickkogux ycmaHo8 (ykpaiHCcbKux ma binbuosuUbKko20), gidieparodu 3Ha4dHy pPorb 8 YKpaiHCbKil
pesoroyii. NMpome nodii ybo2o nepiody rnocmasunu rnid 3aepo3y fK icCHysaHHs1 camoi bydieni, mak i
36epexeHHs yHIKanbHOI Komekuil, wo micmunacsi 6 Hil. BoHu cmanu eaxnusum ypokom Ons
cydacHocmi Wo00o OXOPOHU KyribmypHoi cnaduuHu Kuesa 8 ymogax He3arexxHoi YKpaiHu.

Knrodoei cnoea: 6yduHok, TepeujeHko, Kuiscbka KapmuHHa 2arnepesi, KONeKuis, aHmypax,
iHmMep’ep, mebri, KiMHama.

The problem statement. The topic under study is relevant given the need to preserve cultural
heritage at the current stage. It is important to maintain the building of the National Museum “Kyiv Art
Gallery” in optimal condition and ensure reliable protection of its collections. In this context, it should
be noted that this heritage has played a significant role in the cultural life of Kyiv at different stages of
its history. The period under study marked the beginning of the formation of the National Museum
“Kyiv Art Gallery” architectural complex and the art collection that is stored here to this day.

The relevance of the study is enhanced by the scientific interest in the Tereshchenko family,
which owned the building and the collection. In Soviet times, the topic practically was not studied, and
the few studies that existed were mostly critical or biased. Nowadays, research on this understudied
page of Ukrainian history is ongoing.

Analysis of sources and new research. The historiography of the study and the source base
contain information about the house of F. A. Tereshchenko, but their analysis has long remained
fragmentary. Only in modern explorations have Ukrainian researchers begun to pay thorough attention
to the activities of the owner of the building at 9 Tereshchenkivska Str., Kyiv. The social and political
activities of F. A. Tereshchenko in the context of his family tree were studied by O. Kozlov (Kozlov,
2009). The entrepreneurial activity of the Tereshchenko family is reflected in the studies of O.
Kudlasevych, O. Tkachenko, and others (Kudlasevych, 2009; O. Tkachenko, Hrukach, & T.
Tkachenko, 2022). T. Nikolaieva (Nikolaieva, 2016) studied the collecting of paintings by F
Tereshchenko (Nikolaieva, 2016). The charity and patronage activities of the Tereshchenko family
were analyzed in the study conducted by N. Romaniuk (Romaniuk, 2011). T. Borys reflected in the
study on the process of founding the Kyiv Art Gallery (Borys, 2014).

A significant amount of the information about F. A. Tereshchenko's house in the studied period
is contained in the source base. The memoirs of D. Doroshenko and N. Surovtsova, who held
important diplomatic posts during the days of the P. Skoropadskyi’s government, contain descriptions
of individual rooms of the building (Doroshenko, 1969; Surovtsova, 1996). Unpublished archival
sources from Fond 830 of the Central State Historical Archives of Ukraine, Kyiv (hereinafter CSHAK),
including correspondence, descriptions of collections, furniture, and protection letters, contain
information about the construction of the house at 9 Tereshchenkivska Str., its interior, humber of
paintings and ways of purchasing them, period under the control of the Bolshevik military and other
authority bodies of that period (CSHAK Ukraine, F. 830, Op. 1, 2).

The purpose of the article is to analyze the history of the building at 9 Tereshchenkivska Str.,
Kyiv, in 1882-1922, which during this period was owned by the famous patron Fedir Artemiiovych
Tereshchenko, and used by the political administrations of the UNR, the Hetmanate of Pavlo
Skoropadskyi, the UNR Directory, and then came under the control of the Bolshevik authorities.

The results of the research. FA. Tereshchenko was born on February 8, 1832. He was
baptized in St. Nicholas Church in Hlukhiv. He held a number of public posts in Hlukhiv, including a
justice of the peace and mayor of the city magistrate. On March 12, 1870, together with his family, he
acquired the right of hereditary nobility. He was awarded the Orders of St. Stanislaus, 3rd Class, St.
Vladimir, 3rd Class, St. Stanislaus, 1st Class, Prince Danilo of Montenegro, 2nd Class, and the Legion
of Honor. F.A. Tereshchenko was repeatedly elected an honorary trustee of the Second Kyiv Men's
Gymnasium, actively supporting the development of education in the city (Kozlov, 2009, p. 87).
Married to his wife Nadiia Volodymyrivha Khlopova, he had three children: a son, Fedir, and
daughters, Nadiia and Nataliia (CSHAK Ukraine, F. 830, Op. 1, Od. zb. 497, Ark. 1-2).

The eldest daughter of the couple, Nadiia Fedorivha Tereshchenko (25.03.1887-1967),
married Volodymyr Volodymyrovych Muravyov-Apostol-Korobiin (1864-1937), a descendant of a
famous Decembrist, active state councillor, chamberlain, and diplomat, in 1909. The couple had three
sons: Vadym (1910-1998), Andrii (1913-2001), and Oleksii (1914-2000).

His son, Fedir Fedorovych Tereshchenko (11.11.1888-1950), was a well-known patron, public
figure, and aircraft designer. In 1907-1912 he studied at the mechanical department of the Kyiv
Polytechnic Institute but did not graduate from it. He was a member of the Kyiv Aeronautics Society. In
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1909, in the town of Chervone, Berdychiv povit, Volyn gubernia, he arranged an aircraft workshop and
airfield, where he built and tested airplanes. A model of the “Tereshchenko 5” airplane, propellers, a
van for transporting the aircraft, and a tent-hangar were presented at the All-Russian Exhibition of
1913 in Kyiv. From that year on, he worked for the Main Military-Technical Directorate of the General
Staff. In 1916, he produced an airplane of new design, “Tereshchenko 77, in the workshop of the Kyiv
Polytechnic Institute, which was adopted by the army after testing.

The younger daughter, Natalia Fedorivha Tereshchenko (3.08.1890-1987), married Serhii
Serhiiovych Uvarov, and after his death, the French pilot Louis de Guidon. She had two children with
Serhii Serhiiovych: Nataliia (born in 1911) and Serhii (born in 1913). Nataliia Fedorivha mastered the
specialty of midwife and opened at her own expense a cost-free maternity home, which she expanded
in 1912 by purchasing a house on the neighboring street.

The Tereshchenko family was a well-known dynasty of entrepreneurs who played an important
role in the development of the sugar industry. The abolition of serfdom in 1861 caused an economic
crisis because not all landowners were able to adapt to the new market conditions. F. Tereshchenko,
on the other hand, rented 2,289 dessiatins of land, and in 1868 significantly strengthened his financial
position by acquiring the manor in the village of Chervone, Volyn gubernia, the Studenske manor in
Mohyliv gubernia, and the manor in Andrushivka, Zhytomyr povit, with a total area of 27.1 thousand
dessiatins (O. Tkachenko, Hrukach, & T. Tkachenko, 2022, pp. 122-123). Together with his brothers
Mykola and Semen, F. Tereshchenko in 1870 founded the Tereshchenko Brothers’ Sugar Beet and
Refinery Company in Kyiv with a starting capital of 3 million karbovanets. Within a few months, the
company was awarded a silver medal at the All-Russian Exhibition for “very good sugar and good soft
refined sugar with significant production.” In the 1880s, the family became one of the ten most
influential sugar producers in the empire. In 1910, the number of their sugar factories was 11, and the
total value of their production reached 27.7 million karbovanets (Kudlasevych, 2009, p. 105). Statistics
show that the Tereshchenko family sugar beet products were exported to Great Britain, Afghanistan,
Germany, China, Norway, Persia, and Switzerland. By the end of the nineteenth century, its annual
export exceeded 865 thousand poods (Slaboshpytskyi, 2001, p. 196).

The level of wealth of F.A. Tereshchenko can be concluded from his testament, drawn up on
16 August 1894. The document states that all of his property affairs were conducted under a double-
entry accounting with annual reporting. All of Tereshchenko's estates had administrative and financial
offices, and in Kyiv there were local and head offices that received reports from all subordinate farms.
All funds from estates, factories, and other individuals were accumulated in the Kyiv local office. Every
year, calculations were made by 1 March, and on their basis a general annual balance sheet was
formed, and the reporting year began on 1 March (CSHAK Ukraine, F. 830, Op. 1, Od. zb. 497, Ark. 1).

From the testament, we learn that the approximate amount of capital inherited by F. A.
Tereshchenko's heirs was 1.66 million rubles in silver, as well as information about the Tereshchenko
family's property. In particular, the entrepreneur owned the Chervonske and Martynivske manors in the
Volyn gubernia, real estate in Kyiv, and 34 other settlements in the Kyiv, Volyn, Podillia, and Kursk
gubernias (CSHAK Ukraine, F. 830, Op. 1, Od. zb. 497, Ark. 1-2).

F. A. Tereshchenko was actively engaged in charity. In Hlukhiv alone, he and his brothers built
a vocational school, a female and a male gymnasium, a teachers' institute, and a bank building,
founded the St. Euphrosyne cost-free hospital (in memory of their mother) and pledged to deduct 2%
of their income annually. In 1884, the Tereshchenko brothers built St. Anastasiivska Church. This
architectural masterpiece was built by architect A. Hun in the Neo-Byzantine style, and its entourage
resembles the Cathedral of St. Volodymyr the Equal-to-the-Apostles Grand Prince in Kyiv. Most of the
wall paintings were done by artists Mykola Pymonenko and brothers Oleksandr and Pavlo Svedomski,
who participated in the decoration of St. Volodymyr's Cathedral (Slaboshpytskyi, 2001, p. 198).

In Kyiv, F. A. Tereshchenko was a trustee of the Fedir Tereshchenko Public School for Poor
and Orphaned Children, where 200-250 children were educated and brought up free of charge every
year. The newspaper Kievlianyn states that in 1880 a second day care center was opened in Podil,
Kyiv, which received 1,000 rubles from F.A. Tereshchenko annually, as well as a third day care center
in Pechersk, for which the patron donated 500 rubles annually (Romaniuk, 2011, p. 30-31). Mykola
and Fedir Tereshchenko also donated 108 thousand karbovanets to the foundation of the city museum
of antiquities (now the Art Museum of Kyiv) (Slaboshpytskyi, 2001, p. 200).

Tereshchenko's house, in which he founded the art gallery, was built in 1878, two years before
the patron purchased it (Vakulenko, 2020, s. 9-10). Initially, a two-story building was constructed on
the land site of the noblewoman Chaplynska (lvashchuk, 2009, pp. 364-365). On 7 May 1882,
entrepreneur F. A. Tereshchenko and architect Volodymyr Mykolaiovych Nikolaiev signed an
agreement to rebuild it according to a new project by architect A. Hun. The construction was planned
to be completed by 1 October 1883, but it was delayed until 1884. The cost of the construction work
was 1,500 rubles: in August 1882, Tereshchenko undertook to pay 500 rubles, in February 1883
another 500 rubles, and the rest after the completion of the construction (CSHAK Ukraine, F. 830, Op.
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1, Od. zb. 312, Ark. 43). The project for the reconstruction of the house for F. Tereshchenko was
approved by the Kyiv City Council on 10 April 1882. According to the project, the stairs were to be
made of non-combustible materials, the roof was planned to be iron, without any design of the
residential premises (CSHAK Ukraine, F. 830, Op. 1, Od. zb. 312, Ark. 43).

The sculptor Schwartz created a model of the portico of F. Tereshchenko's house in 1883
(CSHAK Ukraine, F. 830, Op. 1, Od. zb. 312, Ark. 31). The same year, he presented sketches of the
main staircase and later completed the creation of drawings for colored stained-glass windows
(CSHAK Ukraine, F. 830, Op. 1, Od. zb. 312, Ark. 6-8). In a letter from A. Hun to F. Tereshchenko of
10 October 1883, it is stated that at that time Schrader's works were ready, in particular: a door of the
study leading to the hall; the upper part of the cornice above the study door; four door frames for the
kitchen; one door frame for the corridor; a tambour for the front door; a door for the boudoir room; and
a fireplace. From a letter by architect A. Hun to F. Tereshchenko dated 27 October 1883, we learn that
the sculptor Botta proposed a design for the fireplace and a frame around it (CSHAK Ukraine, F. 830,
Op. 1, Od. zb. 312, Ark. 17-19). On 29 September 1884, the furniture was delivered to Kyiv, the total
cost of which was 78.6 thousand crowns (CSHAK Ukraine, F. 830, Op. 1, Od. zb. 312, Ark. 26). A.
Morand's bronze factory also contributed to the interior design of F. Tereshchenko's house, producing
elegant bronze chandeliers, candelabra, lamps, and statues (CSHAK Ukraine, F. 830, Op. 1, Od.
zb.312, Ark. 41). In general, as of 1892, F. Tereshchenko's house had bronze figures, lamps, and
chandeliers with a total value of 40,510 rubles, vehicles (carriages and sledges) worth 5,000 rubles,
various silverware worth 10,000 rubles, and antique silver items worth 10,636 rubles (CSHAK Ukraine,
F. 830, Op. 1, Od. zb. 491, Ark. 5-7).

Some applied architectural methods ensured that the interior of the house was optimal for the
owner. Typical of the preferences and fashion choices of that time was the combination of modest,
cozy living premises and a spectacular enfilade on the second floor - the main floor, with boudoir, sofa
room, living room, study and smoking room decorated in various historical styles. A peculiarity of the
building is a special room designed for an art gallery with natural light through an all-glass ceiling.
Since the collection was intended to be open to the public, a separate entrance from the courtyard was
arranged for visitors (Vakulenko, 2020, p. 10). The plinth at the base of the pilasters and window sills
was made of stone to ensure better plastering (CSHAK Ukraine, F. 830, Op. 1, Od. zb. 312, Ark. 3). To
preserve the harmonious proportions of the building, the project involved an increase in the height of
the premises (CSHAK Ukraine, F. 830, Op. 1, Od. zb. 312, Ark. 33).

Brickwork technology was used in the construction of Tereshchenko's house (CSHAK Ukraine,
F. 830, Op. 1, Od. zb. 312, Ark. 1-2). It had three ground floors and one basement. On the second floor
there was a lobby with a main entrance and a staircase; a large hall decorated in white; a golden hall -
a small room lavishly decorated with gilding; a boudoir painted in silver; a study; a dining room and a
sofa (Moorish) room (CSHAK Ukraine, F. 830, Op. 1, Od. zb. 312, Ark. 7-8). According to archival data,
the staircase was covered with a carpet approximately 1.3 m wide. The railing for the stairs and
structures for fixing paintings were made of special rods over 1.5 m long (CSHAK Ukraine, F. 830, Op.
1, Od. zb. 312, Ark. 22). The house was equipped with steam and water pipes, as well as an electric
lighting system, which corresponded to the technical achievements of the late 19th century (CSHAK
Ukraine, F. 830, Op. 1, Od. zb. 312, Ark. 56). The basement consisted of four rooms with heaters, a
laundry room, a janitor's room, two ordinary cellars, and a wine cellar (CSHAK Ukraine, F. 830, Op. 1,
Od. zb. 312, Ark. 14).

Today, the main staircase is well preserved. The history of their decoration is periodically
mentioned in the correspondence between the architect Andrii Hun and the client Fedir Tereshchenko.
The marble staircase, described in A. Hun's letters to F. Tereshchenko of 30 January 1883 and
10 August 1883, was decorated in the Greek style, which was emphasized not only by the architecture
but also by the decorative finishing, and its carpeting with Greek-style ornaments added a
sophisticated touch to the interior and was harmoniously combined with classical elements. This
shows the influence of ancient motifs in the art of the time and the desire for aesthetic perfection in
interior design: “..As for the colouring... | suggest to paint the lobby in Greek colours... | will try to send
you a drawing of the lattice on the stairs and a drawing of colored glass.” Later, A. Hun wrote, “When
developing the detailed, final drawing of the staircase, it turned out to be necessary to make two
columns in the same places instead of one. | hope that you will have no objections, as this change is
absolutely necessary” (CSHAK Ukraine, F. 830, Op. 1, Od. zb. 312, Ark. 30-31).

There were also bronze floor lamps in the house, which has been preserved to this day only
on the ground floor. The floor lamps from the second floor (in fairly good condition, with only the male
figure that crowned the composition missing) now adorn the main staircase of the Vernadskyi National
Library of Ukraine at 62 Volodymyrska Str. (they were moved there in the 1930s). It can be assumed
that they were made according to the models of the same master, the French sculptor Albert Carrier-
Belleuse, as the floor lamps on the staircase of the first floor, as they have common features (CSHAK
Ukraine, F. 830, Op. 1, Od. zb. 312, Ark. 46).
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Especially valuable is the decorative painting on the wall of the apse - a panno depicting
dancing figures of Graces (Charites) with ribbons in their hands and two putti with attributes of music
and painting. In his letters, A. Hun discusses the participation of the artist-decorator Serhii lvanovych
Sadikov, who prepared the panno for the staircase, and the architect considered them “well done and
fully satisfying the purpose.” But S. Sadikov informed A. Hun that F. Tereshchenko was dissatisfied
with the presented figures. Obviously, the entrepreneur contacted another artist personally, as in the
lower right corner of the panno there is the signature of its author, Dmytro Nykyforovych Martynov, and
the date: 1884 (CSHAK Ukraine, F. 830, Op. 1, Od. zb. 312, Ark. 50).

During the current Russian-Ukrainian war, the stained-glass window of the skylight was
partially damaged result of a missile strike in October 2022 near the museum in Taras Shevchenko
Park. The lost fragments were temporarily replaced with PVC glass with a pattern made by artist
Larysa Pisha using an oracle. The original glass was made using a complicated etching technology.
Now it is being reproduced abroad at the request of the museum at the expense of patrons. This will
help preserve the historical and aesthetic value of the stained-glass window, ensuring its authenticity
to the maximum extent possible.

The White Hall (almost 100 sg. m), the largest in size, was used as a large ceremonial living
room. Its decor is based on the motifs of French classicism of the 18th century (Louis XVI style). In a
letter of 10 August 1883, Andrii Hun wrote to Fedir Tereshchenko about the wall painting: “The hall is in
light French colors, without gilding.” The correspondence shows how carefully the client and the
architect discussed not only the decor but also the size of the door openings, which the entrepreneur
agreed to make high.

Instead, the Silver Hall was decorated in the Neo-Rococo aesthetic, as it was then called, in
the Louis XVI style. We learn about its purpose, original decoration, and color palette from the same
letter by the architect A. Hun to F. Tereshchenko dated 10.08.1883: “The boudoir, as we spoke last
time, is to be finished in silver, as the furniture will be silver-like” (CSHAK Ukraine, F. 830, Op. 1, Od.
zb. 312, Ark. 31). The color of the furniture matched the tone of the carved décor of the padouge and
cornice, as well as the walls decorated with wallpaper. The architect developed not only a design for
the boudoir but also a fireplace, which we can see today. At the request of the owner, a mirror in a
frame with stucco moulding made by the master Aleksei Ivanovich Lapin was placed above the
fireplace. His stucco workshop also made the details of the facade and interior of the house. The
painting over the door and fireplace in rocaille was created by the artist-decorator Serhii Sadikov
(CSHAK Ukraine, F. 830, Op. 1, Od. zbh. 312, Ark. 44).

Through the sliding doors, one could enter the main dining room. According to Fedir
Tereshchenko's wishes, the dining room was decorated in Flemish or Italian Renaissance style.
According to the concept of the architect Andrii Hun, the dining room ceiling was to be tinted “oak.” In
the autumn of 1883, the sculptor lvan Schroder, under the direction of the Melzer furniture company,
developed drawings of the joinery - wooden wall panels, door frames, etc. — on the instructions of
A. Hun. The architect's letter to the client dated 9 January 1884 shows that the project was already
ready: he sent drawings of the dining room - a general drawing in colors, a detailed plan of the ceiling,
and four samples for it. And in April, Fedir Artemiiovych asked Andrii Leontiiovych to select the leather
for the chairs for the dining room from Blichtger and to take the fabric for the walls (which Fedir
Artemiiovych and A. Hun had chosen earlier) to make stucco decorations under the windows and
above the door under the large arch, as well as ornaments. The original drawings of the ceiling,
panels, and doors of the dining room have not been preserved in the Tereshchenko archive fund.
However, the ones presented in the CSHAK of Ukraine (fund 830), including examples of door designs
and a fragment of a ceiling drawing for other Tereshchenko houses, allow us to trace general
architectural approaches, decorative solutions, and a possible style of decoration, although they differ
from the interior we have today (CSHAK Ukraine, F. 830, Op. 1, Od. zb. 312, Ark. 33).

F. Tereshchenko was known for his collection of paintings by peredvizhniki artists, which he
replenished through personal acquaintances with these painters (CSHAK Ukraine, F. 830, Op. 1, Od.
zb. 314, Ark. 2). In particular, it is known about his contacts with the Ukrainian artist I. Kramskoi. In the
winter of 1882, the artist offered Tereshchenko to buy two of his paintings for 1,500 and 1,000 rubles.
In one of his letters, |. Kramskoi shared with the businessman the information that he had failed to
exhibit his portrait at an exhibition in St. Petersburg. From the artist's letters, we also find out that
F. A. Tereshchenko was a serious competitor to P. M. Tretiakov in collecting paintings (CSHAK
Ukraine, F. 830, Op. 1, Od. zb. 542, Ark. 7-10).

By 1892, F. Tereshchenko had compiled a collection of 76 paintings with a total value of
85,700 rubles. The collection was kept in his house at 9 Tereshchenkivska Str. It is known that among
them were 13 paintings by Ukrainian artists, including “Night” by A. Kuindzhi; “Greve Head,” “Portrait of
D. A. Tolstoy,” and “Girl” by |. Kramskoi; “Grandmother” by V. Makovsky; “Calm Sea,” “Stormy Sea,”
“Cairo,” and “Night in Cairo” by I|. Aivazovsky; “Madman” by |. Repin; “Girl” and “Student” by
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M. Yaroshenko; “Ochakiv. Sea View” by R. Sudkovskyi (CSHAK Ukraine, F. 830, Op. 1, Od. zb. 491,
Ark. 2-4).

During the Ukrainian Revolution, 9 Tereshchenkivska Str. housed the Ministry of Foreign
Affairs of the Central Rada, the government of Pavlo Skoropadskyi, and the Directorate of the
Ukrainian National Republic (lvashchuk, 2009, p. 365). As one of the heads of the ministry, Dmytro
Doroshenko, recalled, “...the Ministry of Foreign Affairs was located in the beautiful Tereshchenko
Palace on the street called Tereshchenkivska. The building was very impressive, beautifully furnished,
but it was not used for offices at all” (Doroshenko, 1969, p. 263). The Silver Hall housed the office of
Nadiia Surovtsova, who was an official of the Central Rada government and, during the Hetmanate,
headed the general department of the Ministry of Foreign Affairs' secretariat and worked in the manor
for a long time. In her memaoirs, she described in detail the location of the ministry's cabinets: “| was
sitting in a small cabinet (the former boudoir of Tereshchenko's wife), a beautiful room with tapestries,
a white marble fireplace, and a wide door leading to the neighboring Orenchuk’s [consular]
department, and a second, smaller door leading to a former bedroom and then to the minister's
cabinet.” From the minister's cabinet there was a passage to the inner rooms. The memoirs make it
more precise: “Orenchuk was entered through a wide archway from a large hall, white, with gilded
chairs and two huge mirrors covering the entire wall between the windows and the door to the
balcony.” At the end of January 1918, during the retreat of the Central Rada government from Kyiv
under the onslaught of Bolsheviks, Nadiia Surovtsova stayed on night duty at the ministry. In her
memoirs about those times, she also mentioned the hall: “It was dark in the house, only a lone candle
flickered in the great hall, reflected in a huge mirror. The marble of the fireplace in my room [the Silver
Hall] flickered, the oak-carved doors of the offices were dark, and it was quiet” (Surovtova, 1996,
pp. 75-76).

In Soviet times, the Tereshchenko family did not become “permitted patrons of the arts,” and
thus their activities were not actually studied. In reference books and encyclopedias of that period,
they were given the name “Ukrainian capitalists and landowners.” In general, Lenin's writings contain a
negative assessment of the Tereshchenko family's activities. In particular, in his work “Speech on the
Attitude to the Provisional Government at the | All-Russian Congress of Soviets...”, it is stated that
Tereshchenko was a “robber,” like all “capitalists,” “no better than Miliukov.” Such an assessment of the
figure under study was seamlessly fit into the official Soviet ideology of Marxism-Leninism (Hrytsenko,
1999, p. 290). It was the Bolshevik occupation of the Ukrainian National Republic that forced the
Tereshchenko family to emigrate to the UK. Despite all their achievements and patronage activities, a
well-known Ukrainian public figure and patron of the time, Yevhen Chykalenko, critically assessed the
contribution of the Tereshchenko family to the development of Ukrainian society. He believed that the
Tereshchenko were indifferent to the national life of Ukrainians and too integrated into Russian culture
(Slaboshpytskyi, 2001, pp. 201-205).

In response to the political instability of the post-revolutionary years, frequent changes of
government, and the danger of destruction and robbery of artistic and historical monuments, the First
Congress of Figures of Ukrainian Culture was held in Kyiv in the summer of 1918, calling for the
protection of cultural values. In 1919, during the occupation of Kyiv by Denikin's troops, the manors,
formerly luxuriously furnished and decorated with works of art, began to be looted. Between 1919 and
1922, during the most violent and bloody period, the Tereshchenko House also suffered.

After the Bolsheviks came to power in 1919, the All-Ukrainian Committee for the Protection of
Monuments of Art and Antiquity (AUCPMAA) was established, whose main task was to record,
register, and preserve monuments of culture and art owned by private persons and institutions. The
next step was the adoption by the Temporary Council of People's Commissars of Ukraine on February
1, 1919, of Resolution No. 56 “On the Requisition of Premises.” On May 7, 1919, the building located
at 9 Tereshchenkivska Str. was issued a protection order prohibiting its requisition and use by other
institutions. Violation of this resolution entailed responsibility before the Revolutionary Tribunal
(CSHAK Ukraine, F. 166, Op. 1, Od. zb. 698, Ark. 168).

A letter from the Housing Department of the Executive Committee of the Kyiv Council of
Workers' Deputies to the Committee for the Protection of Monuments of Art and Antiquity as of
23 June 1919 stated that premise 9 on Tereshchenkivska Str. houses the headquarters of the
Ukrainian Front. And by 19 January 1920, after the military left the building, it was to be transferred to
the disposal of the committee. However, on that day, the military did not leave the building.

On 26 January 1920, at 5 o'clock, representatives of the art department, Volskyi and Rodin, at
the invitation of the Commandant of the 12th Army Support Headquarters, arrived at 9
Tereshchenkivska Str. and found the door to a room near the stairs open and belongings scattered.
The seal on the door leading to the dining room was also broken. Because of this incident, in order to
ensure the further functioning of the political department of the 12th Army Support Headquarters, it
was decided to remove all the paintings, and statues from the near room (CSHAK Ukraine, F. 166,
Op. 1, Od. zb. 699, Ark. 40-42).
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On 6 February 1920, S. Sandalzhi, an instructor of the museum and exhibition section of
AUCPMAA, on the instructions of the committee made an inventory of paintings and valuable items
found in the house at 9 Tereshchenkivska Str., which were registered with the state. Among them are
39 pieces of furniture, including 3 large sofas; 2 standing chandeliers made of marble and bronze; 4
bronze sconces; 2 sofas; 8 armchairs and 2 tables with a marble top “in the style of Louis XVI” (Neo-
Rococo); a bookcase with glass; 2 red vases made of marble and bronze; paintings “A Girl Reading a
Book,” “A Student,” “The Village,” and “Mountains” by M. Yaroshenko; “Night in Cairo”, “Calm Sea”,
“Stormy Sea” by I. Aivazovsky; “Little Russian Fair”, “Grandmother”, “Little Russian”, “Winter”, “Jew”,
“Girl's Head” by V. Makovsky; “The Contemplation” by I. Kramskoi; “The Leaper” by I. Repin, etc.
(CSHAK Ukraine, F. 166, Op. 1, Od. zb. 698, Ark. 301).

The main part of the Tereshchenko family's collection was included in the general museum
fund in 1920. As its first director, Andrii Dakhnovych, wrote about the foundation of the Kyiv Art Gallery,
the constant change of power in Kyiv did not allow them to start work on organizing the museum. At
the beginning of 1921, a special commission was even formed to select exhibits and create a gallery in
the former Tereshchenko manor (Dakhnovych, 1927, p. 3). Its members were S. Hlevaskyi,
A. Dakhnovych, Yu. Krasytskyi, M. Makarenko, F. Ernst, and others. However, since it was very difficult
to evict the Revolutionary Tribunal, the commission was able to start its work only on 22 May 1922.

The newspaper Proletarska Pravda wrote about the opening of the Art Gallery in the near
future: “Strange as it may seem, such a large cultural center as Kyiv has not had a public art gallery
until now, except for a small collection of paintings by new artists in the 1st State Museum, which has
been formed recently” (Proletarska pravda, 1922, No. 256, 7 lystopada).

The grand opening of the Art Gallery took place on 12 November 1922: “Tomorrow at one
o'clock in the afternoon, the grand opening of the Art Gallery (Tereshchenkivska 9) will take place.
Entrance to the gallery on this day is by invitation sent out by the Regional Department of Education.
In the future, the gallery will be open on Sundays from 12 to 2 p.m. and on Wednesdays and Fridays
from 3 to 5 p.m.” (Proletarska pravda, 1922, No. 260, 11 lystopada). The Teatr magazine emotionally
responded to this event with the article “The Kyiv Miracle”: “Ruins surround us, houses without
windows and roofs... and suddenly an art gallery... And if this is the case, it means that we are alive,
alive, alive, no matter how much the crow croaks around us” (Kuzmin, 1922, ark. 4-5).

Nationalized works of art prevailed among the collected items. The basis was the nationalized
collection of Fedir Artemiiovych and the remnants of the collections of Mykola Artemiiovych and Ivan
Mykolaiovych Tereshchenko, as well as the collections of 80 antiquities, paintings, and the book
collection of O. H. Hansen and a few collections of other Kyiv collectors (Nikolaieva, 2016, p. 79-80).

Conclusions. Thus, the house at 9 Tereshchenkivska Str. was built in the style of the late 19th
and early 20th centuries, which corresponded to the architectural trends of the time and the aesthetic
preferences of its owners.

The Art Gallery, founded by F. Tereshchenko, played a key role in the cultural life of Kyiv,
becoming one of the most important centers of artistic activity. At the same time, the building at 9
Tereshchenkivska Str. turned into a significant object of political transformations, sequentially
becoming the location of government and military structures of various political regimes, including the
Ukrainian and Bolshevik ones. This indicates its special significance in the context of the events of the
Ukrainian Revolution.

However, the socio-political upheavals of this period jeopardized the preservation of not only
the building itself but also the unique art collection housed within its walls. These events have become
an important historical lesson and have highlighted the problem of preserving Kyiv's cultural heritage
and its role in the process of establishing independent Ukraine.

Funding. The author did not receive any financial support for the research, writing, and/or
publication of this article.

References:

Borys, T. (2014). Kyivska kartynna halereia: stanovlennia ta istoriia diialnosti (1919-1931 rr.) [Kyiv
picture gallery: becoming and history of functionship (1919-1931)]. Naukovyi visnyk
Skhidnoievropeiskoho natsionalnoho universytetu imeni Lesi Ukrainky — Scientific herald of
Eastern Europpean national university of Lesia Ukrajinka, Vyp. 7, 158-162 [in Ukrainian].

CSHAK Ukraine - Central State Historical Archive of Ukraine, c. Kyiv.

Dakhnovych, A. (1927). Kyivska kartynna halereia [Kyiv art gallery]. Kyiv, 24 s. [in Ukrainian].

Doroshenko, D. (1969). Moji spohady pro nedavnie-mynule [My memoirs about recent-past].
Munhen: Ukrajinske vydavnytstvo, 543 s. [in Ukrainian].

Hrytsenko, O. (1999). Heroi ta znamenytosti v ukrainskii kulturi [Heroes and celebrities in Ukrainian
culture]. K.: UTsDK, 352 s. [in Ukrainian].

Ivashchuk, L. (2009). Dhzerela zi stvorennia ta naukovoji diialnosti Kyivskoji kartynnoji halereji pry
VUAN: arkheohrafichnyi ohliad [Sources of creating and scientific activity of Kyiv picture

41



Hayxosi 3anucku B/ITY imeni Muxaiina Koyoburcvkoeo

gallery at AUAS: archeographic review]. Rukopysna ta knyzhkova spadshchyna Ukrajiny —
Manuscript and book heritage of Ukraine, Vyp. 13, 362-367 [in Ukrainian).

Kozlov, O. (2009). Rodovid Tereshchenkiv za materialamy RDIA [Tereshchenkos’ genealogy by RSHA
materials]. Henealohichni zapysky — Genealogic notes, Lviv, Vyp. 7, 86—88 [in Ukrainian].

Kudlasevych, O. M. (2009). Rozvytok ukrainskoho pidpryiemnytstva ta yoho sotsialna rol: dynastiia
Tereshchenkiv  [Development of Ukrainian entrepreneurship and it's social role:
Tereshchenkos’ dinasty]. Ukrainskyi sotsium — Ukrainian society, 4 (31), 103-109 [in
Ukrainian].

Kuzmin, E. Kyivskoe chudo [Kiev miracle]. Teatr, 1922, No 3, ark. 4-5.

Nikolaieva, T. M. (2016). Mystetska spadshchyna metsenativ Kyieva: istoriia ta dolia [Kyiv patrons’ art
heritage: history and fate]. Istoryko-politychni studii — Historic-politic studies, Ne 1, 74-86 [in
Ukrainian].

Proletarska pravda, 1922, 256, 7 lystopada.

Proletarska pravda, 1922, 260, 11 lystopada.

Romaniuk, N. (2011). Blahodiina ta metsenatska diialnist pidpryiemtsiv Pivdenno-zakhidnoho kraiu
(XIX = poch. XX st.) [Patrons’ of South-Western land (XIX — begin. XX cent.) charitable and
patronic functionship]. Volynski istorychni zapysky — Volyn historic notes, T. 6, 29-35 [in
Ukrainian].

Slaboshpytskyi, M. F. (2001). Ukrainski metsenaty: narysy z istorii ukrainskoi kultury [Ukrainian
patrons: sketch from history of Ukrainian culture]. K.: Vydavnytstvo M. P. Kots: Yaroslaviv Val,
328 s. [in Ukrainian].

Surovtseva, N. (1996). Spohady [Memoirs]. K.: Vydavnytstvo Oleny Telihy, 432 s. [in Ukrainian].

Tkachenko O., Hrukach, V., & Tkachenko, T. (2022). Formuvannia osobystisnykh kompetentnostei
uchniv na urokakh istorii ta pravoznavstva shliakhom zaluchennia dokumentalnykh dzherel
[Forming of pupils’ personal competence at history and law lessons by involvement
documental sources]. Sotsium. Dokument. Komunikatsiia— Society. Document.
Communication, Vyp. 14, 116-138 [in Ukrainian].

Vakulenko, Yu. (2020). Natsionalnyi muzei “Kyivska kartynna halereia”: putivnyk/ Uporiad.
Yu. Vakulenko, avt. st.: N. Aheieva, H. Alaverdova ta in. [National museum °“Kyiv picture
gallery”: quidebook /| comp. Yu. Vakulenko, aut. art.: N. Aheieva, H. Alaverdova etc.]. K.: VD
“Antykvar”, 272 s. [in Ukrainian].

Haginwna go penakuii / Received: 07.04.2025 CxBaneHo o apyky / Accepted: 16.05.2025

42



