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P R E F A C E This work is dedicated to the author's 
paradoxical creation, the hero-ob-
ject-phantom known as Man in Under-
pants. During Man-in-Underpants's 
already lengthy, considerable existence, 
he has undergone various metamor-
phoses which this treatise, key, con-
cordance duly records, delineates. 

Man-in-Underpants represents polyva-
lence and zero valence, multiple smiles 
and the absence of a face with which to 
smile, simultaneously; Man-in-Under-
pants is a presence akin to a fleeting 
wraith, here yet not, discernible yet 
indefinable. It's as if Schrödinger’s 

quantum cat were dissolving 
in air, barely sensing some-
one’s attempt to catch it by 
the tail. The only thing uniting 
him with, and simultaneously 
separating him from, a specific 
time and place, is his under-
wear. Undergarments form 
the last limit separating him 
from complete nakedness and 
humiliation; undergarments 
function as the final defense 
against society; undergar-
ments constitute the ultimate 
barrier serving to insulate 

man’s primordial state; undergarments 
act as a way of both isolating and inte-
grating him; that is, of destroying him. 

This guidebook attempts to trace the 
character’s transformations in the 
sculptural dimension as well as in the 
consideration of colleagues whose inter-
pretations of the hero-object-phantom 
created by the author have endowed the 
creation with a fresh vitality the creator 
could never have envisioned and, in the 
process, evoked a host of new, unfore-
seen meanings and connotations. Some 
interpret him in the context of post-colo-
nial or post-totalitarian discourse, others 
in post-humanist, anthropological terms, 
etc. And they all have a claim to validity...

These transformations were not 
caused by the author’s desire 
to respond to certain specific 
historical events; quite on the 
contrary, the author strove to 
capture the universal transi-
tions, gestures, shifting spatial 
localities, vulnerabilities and 
fragilities, indeterminacies, 
fluidities and multivalences 
of modern man's existence — 
to reflect the human character, 
the heroism, simultaneous-
ly present and absent. 

These transformations were not 
caused by the author’s desire 
to respond to certain specific 
historical events; quite on the 
contrary, the author strove to 
capture the universal transitions,  
gestures, shifting spatial localities, 
vulnerabilities and fragilities, 
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Andriy Metlyov

А

We are dealing with an absolute 
work of art. The absolute can be 
extensive and intensive. The first 
is a relentless expansion of the 
exterior form to infinity, itself 
included. The second is exactly as 
much as is necessary for perfect 
embodiment, no more nor less, 
from this to that, nothing extract-
ed or added. It is the development 
of the form itself even up to the 
point when it is thrown away. In 
this case, the name is unimport-
ant. Try changing something in the 
works of the author of Meta-
noia — they are complete in their 
incompleteness, and incomplete 
in their completeness. Hence the 
imaginary “seriality” of the work. 
They cite one another, and this 
catches the eye. In reality, though, 
they do not cite anything. I will 
venture to suggest that there is 
no style here, for it is absolute. 

Absoluteness is renunciation.

A B S O L U T E  W O R K 
O F  A R T
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Today, the artist himself is increasingly 
often the interpreter of his own works 
in order to more precisely convey his 
intent. The constant attempt at self-ex-
pression forces him to be both an artist 
and an observer. However, there are 
limits to simultaneously tracing image 
representations and their correspond-
ing meanings. Although this temptation 
arises, I resist it since it is in a certain 
sense an illusion of understanding which 
I would like to avoid. There is the position 
of the researcher, the interpreter — the 
observer, who has different dispositions, 
a different view and understanding. In 
such a circumstance, there arises an 
additional dimension in the space of 
the image’s life and of its perception.

A D D I T I O N A L  D I M E N S I O N Viktor Sydorenko

In his new compositions, Sydo-
renko deliberately narrowed the 
diameter of the canvas plane to 
the size of a circle or square so 
that, by anticipating the proba-
ble trajectories of the pictured 
figures, he could dynamicize their 
imagined paths to speeds beyond 
gravity amid absolute silence and 
beyond any boundaries of con-
ceivable space. In terms of color, 
the artist reduced the gamma 
to contrasts of black and white 
with patches of gray, or black and 
violet, and black and blue… 

A M I D  A B S O L U T E  S I L E N C E

Oleksandr Fedoruk

А
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A M N E S I A  /  S O C I A L  R A W  M A T E R I A LA M N E S I A  O F  W A R P E D  S P A C E

It is catastrophic when the movement not 
only of a series, but of every fragment, 
begins shaking and breaking space and 
time, like so many tectonic plates col-
liding with one another as if they were 
unfamiliar, different essences. The Mag-
netic Tomography of the Past (this is 
how we may look at this attempt to enter 
into a “magnetic resonance” with time 
in Amnesia) moves something in stable 
imbalance, which falls according to ca-
tastrophe theory. That is the danger of 
a disrespectful attitude to history, which 
can create such forces as may transform 
one’s life in an instant. Fortunately, time 
is like a sphinx, but one which does not 

Andriy PuchkovOleksiy Bosenko

pose riddles and does not care about 
such a trifle as our life. Only now, ev-
erything negative is being remembered 
more often, and so are one’s personal 
insignificance, arrogance and insanity; 
that is to say, one’s mundanity and sheer 
primitiveness. Time rebels against this if 
it is strongly disturbed. Pieces of a dam-
aged past really stand out, but cause the 
opposite effect, that of a clear vision, and 
with unfathomable clarity scratch out 
dark signs, making vision fundamental. 
But, along with that, they warp space 
itself, creating a gravitational collapse 
of the fleeting, single meaning of all time, 
folding all of history around an instant.

On such a willful basis, Sydorenko created 
the Amnesia series in 1995-1999 — a cycle 
of prevention against the confusion of 
the waves of Mnemosyne and Leto, who 
take turns to cloud the consciousness 
of an average person who is still prone 
to social optimism. Social raw material, 
those forms of social consciousness with 
which the artist works are interpreted as 
a refined, colored mixture, in which the 
person and the stain, the gesture and the 
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plane are not only a visually conceived 
addition to the category of memory and 
forgetting in the history of our recent civ-
ilizational form, but thus also shapes of 
a culture reduced to the primitive, as well 
as the first step towards the Generalized 
Other which has since stopped being 
a thing-in-itself with its mental depths 
defamed by former times and has turned 
into an unusual, no longer “social realist “ 
object for artistic review. 

plane are not only a visually conceived 
addition to the category of memory and 
forgetting in the history of our recent civ-
ilizational form, but thus also shapes of a 
culture reduced to the primitive, as well 
as the first step towards the Generalized 
Other which has since stopped being a 
thing-in-itself with its mental depths 
defamed by former times and has turned 
into an unusual, no longer “social realist “ 
object for artistic review. 
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a n  e n l a r g e d  c i r c l e

Not too long ago, the limitless anthropo-
morphism, stickiness and, hence, natural-
ness, moulageness of the sculptural part 
of Authentication would have elicited 
more discussions of some intermediate 
formative stage of the sculptural process 
or associations with some anatomical 
theater rather than with sculpture as 
such. Today, however, this concept can 
be applied to the most surprising things, 
so much have the boundaries of its 
meaning been erased. There are even 
ideas of “an enlarged circle” of sculpture. 
However, naturalism and moulageness 
(enhanced by new materials such as sili-
con, for example), rather than traditional 
sculpture or modelling, have in many 
senses become the paragon of sculptural 
objects — suffice it to mention the works 
of J.Koons and M.Cattelan, R. Mueck and 
P.McCarthy, O.Kulyk and the Chapman 
Brothers… Using people as a sculptural 
cast of clay in Sydorenko’s installation 
creates a combination of ephemerality, 
a special tension of meaning, and a great 
degree of authenticity which is usually 
inaccessible in opuses derived from 

“long-lasting” materials.

A N T H R O P O M O R P H I S M  / 
A U T H E N T I C A T I O N

Oleksandr Solovyov



1716 The person-in-undergarments is the 
result of aesthetic activity as a result 
of objectifying belonging in the world. 
The core of this symbol’s meaning rises 
by individualizing and filling space and 
time with the values of the future. It is 
in this moment that departure from the 
sphere of aesthetic imagination and en-
trance into the objective-practical realm 
of action, activity, takes place. In our 
context, action is provocation to activity, 
to objective aesthetic communica-
tion. There is no sacral knowledge in 
this communication but there is much 
more: an array of possibilities, given by 
admitting that consciousness belongs 
to this world, where there is no harsher 
duty but only free aesthetic will. How-
ever, there is perhaps a denial here that 
the symbol of the person-in-undergar-
ments belongs to the utopian world, 
but it is not by accident that these 
future possibilities/trajectories have 
disappeared but are deliberately active. 

"Strong feeling is necessary like a strong 
medicine" (Plato, Derrida), which can 
kill as well as heal, just as the Lernaean 
Hydra killed Heracles. However, without 
this poisonous portion, the aesthetic 
communication of the person-in-under-
garments with the present, past and 
future would turn into a subjectless, 
narcissistic monolog, an anonymous 
exercise in self-flattery. With the ele-
ment of strong feeling, the symbol of 
the person-in-undergarments turns into 
a sign filled with concrete spatial and 
temporal characteristics, burdened with 
specific meaning. The subject, the per-
son-in-undergarments does not divide 
the world into a dichotomy of us and 
them, into the center (himself), and the 
outside world as the periphery. As an ir-
reversible arrow of time, directed into 
the future, the architectonics of space 
in Viktor Sydorenko’s projects are de-
fined by the action of the main character 
as a formational beginning. 

A R R O W S  O F  T I M E Olena Akkash
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natural science

18

It so happens that if art was once 
a luxury and played the role of 
some kind of substitute for civil 
empathy (it empathizes just as 
little and exerts its empathy like 
a mirror), now it has involuntarily 
turned into a natural science, 
brought to life by the needs of 
social production, as the need 
for stable dyes turned into the 
science of chemistry. The alchemy 
of art has ended. And there is 
no point in resisting this, which 
Sydorenko understands very well. 
The issue is not that he uses the 
most modern technology but that 
modern art is generally woven 
directly into the fabric of public 
space, and he does not even hide 
the fact that he does not need 
imagination. Art asserts itself 
with scientific accuracy and, apart 
from this, it is not a diversion but 
a weapon, actively shaping the 
psyche and operating on the emo-
tions — one can already do with-
out feelings, contenting oneself 
with surface imitations. Art works 
not only like mathematics, phys-
ics, chemistry but also as applied 
sociology (which, in general, is not 
news, if we recall Adorno’s won-
derful work An Introduction to the 
Sociology of Music, from which 
musicians still shrink and break 
into a cold sweat). It also makes 
critique of taste impossible.
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Artificial bodies. Power needs 
artificial bodies uninclined to 
fight and doubt. But a person 
is prone to doubt and strives 
for justice — this is related to 
determining the truth which 
is impossible to identify because 
it cannot be compared to  
anything but everything can 
be compared to it. 

What happens after the attempt at structurally 
laying out interpretations? Is this enough to come 
to an understanding of the justification for the 
next step — the available context? No. It does not 
justify the next step. A transition to other coordi-
nates is necessary. The American art scholar Otto 
Wright thinks that one of the author’s duties is to 
create his own artistic lexicon. In painting, the most 

Oleksiy Horshkov

important quality is uniqueness, the power of sug-
gestion and timelessness; a painting in which the 
Zeitgeist is present touches open wounds while 
timeless art is capable of ridding us of banality 
and induces, rather, a light phantom pain, caused 
by some archetypal wounds. Thus, the stances of 
the character and the artist are mutually related, 
mutually conditioned. 

A R T I S T I C  L E X I C O N
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1926—1929
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The bodies and organs of feeling are 
receivers that aid the manipulation of 
our choice. This forces us to consider that 
cloning is not the most frightening evil of 
the future. Animal cloning experiments 
have proven that identical clones behave 
differently. The same is true of people — 
even if it comes to that, despite all the 
physiological similarity and visual resem-
blance, clones will nonetheless be com-
pletely different people. Human clones 
that come out of the media assembly line, 
find the satisfying illusion of immortality 
as compensation. Religions propose their 
own versions — transfer from one life 
form into another, the immortality of the 
soul… New technologies also promise vic-
tory over death. The appearance of myths 
in art is also associated with them. Thus, 
the idea of Mary Shelley’s novel Franken-
stein is largely the result of the achieve-
ments of plastic anatomy and surgery in 
the XIXth century. A century and a half 
later, once DNA was deciphered, artistic 
paraphrases of this idea appeared. Let 
us recall the Hollywood movie Matrix in 
which the card of the human genetic code 
is called the most beautiful of all. 

Sydorenko's rationalist, architectonically 
disciplined thinking is greatly determined 
by the aura of Kharkiv — the artist’s small 
motherland. The artist spent his youth 
in this city mired in constructivist dis-
cipline. With its Derzhprom building, 
a masterpiece of constructivism built 
in 1926-29, Kharkiv became a symbol of 
newness, of the industrialization of the 
USSR. The strict refinement of Sydoren-
ko's works is likely due to the influence 
of the ascetic branch of constructivism. 
It is the ascetic version of the style that 
vociferously refused the sensitive in art 
in favour of functionality. Could this be 
the source of Sydorenko’s special love 
for big figures and monumentalization? 
In contrast to his colleagues who use the 
typology of postmodern transformations 
in their works (collages, citations, free 
mixing of forms from the past, derision, 
diminution and so on), Sydorenko in his 
relationship with the tradition of Soviet 
totalitarian art resorts to vivisecting the 
mentality of the era in order to spiritually 
liberate himself from its models.  
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A U T H E N T I C A T I O N

Viktor Sydorenko

The term authentication comes 
from media: sometimes it is con-
fused with the term identification; 
that is, with a precise recognition 
of a person based on various 
characteristics. However, authen-
tication means verifying rights for 
access to information. In my in-
terpretation, it is a larger concept 
which combines an array of per-
formative actions. In other words, 
authentication as a ritual verifica-
tion of authenticity is indivisible 
from and tightly interwoven with 
procedures resembling or mysti-
fying the rite of initiation. After all, 
initiation rituals prepared a person 

This image did not come up in my art by accident: 
behind it lies personal experience, the experience of 
my family, which by fate’s will found itself in the foot-
hills of Tian Shan, from which we only returned to 

A U T H O R ’ S  P R E S E N C E

Ukraine after Stalin’s death. Perhaps that is why the 
characters in most of my projects have my features, 
transforming photographs, pictures, sculptures, 
video into a part of some endless performance. 

Viktor Sydorenko

27

for serious transformations in life. 
The initiate experiences significant 
change and realizes his external 
status (the video also vividly 
demonstrates this). The same 
happens to my character. The great 
transformations that happened 
in post-totalitarian society are 
similar to an initiation in which 
the process is seemingly imagined 
but does not happen without 
outside influence. In this sense, my 
military experience of serving in 
the Soviet army, which consisted of 
erasing the individual and creating 
some kind of collective body, was 
formative.
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A X I O M

There is an axiom: the crisis of reality 
always affirms the reality of representa-
tion, reflex and reflection which trans-
ports itself beyond its own limits. Apart 
from the mobile and the static, Millstone 
of Time also comprises a mirror-image 
in which the static and the dynamic are 
present simultaneously, where the figure, 
the viewer’s face, is doubled, thereby cre-
ating a certain optical interaction during 
the perception and expanding and pulling 
apart the boundaries of the space in 
which the perception occurs. The mirror 
in art, it is known, is often a transition 
to another phantasmal dimension: 
that which is on the other side of the 
mirror. For that reason, it is important to 
emphasize the significance of the mirror 
as a source of virtual perceptibility. In the 
project, the optical effect of reflection 
is complicated even more and becomes 
hallucinatory because the role of a mirror 
is played by an opaque, translucent shop 
window behind which another installa-
tion plan can be vaguely  discerned. 

Oleksandr Solovyov Viktor Sydorenko

People in white undergarments seem more deindi-
viduated. Undergarments, which everyone wore in 
the totalitarian 20th century — soldiers, prisoners, 
civilians — are a sign of equality, of the commonal-
ity of human fate. However, I have tried to express 
another, more general situation that everywhere, 
under totalitarianism and democracy, today as well 

B A T T L E  W I T H  T I M E

as five thousand years ago, people have  gotten 
into — a battle with time. In the premonition, in 
anticipation and uncertainty, every character of the 
act is pulled into a monotonous, passive race. None 
of those represented can escape from participating 
in some ritual that is already known but that they 
still have not realized. 

В
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Sydorenko’s people are beyond time 
and, just like the hands of a clock, 
commemorate the mechanics of time, 
with this difference only — that they 
are on the “backside of time”; they are 
like the frozen ice of time — another of 
its states, while time still disappears 
beneath them because it does not 
freeze down to the very bottom. One 
can put it differently and speak of the 
hemophilia of time, of its coagulation, 
of the blood clots of time… Nostalgia, 
sadness are not theirs; their remains 
have disappeared along with amnesia. 
The hard longing for the unrealized — 
that is what really strikes a nerve. One 
can get the impression that Sydorenko 
settles dues with time, takes revenge 
upon the past, leaving it solely the right 
to be a mirror, and a curved one at that, 
one that is only necessary in order for 
eyesores to appear. And this could be 
thought of as similar to narcissism if the 
past reflected it — but it absorbs it. It is 
not the past image that is reflected but 
the present reproduction of the ability 
to reflect. Absorption presupposes an 
absolute black body. Or, as Sydorenko 
has it, two mirrors are put in front of each 
other and his task is to remove himself 
from this confrontation while retaining 
a look directed at different sides of 
infinities. Sydorenko succeeds, if not at 
bypassing time, then at avoiding it. Time 
is extracted externally, it is given the role 
of a metronome. Sydorenko is indifferent 
because he is excessive in portraying the 
process that takes place as a reminder of 
exhausted measures, and of the speed of 
passing work and life. 

Oleksiy Bosenko

Lesya Smyrna

The aestheticization of canvas space, 
surface texture, and manipulative 
games with the image are characteristic 
of Viktor Sydorenko. This is especially 
evident in the deliberate aestheticizing 
of craquelure, which creates the effect of 
sacralizing canvas space, as seen in the 
color treatment of frescoes, and in the 
range of themes and topics characteristic 
of the 20th century as symbols of time 
(the projects Cytochronisms, Amnesia, 
Ritual Dances). The artist works not only 
with the media of painting or object, but 
synthesizes spatial relations and life 
values. In other words, thinking in spatial 
categories, and not just perceiving the 
exhibited objects with the senses, is the 
characteristic feature of modern art. 

B E Y O N D  S E N S O R Y  P E R C E P T I O N

B E Y O N D  T I M E

30

One can get the impression that Sydorenko settles dues with 
time, takes revenge upon the past, leaving it solely the right to be 
a mirror, and a curved one at that.
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Light traces the limits of darkness in 
a sculptural object, and this happens 
very vividly, for the physical boundaries 
of the transparent sarcophagus, cast out 
of special materials according to cosmic 
technologies, somewhat compounding 
the boundaries of light propagation, con-
tribute to it. The picture creates a rather 
hectic impression and startles, freezes 

Blood donation is a reflection on the 
limits of the individual’s freedom, on the 
sanctity of human life and the possibility 
of its sacrifice. Once it enters a certain 
context, the work begins to generate 
additional meanings beyond what the 
author intended. The picture is no longer 
a unilateral critical denial of modern 

“biopolitics”. Sydorenko’s art aims at 
reflecting on and liquidating the trauma 
of the totalitarian past. The critical ques-
tion here is how topical the category of 
freedom is for our post-Soviet psychology. 
On the one hand, this project is one of 
the most unsatisfying in its strict diagno-
sis and seems like a monument to victims 
of the system. Looking at it, you start em-
pathizing with those who, it would seem, 
have no right of choice and are destined 
in advance to be “cannon fodder” or 

“bricks” of standard configuration in the 
intricate architectonics of the state struc-
ture. On the other, you understand that 
the right of choice is always there. In the 
uneven battle between the individual 
and the system, the individual and the 
speculative “political necessity”, there is 
a third link which unites the thesis and 
the antithesis: that of historical neces-
sity. Perhaps, the greatest measure of 
freedom, as paradoxical as it might seem, 
is to consciously accept a heroic death.
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feelings and thoughts, slows their flight, 
their run, their stride… The movement 
of slowed thoughts is easier to monitor 
and, monitoring them, to transition to 
a meditative state. Then, perhaps, the 
enlightenment, the contemplation, 
the understanding of what the author 
was signaling with his aptly organized 
 mysteries will come. 
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B R A V E  B R E A K T H R O U G H B R A V E  B R E A K T H R O U G H

Olha Sviblova

I saw Viktor Sydornko’s art at 
this exhibit for the first time. 
His works are too contained; 

they resonate with the sty-
listics of Russian modernism, 

referring us to Rodchenko’s 
photography, to angle compo-

sitions. And this is a break-
through, but a very brave and 

balanced one. I have fought 
with fluffy clouds in Russian 

photography for twenty years, 
since Russians, Slavic authors, 
have a tendency to “stick” to 

a subject. In Sydorenko, we 
see a very fine, competent 
dissociation of the author 

from his creation and, as a re-
sult, this aesthetic distance 

gives exactly that tension 
that you expect from a work. 

I saw Viktor Sydornko’s art at 
this exhibit for the first time. 
His works are too contained; 
they resonate with the sty-
listics of Russian modernism, 
referring us to Rodchenko’s 
photography, to angle compo-
sitions. And this is a break-
through, but a very brave and 
balanced one. I have fought 
with fluffy clouds in Russian 
photography for twenty years, 
since Russians, Slavic authors, 
have a tendency to “stick” to 
a subject. In Sydorenko, we 
see a very fine, competent 
dissociation of the author 
from his creation and, as a 
result, this aesthetic distance 
gives exactly that tension 
that you expect from a work. 
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The square is the symbol of a new 
methodology of forming the world, a new 
world — not as an artistic abstraction 
but as a consequence of completing 
a certain construction. A classic path 
that “builds itself”. Its algorithm is built 
into the potential of the symbol. The 
square is a scheme as a style and a way 
of implementation, a universal language 
of symbolic schematics. The circle is 
inevitability, givenness, the time of 
implementation. The square is a method 
of implementation. The relationship 
between the square and the circle is 
extremely dialectical — time determines 
method. Inevitability determines the al-
ternative and simultaneously its absence. 
The alternative as a moment of bifurca-
tion, the split of a whole and a crossroads 
are the beginning of the transition to 
the new. Such a squaring of the circle 
is what we have here. The circle plus the 
square equals the circle squared, which 
predetermines a new quality. This quality 
is necessary. But necessity is caused by 
the mere fact of the circle’s revelation 
and, thus, the appearance of the square. 
People are the new quality, they are 
carriers of the transition. They basically 
are the transition. This is the basic for-
mula. Through it I created the ontological 
aspect of artistry. Artistry is my personal 
interest. However, it is implemented at 
the ontological request; in other words, 
it is interwoven into the interest of space. 
Thus, my artistic metaphysical hypothesis 
conveys the invariant of constructing 
the proportions of the individual and the 
spatial. And in the development of the 
hypothesis the variant can transform into 
a model with all the consequences, all 
the “humanitarian” consequences, which 
are literally “out of place”. 

Oleksiy Bosenko
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I do not show the face. I do not 
like the “gaze”. I try to “catch the 
mask”. Not the mask that portrait 
artists are concerned with, but 
something supra-individual, 
significant.

C A T C H  T H E  M A S K Viktor Sydorenko

C A R R I E R S  O F  T R A N S I T I O N
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Sydorenko’s character is a transitive one. This is 
a functional name; the function being the naming of 
points, segments, figures, whereby memes are passed. 
The character’s real name corresponds to the name 
of the segment through which he passes. By naming 
the character a “post-Soviet person”, the reader or 
critic thereby agrees that he himself is in the phase 
of post-Soviet dominance. If the viewer decides to 
look for other bases, he can send the character as 
a cultural probe into other layers and retrieve an inter-

Oleksiy Horshkov

pretation relevant to the base that was found and give 
him a new name. Later, he can watch the character’s 
reaction, and thus, the artist’s reaction: how the image 
changes. If the interpretation is relevant to that base 
which it would be topical to retrieve into reality, this 
will be reflected in the image, in the subject. This is 
a fine (apophatically unexpressed) element of the im-
age’s creation. One can even consider that it is a priori 
a character in search. He is in a state of looking for the 
point of naming the coordinates where he is located. 

If, in 2003-2009, the union of elements in 
Sydorenko’s works displayed something 
in the nature of a compilation, gradually 
accumulating from project to project, 
the artist made not only the language 
but also the concept of the works more 
precise and complicated. The passage 
to a different, more multidimensional 
level of creativity of imagery and concept 
is, in my opinion, registered in the 
artist’s exhibition Representation in 
the Unknown (2012). The more complex 
spatial arrangements of each canvas, 
new characters, a precise semantic and 
stylistic combination of drawings, video, 
sculpture and painting have created an 
ambiguous creative whole. His works are 
now acquiring new semantic connota-
tions: choice of path and self-awareness 
in space, time and history.

If, in 2003-2009, the union of elements in 
Sydorenko’s works displayed something 
in the nature of a compilation, gradually 
accumulating from project to project, 
the artist made not only the language 
but also the concept of the works more 
precise and complicated. The passage 
to a different, more multidimensional 
level of creativity of imagery and 
concept is, in my opinion, registered in 
the artist’s exhibition Representation in 
the Unknown (2012). The more complex 
spatial arrangements of each canvas, 
new characters, a precise semantic and 
stylistic combination of drawings, video, 
sculpture and painting have created an 
ambiguous creative whole. His works are 
now acquiring new semantic connota-
tions: choice of path and self-awareness 
in space, time and history.

C H O I C E  O F  P A T H

Halyna Sklyarenko
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Sydorenko shows a cold 
indifference and sterility in 
his works, as well as a clean 
execution. He bears no rela-
tion to this blurry space — the 
person is simply disgusted, 
though without neatness. 
Even the fact that his works 
do not have a commercial 
purpose says a lot, for in-
stance, regarding his attempt 
to determine his own attitude 
towards himself. It is a duel of 
six steps, I against me, neither 
for public view, nor for the 
sake of an idea, which is re-
markable. The viewer is always 
accidental, and his works are 
his witnesses. 

However, it appears diffi-
cult to bear some gentility 
because, for that purpose, 
one has to protect oneself 
from the present with arti-
ficial elitism. Here, however, 
we have battles without 
rules, where all means are 
acceptable. Sydorenko, who 
is free from corporate and 
workshop limitations, who 
freely determines relations 
in the limited infinity of his 
almost obsessive, minimalist 
image, which is replicated 
and creates the pulse of 
the works, has a view that 
reveals its reality from that 
side, creating an expropriated 
reality, and pushes off onto 
the surface with its shadow, 
which quickly falls therefrom 
and breaks completely into 
fragments of time. Notably, 
the shadow is metaphysical 
regardless of the source of 
light. It is an eclipse even 
though the figures can be 
seen more clearly than light. 
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Oleksiy Bosenko
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Without doubt, the distance of 
time and change of worldview de-
termine differences in the inter-
pretation of the image-archetype. 
Where Shevchenko has a riot, 
Sydorenko has cold observation. 
Where Shevchenko has sharp 
social critique, Sydorenko has the 
multi-meaningness of metaphor. 
However, his metaphors are 
rather telling. In Millstone of Time, 
the soldiers’ violent waste of their 
own lifetimes elicits the viewer’s 
empathy for the prisoner because 
the artist puts the energy of 
repentance into his works. In the 
process of perceiving Millstone 
of Time, the temperature of the 
viewer’s empathy is no lower 
than when feeling for the subject 
of Shevchenko’s Fable of the 
Prodigal Son.

Olha Petrova

It is greatly appealing that 
Viktor thinks in categories of truly 
modern art through the prism 
of his own “I”, his own “theirs”. 
In what he dares to say about 
things which, in art, usually do 
not find expression in form, for 
in this case, we are dealing with 
a synthetic project, there is no 
hint of naturalism or some kind 
of fable, but instead, an intertext 
which must be read individually. 
And, perhaps, it would be false if, 
at today’s round table, we wanted 
to arrive at a common denom-
inator of collective perception 
of this work. Without doubt, this 
will never happen. Therein lies 
the power of your work, that you 
demonstrate high professional 
and civic dignity, that you speak 
of things that are commensurate 
with the concepts of anthropos-
ophy, the anthropomeasurability 
of our existence, that is, wherein 
the human being is at the center 
of the universe. 

C O M M E N S U R A B I L I T Y  W I T H  A N T H R O P O S O P H Y

Roman Yatsiv

C O L D  O B S E R V A T I O N  A N D  M U L T I P L E  M E A N I N G S  
O F  M E T A P H O R

42



4544

In this project, the crystal is called to be 
the key symbol, which can be considered 
as the compositional peak, the core, the 
semantic correlate, “the philosopher’s 
stone”. Here, it is a cone-like object, an 
artificial crystal, a luminophore, a scin-
tillator, which, under the influence of ul-
traviolet lamps, radiates a special kind of 
magic light. From ancient times, crystals 
have been associated with purity, perfec-
tion, as well as with divination, cosmogo-
ny, with something supernatural, secret. 
The crystal concentrates light rays and 
the human gaze, which is similar to these 
rays. It collects the dispersed conscious-
ness into a beam just as it collects and 
enhances light rays. Because of this, the 
image of the crystal has always embodied 
the power and clarity of thought, capable 
of finding the idea of unity in the chaos of 
the most diverse forms. 

Viktor Sydorenko is diverse, complex, metaphysical. 
Compared with others, he exhibits minimal irony 
towards his subject. He thinks that, however complete 
the crisis of the humanist tradition may be, the spir-
itual effort to experience this situation honestly is 
still possible, even to the point of subjugating it to 
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“total death, for real”. The conceptual drama of his 
works increases as he goes from antique motifs which 
are viewed through the prism of later silting, through 
the dusk of harmony (Giotto) to the anthropological 
catastrophe of the 20th century with the emission of 
its colossal energy in art, among other spheres. 

C O N E

Oleksandr Solovyov
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The conscious vulnerability of Viktor 
Sydorenko’s character which we see in 
the project Metanoia gradually grows 
from the self-projection of meanings 
to the perception of a new language of 
reality as a language beyond meaning, 
interpretations. A turn from what must 
be realized takes place towards what 
must be experienced to discover the 
personal “I”, to become real in a dialog 
with reality. In Sydorenko’s series Blood 
Donation and Guardian of Сhange (2013), 
the character finds himself in a situa-
tion and plucks up courage for sacrifice 
in the face of reality. He feels his own 
openness, vulnerability, and this allows 
him to discover the real dimension of his 
own existence, find his face, perceive his 
own “I” as a new type of subject. In Vik-
tor Sydorenko’s series Rewinding Memo-
ry (2014), the character tries to compare 
himself with a real event by including 
it in old schemes of interpretation but 
reveals its irreducibility to methods of 
understanding known to him. This reality 
leaves us with the opportunity to accept 
our vulnerability as the only relevant 
means of perception; it promises the 
existence of a certain meaning, but 
a meaning that is not subject to existing 
methods of interpretation. It asks for 
a new language, a new vocabulary of 
vulnerability.

The conscious vulnerability of Viktor 
Sydorenko’s character which we see in 
the project Metanoia gradually grows 
from the self-projection of meanings 
to the perception of a new language of 
reality as a language beyond meaning, 
interpretations. A turn from what must 
be realized takes place towards what 
must be experienced to discover the 
personal “I”, to become real in a dialog 
with reality. In Sydorenko’s series Blood 
Donation and Guardian of Сhange (2013), 
the character finds himself in a situa-
tion and plucks up courage for sacrifice 
in the face of reality. He feels his own 
openness, vulnerability, and this allows 
him to discover the real dimension of his 
own existence, find his face, perceive his 
own “I” as a new type of subject. In Vik-
tor Sydorenko’s series Rewinding Memo-
ry (2014), the character tries to compare 
himself with a real event by including 
it in old schemes of interpretation but 
reveals its irreducibility to methods of 
understanding known to him. This reality 
leaves us with the opportunity to accept 
our vulnerability as the only relevant 
means of perception; it promises the 
existence of a certain meaning, but 
a meaning that is not subject to existing 
methods of interpretation. It asks for 
a new language, a new vocabulary of 
vulnerability.

C O N S C I O U S  V U L N E R A B I L I T Y

Daryna Ziborova
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People live in the Civilization 
of Time where everything is 

made of time. If, in Millstone 
of Time, time is thought of 

largely as the energy of decay, 
and the idea of decay, the 

ephemerality of existence and 
being are pushed to the front, 

then in Authentication, time 
is correlated with such cate-

gories and human ambitions 
as eternity, immortality, truth, 

reality of being. Hence, the 
path to immortality, the con-

servation of time, the instinct 
of self-reproduction, extend 
to infinity different stages of 

all kinds of reincarnations, 
problems of copy and original, 

and the permanent need for 
tests confirming this reality. 
Laconically, the philosophi-
cal category of time can be 

determined in the following 
way: time is the smouldering, 

the immanence of objects, 
processes and events, their 
self-sufficiency in the condi-

tion of the eternity of material 
existence as a whole. 

49
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Viktor Sydorenko’s project Coordination 
is a new phase in an almost twenty-year-
long study dedicated to the struggle for 
freedom and self-determination. Accord-
ing to the theory of American psychiatrist 
Murray Bowen, a society that maintains 
a real connection to its past, knows and 
understands it, is capable of success-
fully responding to the social, economic 
and political challenges of the present, 
while the conflicts between a conscious 
perception of reality and unconscious, 
displaced material cause mental disrup-
tions. Judging this to be correct not only 
at the macro-national level, but also at 
that of the personal, Viktor Sydorenko 
arrived at a special image — the “per-
son in cargo pants” — who embodies 
traumatic experience. This symbolic 
figure finds expression in miscellaneous 
stages of liberation from the past — from 
displacing painful memories through the 
monotonous repetition of an act akin 
to meditation, to an “appeal to self” by 
plunging it into different environments, 
and finally to undertaking the climb up-
wards which, however, is still scourged 
by the throes of suffering. Diligently 
paving a path similar to psychoanalysis, 
it is in Coordination that the gaze is first 
directed upwards — where, perhaps, the 
inspired beginning lies, affording hope for 
overcoming tragedy.

C O O R D I N A T I O N

Irina Yatsik
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Even where, consciously and delib-
erately, Sydorenko sketches his 
composition with virtuosity and 
surgical precision, there are de-
liberately left cracks, lacunae, cav-
erns, fields and spaces “for notes”; 
any association or thought reveals 
itself as powerless when confront-
ing the circumstantial and cruel 
calibration of the work, making 
them redundant, and this redun-
dancy, this excess does not allow 
philosophical questions to cover 
the glow with soot.

Oleksiy Bosenko
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C R A C K S  L E F T  D E L I B E R A T E L Y
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Viktoriya Burlaka

C R O S S R O A D S  O F  H I S T O R Y

Viktor Sydorenko builds his 
thoughts at the crossroads of 
the past and the future. His pho-
tographs and videos contain 
especially vivid, pictorially real-
istic, classic painting stylistics 
which resonate with the canvases 
of old masters and future studies. 
The variant he has proposed 
of studying the future is in no 
way joyful — he who speaks on 
this matter today is consciously 
poisoned with trials and disap-
pointment. He is forced to turn 
over utopias, dystopias and even 
so-called counter-dystopias 
which consider the experience of 
all past mistakes and successful 
prophecies. Everything flows, ev-
erything changes, but the future 
is equally transparent and myste-
rious — the man-made concep-
tions of the 1960s were replaced 
by cyberpunk in the 1980s, and 
today it is customary to forecast 
in the direction of biotech, which 
is radically changing human life. 

Olena Akkash

C U L T U R A L  C A P I T A L

The idea of «the man in under-
garments» cannot be evaluated 
using trivial, affirmative, classic 
approaches that directly indicate 
the correlation between reality 
and art; in other words, different 
versions of the theory of art as 
a mirror. Here, corporality serves 
as a search for a new identity of 
social consciousness. In no case 
is this a question of the social 
function of the half-naked body of 
a person in undergarments but as 
a symbol of the active movement 
of social consciousness and 
morality to acquire new cultural 
capital in fresh social space, in 
great measure already different 
from the post-reconstruction 
(post-perestroika) realities of 
the 1990s. The symbol of the 
man-in-undergarments embodies 
this transition from prior disposi-
tions of the body and mind to new 
realities.

C



5756

The morally obsolete myth of “cryonization” is 
no longer as relevant as it once was. It has been 
overshadowed by new radical recipes of rejuvena-
tion, the faith in which transforms into a massive 
psychosis — stem cells, potions with “rejuvenating 
effects”, granting a “new” skin or a “new” kidney. 
People have been looking for the elixir of immor-
tality since the dawn of time, and they believe they 
are close to achieving their goal… However, this 
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process conceals the reverse side of things. Eternal 
existence is frightening in its monotony; only death 
gives a diversity of human forms, revelations, des-
tinies… It is hard to imagine that humanity could 
instantly preserve itself and become immortal. That 
is perhaps why it is not a coincidence that immor-
tality is only granted to a few — from epic heroes 
to characters of popular TV shows. Only they are 
capable of carrying its weight… 

Viktor Sydorenko

The past grows to large sizes, attaching 
itself in its foreignness, becomes simply 
insufferable in ritual dances and swelling, 
and expands to the present, occupying 
its space, becoming simply boundless 
(this is not the author’s gigantomania) 
and gorging on the millstones of the past 
and present. It is ground into the present, 
barely not encroaching on the author. The 
question is how to forget it. The image is 
comprised of figures of silence, the unfor-
gettable as such, but what hides behind 
them? The answer is the simple presence 
of difference, which entertained phenom-
enologists from Husserl and Heidegger to 
Bernet. Is death, expressed in the atonal 
spaces of Sydorenko’s visions, a fact of 
his biography? Perhaps. But perhaps that 
is not the only thing. It is another vision, 
sight through different eyes. In other 
words, the artist succeeds in relinquish-
ing superficiality in his works, while it 
is always on the surface, and therefore 
obvious and, as with any surface, resists, 
being a pillar of support. Superficiality is 
torn off as bark and swampiness in the 
density of time, stretching from the eye-
lashes to what is behind the image, from 
now to “then” and “while”. Time is torn 
from the gaze, “twisted”, taken out of the 
coordinate system, which is now external 
and is not the carcass of space, frozen in 
amazement. 

D E A T H  I N  T H E  A T O N A L

Oleksiy Bosenko



The Depersonalization installation, which was ex-
hibited in the streets of Kiev, created an ambiguous 
impression. If the colored figures and their active col-
oring injected an element of postmodern playfulness, 
then the essence of the unvaried, unified casts fright-
ened and repelled. The crowd walking by the figures 
must have recalled a thesis of Stalin’s time: people are 
just screws and wheels in the state machine. By mak-

ing the idol play the role of a sculpture in human form, 
Viktor Sydorenko has created the image of a total 

“imagelessness”. In the project, in which the idols 
of unification (the abstraction of the human being) 
have taken to the streets of Kiev, Paris and New York, 
Viktor Sydorenko used postmodernist technique to 
summon the spirits of the past and grafted them onto 
the artistic tree of a rather indeterminate present. 

D E P E R S O N A L I Z A T I O N Olha Petrova
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Viktoriya Burlaka

Viktor Sydorenko
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The character must develop in the direc-
tion of freedom from himself and, thus, 
in the direction of completion. However, 
this does not wholly depend upon the 
will of the artist; the completion may 
occur together with the syndrome and, 
moreover, it must be suggested that 
the author can accelerate this passage. 
In this case, the character is active as 
diagnostic litmus. Due to exaggerated 
artistic and conceptual culminations 
and due to the absurd, the function of 
the character is to overcome, to elimi-
nate this syndrome from the personal 
and the collective unconscious of those 
communities who suffer from it. The 
control over the person of the external 
order which forms systems of socio-psy-
chological rule is represented by the 
metaphor of undergarments. The other 
body parts are naked, which means that 
control is exerted over that part of the 
person’s psyche which corresponds to 
movement, forms the basis and the axis 
of the whole body, the whole consti-
tution and is responsible for instincts, 
survival and gender identity. Thus, the 
external “order” controls the basis of 
the person’s survival and independent 
movement. The person’s feet are free — 
they are looking for a different basis — 
but cannot find it, which is why they are 
accentuated in Sydorenko’s paintings.

The character must develop in the direc-
tion of freedom from himself and, thus, 

in the direction of completion. However, 
this does not wholly depend upon the 
will of the artist; the completion may 

occur together with the syndrome and, 
moreover, it must be suggested that 

the author can accelerate this passage. 
In this case, the character is active as 
diagnostic litmus. Due to exaggerated 

artistic and conceptual culminations 
and due to the absurd, the function of 
the character is to overcome, to elimi-
nate this syndrome from the personal 

and the collective unconscious of those 
communities who suffer from it. The 

control over the person of the external 
order which forms systems of socio-psy-

chological rule is represented by the 
metaphor of undergarments. The other 

body parts are naked, which means that 
control is exerted over that part of the 
person’s psyche which corresponds to 

movement, forms the basis and the axis 
of the whole body, the whole consti-

tution and is responsible for instincts, 
survival and gender identity. Thus, the 
external “order” controls the basis of 

the person’s survival and independent 
movement. The person’s feet are free — 
they are looking for a different basis — 

but cannot find it, which is why they are 
accentuated in Sydorenko’s paintings.

Oleksiy Horshkov

D

The image — independent 
of the artist — is much 
bigger than the author’s own 
projections. Working on it 
involves the investigation 
of the human being as such 
through creativity, through 
conceptual research, and this 
constitutes an anthropologi-
cal dimension of observation. 
But perhaps, in this case, 
what the author responds to, 
rather than what he proceeds 
from, will give greater obser-
vational depth; in response 
to what he finds himself. How 
do events influence him, or 
that which generates these 
events, rather than what he 
himself influences? Or is this 
a question of coexistence 
with a certain truth or reality 
which is independent of us 
all and is yet unknown to us? 

In the project Cupola (from 
the cycle Levitation), the art-
ist researches all the facets 
of the individual through the 

“copy-paste” of replication. 
This can also be considered 
as the digital cubism of the 
21st century. In the de-sym-
metric composition of the 
plane-space of the dome (cu-
pola), the artist’s arrangement 
of figures replicates the eter-
nity of life and movement — 
 located in a zone of exaltation, 
it is as if they levitate, while 
others elicit associations with 
landing. The dome is present-
ed as the universe, for which 
the individual is an ornament 
while, for the individual, the 
dome is the center of gravity. 

Viktor Sydorenko
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Lesya Smyrna

D I A G N O S T I C  L I T M U SD I A G N O S T I C  L I T M U S



Hilbert Alter-Hilbert Serhiy Vasylyov
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Viktor Sydorenko’s main character has become an 
easily recognizable man, bared to the waist, wear-
ing underwear, which is undoubtedly associated 
with the era of total Soviet poverty and unification. 
This character first appeared in 2003 in the project 
Millstone of Time, with which the author repre-
sented Ukraine at the Venice Biennale. The young 
soldiers, heads fully shaved, who, by the way, were 
based on patients of a military hospital from the 
archival pictures of 1945, turned small millstones 
with doomed enthusiasm, as if symbolizing empty 

In the projects Amnesia (1995), Ritual dances 
(1997), Cytochronisms (2002), Authentication 
(2006) and Levitation (2008-2009), Sydoren-
ko studied the effects and consequences 
of time, memory and history, the dilemma 
of self-identification in an ever-more complex 
and unpredictable world. Sydorenko’s vision 
is dark, mysterious, even paradoxical in its 
striving to convey the correspondence of the 
world of the modern person to the attendant 
psychological climate. 
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slave labour. There was not an iota of sarcasm 
in these canvases and videos. There was, rather, 
a tragic feeling of unfreedom. Viktor Sydorenko 
started thinking of ways to overcome it in his next 
projects, using various techniques and genres — 
painting, photography, video, sculpture. A gigantic, 
usually red, figure of a man in undergarments, 
credulously stretching out his arms to the viewer 
or trying to hold something in them, but instead 
embracing emptiness in confusion, periodically 
appears in different exhibits.

D I L E M M A  O F  S E L F - I D E N T I F I C A T I O N
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N As opposed to many modern 
artists who turned messiness into 
a style, Sydorenko is fanatically 
careful. But for me, the painting 
Contours of Reality from the 
cycle Amnesia (1999) turned out 
acceptable because it has an 
internal connection to Authen-
tication: both works reflect the 
beginning of “the desertion of the 
subject of history” (Jose Ortega 
y Gasset). And with this desertion, 
the countdown of civil time went 
in the opposite direction. The 
breakdown of civil time is personi-
fied in the subject who has not 
renounced what he has to do in 
history but has already lost this 
meaning from the arsenal of his 
social self-identification. In Mill-
stone of Time, this loss has been 
brought to a logical conclusion, 
and this determines the internal 
link between the beginning of 
the decline of the spirit in the 
dimension of societal contradic-
tions and the end of this decline 
in the 1990s. Only on condition of 
double mediation in understand-
ing these projects (and modern 
art can be adequately decoded 
only through double mediation) 
can it be possible to understand 
why they will stay in the history 
of 20th and 21th century art as 
the representation of the period 
of history in its most important 
modi. Others will remain, too, 
but not as determining ones, for 
they are fragments that reflect 
the repeated minutiae of this 
phenomenon. 

The breakdown of civil time is personified in the subject who has 
not renounced what he has to do in history but has already lost this 
meaning from the arsenal of his social self-identification.

D
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The semantics of the loss of meaning of an attitude 
towards life is present in Sydorenko's work when 
civil rituals do not lie beneath sun rays but under 
a neon lamp of substituted life meanings. Force has 
disappeared, and what is left is the unpersuasive 
weakness of a person of the 1970s-1980s who has 
renounced the past but has not arrived at anything 
important. For what was beginning to seem import-
ant was already eating away at soul and feeling. 
And that, in my opinion, is the most important mes-
sage of the projects Authentication and Millstone of 
Time. Time has ground the person who succumbed 
to weakness, deprived him of force, destroyed him. 

And in this nonsensically destructive quality, it mir-
rored itself. The described phenomena and “similar” 
analogies to them in Sydorenko’s art are divided 
by the fragmentation of life and history whose 
beginning can already be found in the 1960s. They 
promised much but did not leave anything behind 
them. They have become the antinomy of possibili-
ty and impossibility, they are born not as art but as 
the artificiality of confrontation and, due to their 

“youth”, require protection in what is still the un-
freedom of “historical ritual”, owing a debt, bound 
by love, which stays till the end of life in the tenets 
of the dream of alienated time. 

D



It is considered that photography, video 
and cinema transcend the boundaries 
of their aesthetic functions: they are not 
art a priori, which cannot be said about 
painting. However, since the moment 
of its gradual devaluation, painting 
also turns increasingly into an act of 
trans-aesthetic neutrality which inevi-
tably carries it back to its original state 
in a process of revalorization. However, 
when artists today do resort to the 
services of painting, it is a kind of “repro-
duction painting”, or ready-made painting, 
devoid of its own value and autonomous 
quality. Painting becomes a means of 
thematicizing the carrier of an outside 
medium, which is usually more “interest-
ing” and “contrasting” — topical, modern, 
technological. This can be film, photog-
raphy, performance, computer graphics, 
etc. Transforming them into the format of 
painting, that is, into traditional, organic, 
unique art, creates the necessary effect 
of distance; in other words, of other-me-
dium-ness. All of this is also relevant for 
the project Millstone of Time.

Despite the growing presence of tech-
nology in our life in the 21st century, the 
art of new technology was presented 
rather scarcely at this, the 50th Biennale. 
The talented Ukrainian Viktor Sydorenko 
has presented a fascinating video piece 
Millstone of Time in the post-Soviet style 
of Fritz Lang which is usually based on 
a dystopian worldview. 

D Y S T O P I A N  W O R L D V I E W

E F F E C T  O F  D I S T A N C E Oleksandr Solovyov

Elaine Ng

D

Effect of the naked king. The artist 
plays with “pink-colored glass”, 
filters of the totalitarian style with 
its gigantomania and  attraction to 
strict idealization.  Having gotten rid 
of them, he makes an interesting 
inversion: there is an “effect of 
the  naked king”, some new obvi-
ous thing. The elevated object of 
socialist realism, the Soviet man, 

“the  master of life”, turns into a 
victim of the system, into what 
Giorgio Agamben called “human 
excrement”. 

Viktoriya Burlaka

Е
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The need for rethinking the 
themes of the “character” rip-
ened earlier. Over twenty years, 
beginning with Invasion, several 
works, films, sculptures, photos, 
installations have been created. 
During the whole period, the 
hero has evolved and, as I see 
it, acquired the characterstics of 
a subject. That is why it is nec-
essary to enter such a platform 
of research and study where the 
essence and “artistic mechanics” 
of this evolution would be con-
sidered, for it is a subject-based 
phenomenon and deserves more 
precise forms of expression. 

One can see the main character 
of Viktor Sydorenko’s works of 
the past years — it is emptiness, 
the main character of modern 
life, and the artist dams it up 
with images which from the be-
ginning are incommensurate with 
nothingness. Nothingness and 
emptiness also fight one another 
in the soul of the modern man, 
as Dostoevsky’s demon once 
fought against God, and with 
equal  hopelessness. Nothing 
is as the future which predicts 
everything, while emptiness pro-
duces  everything, even hope. 

When a phenomenon is trans-
formed into its opposite, this is 
called enantiodromy. An example 
is when what was presented as 
truth yesterday suddenly turns 
out to be false, while what was 
initially rejected becomes the 
basis of a new identity. Radical 
realignments of a similar sort 
often manifest as volatile social 
upheavals, especially during 
crises. The faster these tenden-
cies invert one another, the more 
understandable it becomes that 
a new worldview will not prevail 
for long. The process of changing 
value paradigms is always suscep-
tible to turning into some kind of 
Samsara Wheel. Only understand-
ing can liberate mankind from this 
revolution of the “millstones of 
time” — a realization of one’s dark 
side and everything we perceive 
as hostile and misguided — what 
we readily perceive and criticize 
in others but not in ourselves. 

Andriy Metlyov

Andriy Sydorenko

E M P T I N E S S  A S  T H E  M A I N  C H A R A C T E R

E N A N T I O D R O M Y

The aesthetics and messages of 
Viktor Sydorenko’s works since 
the 2000s, especially those rep-
resented in the project Metanoia, 
can be regarded as an example 
of cultural processes that go 
beyond the boundaries of post-
modern aesthetics. Moreover, 
the exit beyond postmodernist 
boundaries itself takes place in 
those of its semantic points that 
are simultaneously its vulnerable 
places — points where postmod-
ernism perceives its own crisis, 
incapacity, insufficiency.

E V O L U T I O N  O F  T H E  H E R O

E X I T  B E Y O N D  T H E  L I M I T S  O F  P O S T M O D E R N I S M

Viktor Sydorenko

Daryna Ziborova
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F A B L E  O F  T H E  P R O D I G A L  S O N F A B L E  O F  T H E  P R O D I G A L  S O N

Do we join those who, justifying 
the criticism of the situation of 
post-modernism, start speaking 
of a crisis of interpretation? Per-
haps, instead, there is a need for 
eyes or another feeling of a direct 
viewer who sees the game, the 
illusion — where they are, and 
where they should not be. I hope 
for such questions while looking 
at works, and also what they elicit 
or allude to. If such questions 
do not arise, the “character” is 
another simulacrum. And I would 
not want that. 

Do we join those who, justifying 
the criticism of the situation of 
post-modernism, start speaking 
of a crisis of interpretation? Per-
haps, instead, there is a need for 
eyes or another feeling of a direct 
viewer who sees the game, the 
illusion — where they are, and 
where they should not be. I hope 
for such questions while looking 
at works, and also what they elicit 
or allude to. If such questions 
do not arise, the “character” is 
another simulacrum. And I would 
not want that. 

Throwing away the concept of 
the futurum — an enchantment 
with a suspicious future, let us 
turn to the direction of the past 
and look for the ancestor of the 
image of the “man in undergar-
ments”. He can be found in Taras 
Shevchenko’s soldier series, in 
his Fable of the Prodigal Son 
(1856-57, sepia). The cycle of 
sharply dramatic stories from 
the life of soldiers has marked 
Shevchenko’s mature style, his 
transition from realism to critical 
realism. Journalistic intonations 
in the cycle of paintings of the 
artist who experienced a drama 
of violence towards himself and 
his talent tolled a resounding 
bell in the mid-nineteenth cen-
tury. After Shevchenko, nobody 
has conveyed the phenomenon 
of soldiers’ bondage with such 
penetrating honesty. 

Throwing away the concept of 
the futurum — an enchantment 
with a suspicious future, let us 
turn to the direction of the past 
and look for the ancestor of the 
image of the “man in undergar-
ments”. He can be found in Taras 
Shevchenko’s soldier series, in 
his Fable of the Prodigal Son 
(1856-57, sepia). The cycle of 
sharply dramatic stories from 
the life of soldiers has marked 
Shevchenko’s mature style, his 
transition from realism to critical 
realism. Journalistic intonations 
in the cycle of paintings of the 
artist who experienced a drama 
of violence towards himself and 
his talent tolled a resounding 
bell in the mid-nineteenth cen-
tury. After Shevchenko, nobody 
has conveyed the phenomenon 
of soldiers’ bondage with such 
penetrating honesty. 

Olha Petrova

Viktor Sydorenko
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Each figure-individual-person is a symbol, adequate in 
general significance, with slight semantic distinctions: 
defined by differing intellectual factors, they are tem-
pered by specific psychological and moral qualities 
of thought and action. Sydorenko’s figure-individual 

FI
G

U
RE

 /
 I

N
D

IV
ID

U
AL

 /
 P

ER
SO

N

is tempting first of all to himself: he is objectively de-
pendent on the artist's authorship... And the person? 
The person is also dependent on Sydorenko: he cannot 
take one step away from him, he is always next to him, 
as his shadow, his troubled imagination. 

Viktor Sydorenko’s project is a media per-
formance-synthesis in space as a conse-
quence of the variation of placement and 
interaction of different objects and the 
peculiarity of materials and techniques. 
The act staged by the artist is made up 
of static objects whose relationship 
elicits a feeling of elongation and volume, 
while the clearly marked stresses become 
the starting points. The peculiarity of 
the project also lies in the use of unique, 
scintillating polymers in its central part. 
Multimediality and polysemy are the ba-
sis of the project’s openness to interpre-
tation and discussion. The project unites 
four independent ideas. Intertwining in 
space, they can change meaning. Any 
point may become the start for seeking 
meaning. The most personalised and 
moving part of Authentication concerns 
the artist’s boyhood experiences, his 
first feelings of not corresponding to 
some “other”. To describe this state, the 
author uses his own army experience. He 
feels silly and immature relative to what 
is clearly built into the flexibility of “the 
other”. How can the private be compared 
to that which belongs to the group? The 
artist proposes his vision of the process 
of becoming “another” and unravels it 
in the form of some kind of castration 
of individual, flexible gestures or as 
self-abuse, willingly accepted as a way 
of likening oneself to a pseudo-perfect 
form. A question arises: who is he, after 
all? What does he feel like?

F L E X I B I L I T Y  O F  “ T H E  O T H E R ”  /
A U T H E N T I C A T I O N

Oleksandr Fedoruk F

Lyudmyla Bereznytska
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Sydorenko’s distinction from respected 
modern artists lies in the fact that they 
create, emanating the next after the first 
in space by rejecting “difference”, but 
have neither the intention nor the capa-
bility of going beyond the boundaries of 
this “difference”. Sydorenko has depleted 
this space — he is no longer within its 
boundaries. The question is whether he 
will remain within this boundary, within 
himself — or whether a valid exit from 
this boundary will take place... If the se-
mantic accent of Sydorenko’s projects as 
a human being’s inherent need for free-
dom is absolutely correct, then the mean-
ing of this version of claiming freedom is 
born from the no-exit variations of “dif-
ference”. On account of this, freedom has 
remained a simulacrum while, as an artist, 
Sydorenko has not only not “ended” but 
has entered a “mature age”.

The theme of free human flight domi-
nates Sydorenko’s projects of 2000-2015. 
The flight of a human being as a miracle 
and a dream-goal goes back to Leonar-
do da Vinci’s sketches of flying machines, 
to the utopias of the Renaissance. They 
have been implemented in the space era 
of the 20th century. The image of a per-
son-flyer abounds in the poetic and sci-
entific thought of the classic avant-garde. 
In contrast to Chagall’s irrational space, 
Sydorenko’s cosmos is given to us as the 
obviousness of a photograph, as the an-
tithesis of fantasy. Sydorenko’s typologi-
cally creative discoveries are distributed 
between two swords — the ethical and 
the psychological. In the first, there are 
projects that embody the idea of the to-
tal unfreedom of a unified person. In the 
second, there is the levitation of char-
acters which resembles flight in a state 
of hypnosis or dream under anesthesia 
rather than a powerful Renaissance race 
through the skies. Nonetheless, levitation 
is a breakthrough for freedom.

F L I G H T  I N  A  S T A T E  O F  
H Y P N O S I S  /  L E V I T A T I O N

F R E E D O M  H A S  R E M A I N E D 
A  S I M U L A C R U M

Olha Petrova Mariya Shkepu

81



Works based on a combination of 
 performance and video have their his-
tory and their traditions in the interna-
tional artistic process. Video is the art 
of “temporary processes”, which is de-
rived from happenings and performances 
and not entirely from traditional cinema. 
The very concept of performance is lim-
inal; it is a genre between visual art 
and theater. In general, in modern aes-
thetics, genres straddle boundaries: 
painting is already something that is not 
just a picture, but a performance (mean-
ing an act, a presentation) — that which 
is no l onger just theater. 

The hero, whose free action 
Sydorenko represents from time 
to time, exists not least thanks to 
the background where his move-
ment, his action, his testimony re-
garding himself and his past take 
place. It seems, at first glance, 
that the background seems irrel-
evant in the artist’s projects, that 
it is by itself, a forced filling up 
of space. But that is only the first 
impression. The background is not 
the filling of emptiness, just as 
space is not emptiness between 
things. The artist thinks through 
the background of his paintings 
just as he does with the moving 
figures of the character/hero. 

Modern art bares the solidified 
supra-temporal hypostasis of 
reality which unstoppably pen-
etrates through all semantic 
entrances, though all artifacts: 
as a result, the subject watches 
though the prism of artifacts 
the distorted “games of truth” 
(Foucault). Hence, the desire to 
search for stable, patriarchal, ar-
chaic traces in the artistic subject. 
However, “it is truly, absolutely 
incorrect to describe the choice 
of habitus which determines the 
true position of an artist, writer 
or scholar from the perspective 
of rational strategy and cynical 
calculation” (Bourdieu); in other 
words, to regard the results of the 
artist’s work as a practical means 
of solving socially important 
problems. 

Viktor Sydorenko uses unique 
technology in his project: scin-
tillating polymers with lumi-
nescent effects produced by 
the Institute for Scintillation 
Materials in Kharkiv. Their mys-
tical luminescence amid casts 
creates a secretive atmosphere, 
as well as a feeling of freezing 
temperature at the first level of 
the exposition. Then the viewer 
rises to the level of video-manip-
ulation and is cast into light by 
the camera. Turning on the video 
installation allows the artist to 
cross boundaries dividing tempo-
ral and spatial arts while creating 
a unified chronotope which gives 
internal dynamism to the entire 
composition. For video art is the 
child of the artistic movement 
of the sixties, whose seeds can 
be traced through the avant-gar-
de at the beginning of the twen-
tieth century. And the third step 
is on the third floor of the room 
flooded with light, where the 
photographic completion of the 
exhibit is presented. Photographs 
are also casts — casts of the real 
world. The viewer reaches it from 
the mystical world, the cyber-
space of the first floor. 

G E N R E S  S T R A D D L I N G  B O U N D A R I E S
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Oleksandr Solovyov

Olena Akkash

Andriy Puchkov

Nataliya Musienko
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G R I N D I N G  T I M E Olha Petrova

Sydorenko’s mature style is determined by the 
project Millstone of Time with its central char-
acter — the “soldier in cargo pants”. The essence 
of this complicated, imaginative, spatial project 

comes down to the undeniable idea of a real 
lifetime wasted in the mills of soldier duty by 
a person who has been subjected to supraperson-
al tyranny. The character grinds his own time with 

docile indifference, reducing it to nothing, and 
this fact does not elicit pushback. Viktor Sydo-
renko emotionlessly registers the fact of killing 
time. The author does not resort to moralizing or 

passing critical judgment. In Millstone of Time, his 
metaphors reveal the catacomb substrata of the 
artist’s consciousness and determine the path to 
salvation from the rejected ghosts of the past. 
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H E R O  W H O  S E E M S  T O  B E  A B S E N T

Andriy Puchkov

There is seemingly no protago-
nist in those of Viktor Sydoren-
ko’s works that are dedicated 
to the character/hero: in his 
projects, the protagonist is 
either the picture itself, or he 
himself as the artist. The char-
acter flies in, swims in, jumps 
onto the canvas “from life” and, 
once there, transforms almost 
in a Kafkaesque sense, losing 
his sad Sovietness, clothed in 
underwear, and begins to assert 
himself as someone  different, 
as the artist understands it and 
as the viewer should. 
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The author calls us to follow him; his 
character/hero is the first one who ends 
up in another’s space. He is called as 
a witness to what the artist is seeing. 
In this context, the character acquires 
a new voice; he becomes a means of 
clarifying the reality which the author 
penetrates. The author, through whom 
this other reality expresses itself, creates 
the hero as a specific narrative language. 
But the hero finds his own life because 
he is already largely governed not by the 
author but by the reality which the author 
enters. To the viewer/interpreter, the 
hero becomes a guide to this new place, 
a witness to it. 
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Symmetry is at the foundation of a crys-
tal’s structure. Some of the pictures in 
Sydorenko’s project are built according to 
the principle of symmetry. Symmetry is at 
the basis of preservation as a whole. The 
crystal can be interpreted with the help 
of Edmund Husserl’s principle of “the 
horizon of time”, in which is mixed all the 
punctuation of time, which often lasts 
only an instant, where all the moments 
of time coincide. The crystal is also 
a “reservoir of memory”. However, this is 
a special memory, of which Georges Di-
di-Huberman said that it “does not reveal 
but hides its contents”. The emanation 
of crystalline light inevitably actualizes 
the global and unquestionable truth that 
Light is an eternal idea of the disappear-
ance and registration of being. 

Symmetry is at the foundation of a crys-
tal’s structure. Some of the pictures in 
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horizon of time”, in which is mixed all the 

punctuation of time, which often lasts 
only an instant, where all the moments 

of time coincide. The crystal is also 
a “reservoir of memory”. However, this is 

a special memory, of which Georges Di-
di-Huberman said that it “does not reveal 

but hides its contents”. The emanation 
of crystalline light inevitably actualizes 

the global and unquestionable truth that 
Light is an eternal idea of the disappear-

ance and registration of being. 
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The visual image of the person-in-un-
dergarments removes skepticism 
 regarding the social functions of art, 
clearly visualizing its communicative 
role in supporting social memory and 
its individuation without rendering the 
past absolute, and without idealizing 
the future. Recalling Heidegger, one can 
say that the  person-in-undergarments 
seeks and tries to find his own “house 
of being”, some kind of unity of a divided 
consciousness. 

Viktor Sydorenko is a top-class profes-
sional. Nowhere has he stepped over the 
laws of the “craft” which do not allow 
for negligence. But this brilliant mastery 
allows him to make an unexpected break-
through into the world where master-
pieces live separately from their creators. 
This artist’s future depends on him alone. 
The ethical nature of his character, his 
professional approach allow us to hope 
that he will create a lot more of what 
goes beyond the boundaries of honest 
professionalism. His Smell of Onion or 
Man-Axe, in expressive combination with 
the texture of abstract art, open the 
door to possibilities that he has not yet 
discovered in himself. He has enough 
skill. But will he have enough bravery to 
develop his skill into something bigger 
than just skill? Only the artist can give 
the answer. I believe in his talent and his 
good fortune.

Olena Akkash

Yevgeny Yevtushenko

H O U S E  O F  B E I N G

I  B E L I E V E …

I C Y  S I L E N C E

Although the classical reference to titanic 
human figures of the Sistine Chapel can 
only be suggested in Viktor Sydorenko’s 
work, one can feel in just the last contour 
that his human being, once interpreted 
as the center of the universe, is dismally 
lost like a beggar. It is no longer heroic 
and athletically perfect, wise and grand 
as the crown of God’s creation. It is a con-
fused, weak character in undergarments, 
as if rudely expelled from Heaven and, as 
if in revenge, exhibited for the shame of 
prior epochs. Precisely in this half-naked 
and shameful state, the human being 
is suddenly juxtaposed with this same 
sumptuous heroic nakedness of the mu-
rals of Michelangelo’s Sistine Chapel. The 
person in undergarments, moreover, is 
subsumed by some kind of uni-colored, 
narrow, thin-aired atmosphere that came 
out of nowhere. The surroundings are 
gas-like, beautiful, ubiquitous, poisonous. 
This environment dissolves you despite 
attempts at resistance. It deprives you of 
your last strength, willpower and dignity. 
The icy silence of such artificial blue skies 
or, instead, depths, that act like a sopo-
rific, accompanies the painful and useless 
levitation. 

Dmytro Korsun
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The loss of the past for someone who 
has been depersonalized to the level of 
a tagged body in cargo pants becomes 
a symbolic liberation from past limita-
tions. Obsessed with the motivation to 
bare himself to the unknown — for it is no 
longer external circumstances that trau-
matize the person’s perception, rendering 
everything in him unrecognizable, but his 
motivation to enter the unknown — he is 
imbued with an aura of the post-apoca-
lyptic. Looking into his eyes at this mo-
ment, you understand that this person 
seems not to see or hear anyone. But he 
is not the only one; all who are subjected 
to the unpredictable will of fate begin to 
lose discrete perception of the world. On 
the other hand, this experience is attend-
ed by a dramatic birth of new meanings — 
a collective destiny which transitions into 
identification with community. Andriy Sydorenko

I D E N T I T Y  A N D  C O M M U N I T Y

I L L U S I O N  O F  F R E E D O M

I L L U S O R Y  R E A L I S M Sydorenko strives to penetrate 
everything in which human 

matter clothes itself. He is de-
prived of all possible limits and 
takes directly to sculpture, cast 
sculpture, the most frightening 

genre that has existed in cultural 
history since ancient times. 

It shows, or rather, strives to 
convey, the illusory realism of 

human existence and, simulta-
neously, in a way, to rethink it. 
Sydorenko is an artist capable 

of relentlessly continuing to 
analyze, juxtapose, empathize; 

yes, indeed, empathize, drawing 
conclusions from that severe 

and ungrateful material which, 
in many ways, time itself is. His 

choice is unmistaken. 

We live in an era of transparency which 
exposes illusions and rethinks all the 
achievements of culture and value. Another 
wonderful illusion, the illusion of freedom, 
has been dispelled. Freedom is transferred 
to the category of abstract ideas which 
were not destined to come true. The search 
for unlimited capacities of freedom is the 
task of this mythological Twin.

Dmytro Korsun

Viktor Sydorenko
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Red tones. Immersion. Icy tones and a re-
lentless sliding towards black. Mixing not 
towards the red spectrum, but towards 
the absence of spectrum, towards the 
chromaticism of black. It is easy to fall 
into analyzing, looking at the “operational 
field” and, which is worse, to fall into 
moralizing. However, modern art mind-
lessly follows the analysis of technology 
and worships technology, creating some 
kind of cult, personified and demanding 
human sacrifices. But where are they to 
be found in the absence of man? 

Authentication. The morally obsolete 
myth of “cryonization” is no longer as 
relevant as it once was. It has been over-
shadowed by new radical recipes of 
rejuvenation, the faith in which fosters 
a massive psychosis — an obsession with 
stem cells, potions with “rejuvenating 
effects”, the bestowal of “new” skin or 
a “new” kidney. People have been looking 
for the elixir of immortality since the 
dawn of time, and they believe they are 
close to achieving their goal… However, 
this process conceals the reverse side 
of things. Eternal existence is frighten-
ing in its monotony; only death brings 
a diversity of human forms, revelations, 
destinies… It is hard to imagine that hu-
manity could instantly preserve itself and 
become immortal. That is perhaps why 
it is not a coincidence that immortality is 
only granted to a few — from epic heroes 
to characters of popular TV shows. Only 
they are capable of carrying its weight… 

I M M E R S I O N  / 
L E V I T A T I O N

I M M O R T A L I T Y  I S  
G R A N T E D  T O  F E W

Viktor Sydorenko

Oleksiy Bosenko

I
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Eternal existence is frightening in its m
onotony; only death 

brings a diversity of hum
an form

s, revelations, destinies…
 



The viewer of Viktor Sydorenko’s artistic 
projects may be troubled by a certain 
inconsistency between the use of the 
symbols of totalitarian-cum-post-to-
talitarian realities and the desire to go 
beyond these realities. The transitive 
human being, burdened by prior experi-
ence, seemingly “entranced” by it, is an 
 embodiment of a new discourse proposed 
by the artist at the beginning of the 21st 
century. The authentication of the tran-
sitive human being in a state of reincar-
national “immurement”, an improvised 

"stasis", an age-long debasement, occurs 
by immortalizing its existential stirrings 
which presuppose its ability to leave this 
state as a winner. 

With every new microbit of microtime, the 
figures feel as if they are becoming dilut-
ed in the vacuum of nothingness filling 
the rectangular oil space of the canvas. 
They are bodiless markers of linear shape, 
born through the element of resistance, 
which orders “against”... This is reminis-
cent of the "coming attractions" screen-
ing at the local cinema, but in reverse 
order: from that which will happen to that 
which has already happened. Everything 
seems to lack emphatic expression, so 
the texture of the canvas is replaced by 
a straight, almost glazed, compositional 
plane. 

I M M U R E M E N T  /  
A U T H E N T I C A T I O N

I N  A  V A C U U M  O F  
N O T H I N G N E S S

Lesya Smyrna

Oleksandr Fedoruk
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Taking a risk, Viktor Sydorenko shone the 
rays of a cone into an absolutely black- 
shaded room of a Venetian palace one 
sunny day in June. At that time, he was 
already captivated by fantastic architectur-
al engineering constructions — castles, 
donjons, palaces, Bosch’s biological 
machines in his almost surreal composi-

tions... Taking his cue from some inner 
prompter, Sydorenko intuited the opportu-
nistic void begging occupancy by the 
figure-person individual in cargo pants, 
recognizing that the geometric shapes of 
the square and circle eagerly ask for the 
contrast of light and dark, while grey tones 
harmoniously fit and stay between them. 

Tension and food for thought 
are created not only by the 
feeling of an unsolved 
mystery, but also by the film 
and photography on the 
walls which are as if called to 
break the code and the mean-
ing placed in the objects. 
In reality, they elicit even 
more associations, and with 
them, questions and tension. 
The viewer has as if entered 
an ancient temple where 
a mysterious and eerie pro-
cess of initiation, dedication 
or… authentication is taking 
place, where the very path to 
self becomes a mystery and 
a revelation. 
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Olesya Avramenko

Absolutely identical, human-sized, cast 
male figures with bare torsos are put 

in a row in a chimeric procession. They 
stand with closed eyes, outstretched 
arms in a hurried line facing a trans-

parent prism, in which a similar person 
is enclosed. Only the person in the 

transparent prism is “bathed” in magic 
light which “fills” the space inside the 

prism and foretells the afterlife. This light 
flowing inside the transparent sarcopha-
gus of this separate person works as an 

ignition key, as a magic wand, forcing this 
whole scene to come alive and fill the 

“body” of the project with comprehensive 
meanings, allusions and illusions. We 

get the impression that these somnam-
bular-looking people have assembled 

into a line and proceed with palms open 
in a pleading gesture to the long-awaited 

light in order to kindle it in their own 
hearts and souls. They are all shaven 

and half-naked, practically in a state of 
nature. They humbly and gullibly wait for 

their turn. All hierarchic signs signalled 
by clothes are absent. These people 

appear as newly-born, as those ready to 
accept the initiation, and are thus open 
and unprotected, naive and vulnerable. 
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Viktor Sydorenko registers the 
“this”, "esse", "it so happened". 
This is not expectation — after all, 
“all is in the past”. But there is no 
past, either. Non-remembrance. 
An unconscious abyss of despair. 
A stalemate. 

I T  S O  H A P P E N E D

Andriy Metlyov
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Sydorenko's photo project explores 
depersonalization, the joining of the 
«other» through ritual. It is a mystical 
initiation «into adulthood» similar 
to massification, similar to erasing 
one’s own face. Conversely, in this 
initiation, one may see the flight 
from “the other” into oneself. In that 
case, only a well-practiced gesture 
stays on the surface. In this way, an 
image of sculpted hypocrisy is formed, 
protecting the artist’s body from 
external aggression. But where is 
the touchstone? In what plane is this 

“absolute”, this “other”, located? The 
artist becomes like him, following or 
imitating him. The fluorescent object 
(“the other”) is the central part of 
the project. The author uncovers his 
own world, perhaps too seriously, but 
sincerely. Opening himself up to us, 
he enters into dialog, a dialog about 
feelings in conditions of clashing 
global and local tendencies and their 
mental consequences, provoked by the 
information boom, the resettlement of 
peoples and other yet unpredictable 
mixes permeating society and the 
world of every one of us. The practice 
of sincerity and dialog in questions of 
authentication, personification, self-
identification and so on is necessary for 
a young, independent country and for 
the modern European individual. 
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The compositional structure of the 
installation part of Authentication is or-
ganized scenically, theatrically, provoking 
the viewer’s interactive response. The 
character of the location and the distri-
bution of the objects enlist time, move-
ment and mystery as instruments of 
influence. The keeping of time is initiated 
by walking, movement, which is neces-
sary in order to at least take a look at the 
exhibit and thus approach mystery.

Viktor Sydorenko’s works are not subject 
to analysis, or even to consideration as 
just as any works of art, for that matter. 
They do not discover anything. They cre-
ate. The prototype is a modern artist 
similar to Nietzsche’s “labyrinth man”, he 
who looks not for the Truth (the labyrinth 
exit?) but only for his own Ariadne, the 
truth of Art. 

The person in cargo pants is a person 
from the twentieth century, in which 
everyone wore cargo pants — soldiers, 
prisoners, civilians; it is a sign of equali-
ty, common fate — a whole generation of 
totalitarian society. Undergarments are 
the last limit which separates a person 
from society, so a person in undergar-
ments is an object of memory and trans-
formations that does not stay within the 
boundaries of post-totalitarian discourse 
but enters into a larger context, broach-
ing the subject of individuality and mass 
consciousness. 

K E E P I N G  T I M E  / 
A U T H E N T I C A T I O N

L A B Y R I N T H  M A N

L A S T  L I M I T
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Natella Voiskunska

This masterfully crafted artwork 
and successful installation 
(with a technological element — 
a crystal in the form of a cone) 
superbly demonstrates Ukrainian 
“know-how”. In the artistic 
canvas, the artist builds direct 
associations with the theme of 
The Last Supper. The crystal cone 
radiates light from an unknown 
source, the symbol of a peculiar 
source of memory which does not 
reveal but, according to the artist, 
conceals its treasures. 

L A S T  S U P P E R
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L E V I T A T I O NL E V I T A T I O N

Using old plots or other topoi, 
changing them, Sydorenko 
sharpens perception: it is easier 
for the character to perceive the 
world of the past according to 
his general, humanized meta-
phor because it is not so much 
a question of emotional as of 
intellectual,  reflective perception. 
There appears not a subject but 
an island-person as the theme 
of geographic aloofness, but in 
terms of former presence in the 
environment. It provokes a game 
of the spatial being/non-being 
of the person and objects. 

Andriy Puchkov

L E V I T A T I O N  / 
I S L A N D - P E R S O N
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Artistic compositions with the 
character in undergarments whom 
the viewer is already familiar with 
appeal to a “new corporality”, one 
of the principals of which is the 
need, in the process of discovery, 
to base oneself on one’s own 
understanding; that is, to identify 
oneself corporally (in time, react-
ed to by the body), but the issue 
under discussion is not anatomy 
but phenomenological experience. 
Sydorenko transports himself into 
a space without coordinates, into 
a dense red environment, with 
self-reflection and self-discovery, 
which requires an unusual strain 
of hidden psychophysical powers 
allowing the experience of the 
fantastic feeling of flight — in oth-
er words, a mysterious phenome-
non called levitation.

L E V I T A T I O N  /
N E W  C O R P O R A L I T Y

Levitation, press release



The Levitation project concerns 
active movement and liberation 
from the fetters of gravity, the 
feeling of weightlessness and 
flight. It is the ultimate version 
of the metaphor of freedom. 
Levitation is associated with the 
flight of the spirit. It liberates us 
through dreams or spiritual prac-
tices. And this does not happen 
at the physical level; the character 
in undergarments appeals to 
a “new corporeality”, one of the 
principles of which is the need for 
the process of discovery; he takes 
off from his own understanding 
of his corporeality. All of this re-
minds us of the special spiritual-
ism of baroque art, towards which 
Ukrainian art generally gravitates. 

The 
Levi-
tation 
project 
con-
cerns 
active 
move-
ment 
and lib-
eration 
from 
the 
fetters 
of grav-
ity, the 
feeling 
of 
weight-
less-
ness. 
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Sydorenko's Levitations signal 
a spiritual liberation from a de-
personalized state. The vector 
of awareness of “the character 
in cargo pants” has changed 
drastically — he acquired the 
luxury of spatial and psychologi-
cal freedom. This is a fall (whether 
real or imagined) from retrograde 
amnesia whose psychological 
trail has remained as the border 
of artistic freedom for the author 
of the composition. Levitations 
are built on a program of classic 
avant-gardism symbolized by an 
optimistic peering into space. In 
this respect, the project is aligned 
with the work of avant-gardists, 
not post-modernists. The latter 
have nothing to do with space.

Sydorenko's Levitations signal 
a spiritual liberation from a de-
personalized state. The vector 
of awareness of “the character 

in cargo pants” has changed 
drastically — he acquired the 

luxury of spatial and psychologi-
cal freedom. This is a fall (whether 
real or imagined) from retrograde 

amnesia whose psychological 
trail has remained as the border 

of artistic freedom for the author 
of the composition. Levitations 

are built on a program of classic 
avant-gardism symbolized by an 
optimistic peering into space. In 

this respect, the project is aligned 
with the work of avant-gardists, 
not post-modernists. The latter 
have nothing to do with space.

Sydorenko has crossed some “point of no return” (ear-
lier having conquered “the speed of decision-making”), 
following which, especially if we consider all his life 
as “a single project”, one can cite any high-class texts 
as commentary on his art, such as Husserl’s Cartesian 
 Meditations or his Lectures on the Phenomenology of 
the Consciousness of  Internal Time. 
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Art should not be sociology or an il-
lustration of it (no more than it should 

be a laboratory rabbit), and does not 
owe it anything, just as it owes nothing 

to aesthetics, though the latter does 
not owe it anything, either. A work lives 

until it is understood. A created memory, 
a “recollection” can become an objec-

tive reality even in an illusory state, in 
the state that, as has been said, Viktor 
Sydorenko creates. In other words, he 

does not determine in which way he as-
sembles the diversity of relationships 

into an “I”, and not a “we”, as it has long 
been the tradition in classical philosophy, 

but he explains in what way the unity of 
“I” falls apart into a myriad of “intuitions” 

which constantly exist in the sponta-
neous present. Thus, loneliness has 

no memory, it is confused, while recollec-
tions in their communicability can only 

exist in relation to the general. Hence the 
illusion that I create rather than things 

being created through me. I am my own 
goal rather than a means and the artist’s 
logical egocentrism, his conviction in his 

own exceptionalism obtains even while 
he is actually average. He has to dis-

appear in his art willingly. Art, roughly 
speaking, becomes an instrument of dis-
covery if it is forced to produce feelings, 
in which it deprives itself of them, while 

also depriving the person of feelings. 

A created memory, a “recollection” can become an objective reality even in an illusory state, in the state 
that, as has been said, Viktor Sydorenko creates.

A created memory, a “recollection” can become an objective reality even in an illusory state, in the state 
that, as has been said, Viktor Sydorenko creates.
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Art should not be sociology or an il-
lustration of it (no more than it should 
be a laboratory rabbit), and does not 
owe it anything, just as it owes nothing 
to aesthetics, though the latter does 
not owe it anything, either. A work lives 
until it is understood. A created memory, 
a “recollection” can become an objec-
tive reality even in an illusory state, in 
the state that, as has been said, Viktor 
Sydorenko creates. In other words, he 
does not determine in which way he as-
sembles the diversity of relationships 
into an “I”, and not a “we”, as it has long 
been the tradition in classical philosophy, 
but he explains in what way the unity of 

“I” falls apart into a myriad of “intuitions” 
which constantly exist in the sponta-
neous present. Thus, loneliness has 
no memory, it is confused, while recollec-
tions in their communicability can only 
exist in relation to the general. Hence the 
illusion that I create rather than things 
being created through me. I am my own 
goal rather than a means and the artist’s 
logical egocentrism, his conviction in his 
own exceptionalism obtains even while 
he is actually average. He has to dis-
appear in his art willingly. Art, roughly 
speaking, becomes an instrument of dis-
covery if it is forced to produce feelings, 
in which it deprives itself of them, while 
also depriving the person of feelings. 
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It is impossible to enumerate 
all the meanings of this charac-

ter-cast, brought to life, suffered 
into life by the artist’s troubled 

imagination. The color red often 
comes up. Red, consciously red, 

ideologically and physically. 
Now, Sydorenko’s cast of the 

person looks peeled, deprived 
of the protective layer of skin 

and frightens us in unthinkable 
Suffering, like the ancient satirist 

Marsyas whose skin was taken 
off by Apollo’s command. What 

can you do? The epoch had a red 
color. And this red is not only 

present in the suffering of our 
century, but in the suffering of 

all ages and in those of mythical 
times. A person represented in 

such an incredibly tense state of 
stillness becomes a spirit, a shad-

ow of a fallen hero. It seems he 
was not careful and took a risk 

but accidentally caught

LO
N

EL
IN

ES
S 

O
N

 A
 P

LA
ZA

D
m

yt
ro

 K
or

su
n

123

Medusa Gorgona’s mortifying 
gaze. This hero’s hardened torpor 
is bitter testimony. This “some-
thing” both catches attention and 
elicits the viewer’s compassion-
ate horror in all the depth of its 
tragic story. Loneliness at the roll 
call, on the camp plaza — here 
is the emotional code of such 
a row. Viktor Sydorenko is social, 
excessively social — and, perhaps, 
nobody else will be able to give as 
full an account as this master has 
of this repeatability which is the 
system of stultifying the clever, 
the living, the flexible, the diverse 
in a human being.
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The Magnetic Tomography of the Past 
(thus we may look at this attempt to 
enter into magnetic resonance with 
time in Sydorenko’s project) moves 
something in “improper balance”, 
which begins to fall according to 
catastrophe theory and, if it didn't 
exist, would have to be invented. 
Transitional forms are not intercepted 
by the history of time for the very 
reason of their being transitional, but 
here, the transition is represented in 
its clarity without being limited to the 
technique of “prospective construc-
tion” — the reality of unreality as 
such. Gaze bumps against gaze, and it 
is impossible to conquer his gaze. The 
artist does not suffer from voyeurism; 
he looks, he does not peek. His works 
are not bespoke, they do not connive 
with the present and do not flatter it 
in hopes of commercial success. Even 
placed on a coordinate plane, they 
are free from the porous boundary of 
time whenever they choose because 
they themselves form this boundary 

“when immortality arrives in a shoal”.

The Magnetic Tomography of the Past 
(thus we may look at this attempt to 
enter into magnetic resonance with 
time in Sydorenko’s project) moves 
something in “improper balance”, 
which begins to fall according to 
catastrophe theory and, if it didn't 
exist, would have to be invented. 
Transitional forms are not intercepted 
by the history of time for the very 
reason of their being transitional, but 
here, the transition is represented in 
its clarity without being limited to the 
technique of “prospective construc-
tion” — the reality of unreality as 
such. Gaze bumps against gaze, and it 
is impossible to conquer his gaze. The 
artist does not suffer from voyeurism; 
he looks, he does not peek. His works 
are not bespoke, they do not connive 
with the present and do not flatter it 

M A G N E T I C 
T O M O G R A P H Y  
O F  T H E  P A S T
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“The character in undergarments” is experiencing his 
own astralness, his equalization with cosmic phe-
nomena. Hence, the large importance of images and 
their cold perfection: for they are special, unprece-
dented. The viewer’s body temperature is lowered 
and one can feel the cosmic cold during the soul-
eye’s meeting with perfect, semi-naked male forms 

as in classicism. Their undergarments are somewhat 
strange in this situation. They are perceived as the 
author’s trademark, and in a way, his logo. Astro-
nauts in undergarments are frozen in space which 
does not have topographical marks, where there is 
no top or bottom. The magnetic needle is compro-
mised in the artist’s imaginary worlds.

M A G N E T I C  N E E D L E 
I S  C O M P R O M I S E D Olha Petrova
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In the space of another sector, photo-
graphs are placed, where the rhythm 
of movements is slowed, enchant-
ing. The rhythm of what is going 
on makes us think that the heroes 
are in a hypnotic or, more precisely, 
a meditative state. Everything they 
do is absolutely simple, though filled 
with content and meaning. The most 
commonplace thing takes place: 
a man is being shaved. At first glance. 
At the second, the viewer is fascinat-
ed, hypnotized, but it is impossible 
to cast another glance from another 
angle. He takes part in an unusual 
process filled with secret meaning, 
again, a ritual meaning. These move-
ments, these people, these actions, 
these objects become the “carriers 
of meaning” and powerfully and 
emphatically convey something much 
greater than simple exterior form. 

In the space of another sector, photo-
graphs are placed, where the rhythm 
of movements is slowed, enchanting. 

The rhythm of what is going on makes 
us think that the heroes are in a hyp-
notic or, more precisely, a meditative 

state. Everything they do is absolutely 
simple, though filled with content and 

meaning. The most commonplace 
thing takes place: a man is being 

shaved. At first glance. At the second, 
the viewer is fascinated, hypnotized, 

but it is impossible to cast another 
glance from another angle. He takes 

part in an unusual process filled 
with secret meaning, again, a ritual 
meaning. These movements, these 

people, these actions, these objects 
become the “carriers of meaning” and 

powerfully and emphatically convey 
something much greater than simple 

exterior form. 

M A N  I S  S H A V E DM A N  I S  S H A V E D
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Bodies are immobile objects interwoven with a net-
work of unstoppable hand motions. It seems that these 
hands not only touch but operate on the living body, 
just as hands of Filipino healers open the inner organs 
without surgical instruments. They penetrate not only 
the body but consciousness as well, for to manipulate 
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the body is to manipulate consciousness. Thus, the text 
of the video fragment becomes not just the sonic back-
ground but an endless current of information which 
all of us are forcibly pushed into today. The condition 
of successful manipulation is the destruction of the 
person’s psychological defenses via breaking in. 
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Sydorenko’s project returns the topicality 
of the once vital question that we have 
become tired of regarding the responsi-
bility of the artist and the socio-cultural 
function of visual art as a whole. In re-
cent decades, this position has faced crit-
icism; it has become almost a sign of bad 
taste to open the discussion of the moral 
responsibility and functions of art in the 
development of society. Thus, art has 
been given an unsatisfying diagnosis of 
futility; paradoxically, concrete practical 
demands regarding the “aesthetic service” 
of the masses have been put forth. In the 
post-Soviet space, this phenomenon was 
explained by the rather natural reaction 
of repelling the sanctimonious teachings 
of the orthodoxy of Soviet realism. Equiv-
alent western European metamorphoses 
in this sphere were usually provoked 
by the same reaction of repelling the 
bourgeois instructiveness of classics afi-
cionados and fascination with postmod-
ernism as a theory, cultural practice and, 
directly, a lifestyle (in rather marginal 
expressions). This vector of denial has led 
to the triumph of the absence of concep-
tualism in visual art, and not only there. 
In this situation, the viewer has been left 
in confusion, he does not understand 
the meaning of what is expressed, trying 
to find the meaning in the unexpressed, 
in that which has not been voiced in 
the language of art. Yet, in this path of 
perception, the viewer meets with failure 
when he stumbles upon the terrifying 
thought that an absolute vacuum of intel-
lectual emptiness hides beneath all this 
kaleidoscopic diversity. 

Performing ritual gesture-actions, the 
person in cargo pants insulates and 
preserves another time, parallel 
and renewable. This time can exist in 
his consciousness only thanks to these 
practices, and he thus maintains this 
state endlessly. While exerting effort 
to dispel his plight, he engages in acts 
which are incomprehensible today, as 
long as this parallel time lasts. Perhaps 
he is even in a state of materializing his 
projected future. And the more vague 
and elusive his actions seem now, the 
more their presence expands the horizon 
for creating concrete definition in the 
future. The whole traumatic experience 
as a result of these practices stops being 
experienced as personal, but instead, as 
one experienced by millions.

M A T E R I A L I Z A T I O N  
O F  T H E  F U T U R E

M E A N I N G  I N  T H E  
U N E X P R E S S E D

Andriy Sydorenko Olena Akkash
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The four-meter woman in undergarments 
stands, extending her hands forward. Her 
pose suggests the gesture of standing 
before undertaking a greater beginning, 
which has assumed an attitude of au-
tomatism: an attribute of a religious 
cult which has been transferred to the 
totalitarian practices of the times of 
this modern person. The reverential 
bending before authority was fixed in 
the consciousness of Soviet people. The 
woman has seemingly frozen beyond 
time, resembling a somnambulist. In this 
scarceness and awkwardness can be read 
the painful attempt to survive the Soviet 
post-traumatic syndrome. It occupies 
such deep layers of our individuality 
and psyche that it is unknown how long 
this dialog with the past can last. The 
mechanical woman can only be resusci-
tated by the “ideological transcendent” 
which inspires and moves her in a certain 
way, replacing the function of the spirit. 
Viktor Sydorenko proposes a response 
to the Soviet iconographic tradition, 
which alludes to the Motherland-Mother, 
whose sculpture is freighted with a heavy, 
hypertrophic, constraining might and 
static, unabashed pathos; he appeals to 
the ancient tradition of the Virgin Orans, 
the “Undisturbed Wall” — thus closing 
the link of time. This link is always there, 
which is why it is possible to “dig” as 
long and as far as possible, even to the 
Scythian-Polovets stone woman figures, 
an allusion to which is certainly present 
here as well. The woman figures embody 
the Great or Phallic Mother, the primal 
woman, an archetype which lives in the 
subconscious regardless of social context. 

The installation is full of meanings. How-
ever, the proposed visual “text” is, as 
usual, insufficient. A significant addition 
is necessary — context. The viewer 
creates it. The viewer, as the receiver, 
resonates the blue light and the compo-
sitional logic of the objects’ arrangement. 
As a resonator, he “sounds” is response, 
but each in his own tonality, giving 
birth to a whole orchestra of reactions, 
relevant images and their colors. We do 
not see a concrete action because the 
composition is like a fragment of the or-
nament, having neither a beginning nor 
an end. It is a symbolic act, a ritual which 
acquires the characteristics of infinity, 
while the figures of this composition are 
like a wedge of cranes flying to warmer 
places. This impression is enhanced by 
the abstract space, the fact that the 
figures do not solidly lean on the earth, 
and the monotony and indecisiveness of 
their movement. 

I have already said that it sometimes 
seems that Sydorenko does not like 
people, he cannot stand them — but 
he also dislikes his own art and him-
self, relinquishing himself in art. So, 
everything is honor for honor, honesty 
for honesty, “measure for measure”. 
His characters cannot be loved, just as 
Dostoevsky’s characters (which we have 
already touched upon), and it is even 
odd to empathize with them because 
they are incapable of empathy. We get 
the impression that the artist does not 
like people but studies them, fascinat-
ed by the experiment. And why would 
 anyone love them, anyway?
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MILL-
S TONE  
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The peculiarity of the project 
Millstone of Time (though it does 
not differ from modern tenden-
cies) is its procedural character. 
The millstone is not only a symbol 
of the machine which grinds, a 
mechanism of destruction — the 
project is largely geared towards 
registering the destructive state 
of time and space, the chronotope 
or, in other words, a specific, tem-
porary apogee in which we are all 
immersed today. The millstone, 
just like a circle or the round face 
of a clock, can also be interpreted 
as the symbol of eternal return 
(it is relevant to note that the 
metaphor of time is exactly so 
ordered, according to Nietzsche). 
The main conflicts of the project 
are those of the temporary versus 
the eternal, the dying versus the 
revivifying, the apparent versus 
the imaginary.
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The peculiarity of the project 
Millstone of Time (though it does 
not differ from modern tenden-
cies) is its procedural character. 
The millstone is not only a symbol 
of the machine which grinds, 
a mechanism of destruction — 
the project is largely geared 
towards registering the destruc-
tive state of time and space, the 
chronotope or, in other words, 
a specific, temporary apogee in 
which we are all immersed today. 
The millstone, just like a circle 
or the round face of a clock, can 
also be interpreted as the symbol 
of eternal return (it is relevant to 
note that the metaphor of time 
is exactly so ordered, according 
to Nietzsche). The main conflicts 
of the project are those of the 
temporary versus the eternal, the 
dying versus the revivifying, the 
apparent versus the imaginary. Oleksandr Solovyov
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M E T A P H Y S I C S  O F  P R E S E N C E

If we limit ourselves to purely 
visual components, any body 
is emptiness and volume: it 
occupies a designated place in 
the grand emptiness of the world 
and is a component of it. The 
difference here is that Sydorenko 
describes not emptiness as such 
but space, and reflects the real 
emptiness of the world which has 
lost its soul. Only, he writes as 
a composer who uses acoustic 
space. His language is special and 
thus can belong to any epoch, 
just as the universal language of 
music can. Its essence changes 
but the peculiarity of music is 
that it is perceived as a whole, re-
sisting its own placement in time. 
There is no stylization here, only 
the deprivation of time, which 
is filled not with corporeality 
but with some beings who only 
speak to each other in an ancient 
language which elicits fear. The 
figures assume the form of se-
renity but under the compression 
of an imprisoning tension. It is 
somewhat Spinoza-like when “fig-
ures” are derived from attributes, 
and the latter from substance. 
They “remember” their origins. 
It is the same with Heideggerian 

“metaphysics of presence.” 

Oleksiy Bosenko
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M I L L S T O N E 
O F  T I M E  /  C R U E L T Y

My works tell first of all about myself, about what 
bothers me, about the questions to which I am look-
ing for answers. However, gradually, everything start-
ed to acquire wider and more complex meaning as, 
for example, in the project Millstone of Time, where, 
in addition to my personal experience, I  added 

Viktor Sydorenko

the images of the beginning of the 20th century, 
later wars, catastrophes. It is not by accident that 
viewers read it in many ways: from war to Chernobyl. 
However, for me, it dealt with something different — 
the cruelty and irreversibility of time, the curious 

“entanglement” in it of individual human fate. 
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D E I N D I V I D U A T I O N

In these poles, the drama of the human being who 
found himself in a situation of mandatory deindivid-
uation is being played out. The characters — soldiers 
who unceasingly grind the time of their own lives — 
play the role of subjects reduced to functions of 
the system. Their defenselessness before captivity 
is highlighted by their unified image (a half-naked 
figure dressed in undergarments). This multi-level 
absurdist metaphor should not be pondered and bro-
ken down into semantic plots using common sense. 

144

Olha Petrova

Sydorenko, in this and other authorial projects, keeps 
to the tenets of nomadism (according to A.B.Olyva) 
with its program of changing, undefined, transient 
meanings. The project Millstone of Time represents 
a condition beyond morality or plot outline. These 
references are left in the wardrobe of old art. “Objec-
tive nonsense” (according to Kurt Vonnegut), the cult 
of hopelessness (citing Jean-Paul Sartre's assertion 
that “human life is nothing”) as topoi of current art 
are clearly present in Millstone of Time. 

M I L L S T O N E  O F  T I M E
 /  T H E  B A L D

In the Ukrainian pavilion, not 
far from here, another video 
(this time, bald men turning 
millstones) was so unusual 
that it captured my eyes for 
a few minutes. It was created 
by the artist Viktor Sydorenko.

Michael Kimmelman  
on the Millstone of Time  
at the 50th Venetian Biennale



147146

M I L L S T O N E  O F  T I M E



In the general spatial composition of the 
Millstone of Time, there coexist three 
cones. The main one is the transparent 
blue cone, erected on a kind of altar, 
towards which are outstretched the 
energy lines of the author’s geometrically 
organized sacralized space. Research-
ers from Kharkiv’s Institute for Scintilla-
tion Materials have made it possible to 
use the latest scientific achievements 
to create the magical light effect of the 
conical crystal and the lighted glass 

“window-doors” in the project Authentica-
tion. This living crystal creates a feeling 
of slowed time, contrasted with the dy-
namics of the film. The millstones in the 
video clip which grind grain into flour are 
represented by a circle with an outlined 
center — a sort of mandala (a grapheme 
which induces a certain mental state of 
contemplation and concentration). The 
circle of millstones is a kind of projection 
of the cone onto a plane. The form of the 
cone is connected with the archetype of 
the world mountain — the analogy of the 
axis mundi (the world axis). 

Somnambulists, ghosts, toy soldiers, 
mannequins? Or, perhaps, heroes of 
all myths at once? Odysseus dreaming 
of returning to Ithaca? Orpheus for-
bidden to look back? Blind Oedipus 
coming to Colonus to die? Or a new-
born hero? A baby who will drag along 
for a moment, as an umbilical cord, 
all this weight of the past — is made 
apparent in army cargo pants. Largely 
physical, like ancient Greek athletes, 
these heroes are just as calm and 
even alienated from the world. Frozen, 
as if caught in a protracted leap, they 
defy all the earth’s laws — standing 
and moving simultaneously, between 
past and future, that is, today.
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In Millstone of Time, the cyclical time of 
eternal return which gives no hope for 
the possibility of exit is, at last, the first 
sign of the apocalypse, against whose 
background only the things that the mill-
stone does not grind have meaning.

The crawling neo-Soviet Thermidor is ex-
posed in the triptych Ritual Dances, which 
is overflowing with the rhythmic body 
movements of obedient crowds. The gen-
eral decay of traditional humanist values 
can be seen in the series Cytochronisms, 
where the textural craquelure becomes 
the embodiment of some “weakness 
syndrome” of the artist’s invention.

In Millstone of Time, the cone, 
located at the first level, creates 
a distance between the image 
and the viewer, halting empathy. 
The Soviet dinner is too harmoni-
ous to be perceived as real; the 
calm reveals its “non-existence”. 
It becomes phantasmal, a blind 
propagandist alley.

Simone Dompeyre

Oleh Sydor-Hibelynda

Simone Dompeyre

N O  E X I T

N E O - S O V I E T 
T H E R M I D O R

N O N - E X I S T E N C E
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The artist’s works of the past 
years were displayed at the 
Metanoia exhibit in Lviv in 2015. 
His paintings from the Witnesses 
cycle are associated with tragic 
events in Ukraine. His “hypo-
thetical person”, characteristic 
of his art, as an object of social 
and political manipulation, as 
a character of the dramas of 
historical theater, appears here 
as vulnerable, as one who suffers, 
feels pain. The schematic aspect 
of social roles meets here with 
the reality of life, with its tragic 
nature. It is characteristic that 
texts were used in this project 
alongside paintings, so that a new 
medium was inserted into the 
space. This path can be incredibly 
fruitful. The hypothetical gener-
ality of the images, supplied with 
the “concreteness” of text, can 
not only expand but also clarify, 
even change, their meaning. It is 
evident that the topic he chose 
has not been depleted. Sydorenko 
speaks of “the most important 
things” — a person in the world, 
in space, in time. 
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This character embodies “the drama of the deindi-
viduated”, “the person of the masses”, “one of many”, 
that commonality of fate which in one way or another 
united generations of people of the twentieth century 
who survived two world wars, revolutions, years of 
totalitarianism. This character turned into an ambig-
uous image, began to acquire a different meaning in 
a new context. These meanings were brought into my 
works by the viewers themselves who interpreted 

my works in their own way, collating them with their 
own experiences and knowledge. For example, the 
images of the project Millstone of Time, shown as the 
Venice Biennale, were interpreted by many viewers 
as memory about the Holodomor in Ukraine or about 
the Chernobyl tragedy. For me, they were not about 
specific historical events but about the drama of time 
which manipulates individual human lives, dissolving 
the individual into another ideological project. 
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I am less interested in whether shadows 
of the unconscious penetrate through 
the screen of Sydorenko’s perception of 
the silhouettes of the present or wheth-
er consciousness filters though the 
unconscious; whether his form reaches 
the persuasiveness of artistic language 
or, instead, the desire to be persuasive 
strictly dictates the outlines of form. It 
seems that all is well with his form and 
persuasiveness of expression. Viktor 
Sydorenko’s latest experience goes under 
the motto of Metanoia. And precisely 
because the author’s experience hints 

at his right to question without claim-
ing to come up with any reply, without 
attempting to outline the contours and 
silhouettes of conclusions — precisely 
for this reason Sydorenko goes beyond 
the boundaries of postmodernism. By 
showing HOW it is done, and without 
saying WHAT is being done, he is posing 
a burning question to the viewer: WHO 
are you, lady or gentleman, in your mys-
terious gravitational field? Would you not 
like to open your eyelids and take a look 
around? Oh well, go on hanging around 
if you do not have such a desire.

O
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The viewer should complete an 
archaic ritual of compressing 
linear historical time to a sacred 
mythological point of finding the 
truth as the source of human 
existence for the sake of renew-
al, catharsis and a return to the 
world of the present. Heideg-
ger, emphasizing the juxtaposition 
of technicized reality to spiritual 
experience, outlined the main 
question of the present in terms 
of three directions: to save a hu-
man being’s innermost essence, 
there must be a withdrawal, an 
alienation from things belonging 
to man-made civilization; there 
must be an openness to mystery, 
which will help him to live entirely 
differently; and to maintain a pe-
culiar creative state, in which the 
author dissolves his own individu-
ality in a suprapersonal, all-hu-
man meaning of his own works. 
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s y m b o l  o f  a n  a c t i o n

The simple identification of the symbolic 
image of the person-in-undergarments 
with the metamorphosis of individual and 
social consciousness of the new epoch 
carries the risk of a primitive schematiza-
tion of the process of acquiring cultural 
capital. The image of the person-in-un-
dergarments unites the signifier and the 
signified (Derrida), tests the firmness of 
the boundaries of individual identity and 
simultaneously studies the possibilities 
for their transformation. He (the person) 
declares the differences and, simulta-
neously, the unity of the modern viewer 
and his own image as individuation. 
These differences form the core of his 
symbolic essence. The person-in-un-
dergarments has no need to explain 
himself to the viewers or, moreover, to 
teach them, nor to encourage their own 
insinuations, which most often leads to 
naïve schoolchildren’s verdicts (which 
does not entirely fit into the aesthetics of 
perception now popular in the West). This 
symbolic image performs the function of 
creating a new reality by the very fact of 
creation and existence. The symbol of the 
person-in-undergarments as a pure idea 
creates reality, describing and forming 
the world. As a result, the distinction 
between existence and its representation 
is destroyed, and the person-in-undergar-
ments becomes the symbol of an action 
which creates the world. 

O P P O R T U N I T I E S  F O R 
T R A N S F O R M A T I O N
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In the oscillation of the compo-
sitional structure of canvases 
between the recognizable artis-
tic models of Soviet times, and 
the falling out, or liberation, from 
intruding visual images, there is 
a special drama, a special directo-
rial tension. It is in this duplicity 
that glows the special psycho-
logical effect of perceiving Viktor 
Sydorenko’s works.

161



163

Together with the character who 
changes from series to series, 
becoming different with respect 
to himself, the author himself 
traverses a certain limit. It's as if 
he were a guide who can lead the 
viewer through this narrative to 
those areas which are beyond the 
limits of the modern cultural en-
vironment, which highlight some-
thing new. Sydorenko’s character 
lives through a series of trans-
formations which are not only 
a switch of consciousness but 
also a repentance for what he is 
viewing and what he is a witness 
to. At first, the character/hero 
unconsciously tries to protect 
himself from this but eventually 
feels this is a presence he cannot 
hide from. And he accepts this 
vulnerability as a new language 
of reality. This is a hint at the pos-
sibility of the hero’s conscious-
ness calling back to a rediscovery 
of self and reality, a fundamental 
change of mindset, an  acceptance 
of responsibility for events, a dis-
covery in them of signs of the 
reality of being, the world, and 
the universe. 

O V E R C O M I N G  T H E  L I M I T
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Viktor Sydorenko predicts the 
future, piling old myths one on 
top of the other — the scenes 
from his photos and videos are 
saturated with metaphors of 
demiurgic inspiration, creative 
process. They resemble the 
traditional scene of Hephestos’s 
Forge; here, the author hints at 
paradise-engineering — creat-
ing a new heaven on earth and 
a “new man”. The technology 
of copying and re-uploading 
human information (“uploading 
consciousness” or “reconstruct-
ing the brain” is a hypothetical 
process of transferring conscious-
ness from the biological brain to 
the computer) becomes a bridge 
to this heaven. 

P A R A D I S E - E N G I N E E R I N G Viktorya Burlaka

P A R A L L E L  A R T SViktor Sydorenko

From a professional point of 
view, I, as an artist, was influ-

enced by parallel arts: cinema, 
photography, literature, 

theater. Thanks to this, an 
array of technical solutions 
came about with which an 

idea could be more effectively 
conveyed. Moreover, there 
is a widespread approach 

where the artist finds a formal 
line, unites it with a technique 

of execution and uses it to 
convey different themes and 

images. The representation 
may be different but the 

structure of the image main-
tains the unity of consistency 
which provokes a request for 
articulating a different order. 
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This topic is relevant for everyone but certainly for 
our country which is again going through a dra-
matic social and political breakthrough. I would 
like to take my character out of a purely Soviet 
context right now. For me, these semi-clothed 
figures in hypothetical space are people as such, 
“people in time”. I change the external features of 

my  characters, paint them not based on myself but 
on the youth of the new generation which must 
also find itself in the tension of modern life, in the 
uncertain future. The events of the past years have 
again shown us that, despite philosophers’ prior 
prognoses, “history has not ended yet”. Man faces 
many challenges.
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P E O P L E  I N  T I M EOlena Akkash Viktoriya Burlaka Viktor Sydorenko

Looking at the symbolic, liberated image 
of the spirit and the body represented 
in Sydorenko’s project, it is important 
to avoid traps of aesthetic analysis of 
modern art: a simplified politicization 
and self-righteous moralism. The mind 
(be it philosophy, art criticism as theory, 
etc.) cannot articulate art, divide it into 
indivisible components, because art, 
when dissected, loses that indivisible 
remainder, which makes it simultaneously 
ephemeral and substantively corporeal 
in all forms. The person-in-undergar-
ments as a corporeal figure tunes the 
viewer into the past of a disappearing 
sociocultural tradition and simultaneous-
ly indicates some yet nebulous future. 
If we use Jacques Lacan’s paradigm re-
garding modern art, in the project of the 
person-in-undergarments, the cultural 
unconscious, once pushed into the sphere 
of paranoid voids, transforms into the re-
turn to the reality of the present and the 
aspiration for the future from unsuccess-
ful searches for lost time. The project of 
the person-in-undergarments is aimed at 
the future, indicating the irreversibility of 
the “arrow of time”, however tempting the 
ability to fixate on the past and to derive 
perverted pleasure from the suffering 
one has experienced at some point. 

Through layers of mythological mean-
ings — the Mother, the Protectress — 
a specific person, the victim of the 
system appears before us. Its undergar-
ments look absolutely realistic. This is 
also a significant moment for the artist: 
he does not expose the person but what 
is essentially a slave economy in which 
the “indecent pleasure” of humiliating 
others becomes a reality. Sydorenko 
marks social outcasts with the under-
garments of military men and camp pris-
oners and, in Soviet times, almost all 
members of society were social outcasts 
besides a small minority. And, in this case, 
the statue of a woman without clothes, 
despite her large size, is perceived as 
something nonsensical. It is not heroic 
nakedness we witness, but the depriva-
tion of the individual's protective layers 
and sense of personal significance. Tug-
ging the chain of time, the artist insists 
that the widest amplitude of the “Soviet” 
mentality is not a separately existing 
historical excess, but something which 
has firmly rooted itself inside us. The 
swing of the pendulum of the slave and 
heroic mentality between the great and 
the base is impossible to stop as fast as 
one would like. It sometimes seems that 
we have freed ourselves from that weight 
but that is not so, for it continues to exist 
today and now this statue of non-free-
dom is eloquent evidence for it. 
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The expository form and spatial 
structure of Authentication are 
understandable and read well. 
This effect is enhanced by the 
vividly expressed centrality of the 
exhibit’s main compositional axis. 
However, vividness and simplicity 
are not tantamount to sketchiness 
and simplification. Just as with 
the author’s last Venetian project, 
Authentication gravitates towards 
a synthetic, representative instal-
lation. However, as has already 
been noted, at its foundation lie 
procedure and performativity. 
Here, it is documented with pho-
tography and video. However, the 
imaginary, indirect boundaries 
of the visual document are wider 
here, and the special retro-focus 
on photographic pictorialism in 
one way or another forces us to 
recall visual art as well, while the 
plaster casts of human figures (for 
a cast is also a document!) force 
us to speak of modern tenden-
cies in sculpture, and all of this 
makes us reflect on the nature of 
diffusion of different art forms on 
the agenda.

P E R F O R M A T I V I T Y  / 
A U T H E N T I C A T I O N
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171170

We are beginning to under-
stand why the triad “per-

son-image-figure” excited and 
enriched Viktor Sydorenko’s 
imagination, and why he did 

not leave his workshop for 
hours-days-weeks, so capti-

vated was he by the images of 
the past, and why the images 

of heroes in cargo pants fro-
ma transition period, not too 

distant from the here and now, 
did not abandon his imagina-

tion or himself. The enormous, 
larger-than-life-sized char-
acters — in their black and 
red raiment — peered from 

many of the world’s galleries, 
reminding the author of the 
enchantment with sculpture 
he once experienced and his 

cultivation of the psycho-
logical essence of that inner 

“What next?” which in real 
space could not independent-
ly exist in a state of “fast for-

ward” without first completing 
the process of working on and 

finally mastering it. 
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The person in cargo pants is 
a phantom we use to measure 
time and ourselves. Whether he 
elicits repugnance or sympathy, 
we jump off of our perception 
of him. Even if we perceive him 
as a very negative character and 
do everything to avoid being 
like him, this motivates us to 
a reverse self-identification. We 
can fear this person, respect 
him or consider him worthless, 
but he becomes that character 
thanks to whom the surrounding 
cultural background seems more 
complete and put-together than 
usual. Next to this character, we 
understand ourselves more clear-
ly as  encompassed in the world 
and time from which he falls. He 
does not exist for himself, but 
the entire cultural activity which 
takes place even against his will, 
suddenly becomes wonderfully 
real and attractive. He is only 
the phantom of a person who 
discovers self-identity. It even 
seems that he follows the path 
of autonomy even though, for him, 
this is rather a way of involving 
himself in the world.

P H A N T O M  O F  A  P E R S O N

Andriy Sydorenko

173



175174

Andriy Metlyov

The sources of Viktor Sydorenko’s 
artistic creation are the problems and 
contradictions of our and his own 
time. Involving the sources of creativi-
ty in the author’s exhibited works also 
inherits a certain result. Here, the 
relic “millimeter paper” (a disappear-
ing nature) becomes the visual trope 
element in a painting that sets the 
coordinates of “invasion” onto the 
surface. Sydorenko’s paintings are like 
pain in an amputated heart, phantom 
pain. There is no heart, but the pain is 
there. On the apparatus that sustains 
life. The artist pumps blood himself, 
sustaining the vegetative existence of 
his creations. Philanthropy. People are 
involved in the artist’s empathy. 
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Levitation strictly registers these peo-
ple’s metaphysical state — having lost 
the ground under their feet, the char-
acters hopelessly levitate in airless 
space. By the way, the author does not 
spare himself, either — on one of the 
canvases, he also flies headlong into 
emptiness. However, judging by Viktor 
Sydorenko’s new works, a person has 
a chance to overcome this viscous and 
uncomfortable feeling of docile, burden-
some subjection to the winds of history. 
In the new canvases, it is as if he or she 
refuses to be the elements’ plaything. 
Another self-portrait, located literally 
side-by-side with those mentioned, is 
also remarkable — the exhausted artist 
there finds the strength for a willful 
gesture and breaks free from the plasma 
bubbling behind his back. But the most 
fascinating thing is that nameless, rather 
faceless men in undergarments are not 
only condemned to jump around in emp-
tiness as orphans but seemingly strive 
to guess the direction of air currents, to 
find their own coordinates. They are im-
peded by dense gray clouds; their bodies 
are still caught in dense red threads but, 
perhaps, these are not just ropes with 
which the heroes are tied to the past of 
slavery but also streams of sacrificial 
blood with which they have to pay for 
their future. The artist does not believe 
he can find the ground on earth, in some 
new state ideology. But, it turns out, the 
pillar can be found in the sky which  
really just reflects the internal cosmos. 
All that is left is to fathom it.

Serhiy Vasyliev

P I L L A R  I N  T H E  S K Y  /  L E V I T A T I O N 
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C Y T O C H R O N I S M S 
The organization and presentation of 
the Authentication project calls to mind 
a sacred ritual from one of the archaic 
cultures. Viktor Sydorenko’s project is 
organized in such a way as to actively 
invite into the “game” viewers who, in 
their turn, dynamically create different 
meanings, using given parameters and 
the limits of space and time. In addition, 
we feel the project’s closeness to the 
platonic concept of the game. Sydorenko’s 
projects demonstrate that the “games” 
of the modern, educated person of the 
artistic world cannot only be dynamic, 
athletic, military or intellectual… They 
are also artistically creative, where the 
viewers join the process of psychic, 
intellectually-artistic creativity, and the 
whole process acquires the weight and 
meaning of cultural creation. 

Cytochronisms are both an amalgam 
of the universal regarded one scene 
at a time, and the image of something 
irretrievably lost which gradually acquires 
nostalgic tones, often thanks to the de-
vice of "anti-palimpsest". Cytochronisms 
are a decay of accepted norms and con-
ventions, the epicenter of inferno, the 
dusk of civilization. The apocalypse be-
gan imperceptibly, creeping up stealthily. 
The apocalypse is small as a mouse, if 
not pocket-sized, for maybe it fell out of 
someone’s basket and into our hand. It 
is hardly the safer for it… Everyone has 
their own — without pity or exception, 
without loud noises or tricks. 

Olesya Avramenko

Oleh Sydor-Hibelynda

P L A Y I N G  W I T H 
T H E  S A C R E D  /  
A U T H E N T I C A T I O N

P O C K E T 
A P O C A L Y P S E  / 
C Y T O C H R O N I S M S 
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Complicating his artistic language, 
Sydorenko interprets not only the 
post-classical tradition of the “per-
son in space” but also appeals to 
the experience of the avant-garde 
which, as it is known, denied in its 
most radical programs the meaning 
of separate human individuals and 
individual emotions. It is telling that 
this discussion of the avant-garde un-
folds in his works at the conceptual 
rather than the formal-plasticity lev-
el. Certain hyper-realistic and, more 
precisely, post-medial elements are 
also present in the artist’s works, in 
which the illusoriness of the image is 
the “reflection” of the illusoriness of 
the depicted space and the person’s 
place in it. Another important compo-
nent of Sydorenko’s works is the au-
thor’s own presence in them; on most 
canvases, the author paints himself 
without the fear of opening himself 
up to the viewer, showing his vulner-
ability. In this sense, his works can be 
regarded as a performance in which 
the personal and the deindividuated 
are filled with the author’s subjective 
intonations. Developing the possibili-
ties of artistic expression, Sydorenko 
discovers new meanings of the main 
topic and enlists a wider experience.

P O S T - M E D I A L I T Y

Halyna Sklyarenko
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Millstone of Time (2003), both thematical-
ly and textually, continues the theme of 
post-colonialism which, generally speak-
ing, is one of the most important ones for 
me and dominates all my current projects 
(Authentication, Levitation, New Ark, 
Depersonalisation). Our country has fully 
felt the might and encroachment of the 
Soviet power machine, has become the 
epicenter of the most dramatic events — 
the civil war, Holodomor, collectivization, 
the battles of the Second World War, the 
guerilla movement… It would seem that 
the line, let us define it as “the art of 
post-totalitarian reflection”, should be 
rather consistent and vividly expressed. 
In reality, it has been left unnoticed by 
researchers, although the practice of the 
artistic process indicates its topicality 
and extraordinary fit with our culture.
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The hero whom Viktor Sydorenko dreams 
about is an incorrect creature, a principle 
of indeterminateness, though he cherish-
es his limitation as “himself” (constant). 
He is checked only by the limit of his 
dreams, in an apparent existence which 
pulls in the present, outspreads, and be-
comes a semantic center composed of the 
speed of light and Planck's constant — 
the standard. The characters of Sydoren-
ko’s projects are left “for later”, as if put 
on an anabasis, as buskins, even though 
buskins are not a basis for the exalted 
(which is confused with or, not by acci-
dent, exchanged for, “pathos”). The pres-
ent indeed misses the hero as a person. 
Yet the present grabs the person as 
a dead man grabs the living. 

P O S T - T O T A L I T A R I A N  R E F L E C T I O N P R E S E N T  E X P A N D S
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Sydorenko’s works, despite the fact that 
their form is rather realistic (we have con-
crete images), force us to collaborate and 
think how we are to perceive them today. 
If you bring here a person who absolute-

ly does not know what the totalitarian 
system is, what the specific historical 

reminiscences of our history are, a person 
who has suddenly been put in front of 

modern works, this person will perceive 
this God knows how or, perhaps, will 

not tune into our mode of perception at 
all. This will happen because absolutely 

everything that happened in our history, 
which one must know, is imposed upon 

the perception of Sydorenko’s works. But, 
actually, the work is conceived entirely 

differently, perhaps as a question. Begin-
ning with what was declared in Millstone 

of Time, this theme is being mulled, 
supplemented, developed, spread. This is 

evidently a kind of mission of the artist. 
On the other hand, these works by him 

do not allow us to forget where we came 
from. If we imagine that we have got rid 

of it, this will be an illusion of sorts…. 
Viktor seems to sit and think over all 

that has been happening and, perhaps, 
what is happening and will happen; he is 

evidently a philosopher-artist, he has the 
posture of a philosopher who sits and 

thinks: what is actually happening to us? 
Let us think that we are equally normal 

citizens of this society and capable of 
joining in this questioning, the search for 

the truth. 

Sydorenko’s works, despite the fact that 
their form is rather realistic (we have con-
crete images), force us to collaborate and 
think how we are to perceive them today. 
If you bring here a person who absolute-
ly does not know what the totalitarian 
system is, what the specific historical 
reminiscences of our history are, a person 
who has suddenly been put in front of 
modern works, this person will perceive 
this God knows how or, perhaps, will 
not tune into our mode of perception at 
all. This will happen because absolutely 
everything that happened in our history, 
which one must know, is imposed upon 
the perception of Sydorenko’s works. But, 
actually, the work is conceived entirely 
differently, perhaps as a question. Begin-
ning with what was declared in Millstone 
of Time, this theme is being mulled, 
supplemented, developed, spread. This 
is evidently a kind of mission of the artist. 
On the other hand, these works by him 
do not allow us to forget where we came 
from. If we imagine that we have got rid 
of it, this will be an illusion of sorts…. 
Viktor seems to sit and think over all 
that has been happening and, perhaps, 
what is happening and will happen; he is 
evidently a philosopher-artist, he has the 
posture of a philosopher who sits and 
thinks: what is actually happening to us? 
Let us think that we are equally normal 
citizens of this society and capable of 
joining in this questioning, the search for 
the truth. 

The matrix basis of Authentication is, at first glance, 
the archaic ritual. Documenting some kind of pro-
cessional act, a ritual by means of photography, vid-
eo or even sculpture (as a cast, here) are primary in 
this work. The archaic acquires the characteristics 
of the present, when ritual turns into performance, 
which allows, for instance, the spread of neo-sha-
man tendencies in this type of performance art to-
day or, more broadly speaking, of a new, magical 

era. In spite of the fact that modernity seems, as 
never before, to be steeped in science and ratio-
nalism, it shows increasing rsesemblance to past 
centuries. And this happens literally on all levels 
of social existence. These processes of the rebirth 
of a worldview and types of activity characteristic 
of the distant past seem to hint at a new future, 
different from the present — one we may call a new, 
magical era. 

P R E T E N D  R E A L I S M
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the synthetic composition of 
Sydorenko's Venetian project, 
the radiant cone appeared as 

its logical rhythmic compo-
nent. It is not by accident that 

he considered the compo-
sition before placing the 

characters in cargo pants at 
the table. For, through the 

metaphor of the illuminated 
cone, there is the projection 

of an earth illuminated by the 
sun. Through a sixth or sev-
enth sense, one can find the 

thread continuing at the other 
end of the sun, on the other 

side of its disk. But how?  
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The presence of the cone 
does not in and of itself 
suggest such assumptions 
based on mere distances. 
Yet, one should learn to find 
in oneself — intuitively, first 
of all! — that sixth or seventh 
sense which, perhaps, is the 
very source of a yet unrecog-
nized paradise; a paradise sit-
uated, perhaps, on the other 
side of the sun, along a course 
which leads towards it and 
from it towards another sun, 
which will burst out of the 
substance of the black desert 
unexpectedly and joyfully. 



187186

R E B I R T H  O F  T H E  S U B J E C T

Daryna Ziborova

We are witnessing the rebirth of the 
subject in art, the rebirth of the theme 
of the subject — as one who is aware 
of his subjectivity in response to the 
presence of reality. This is one of the 
signs of overcoming the postmodern 
as mistrust of reality, as doubt towards 
reality. Among such signs is the return 
of concepts whose death had been 
proclaimed earlier. The theme of the 
subject returns along with that of 
reality. However, the rebirth of this 
theme takes place on a different basis. 

The modern subject has been defined in a subject-object op-
position to the world, and its aim is to extend its projects onto 
reality: possession, subjection, transformation. 
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r e i n c a r n a t i o nPlaced into a blue luminophore, the 
Ubermensch (Superhuman) in Sydoren-
ko’s works is perceived as the “crown” 
of post-humanist dystopia. His ambition 
for “eternal life in the post-human era” 
is quite explicable for it is one of the most 
ancient and deeply natural human de-
sires — just as the desire to acquire divine 
qualities. People have always strived to 
expand the boundaries of their own ex-
istence — geographic, ecological, mental. 
They have always strived to diminish the 
cognitive dissonance caused by death 
by postulating the existence of life after 

R E I N C A R N A T I O N  I N  T H E  C O M P U T E R

Viktoriya Burlaka

Here is a film where the process of pre-
paring and creating this very project is 
demonstrated. This process is shot under 
special lighting, under certain conditions, 
and the film is treated in such a way that 
the footage seems like a reflection of the 
creative act as a mystic ritual, under-
stood only by those initiated. The color, 
the lighting, the compositions, the deci-
sions regarding the light and the points 
of emphasis remind us of Caravaggio’s 
paintings. Thus, the visual elements are 
also associated with masterpieces of art, 
greatly supporting the state, order and 
tension of thoughts and reminiscences.

Here is a film where the process of pre-
paring and creating this very project is 
demonstrated. This process is shot under 
special lighting, under certain conditions, 
and the film is treated in such a way that 
the footage seems like a reflection of the 
creative act as a mystic ritual, under-
stood only by those initiated. The color, 
the lighting, the compositions, the deci-
sions regarding the light and the points 
of emphasis remind us of Caravaggio’s 
paintings. Thus, the visual elements are 
also associated with masterpieces of art, 
greatly supporting the state, order and 
tension of thoughts and reminiscences.

R E M I N D E R  O F  C A R A V A G G I O R E M I N D E R  O F  C A R A V A G G I O
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Olesya Avramenko

death, faith in which is the basis of all 
world religions. Today, we are almost se-
riously reassured that life after death will 
become a reality — like dreams come true. 
By acknowledging the possibility of lucid 
dreams — just recall Vanilla Skies — we are 
forced to radically reassess our convic-
tions regarding self-identification, the 
nature of consciousness and even of the 
soul, which will supposedly be retained in 
the body of the post-human being. The ac-
knowledgement of this is no less surprising 
than Dalai Lama’s wonderful conjecture 
about reincarnation in the computer.



191190190 In Levitation, the artist gives 
preference to a game of optical 
illusion, which is created by a tight 
and dense red colour of space 
with large, artistic planes and 
an installation of male replicant 
figures in full size which seem 
mobile, soaring in the air so that 
the viewer can lose his sense of 
direction and coordinates and, 
along with them, himself. By de-
stroying the distance between the 
viewer and the work, highlighting 
the illusoriness of the motion-
lessness of objects on the plane, 
the artist creates a new type of 
performance and proposes new 
rules of the game, inspiring differ-
ent reactions in the viewer, forcing 
him to check himself for the ump-
teenth time, his self-identification, 
to reassess or turn off his own 
daily consciousness, reliving and 
rediscovering the proposed active 
red reality anew. 
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The project Ritual Dances holds a 
special place in Viktor Sydorenko’s 
artistic practice. The author continues 
working on it even now, reassessing 
and reflecting the specific realities of 
our time. In Ritual Dances, it is futile 

Here is a film where the process of pre-
paring and creating this very project is 
demonstrated. This process is shot under 
special lighting, under certain conditions, 
and the film is treated in such a way that 
the footage seems like a reflection of the 
creative act as a mystic ritual, under-
stood only by those initiated. The color, 
the lighting, the compositions, the deci-

R E M I N D E R  O F  C A R A V A G G I O
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Nataliya BulavinaR I T U A L  D A N C E S

The project Ritual Dances holds a special place in Vik-
tor Sydorenko’s artistic practice. The author continues 
working on it even now, reassessing and reflecting the 
specific realities of our time. In Ritual Dances, it is fu-
tile to look for a destruction of Soviet totalitarianism, 
for the artist consciously and emphatically refuses to 

mark temporal and spatial concreteness. Approach-
ing the problem from a philosopher’s perspective, 
Sydorenko concentrates on the specificity of the 
“totalitarian consciousness”, a hypnotic suggestion 
of totalitarian myth, a feeling of being tangential to 
it, adjusting to its wavelength. In order to translate 

192

this feeling to the audience from different possible 
topics, the author chooses the “prismal” ones, those 
that refract many others in themselves, as if shining 
through the principal one. Old myths peer through 
new ones. The metaphor of dance as the meaning of 
existence in post-industrial society, whose founda-

tions can only be understood by dancing. “We dance, 
therefore, we live… everyone is necessary here.... and 
if someone falls out, strong hands tighten more and 
the movement continues… the time of dance has no 
direction, it is the time of eternity because eternity 
dances…” 

R
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Viktor Sydorenko strives to strip 
the human body naked, thus re-
vealing the human essence, on the 
one hand, as helpless, deindivid-
uated and, on the other hand, as 
wedded to some rank, reflexive 
in essence to the point that one 
believes this person represents 
an unconscious heroic drive, some 
kind of perfect Buddhist peace or, 
on the contrary, perfect indif-
ference. Reading this person can 
be an endless process. It is not 
a coincidence that myth becomes 
an auxiliary factor when the search 
for a higher meaning and current 
social metamorphoses come into 
conflict, making us incapable of 
any understanding of the essence 
of things. A person, just as the 
object of representation and the 
mirror image of “orderly” chaos, 
stops being the only possible 
image — Sydorenko’s art ponders 
the paradigm of searches for the 
possibility of parallel states, the 
multiplicity of essences, which are 
evidence both of the immortality 
and indestructibility of the human 
essence and, simultaneously, of its 
hopelessness. 

The hero’s freedom finally reaches 
a truly phantasmic dimension. The 
Screen of Phantasmic Projections 
is that unexplored, unstudied 
dimension where one may lose 
the chains of morality, economic 
necessity, public opinion, where 
real representation is possible: 
an honest look at oneself. The 
ultimate liberation of the individ-
ual is not declared but achieved 
through unharnessed artistic 
devices. The ease and artistry 
of the painting show that complex 
historical destiny is finally letting 
go of us and transforming into 
a myth. The figures no longer 
freeze in the numb trance of levita-
tion. The feeling of weightlessness, 
insubordination to the laws of 
gravity allow us to hope that we 
have atoned for our historical fault 
before ourselves. Characters easily 
and quickly appear, disappear, 
move, plunge in and out of some 
kind of plasma which still retains 
the outlines of their bodies. This 
substance resembles a living, 
thinking substance of the “ocean 
of planet Solaris”: only it can fully 
fulfill our dreams of an absolute 
and unconditional freedom which 
is impossible in reality. 
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Viktoriya Burlaka Lesya Smyrna
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In one of the fragments of Viktor 
Sydorenko’s Millstone of Time, two 
men with instruments perform an 
action, as if suspended between 
a simple physical action — cruci-
fixion and torture in medieval hell. 
Others try to grind the seed which, 
however, does not turn into wheat. 
Is this because time is not capable 
of grinding this seed? Or, perhaps, 
because these men are indiffer-
ent to mundane endeavor? As 
mechanisms, they exist beyond 
time, forming a whole with the 
instruments with which they 
function. 
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Simone Dompeyre

So is “blood donation” for higher 
purposes, “national freedom”, 
justified? It is impossible to 
give a definitive answer to this 
question. However, the poetics 
of the image suggests an answer. 
To become a sacrifice in the 
highest sense, instead of biomass, 
is an honourable mission. A line 
of soldiers in a hypothetical 
picture plane is similar to figures 
of sacred warriors, marching in 
front lines against an ominously 
red background. The similarity 
of the large, four-meter painting 
to an icon is not a mere coinci-
dence; but with the help of this 
sacralization and the language 
of painting, the modern is trans-
ported into the plane of the 
timeless. There is no pathos in 
the boys’ figures, tender and thin 
like candles, but their dignified 
acceptance of fate is highlighted. 
There is a lot of mysticism in 
this image: large red shadows 
like tongues of flame behind the 
soldiers’ backs, creating another 
line of silhouettes, “breakaways” 
from bodily wounds which exude 
bright light; a river of blood in 
the center flowing somewhere 
from the depths of centuries. 
In this, hypothetically speaking, 
iconically symbolic structure, the 
depiction of the warriors’ identi-
ties is quite modern. SE

LF
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Viktoriya Burlaka
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Sydorenko’s project is a hypo-
thetical completion of post-Soviet 
discourse, transferring it from the 
level of the intimately experi-
enced baggage of genetic mem-
ory and historical trauma onto 
a semiotic plane. The disruption 
of balance in the direction of 
signs takes place precisely by 
means of changing the set-up of 
artistic language which becomes 
increasingly spiritualistic, refuses 
on principle to recreate material 
substance. In the new series, two 
symptomatic, visually-semantic 
markers appear — the border-
line dematerialization of “black” 
figures which dive against the 
background of a clear sky, and 
the activity of vortical space 
which either quickly repels them, 
or pulls them in. These exercis-
es in theatricalizing the visible 
resemble the ceilings of Catholic 
cathedrals, decorated with the 
composition of the apotheosis 
of holy characters and their 
assumption into the heavens. 
The plot allowed to exercise 
in placing the figures at vertigi-
nous angles, which figures, in an 
 illusory effect, open themselves 
before the righteous in the heav-
ens to break heavenly space in 
line with a spiritual breakthrough. 
The heavenly sphere simulta-
neously became a vortex where 
myriads of angels and characters 
of the holy story would spiral into, 
and some kind of symbolic plane 
for representing the spiritual 
world — “the holy city”. 

Sydorenko's character is created 
to help make an act of separation 
from the past, in order for the 
artist, the modern viewer, and 
descendants to form a goal for 
the future from scratch, from 
a certain sense of mental and 
emotional sterility. This under-
lying impetus sets in motion the 
subject of the search — through 
the paradoxical, through the 
absurd, through a scream. There 
are many variations of this “alarm 
clock” and, together, they can be 
marked as trumpet noise. Thus, 
the conglomerate of questions 
is ruined: the magnetism of the 
phenomenon of the unknown as 
a marker of a past, completed 
world has lost its power of gravity 
and transitioned into the phe-
nomenon of the unknown. 
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Sydorenko twists the traditional 
concept of the superhero into 
an empty definition; his person 
becomes the absolute opposite of 
a superhero — a minute bug, com-
pletely pathetic, were it not for 
its stubborn decisiveness to con-
tinue to bear its own existence. 
Sydorenko is metaphysical, so to 
speak. For him, the superhero is 
a person — a Sisyphian emptiness, 
lost in an indifferent and hostile 
cosmos; and this person fights for 
the definition of his own identity 
and his own place in the universe. 
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Treatment akin to torture. Torture, which 
is basically “our sinful life”. It also 
requires strenuous exercises under 
the supervision of coaches, inquisitors, 
teacher-torturers. Our song, fine, new… 
suffering spills over the brims…. “Our 
cruel, lovely life” (to cite a poet), full of 
pain — and the desire to rise above pain, 
to overcome it, to dampen it — or to 
transfer it to the dimension of “a jewel of 
creation”. Having been angry with it, to 
reckon, to ponder, to analyze what has 
been seen. And, finally, to get rid of it, as 
a nightmare. Social art, bathed in blood — 
that is how one may define the stylistics 
of Millstone of Time. The project’s main 
idea is that of infinite time, which lasts 
and lasts... grinds, rubs, destroys people, 
sucks them into exhausting movement, 
goes and comes back again… the monot-
ony of circular movement is not without 
meaning — finally it gives something 
back… it turns out that the world is inter-
ested in the personal, what the author 
intimately experienced. Millstone of Time 
is still invited to prestigious festivals 
and exhibits now, from Finland to China.

S O C I A L  A R T ,  B A T H E D  I N  B L O O D

S

Situation of trauma. When we 
look at blood being donated [in the 
painting Blood Donation], it is unclear 
whether these boys are leaving the 
terrible catastrophe behind or going 
towards it. The first reaction to the 
works is too intuitive, and if we speak 
of intuition as something to aspire to 
in order to understand the artist’s work 
(or to understand how the author works), 
then intuition does not help us in this 
moment, either, for it is dependent 
upon a huge situation of trauma. O
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The task of a researcher is to minimize 
the artist’s variations, narrow his quan-
titative spectrum, diminish maneuvers 
in the space of the unexpected (the 
expected is no longer art). Then, he will 
be called by the researcher into a “nar-
row gate” in which there is no space for 
creative gesture. He is transformed in 

Oleksiy Horshkov

S P A C E  O F  T H E  U N E X P E C T E D

Whether we go from Leonardo da Vinci 
or from post-constructivism, we can see 
clearly defined themes related to those of 
Viktor Sydorenko’s works. One of them is 
what lies in the past. And what lies in the 
past is catastrophe. A person stands tall, 
he is large, he is typical, he is stereotyp-
ical, he seems to have a face, and a very 
resolute one, but he has splashes of ca-
tastrophes behind him. If we look closely, 

Olena Hlazova

S P L A S H E S  O F  C A T A S T R O P H E  B E H I N D S P L A S H E S  O F  C A T A S T R O P H E 

S

we will see the state of the person’s body 
in the painting: he is either flying, hurtling 
after an explosion, or is suspended in 
space. I would like to precisely highlight 
this feeling of catastrophe, as well as the 
fact that the person strives to avoid trag-
edy: he flees, and the tragedy is left, put 
behind him. Evidently, this is a premoni-
tion of Maidan because, afterwards, come 
those who go to war.

we will see the state of the person’s body 
in the painting: he is either flying, hurtling 
after an explosion, or is suspended in 
space. I would like to precisely highlight 
this feeling of catastrophe, as well as the 
fact that the person strives to avoid trag-
edy: he flees, and the tragedy is left, put 
behind him. Evidently, this is a premoni-
tion of Maidan because, afterwards, come 
those who go to war.

the spaces of future qualities. Sydorenko 
put himself into this frame because he 
has worked on the same phenomenon for 
two decades in a row. He patiently waits 
until his character can “end”. What will 
happen next, nobody knows: neither the 
artist nor the researcher. The subject is 
born next, the free individual. 
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Viktor Sydorenko considers the 
theme of the totalitarian past 
as one of the tragic periods of 
Ukrainian history. The apotheosis 
of his artistic visions, enhanced 
by modern technology, is the 
static, contemplative person, 
a “clay” person even, but inevitably 
a person as the central image on 
the canvas or in the installation. 
The static person is the symbol 
of hopelessness, of Buddhist 
contemplation, just barely smiling, 
with a cyborg-like fixing of the 
hands that avert, but also carefully 
invite “embraces”. Accentuating 
the threat of spiritual cloning 
and unification, the artist speaks 
of the tragic things of today: the 
standardization of the human 
essence is not only a consequence 
of totalitarian horrors; modern life 
shows it in all the more threaten-
ing dimensions and shapes. Viktor 
Sydorenko’s projects deal not so 
much with the past as with the 
present and the future. S T A T I C  P E R S O N
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Development is always “behind”. 
That is why it would be easier to 
consider all of this without any 
analogies but with gratitude to 
those who lived “before”: “space 
and time on a plane”. Then it is 
justified to regard time as circular, 
and space as square. This is how 
Sydorenko does it. I will give you 
some notes, but literal ones, from 
a private message as an example 
of a typically untypical contem-
porary artist; I could have quoted 
others if they had been able to 
formulate their thoughts clearly. 
These thoughts do not elicit 

“overbearing sorrow” but are dis-
tinguished by their clarity, ex-
pressed in all available directness. 
The dome of space which hangs 
over the plane of visual contact… 
is entirely inside the canvas with 
a red background. The circle 
reflects the cyclical dynamics 
of sacral rhythms and global 
temporary cycles, repetitiveness, 
representation, and also the past. 
Departure-arrival, “forever”…

S Q U A R I N G  T H E  C I R C L E

O
le

ks
iy

 B
os

en
ko



208

S U B J E C T  O F  M E M O R Y  / 
L E V I T A T I O N

A series of associations, determined 
by the dominance of the aggressive 
red, testifies to the presence of “total 
discourse”. However, the artist, using the 

“person-in-undergarments” as a subject 
of memory and transformations does not 
concentrate solely on the peculiarities 
of post-Soviet consciousness, with its 
rootedness in the recent past, which 
influences the self-identification of the 
person in the present time but, taking on 
the role of medium, translates the version 
of a different reality, radically altered by 
globalization through the formation of 

“new cults”, a new totalized society. 

S U B V E R S I V E  
S T R A T E G I E S 

The artist’s project Depersonalization 
covers the behavioral patterns of social 
masses. The author’s installation takes 
the form of twelve sculptural objects — 
bright, multicolored, male clones which 
burst into living space, into everyday 
life space, “travel” in a crowd, watch 
passers-by in different areas of the city: 
in the streets, in the square, at highway 
intersections, near administrative 
buildings, inspiring various positive 
and negative reactions in people by the 

“dissimilarity” and mix-up of determined 
categories of “ours” and “foreign”. By 
using a subversive strategy, the artist 
studies the sharply topical problem of the 
identification of the individual in mobile, 
urban and social spaces, as well as the 
problem of further coexistence and 
possibility for dialog. At the same time, 
the project consciously does not claim 
to implement a humanitarian function, 
to protect anyone’s civil rights or solve 
urgent questions of marginalized groups. 
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I have studied the phenomenon 
of the hero (or character) of the 
transition period for many years. 
He is present in almost all my 
latest projects: Projections, 
Levitation, Inversion of Egocen-
trism, etc. The superhero, just as 
a regular hero, depends more on 
the author and is determined by 
time and the place in which the 
action occurs and almost does 
not correlate with real life. This is, 
rather, a cultural hero — a bright 
metaphor of actions, concerns 
or thoughts, of sorts. Even real 
heroes, having gone through the 
author’s interpretation, are my-
thologized or acquire a negative 
connotation. In a survival society, 
where the hero continues fulfilling 
society’s wishes, the ironic conno-
tation is inevitable. Yet, we live in 
a survival society. 

S U P E R H E R O  I N  A  S U R V I V A L  S O C I E T Y Viktor Sydorenko
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We are talking today about Sydorenko's peculiar 
iconography, about those «undergarm

ents», 
about his angles — thus, about the author's 
iconography. And it is very good that it is so. Thus, 
if Sydorenko says som

ething incom
prehensible, 

the one who understands his iconography will 
explain it to us. 

S Y D O R E N K O ' S  I C O N O G R A P H YBohdan Mysyuha



The symbolism of the dome con-
veys a concentration of semantic 

subtexts, a quintessence of ex-
perimental multidirectionality of 
images of the main topic. Or, it is 

the bringing together, the focus of 
parallel lines which are reflected 

in the parabolic intersection in 
the general “cone” of the cog-

nitive, semiotic aquarium of the 
conceptual exhibit of Sydorenko’s 

person-in-undergarments. Thus, 
Domes are a function, a focus of 

topical viewing not only of the 
subject of the “Person” in the top-

ical stream, which is determined 
by the present moment, but in the 

general informational space of 
art, cultural movements, socio-

political currents. The spatial 
dome which “looks at” the plain 

of visual contact is completely 
inside the canvas with a red base. 

The circle comprises the cyclical 
dynamics of sacral rhythms and 
global temporary cycles, repeti-

tiveness, representation, but also 
the past. Going away and coming 
back, “forever”. Kim Ki-duk’s cine-
matic metaphor “Spring, Summer, 

Autumn, Winter… and Spring Again” 
comes to mind for comparison. 

The center of the parable is “and 
again…” “Another spring which 
has come but has not become 

you, not you” (Jimenez). The next 
spring is different — similar, but 

different. 

Oleksiy Horshkov
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The symbolism of the dome con-
veys a concentration of semantic 
subtexts, a quintessence of ex-
perimental multidirectionality of 
images of the main topic. Or, it is 
the bringing together, the focus of 
parallel lines which are reflected 
in the parabolic intersection in 
the general “cone” of the cog-
nitive, semiotic aquarium of the 
conceptual exhibit of Sydorenko’s 
person-in-undergarments. Thus, 
Domes are a function, a focus of 
topical viewing not only of the 
subject of the “Person” in the top-
ical stream, which is determined 
by the present moment, but in the 
general informational space of 
art, cultural movements, socio-
political currents. The spatial 
dome which “looks at” the plain 
of visual contact is completely 
inside the canvas with a red base. 
The circle comprises the cyclical 
dynamics of sacral rhythms and 
global temporary cycles, repeti-
tiveness, representation, but also 
the past. Going away and coming 
back, “forever”. Kim Ki-duk’s cine-
matic metaphor “Spring, Summer, 
Autumn, Winter… and Spring Again” 
comes to mind for comparison. 
The center of the parable is “and 
again…” “Another spring which 
has come but has not become 
you, not you” (Jimenez). The next 
spring is different — similar, but 
different. 

S Y M B O L I S M  O F  T H E  D O M E

Viktor Sydorenko  Oleksiy Bosenko  Oleksiy Horshkov
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Віктор Сидоренко
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Viktor Sydorenko, gripped with the idea of 
the super-modern in art, still constantly 
looks back at his recent past. The artist 
creates at the poles of “memory — forget-
ting”. The syndrome of monumentalism 
as “memory” is felt in the four-meter 
Statue of Unfreedom. Sydorenko’s sculp-
tural body-art is typical of postmodern-
ism (trans-avant-garde) with remembered 
models of totalitarianism, mixing them 
with the utopian dreaminess of futurism 
and the arbitrary game of fans of happen-
ings. It is a game with highlighters which 
are stuck in the subconscious. 

S Y N D R O M E  O F  
M O N U M E N T A L I S M

T H E I R  M U S C L E S  A R E 
T O O  W E A K

Olha Petrova

I have a strong feeling that they are 
not looking at me. Do they have eyes? 
I checked — they do, but they are looking 
at time, with the eyes of time, right into 
our eyes, while time diverts its gaze as 
“streams are diverted when snow melts” 
(V.Klevayev). Viktor Sydorenko uses pho-
tographic equipment as a prosthesis of 
the gaze and teaches the lens to see the 
way people do, but no artificial aging, the 

A shaved torso, an almost shaved skull. 
Pants from white linen in which Viktor 
Sydorenko in Millstone of Time clothes his 
painted, photographed, videotaped and 
cast figures. Girls in short, baggy pants. 
These young bodies remind one of the 
aesthetics of Soviet times. Yet their mus-
cles are too weak for the image of a person 
of labor.

T H E Y 
A R E 
N O T 
L O O K I N G 
A T  M E

Simone Dompeyre
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aging of space (I will not say of the picture 
plane) will give back to this mechanical 
gaze, which does indeed see, the warmth 
of the human one. One wants to turn away 
from it as soon as possible, as from the 
sight of a body sprawled out for dissec-
tion, which only excites the pathologist — 
how wonderfully everything is structured! 
If only the dead were to be resurrected! 
Or, at least, people grew old more slowly! 
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This is 
not a 
person, 
it is its 
figure, 
shell, 
pack-

age. It 
is like 
the pa-
thos of 
a per-
son, its 
earthly 

and 
divine 
craft, 
which 
is fro-
zen at 
a pow-

erful 
cosmic 
angle 
of sep-
aration 
“from” 
and di-

rection 
“to-
wards”. 
It re-
mains 
unclear 
“what” 

he sep-
arates 
from 
or, 
more-
over, 
“what” 

T H I S  I S  A  S H E L L Serhiy Solovyov

This is not a person, it is its figure, shell, package. It is 
like the pathos of a person, its earthly and divine craft, 
which is frozen at a powerful cosmic angle of separa-
tion “from” and direction “towards”. It remains unclear 
“what” he separates from or, moreover, “what” he is 
heading towards. Moreover, do these coordinates exist 

(and, especially, the latter one)? Do they exist for him 
(the person), do they exist for the creator who stands 
behind him (or the Creator at large), and do they exist 
at all? Perhaps, this is about separation from the real 
in the direction of the future. The separation is visible 
but neither the present nor the future is. 
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Plot and story contradict each other in Viktor Sydo-
renko. The plot is about the busy times of social his-
tory. The story is about the time of the hero, perhaps, 
the artist’s own alter ego — young, slim, sometimes 
helpless, traced with love. Even in the  social test-

Millstone of Time is united by several topics, the 
intersection of which creates a multi-dimensional 
fable: on how people grind themselves; on how they 
crave to live together but also separately, staying 
alone — either with friends, or enemies, traitors 
or the betrayed. And this is another allusion to The 
Secret Supper. And the question is: who is Judas, 
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he who sells, or he who helps God’s Son complete 
his mission? This is the question faced by young 
people whose behavior and appearance are sub-
jected to the needs of the state. Time, which stran-
gles and short-circuits thought, is infinite. Mad, 
unproductive, it destroys people and the environ-
ment despite plans and machinery.

tube in which this youngster ended up. Can this 
memory be perceived as apocalyptic? Perhaps. If it 
were not for the excess of love, tenderness and grat-
itude invested in him. If it were not for the hidden 
dedication of this memory: to youth — with love.
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His existence is subject to a total econ-
omy of space-time, which is seemingly 
designed for rational distribution of an 
individual’s strength in conditions of 
constant danger. Taken out of the usu-
al context, he loses ground, the base of 
his identity, which is why he freezes in 
space and time, unattached to anything. 
Mutually exclusive landmarks annihilate 
themselves. Yet a question remains — 
does he fall, levitate or rise? — for it is 
only possible to measure space and time 
by the position of his body. 
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Andriy Sydorenko Oleh Sydor-HibelyndaOleksandr Klekovkin

Viktor Sydorenko’s artistic independence 
has expressed itself in the fact that he 
never divorced himself from the “cursed 
questions” of the past but approached 
them as a modern artist who strives to 
“cross borders, step over ravines”. Tracing 
the evolution of his art — from externally 
traditional painting to complex, tensely 
synthetic compositions, where a painting 
in its usual form is combined with video, 
installation objects, photography (Mill-
stone of Time) — we see, as soon as art 
forms marked with genre risks are listed, 
that they are capable of doing without the 
“painting addition” (Authentication). We 
see here something bigger than a purely 
postmodern transition from painting, 
when an assemblage or a photograph 
dampen the author’s painting skills. In 
our case, even if there is no painting right 
next to it, its presence is silently predict-
ed: the umbilical cord of tradition is not 
cut. On the contrary, the tastefulness of 
color painting echoes in the texture of 
polychromous photographs.

Despite the abstract discussions and ac-
ademic writing about Sydorenko's figures, 
they are as vivid as life, you can almost 
touch them. Sydorenko’s figures and the 
landscapes they inhabit glimmer: a faded 
photograph is almost like a recollection 
brought to mind by Gaulle, an everyday 
situation, as an army haircut or a uniform 
in the form of undergarments, conveys 
deindividuation with the emphatic con-
viction of a neon sign. If these figures sat 
on horses, expanding their right hands 
somewhere (with a sword, a mace, or just 
as a gesture of greeting the people), or 
led somewhere, or called for something, 
they would resemble monumental pro-
paganda, among which the artist and his 
viewer still live, manoeuvering. Resem-
bling dead, living and unborn leaders in 
the monumentality of their style they, 
however, do not call anywhere, the oppo-
site being rather the case — as if blinded 
by some dream or some recollection, they 
stretch out their hands, slowly trying to 
touch the world.
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The question of choice is still topical 
for our society; we are still in a state 
of transition from the Soviet past to 
the capitalist present; we are not al-
lowed to flee our past, which becomes 
the subconscious of today, nor to fool 
our future. A person is not capable of 
owning the past, for it belongs to him 
just as to everyone else. For this rea-
son, self-identification, “verification 
of authenticity”, endless comparisons 
with self are topical in all ages. The 
main topic I have been working on for 
many years, researching and develop-
ing its imagerial meanings, was deter-
mined in 1996 in the project Amnesia, 
where my character — the “person 
in cargo pants” — first appeared: 
a half-naked man in undergarments 
which all social classes in our country 
wore for almost a century. At the time, 
experiencing a difficult and, in many 
ways, incomplete process of national 
self-determination, Ukraine rejected 
its Soviet past, trying to erase it from 
collective memory. However, the 
unconscious, yet unanalyzed experi-
ence returns to social consciousness 
through persisting myths and social 
complexes.

The question of choice is still topical 
for our society; we are still in a state 
of transition from the Soviet past to 
the capitalist present; we are not al-
lowed to flee our past, which becomes 
the subconscious of today, nor to fool 
our future. A person is not capable of 
owning the past, for it belongs to him 
just as to everyone else. For this rea-
son, self-identification, “verification 
of authenticity”, endless comparisons 
with self are topical in all ages. The 
main topic I have been working on for 
many years, researching and develop-
ing its imagerial meanings, was deter-
mined in 1996 in the project Amnesia, 
where my character — the “person 
in cargo pants” — first appeared: 
a half-naked man in undergarments 
which all social classes in our country 
wore for almost a century. At the time, 
experiencing a difficult and, in many 
ways, incomplete process of national 
self-determination, Ukraine rejected 
its Soviet past, trying to erase it from 
collective memory. However, the 
unconscious, yet unanalyzed experi-
ence returns to social consciousness 
through persisting myths and social 
complexes.
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Millstone of Time was molded 
from the fragile substance of old, 
slightly yellowed photographs — 
taken anonymously either in 
a military barracks or in a prison 
hospital. Ukraine did not know the 
gall of social art… yet it returned 
to it in this way: through the tri-
umph of pain. Pain as the incar-
nation of the flow of suffering in 
nature. And, as the solution to this 
pain — the magical crystal as the 
flame of hope. 

The series Ultra-C is only thematic 
at first glance although Soviet 
sport practices of the 1930s-50s 
gave it its themes. On the one 
hand, the author ends his “fan-
tasmic period” with chimeric 
protuberances characteristic of 
him alone, imaginative colored 
tadpoles which ominously deco-
rate the background of the action. 
On the other, we witness the birth 
of a new multi-poetics, partially 
leaning on the achievements of 
Cytochronisms, but generally 
closer to Millstone of Time. In the 
latter case, we are not speaking 
of an artistic canvas or an in-
stallation object exposed in the 
Venetian project, but photograph-
ic, ready-made art the artist found 
in the archives of the peripheral 
military sanatorium — or, perhaps, 
the post-war “sanatorial zone”. It 
seems that the stoic-tragic topos 
of hospital suffering causes, at 
the other end of the creative pole, 
an optimistic pathos of active 
health, pregnant with organized 
movement through space which 
we also know from masterpieces 
of past times. However, the 
content of the series cannot be 
reduced to this.
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The problem of post-totalitarian consciousness, 
which is reflected in art, politics, ideology, is the 
search for self-identification. Those with origins 
in the post-Soviet space find it difficult, as before, 
to identify themselves not only with new social 
conditions but with a new pragmatic mentality. 

Viktor Sydorenko

The past no longer traumatizes them, it is no longer 
associated with a sickeningly unpleasant ideological 
and aesthetic “totalitarian discourse” but inspires 
the feeling of belonging to some kind of grandiose 
utopian process, while unrealized projects usually 
turn into unacknowledged programs.

What is impressive [in Viktor Sydorenko’s works] is 
the cold irony which becomes sarcasm when, after 
an unsuccessful rescue, there begins a depersonal-
ization, a cold-blooded analysis, an unceremonious 
view of individuality. He experiments, he creates. He 
draws, writes, molds out of artificial materials, feels, 
solders into a monocrystal and, in general, cultivates 
the artifact of his biography as a general chronog-
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Oleksiy Bosenko

raphy in every way. What Sydorenko does is not vin-
tage, it is not an attempt to varnish the past and, in 
essence, it is not an attempt at self-justification but 
simply a description of a vision which is an object 
and is in no way the event itself which he represents 
by transformation. It is a kind of rubbing of space 
which separates the past from those whom it still 
interests, fascinates and does not repel.
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Viktor Sydorenko belongs to that set of 
artists who, having identified their main 
topic in art, develop it systematically and 
deeply, complicating its content, mean-
ings, cast methods, and the very space 
of artistic media in which it is realized. 
Today, this is visual art, animation, sculp-
ture, video, graphics…. He is one of few 
Ukrainian artists who concentrate on the 
problem of post-Soviet experience, inter-
preting it through the image of some 
kind of “unified person”, a person of the 
masses. 

Viktor Sydorenko belongs to that set of 
artists who, having identified their main 

topic in art, develop it systematically and 
deeply, complicating its content, mean-
ings, cast methods, and the very space 
of artistic media in which it is realized. 

Today, this is visual art, animation, sculp-
ture, video, graphics…. He is one of few 

Ukrainian artists who concentrate on the 
problem of post-Soviet experience, inter-

preting it through the image of some 
kind of “unified person”, a person of the 

masses. 
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The “person of the masses”, who can be 
“filled” with any contents, is very close to 
the idea of creating “a new man” — from 
the medieval legend about Golem, futur-
ists’ projects, totalitarian regimes’ human 
model, to contemporary “cloning” and 
“authentication” — the “verification of 
authenticity” implies the right of access 
to information. This subject does not lose 
its topicality, eliciting new meanings with 
the flow of time. Today, my character, 
whom I base on modern youth that, as 
every other generation before it, faces 
a difficult life choice, is losing the hard 
features of “Sovietness”. To me, today, 
the half-naked personae in hypothetical 
space are “people as such”, people in 
time. The events of the past few years 
have shown that, despite philosophers’ 
prognoses about “the end of history”, 
history not only “continues” but also 
enters a very tense period of political, 
social and economic confrontations which 
in one way or another affect everyone’s 
lives. Time does not stop, history does 
not end. Perhaps, that is why the creative 
process itself, and the use of media in 
which this process is most apparent, 
become increasingly important for me. 

V E R I F I C A T I O N  
O F  A U T H E N T I C I T Y
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In his project Millstone of Time, 
Viktor Sydorenko does not cite 
Leonardo da Vinci’s The Last 
Supper. He borrows its structure 
and perspective to create his own 
video-plan. He proposes his own 
version, repeating echoes of 
Leonardo’s original painting in the 
Santa Maria delle Grazie monas-
tery in Milan. This project is not 
just a tribute, but a virtuoso ver-
sion of a pre-existing  environment. 

In his project Millstone of Time, 
Viktor Sydorenko does not cite 

Leonardo da Vinci’s The Last 
Supper. He borrows its structure 

and perspective to create his own 
video-plan. He proposes his own 

version, repeating echoes of 
Leonardo’s original painting in the 

Santa Maria delle Grazie monas-
tery in Milan. This project is not 

just a tribute, but a virtuoso ver-
sion of a pre-existing  environment. 

Photographs, paintings, sketches 
and videos in my projects act not 
as self-sufficient works of art but 
as part of an entire performance 
which extends in time and as 
a result of which a mysterious 
“new person” is formed. Such 
a creative process presupposes 
conceptual practices and ele-
ments of chance, an unsuspected 
program capable of exposing the 
hidden, revealing the unexpected, 
and uniting creativity with the 
intellectual analysis and experi-
mentation of scientific research. 
World science, it is known, has not 
yet suggested a clear definition 
of a human being, so art must put 
forth its own versions. 
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V I R T U O S O  V E R S I O NV I R T U O S O  V E R S I O N

V E R S I O N  O F  « T H E 
P E R S O N »

V E R S I O N  O F  « T H E 
P E R S O N »

Simone Dompeyre

Viktor Sydorenko

In order to understand how others perceive us, we 
have to determine who “we” are for ourselves and 
whether there is, in this “we”, some common identity 
of typical and characteristic people. Conversely, we 
strive to determine whether such an identity can be 
found in the present world where everything is mixed: 
peoples, cultures, traditions, customs. What solutions 
are offered to us? There are only two paved paths: to 
look for those similar to us; that is, to unite in groups 

W E

fighting for themselves against all that is foreign and 
extraneous, or, on the contrary, to seek dialogue with 
those who have other roots, another appearance, 
temperament, character. In both cases, there are dis-
advantages. In the first, the return to totalitarianism 
and discrimination, in the second — multiculturalism. 
Yet, both paths lead to depersonalization. Either the 
person becomes a part of the crowd of his "peers” or 
a part of the crowd of “outsiders”. 

Viktor Sydorenko
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The cycle Witnesses is a logical continuation of 
thorough anthropological research. The person as 
the reflection of an era is a theme that permeates 
Viktor Sydorenko’s art. He is interested in specific 
deformations of the testimonies and identities of 
people ground by the “millstone of time” — the 
millstone of the state system and politics. The art-
ist began his investigation with the rudimentary 
phenomena of totalitarian mentality, then there 

was the stage of preparing the post-local intellect 
of an artificial society. After this experience, the 
mask turned into a creature. In the totalitarian 
patina typical of the character, in Witnesses one 
can recognize the people of our time. It is as though 
the characters are frozen in misfortune, in a situa-
tion “that has always been this way”. In the eternal 
and cruel state of things, history continues to 
demand its victims.

W I T N E S S E S  I N  M I S F O R T U N E

Viktoriya Burlaka
Viktor Sydorenko’s idea of W

itnesses is 
a transition from

 frustration to attentive-
ness and concentration in the point of 
presence. Presence in the reality we do not 
desire or are not ready to accept, but tim

e 
gives us no other choice. 

W I T N E S S E S

W
Viktoriya Burlaka



The figure of a person in undergarments, 
with a naked athletic torso. Nameless, 
timeless. A heroic, monumental figure, 
placed in the foreground at Michelange-
lesque angles and projections. A figure, 
one might think, that lacks internal mean-
ing. We can usually willingly read it in 
ourselves, but this figure, it seems, is indif-
ferent to us: it is simultaneously endowed 
with everything and nothing, with all 
meanings and none at all, imbibing the 
fullness of the sum total of human expe-
rience as a symbol, and simultaneously 
becoming empty, having zero valence. The 
only things left are gestures, movement, 
ecstasy, questions that guide and support 

Z E R O  V A L E N C E

Serhiy Solovyovv

life. Between the present and the future, 
at the brink of pathos, at the brink of irony, 
at the brink of the possibilities of sense. 
There is ingenious material in the human 
form, there is limitless space and time, 
and both are empty. There is a powerful 
angle of separation, there is an intention 
of going into orbit, there is flight… and no 
cause, no purpose, no meaning. But it is 
not that they are “completely absent”. They 
are not apparent, not indicated. Thus, they 
might exist, but where? Such might be the 
universe in a human package, some Kab-
balist Adam Kadmon who suddenly forgot 
whether to expand or to contract when the 
Constructor had left. 
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Everything, in the end, is determined by 
the author’s own perception of his work.

Does he register, as a historian, his 
wonder at the changeable world, seeking 
answers to eternal questions: whence 
and why, where and for what purpose? 

Does he “indoctrinate” and “goad” his 
viewer, concerning himself with “star-
tling” him?

Any era — as if purposefully trying to 
confuse us, we travelers through this 
world — hurls us through beginnings and 
endings, flights and falls, sucking us into 
the vortices of changeable metaphysical 
whirlwinds.

These whirlwinds force the artist to ask 
ever more questions, and to constantly 
seek “final” answers, to propose new 
hypotheses of life and to inscribe them 
on the palimpsest of old ones.

Thus, each new version of the hero-ob-
ject-phantom Man in Underpants having 
assumed a life of its own, inspired the 
author to seek still newer versions and 
variations, for his current state of mind 
was different from that of the previous 
day and would be different from the day 
to  follow; but the previous day’s per-
ceptions and perspectives were neither 
illegitimate nor wasted.

Yes, from multiple hypotheses, alpha and 
omega versions, the layering of times, sit-
uations, circumstances and significances, 
the author’s approach was formed. 

Similarly, from mutations, reminiscences, 
unconscious borrowings, subtle repli-
cations and recurrences, a hodgepodge 
of meanings offered by colleagues and 
viewers cropped up, sometimes painful 
and traumatic or nearly unnoticeable and 
internally contradictory. And from this 
collision of currents and countercurrents, 
the idea for this work emerged: to show 
the dynamics of progression through 
a series of static appraisals in which, 
as in snapshots, the object’s evolving 
states would be systematically recorded.

In the author’s consciousness, as in life, 
and as in the viewers’ perception, the 
status of the created hero — character — 
art — object — phantom changed, and be-
came either like the protagonist of a fairy-
tale, or a monster from a horror film.

Nevertheless, it was always the beacon 
of Ithaca that revived and reoriented him 
in the morning, and to which he always 
returned, no matter where he might roam.
To Ithaca, which lives in the soul of every 
one of us. To Ithaca, built on our boldest 
explorations in our endless quest to 
understand ourselves.



Viktor Sydorenko's Hero, Object, Phantom: A Lexicon

More information:
sydorenko.gallery
sydart@gmail.com
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