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Abstract

The purpose of the article is to study the activities of contemporary Lviv artist Anna Sydorenko. The study’s
research methodology is the general scientific principles of historicism and the systematic approach. The source
study method is used to identify the conditions that influenced the formation of ideological and philosophical
foundations when creating land art objects by the artist; the complex method and the method of analysis are
used to determine the place and importance of the works in the system of contemporary Ukrainian art. Results.
It’s noted that the artist’s training in the Department of Easel Graphics at the Kharkiv Art and Industrial Institute
affected the artist’s projects with graphic linearity and clarity of spatial works (Sedniv, 1992). The formation of
the artist’s method is considered through the analysis of artistic quest and realisation of ideas in land art projects,
in particular, Still Things (Berlin, 1993), Laboratorium (Poprad, 1994), ArtsLink (California, 1998), Land art
in Gars am Kamp (Horn, 2004). Anna Sydorenko’s observations, participation in land art events and interviews
enabled us to reveal an intuitive and philosophical basis in the artist’s use of the history of the event location
and the symbolism of natural materials in her compositions. It is noted that the study of A. Sydorenko’s works
contributes to the identification of national environmental art on the background of international experience.
The research materials can be used to teach the history of contemporary Ukrainian art, the history of Ukrainian
design, the history of landscape art, the design of recreational areas, and park environment design. The
scientific novelty of the work is that, for the first time, the analysis of Anna Sydorenko’s creative contribution
to environmental art has been introduced into art studies. Scientific research materials deserve special attention
since the phenomenon of Ukrainian land art has been studied superficially, and art historians are only looking
for approaches and criteria for determining its specifics.
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INTRODUCTION ANALYSIS OF THE LATEST RESEARCH
AND PUBLICATIONS

Art Studies in Ukraine still lacks fundamental

research on the characteristics of national environ-
mental art. Single articles in periodicals do not reveal
the principles of its formation and describe the unique
features that separate Ukrainian land art from its older
foreign counterpart. The works of Anna Sydorenko,
who has been a representative of Ukrainian environ-
mental art for many years, are also not considered by
specialists and theorists.
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Although the beginning of land art in Ukraine
dates back to the late 1990s, the existing sources give
only a general description of the creative formation
of the movement in Ukraine, outlining the features of
national stylistics on the example of separate projects.
An album edited by P. Bevza and H. Hidora (2010),
The Environmental Art: Ukraine 1989-2010, has be-
come significant for understanding the environment
of Ukrainian land art. In addition to photo fixation
of objects invaluable for land art, the publication in-
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cludes texts with the author’s vision of artists P. Bev-
za, V. Kaufman, O. Nykytiuk, N. Kokhan, H. Hidora
A. Sydorenko, A. Bludov, V. Bakhtov and others.
A significant event in the exploration of environmen-
tal art in Ukraine is also the added introduction by
P. Bevza and the material with a historical analysis
of the artistic phenomenon in Ukraine by Gh. VWshe-
slavsjkyy. Among the most important creative works
from 1989 to 2010, A. Sydorenko’s projects include
a statement about the contextual component of the
works and the specifics of their artistic embodiment
from the artist.

In the article, Ukrainian Land Art is 36 Years
Old!, art historian H. VWsheslavskyi (2008) considers
the evolution of national environmental art from the
first practices to the institutionalisation of land art as
a synthesis of environment, performance and happen-
ing. The researcher analyses the works of Ukrainian
artists, in particular projects from the early 1990s.

Art historian N. Kokhan (2019) in her disserta-
tion Land Art in the Context of Modern Landscape
Design, attempts to outline the works of environmen-
tal artists as a branch of landscape art and gives ex-
amples of foreign and Ukrainian artists, including the
projects by A. Sydorenko, which were realised at the
Area of a Frontier in Mogrytsya international land art
symposium (Sumy oblast).

The study’s relevance highlights unknown as-
pects of Anna Sydorenko’s creative work through the
analysis of separate artistic projects, which will con-
tribute to a further understanding of the uniqueness
of national land art and its distinctive features on the
background of the global phenomenon.

The purpose of this study is to outline the crea-
tive legacy of Anna Sydorenko in the field of environ-
mental art, highlighting the originality of Ukrainian
land art on the example of her works. One of the most
important tasks is to cover the current state of the land
art research in Ukraine.

The research methodology of the study is the
general scientific principles of historicism and the
systematic approach. The source study method is
used to identify the conditions that influenced the for-
mation of ideological and philosophical backgrounds
when creating land art objects by the artist; the com-
plex method and the method of analysis are used to
determine the place and importance of the works in
the system of contemporary Ukrainian art.

The main information source for studying
A. Sydorenko’s works is archival materials, includ-
ing photo documentation from the artist’s personal
archive N. Lisova’s private archive of recordings of
A. Sydorenko’s interviews in 2021. An analysis of the
sources as mentioned above provided an opportunity
to analyse the artist’s works, trace the stages of the
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artist’s creative style formation and identify the fac-
tors that influenced it.

RESULTS

Anna Sydorenko’s oeuvre is marked by the
breadth of search implemented in various mediums:
environment, site-specific art, land art, installation,
object, video and photography. The artist’s artistic
language is shaped by a particular research approach
where, working with the environment, the images
are the result of analysing both the properties of
natural materials and the history of the project re-
alisation place. It is this author’s method that dis-
tinguishes the artist’s practice within the Ukrainian
movement of environmental art.

A. Sydorenko was born in 1958 in Yenakiieve,
Donetsk oblast, has lived in Lviv since 1995, has
been a member of the Union of Artists of Ukraine
since 1993. At this time, she became one of the first
Ukrainian artists to start working in land art. Over
the years of active artistic activity, the artist took part
in numerous residences, both in Ukraine and abroad,
created dozens of projects, managed Gary Bowman
Art Gallery for 10 years, enriching the cultural life
of Lviv with exhibitions of contemporary national
and foreign authors, supported young artists in the
realisation of their experimental ideas.

The search for the artist’s artistic language oc-
curred in the context of the transition of Ukraine to
the formation of its independence and democracy.
The new cultural policy resulted in the establish-
ment of the Centre for Contemporary Art in Kyiv
with the support of the Soros Foundation, owing to
which Ukrainian artists gained access to grants, con-
tests, visited international exhibitions of contempo-
rary art, and acquainted with foreign colleagues.

Training in the Department of Easel Graphics at
the Kharkiv Art and Industrial Institute (1982—-1987)
left its mark on the creative interaction of the artist
with the environment, which reflected in the graph-
ic linearity and clarity of spatial works for innova-
tive symposia in Sedniv (Chernihiv oblast). Using
dark ice and snow cover contrast, A. Sydorenko and
C. Yakunin created geometric shapes, circles, rec-
tangles, and spirals on the Snov River’s icy surface.
The authors called this project Water Signs (1992)
(Fig. 1).

The artist’s first international creative experi-
ence in site-specific art was her participation in the
Still Things exhibition (Berlin, Germany, 1993),
collaborating with the German artist Akelei Sell. It
was there that, for the first time A. Sydorenko decid-
ed to discover the peculiarities of space, searching
for everything necessary for her project on the city’s
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streets: paving stones, chalk, paper. Forming a di-
alogue with the gallery space, the artist presented
three black manuscript canvases coved with paper
and burnt by fire, hanging above the circles of hun-
dred pebbles (Fig. 2).

" X

-

Figure 1. Anna Sydorenko, Serhii Yakunin. Water sings.
1992. Action in the Environment. Snow, ice.
Photo from the archive of A. Sydorenko.

Figure 2. Anna Sydorenko. No title. 1993.
Installation. Fabric, paper, stones.
Photo from A. Sydorenko’s archive.

Working on the project, the artist opened the
work format by complementing and borrowing be-
tween open and closed, artificial and natural spaces.
In her further work, the artist prefers to get acquaint-
ed with the environment, which “prompts ideas and
dictates conditions” for the vector of artistic search.
For example, at the Laboratorium in Poprad inter-
national symposium, Slovenia (1994), the artist ex-
plored the parking space until she found the neces-
sary stones in a mountain stream, which she decided
to tie together with a red rope (Fig. 3).

Figure 3. Anna Sydorenko. No title. 1994,
Action in the Environment. Stones, rope.
Photo from A. Sydorenko’s archive.

She didn’t realise why she’d done it. Just as the
birds fly south, she felt she wanted to connect these
pebbles (2021). Identifying and emphasising the fea-
tures of a certain environment is an important compo-
nent of the artist’s work and becomes clear and tan-
gible only in the context of the location of the project
creation, which brings the artist’s activity closer to the
contemporary art form environment.

In 1998, Anna Sydorenko and her colleague Ser-
hii Yakunin became the first Ukrainian participants of
the ArtsLink International Fellowships in California,
USA. Artists were placed in forts and barracks along
the Pacific coast abandoned after the 1989 earthquake.
Among other things, there was a gym, bowling alleys,
but everything around, according to the artist, was
half-survived, imbued with an atmosphere of deso-
lation and anxiety. There, among the mountains, at
an altitude of 740 metres, A. Sydorenko came across
a concrete platform. Reflecting on the information
field of her place of residence, she decided to combine
an artificially formed plane with a view of the end-
less ocean in a spatial installation. With S. Yakunin,
the artist brought ten bowling balls, which she had
painted bronze in advance, and placed them on the
platform. The creative process of “secret contact with
the place” lasted only one day. The authors recorded
the work Homo Ludens (from Latin “Playing Man”)
on film, and in the evening, returned the balls to the
primary base, leaving the space clean, but their ideas
were realised (Fig. 4).

During the Land Art in Gars am Kamp sympo-
sium (2004) in Austria, A. Sydorenko noticed a large
cluster of trampled trails in the forest. In response
to the chaotic routes, the artist attempted to cap-
ture a straightforward trajectory of her movement,
marking each step with stones and naming the work
99 Steps (Fig. 5).
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Figure 4. Anna Sydorenko, Serhii Yakunin. Homo
Ludens. 1998. Object in the environment. Bowling balls,
concrete platform. Photo from A. Sydorenko’s archive.

Figure 5. Anna Sydorenko. 99 Steps. 2004. Action in the
environment. Stones. Photo from A. Sydorenko’s archive.

Later, the artist depicted the idea, which she had
found earlier, in The 24" Year project (2006) on a res-
idence at Ujazdowski Castle in Poland. Two paths led
through the parking area to the castle, and she placed
stones along with one of them. Anna Sydorenko was
unaware that a French artist planted lavender in front
of her installations a few years ago. With her ability
to structural analysis and creative sense of the envi-
ronment, the artist responded to her French colleague
with one natural material for another as if by a refrain.

Having practised environmental art for a long
time, Anna Sydorenko considers herself an artist of
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space. The artist believes that land art exists to work
with natural structures and materials provided by the
environment itself. An artist only has to highlight the
idea programmed by nature. Striving for contact with
the land, the artist prefers the significance of a certain
place, its history, the naturalness of the landscape in
her works. The ocean, as A. Sydorenko (2021) states,
is always the ocean. The sea, the shore, the lake, every
detail has a story in them, or at least an element of its
history, which is always the most interesting for her.

CONCLUSIONS

The phenomenon of Ukrainian land art has been
studied quite superficially today, and art historians
are only looking for approaches and criteria for de-
termining its specifics. The work of Anna Sydoren-
ko, whose artistic activity dates back to the formation
of Ukrainian statehood, is represented by research in
various contemporary art fields, among which land art
stands out. It has been ascertained that A. Sydoren-
ko started working in environmental art on the eve of
the emergence of land art events in Ukraine and was
one of the first national artists. The artist’s training in
the Department of Easel Graphics affected the artist’s
projects with graphic linearity and clarity of spatial
works (Sedniv, 1992).

The indisputable authorial innovation in
A. Sydorenko’s creativity is her method of prelimi-
nary research of the history of the project realisation
place and the properties of available natural materials.
An analysis of the context of the environment out-
lined in the artist’s works and a certain sense of natu-
ral materials should guide further identification of the
activities of representatives of national land art and
serve in determining its originality and place in the
contemporary art system of Ukraine.
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KOHTEKCT CEPEJOBHIIIA ¥ TBOPUYOCTI AHHU CUJOPEHKO
Karepuna l'amanin'*, Haradis JlicoBa'
'HarionansHa akageMisi 00pa30TBOPIOro MUCTEITBA Ta APXITEKTYPH

AHoTauis

Mema cmammi — IOCHIIKEHHA JisTTBHOCTI Cy4YacHOi JIBBIBCBKOI XymOoXHHUII AHHH CHIOPEHKO.
Memodonozciunoro 0azor0 poOOTH € 3arajJbHOHAYKOBI IPUHIUIN IiCTOPH3MY Ta CHCTEMHOTO IIiIXOJY.
JIkepeno3HaBuMii METOJ| 3aCTOCOBAHO JUIsl BUSIBJICHHS YMOB, IO BIUIMHYIM Ha (OpMYyBaHHS iCHHHX Ta
¢inocodcrkux 3acaj y mpoleci CTBOPEHHS XYJIOKHHIEIO JICH apT 00’ €KTiB; KOMIUIEKCHUH METOJ| Ta METON
aHa3y — JUIs BU3HAYEHHS MICIsl i 3HAYeHHs TBOPIB y CHUCTEMI CydyacHOrO0 YKPaiHCHKOTO MHCTEITBA.
Pezynomamu. 3a3naqeno, o HaBYaHHSA MUCTKUHI Ha BIAIUICHHI CTaHKOBOI rpadiki XapKiBCHKOTO XyHTOKHBO-
MIPOMHECIIOBOTO 1HCTUTYTY MO3HAYMIOCH HA TIPOEKTaX XYHOKHUII TpadidHOI0 JIHIHHICTIO Ta YITKICTIO
npocroposoro pintenns (CenniB, 1992). CraHOBIEHHS BIACHOTO METOLY MHCTKHHI PO3IIAHYTO 4Yepe3 aHalli3
TBOPYOTO MOIIYKY Ta peasizail 3aayMiB y MPOEKTaX HANPAMKY JeH[ apt, 30kpema, «Still Things» (Bepuin,
1993), «Laboratoriumy» (ITonpax, 1994) «Artslink» (Kamidopsis, 1998), «Land art in Gars am Kamp» (XopH,
2004). BiacHi criocTepexeHHs, y4acTh Y JCH/I apT 3axoaax Ta iHTeps 10 AHHU CHIOPEHKO J03BOJIMINA BUIBUTH
IHTYiTHBHO-(imOCO(ChKE MIAIPYHTS Y BHKOPHUCTAHHI XyHOXKHHUIICIO B KOMITO3MIISX icTOpii Micld momii Ta
CHMBOJIIKH HaTypaJibHUX MPUPOJHUX MaTepiainiB. BigzHaueHo, mo mociimkeHas TBOpiB A. CHIIOPEHKO CIIpUsiE
BHOKPEMJICHHIO BITYM3HIHOTO MHCTEITBA JOBKUUIA Ha I MDKHAPOTHOTO TOCBiMY. Matepiamu T0CHiKeHHS
MOXXYTh OyTH 3aJIisHI B IIPOLIECi BUKJITaHHS iCTOPIi Cy4acHOTO yKPaiHCHKOTO MUCTEIITBA, ICTOPii YKPaiHCHKOTO
JM3aiiHy, icTOpii CaJgoBO-TIAPKOBOTO MHCTENTBA, M 9ac NMPOEKTYBAHHS 30H BIANOYMHKY Ta O(OPMICHHS
IIapKoBOTO cepenoBuia. Haykosa Hosusna poOOTH TONSATaE B TOMY, IO BIEpIIEe B MUCTELTBO3HABYMI 00Ir
BBE/ICHO aHAJIi3 TBOPUOro BHecKy AHHM CHIOPEHKO B MHCTENTBO JOBKULIL. Marepialli HayKOBOi PO3BIIKH
3aCJTyTOBYIOTh Ha OCOOJIMBY YBary, OCKUIbKH SIBHIIE YKPATHCHKOTO JICH/T apTy Ha ChOTOJIHI € MaJIOIOCIIKEHUM,
a (haxiBIi MUCTEIITBO3HABCTBA TLTBKH IIYKAIOTH ITiIXOAN Ta KPUTEPIi 10 BU3HAYCHHS oro crenudiku.
Knouosi cnosa: ArHa CHIOPEHKO; JICH] apT; YKPAiHChKE Cyd4acHe MUCTELTBO; MUCTELTBO JJOBKIMIS; KOHTEKCT
CepeioBHIIa
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