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A PORTRAIT OF THE ARTIST

Vladimir Opara is definitely a daring artist. Not every master is
willing to present what he had been doing for more than four decades;
not everyone is capable of withstanding demonstration of his own
artistic evolution. The reasons for that vary amidst the artists: some
are more interested in recent ideas and searches while losing almost
interest to their earlier works; some probably realize they have lost
their lifeblood and internal unrest, which usually accompany the true
artistry. Vladimir Opara is a completely different matter, as he equally
appreciates his early and new works, and does not cease the search
and experiments without losing his temperament and inner fires evident
to anyone. Vladimir works hard, daringly expanding his artistic interest
beyond the area of easel painting and drawings to incorporate collages
and assemblages, objects, installations, performances, videos, and CGI
into their domains, and freely varies diverse techniques and materials.
Opara’s works are exhibited in many museums and private collections;
they are always welcome at Russian and foreign exhibitions.

Summarizing my impressions from Opara's works of different
periods, | may find something common notwithstanding the diversity
of the techniques involved. First, it lies in continuous aspiration for
formal and colouring solution’s expression (regardless of whether it
is @ mostly dark palette like in his early works, or light-saturated and
bright like in his later works, or even that synthetic featured in his
recent works, where the colour becomes somewhat “objectified”).
Second, it features special expressive function of textures
regardless of techniques and kind of arts the work is related to, be in
a painting, an object, an installation, a performance, a photo, a video,
or a CGl work.

His performances titled “Purification of Sand” and “Claustro-
phobia” (1993), superinstallation “The Iron Way” (1991), “The Towers”
project (1993), and other works from the first half of the 1990’s (like
“Jerusalem” of 1992 and “The Prayer” of 1993, or, on the other hand,
“Novokuznetsk. llyinka” of 1992, and “A Drunk Boor Returns Home” of
1993) are distinctive for their ‘texture’ not just in terms of plasticity,
but also in social terms by precise reflection of then-arts’ aspiration to
commit the overcoming of the passed-out rigid framework of Soviet art,
and to reinforce its active intervention in the casual reality of post-Soviet
era. The texture, often purposefully brutal or provocatively flamboyant
played the crucial role in his later works as well, where Vladimir, having
abandoned the foundation for the sake of mostly natural materials
and artistic conceptualization of natural processes, almost rejected
mimetic figurativeness for the benefit of semi-geometrical structures
resembling some elements of the universe. Those Opara’s works often
feature the techniques of collage and assemblage, daringly introducing
human-made objects wasted by the same human like nails, fragments
of wires and ropes, torn paper, corrugated cardboards, etc. into an
artwork’s structure (“Structures” series of mid-1990’s, “Prayer for
the Killed”, “The Hardship of Wealth-Expectant” from 1996; “The
Carburettor Boy and his Mom” from 1997), as well as the installation
“Museum 2020” (1997) featuring video displays, or a complex object
“Creators” (1998-2012) composed from old computer boards.

Recently, fusing industrial civilization’s waste in diverse
combinations of assemblage techniques combined with exclusively
painting and drawing solutions, the artist has reached emotional and
plastic expression of each composition, which might be even greater
than that of his earlier works. That said, such his works as “Message
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to the Jerusalem’s Entrant / Response of the Jerusalem’s Entrant”
(1998-2000), “Three Days’ Journey” (2001), “How Rain and Snow
Descend from Heavens” (2002), “Geometry of Love” and “Sharm el
Sheikh” (2004), “The Voice from the East” (2005), “Snow Came Down
in Silence” (2006), tetraptych “No name” (2008), or major “complex”
compositions of “Steam Engine Boats” series (2007) manifest
something new, being a concealed or evidently expressed feeling of
wise melancholy sometimes mixed with subtle nostalgia probably
beyond the author’s conscious perception. | think it is not so much a
reflection of some evanescent mood, as a consequence of the artist’s
personal and artistic maturity. Most outstanding artists of the past,
both from long ago and from recent times, watched the world with the
same slightly sad but wise eyes in their maturity and artistic climax
(the more knowledge, the more grief).

Recent assemblages by Vladimir Opara are conceptually multi-
coloured and complex. They include not only some “foreign” materials
like computer boards, pieces of wire, and broken toys, but only
word structures like textual fragments usually incorporating several
words and phrases bearing parallel associative meanings reflecting
the burning contemporary issues, or obliquely quoting mottos and
ideological symbols of not-so-remote past. "Samurais Flying over
the Fukushima Station” (2011), "East Berlin", "Construction of the
Tower”, “The Red Carriage, “December” (2013), “German Carriages”
(2013-2014), “Russia 2" (2014), “Russian Field”, “Houses by the
Road, and “Forgotten Chants” (2015). Multi-structural essence
of those objects appears adequate in terms of complexity and
ambiguity of many concepts and symbols employed by the artist.
Biblical themes always present in Opara’s works, both related to the
0ld Testament's Tower of Babel and those embodying Gospel scenes
like the Passion of Christ (“Nisan 14", 2001; “Jesus's First Journey",
2004; “He Enters Jerusalem on a Donkey", 2005; "Crucified", 2005;
"Sunday", 2007; "Saturday", 2008-2009; "So That | Could See the
Light", 2009; “E-Crucifix", 2010-2011) definitely provide the artist's
quest with expressed seriousness and philosophical depth along with
confessionary essence and extremely personal meaning.

At first thought, artistic personality of Vladimir Opara is
somewhat dualistic. On the one hand, he is an impulsive and vivid
person artistically inspired most of the time; on the other hand, he
continuously analyzes and systematizes his own search. However,
there is no contradiction between those features: the artist has
been natural and self-devoted for all his years of creation. Many
big personal exhibitions of Opara’s works could have hardly
succeeded without those features of his artistic personality.

Andrei Tolstoy, Doctor of Art History,
academic at the Russian Academy of Arts.
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MOPTPET XYAOXXHUKA

Bnagumup Onapa, HECOMHEHHO, CMeNblii XyNoXHMK. Beab aanexo
He Kawfblii Mactep rotoB NpPeACTaBUTb 3pUTENAM TO, YTO OH Aenan
B TeYeHue 00see YeM YeTblpex AeCATMNETUA W COBCEM HE Kaw.blil
cnocobeH BblAepKaTb [AEMOHCTPaLMi0 COOCTBEHHON TBOPYECKOW
3BoMtoUMK. TPUYMHBI TOMY Y KawZoro asTopa CBOM: KT0-TO 6onblue
YBNEYEH WAEAMM W WCKaHWAMM MOCAEAHMX NEeT M MOYTU noTepsin
UHTEPEC K paHHMM paboTam, a KT0-TO, BO3MOMHO, OCO3HAET, 4TO B
nocneaHee BpeMs YTpaTun Ty 3HEPreTUKy U BHyTPeHHee 6ecroKoiicTBo,
KOTOPOe MOYTW Bcerda COMYTCTBYeT NOAMHHOMY TBOpyecTy. C
Bnagumupom Onapa Bce no-Apyromy: OH JMHOOMT U LEHUT U CBOM
paHHUe Belly, W NPOAOMKAET UCKATb U 3KCMEPUMEHTUPOBATb Ceilyac,
a YK 0 TeMnepameHTe W BHYTPEHHEM OTHE 3TOr0 XyAOXHUKA MOXKHO
He TOBOPHTb, MOCKOMbKY OHM OYEBWAHbLI Ans BCex. Bnagumup mHoro
paboTaeT, CMeno pacnpocTpaHsis CBOM TBOPYECKWE WHTEPech 3a
npefensl 06nactv COBCTBEHHO CTaHKOBOW MMBOMUCH M TpaduKku K
BK/IOYAs B WX OpOMTY KOAnax W accambnsik, 0OBEKT, MHCTanAAuMio,
nephopmaHc, BUAEO U KOMMbIOTEPHYIO rpaduky, CBOGOAHO BapbupyeT
pa3NnyHble TeXHWKW UM Matepuanbl. Pabotbl Onapa yKpawatwT
MHOMECTBO My3€€eB 1 YaCTHbIX KOIEKLMI U MOCTOSHHO NMOKAa3bIBAKOTCA
Ha BHYTPUPOCCHIACKUX W 3apyBeKHbIX BbICTABKaX.

Ecnu nonbiTaTbCs CyMMMPOBATb BREYATNEHNS OT NPOU3BEAEHMNI
Bnagumupa Onapa pasHbix N1eT, B HMX BO BCeX, npu 6onbliom
pa3Ho06pasuu NPUEMOB W TEXHUK, MOXKHO HAITU HEKOTOPYIO 0BLLHOCTD.
OHa coCTOUT, BO-NEPBbIX, B HEU3MEHHOM CTPEMEHUN K IKCMPECCHM
(GOpManbHOro ¥ LBETOBOM0  PeLeHUss  (He3aBuUCMMO 0T  TOro,
MPEenMyLLECTBEHHO TEMHAsA I 3TO raMMa, Kak B CaMblX PaHHMX Bellax,
WNK, HaNpoTMB, CBETOHACHILLIEHHAS W SpKas, Kak B paboTax bonee
MO3AHWX, HAKOHEL, CMHTETUYECKas, KaK B MPOM3BEAEHUAX MOCAEAHMX
NET, KOrAa UBET NPUOBPETAeT HeKylo «0npeaMeyeHHOCTb»). Bo-BTopbiX,
B 0€060/ BbIpa3uTENbHOM Poau GaKTypbl, U ONATh e BHE 3aBUCUMOCTH
OT TEXHWUKM U POJA MCKYCCTBA, B KOTOPOM NMPOU3BELEHNE CO3MAH0 -
6yab TO KapTMHa, 00BEKT, MHCTaNNAUMS, nepdopmaHc, $oTo, BUAEO UK
KOMMbloTepHas rpadmka.

Mepdopmanchl «Qunienne necka» u «Knayctpopobus» (1993),
cynepuHcTannsuus «<Henesublit nytb» (1991), npoekt «batwhu» (1993)
W fpyrve pabotbl nepsoii nonosuHbl 1990-x rogos (Hanpumep,
«Mepycanum» 1992 1. n «Monutea» 1993 . uau, ¢ Apyroit CTOPOHI,
«HoBoKy3HeuK. Wnbuuka» 1992 1. u «Bo3BpalleHne NbSHOMO MyHMUKa
gomoi» 1993 1) otamyanuch «haKkTypHOCTbI» HE TONbKO B YMCTO
MAACTUYECKOM, HO U B COLMANbHOM CMbICAE, TOYHO OTpakKas CTPEMAEHNE
MCKYCCTBA TOrO BPeMeHU 3aduKCMpPoBaTh NPeoa0NeH!e BbiibIX MECTKUX
pamoK 1306pa3uTENbHOTO TBOPYECTBA B COBETCKUE FOAbI M 3aKPENUTb
CBOE aKTUBHOE BTOPIKEHHUE B NOBCEAHEBHYHO NPO3aUYECKYH0 PEaNbHOCTb
nocTcoBeTcKoit anoxu. Paktypa - nogyac HapouuTo-bpyTanbHas,
WHOMA - BbI3bIBAlOLIE-3MATakHasA wWrpana BamHedwWwylo poib ¥ B
6onee no3dHMX Bellax, B KOTOPbIX Bnagumup, 0TOAAA OT onopbl Ha
MPEUMYLLECTBEHHO ECTECTBEHHbIE MaTepuanbl M Xy4OKECTBEHHOE
OCMBICNEHWE MPUPOAHBIX MPOLECCOB, NPAKTUYECKM OTKas3ancs u
0T MMMETUYECKO QUIYpaTMBHOCTM B MOAb3Y MNONYreOMETPUYECKNX
LUBETOGOPM, HAMOMMHAIOLWLMX HEKME NEpPBO3NEMEHTbI MUPO3aaHus. B
3Tux pabotax Onapa cTan BCE yaule npuberatb K npuemam Konnawa
W accambnska, pewWuTeNbHO BBOAA B CTPYKTYpy NpOM3BEAEHHMIl
NpeAMETbl, CO3AaHHble PYKAaMM YenoBeKa M UM e OThpaBieHHble
Ha CBaskKy: reo3au, 0OpbIBKM NPOBOJOK W BEPEBOK, pBaHas bymara,
rodpupoBaHHbIil KapToH W T.40. (cepus «KOHCTpyKumit» CcepeanHbl
1990-x; «MonuTBa no ybueHHbIM», «KaK TPYOHO Hajetlwemycs Ha
6oratctBo» 1996 r.; «Manbuuk Kapbtopatop u ero mama» 1997 r.),
a Takke uHcTanauusa «Myseit 2020» (1997 r.) ¢ ucnonb3oBaHueM
BMIEOMOHUTOPOB WA MHOMOCOCTaBHbI 06bekT «Kpuaittopb» 1998-
2012 r. u3 cTapbIx KOMNbIOTEPHbIX NAAT.

THE PERMANENCE OF THE CHANGING

B nocnegHue rombl, KOMOMHWPYS OTXOAbl MHAYCTPUANbHOW
LUMBMAM3ALMN B CaMblX Pa3HO0OPa3HbIX COYETAHMAX, acCambnsiKHble
npuémbl B COYETAHMM C CYrybo IKMBOMUCHBIMM U TpadUyecKUmu
peLeHnsMN, XyAOXHMK JOCTMraeT He MeHblued, ecau He 6Gonblue,
YeM B pPaHHMX NPOU3BEAEHMAX, AMOLMOHANbHOA W MAACTUYECKOI
BbIPA3UTENbHOCTM Kamaoi Komnosuuuu. Bmecte ¢ Tem, B TaKux
pabotax, kak «[locnaHue Bbeswaloulemy B Mepycanum - oTBET
Bbeswatowero B Mepycanum» (1998-2000); «Tpu ans nytu» (2001);
«KaKk momab W cHer HucxoasaT ¢ Heba» (2002); «feomeTpus ntobBU» U
«llapm anb Leiix» (2004); «fonoc ¢ BocToka» (2005); «OueHb TuX0
Bbinan cHer» (2006), TetpanTux «be3 umexu» (2008) unu B 60AbLIMX
«MHOTOCOCTaBHbIX» KOMMO3WUMAX U3 cepun «JIOAKM U NapoBO3bl»
(2007) nosBnseTcs U HEYTO HOBOE - MOACMYAHO NPUCYTCTBYIOLLEE UK
bonee ABCTBEHHO BbIPAMEHHOE YYBCTBO YMYyLPEHHOW MEnaHxonuw, K
KOTOPOMY MHOIA@ NPUMELLIMBAETCA €Ba OLLYTUMOE HOCTaNbrUyecKoe
HaCTpOeHKe, BO3MOIKHO, Jaxe He 0C03HaBaeMoe aBTopoM. [lymato, 4To
3T0 He CTObKO OTPAKEHUe KaKuX TO MUMOAETHBIX HACTPOEHUHA, CKOMb
cnencteue 60bLIe MYHOCTHON W TBOPYECKOI 3PENOCTU XyOKHMUKA.
BoNblWKHCTBO BbIAAIOUMXCA MACTEPOB MPOLWAOIO0 - U OTAANEHHOO
OT Hac BeKamu, U OTAENEHHOM0 OT CErofHsWHEro AHA HECKONbKUMU
LECATUNETUAMM - B CBOEM pacLBeTe W 3penocT B3upann Ha Mup
TaKUM e CNnerka rpyctHbiM, HO MyAPbIM OKOM («...MHOMUS 3HaHWA
MHOIUSA Nevanu. ..»).

MocneaHne  accambnswHble  pabotbl  Bnagumupa  Onapa
NPOrPaMMHO MHOTOLBETHbI M CMOMHOCTOCTaBHbI. OHM BKNKYAKT B
ce6 He TONbKO “WHOPOAHLIE” MaTepUanbl B BUAE KOMMbKTEPHbIX MNaT,
KYCKOB NPOBOJIOKH, CIOMAHHbIX JETCKUX UTPYLUEK W T.M., HO U CTIOBECHbIE
CTPYKTYpbI (TEKCTOBbIE (parMeHTbl, HEPEAKO COCTOALLNE U3 HECKONbKMX
CNoB ¥ LeAbix Gpa3 W Hecywme TO napanefbHble, acCOLMATUBHbIE
CMbICAIb, TAK WA MHAYE ABNSIOWMECS OTKINKAMU Ha KMBOTPENelLyLue
npobnembl COBPEMEHHOCTH, TO SBHO WM e CKPbITHO LMTUpYHOLLME
NO3YHTU W MAEONOrNYECKUE CUMBONBI HE CTO/b JaneKkoro npoLwusoro).
TakoBbl, Hanpumep, “lonét camypaes Ha cTaHumeit Oykycuma”, 2011,
“BocTouHblii bepnun”; “CtpoutensctBo 6atwHn”; “KpacHbiit Baron”,
“llekabpb”, BCe - 2013; “Hemeukue BaroHbl”, 2013-2014; "Poccus-2”,
2014; “Pycckoe none”, “floma y ngoporu”, “3abbiTble necHu”,
Bce - 2015. MMonuCTpyKTYpHOCTb 3TUX O0OBEKTOB MpeAcTaBisieTcs
BMOJHE AEKBATHOM TOW CHOKHOCTY W HEOAHO3HAYHOCTM MHOTMX
MOHATMI M CUMBOJIOB, KOTOPbIE MCMOAb3YET XyAOHHMK. [10CTOSIHHO
npucyTcTBytoLMe B TBOpYecTBe Onapa bubneiickne TeMbl - W Te, 4TO
CBs3aHbl C BETX03aBETHOI BaBMNOHCKOI balwHeid, 1 Te, 4T BOMAOLAKT
eBaHreNbCKUE CHOMETbI, Mpew/ae BCero - Temy XpucToBbix cTpactedt («14
Hucana», 2001; «Mlepsoe nytewectue Wucycar, 2004; «OH Ha ocne
Bbe3waer B Mepycanum», 2005; «Pacnatbiitr, 2005; «BockpeceHbe,
2008; «Cy6bota», 2008-2009 u «Hto 6b MHe npo3peTb», 2009,
“InektpoHHoe pacnatue”, 2010-2011 1 ap.) - HECOMHEHHO, CO0BILANT
UCKaHWAM XyOOXHWKa 0COOYI0 Cepbe3HOCTb, GUNOCODCKYI0 rybuHy U
0ZHOBPEMEHHO - UCMOBEAANLHOCTb U 04YeHb INYHBIA XapaKTep.

Ha nepBblit B3rnsAA, TBOPYeCKas Nu4HOCTb Bnagumupa Onapa
OTINYAKTCA HEKOTOPOA [BOACTBEHHOCTbID. C OAHOW CTOPOHLI, OH
Ye/0BEK 04EHb MMMYNbCUBHbIA ¥ SHEPTUYHbIA, NPAKTUYECKM MOCTOSHHO
HaxoAAlLMACS B COCTOSIHUM TBOPYECKOTO BAOXHOBEHMSA, @ C APYyroit -
MOCTOSIHHO aHanU3upyeT U CUCTEMATU3NPYET COOCTBEHHbIE WCKAHWA.
OaHako Ha camoM [Jene Meway 3TUMW 4YepTamu HeT MpOTUBOpeYus,
XYNOMHUK OpraHuyeH U BepeH camomy cebe Ha MPOTAKEHUM BCex NeT
TBOPYECKOW AKTMBHOCTW. be3 3TMX OTMEYEHHbIX KA4YeCTB TBOPYECKOIO
06511Ka BPsiA M MoK Bbl COCTOATLCA MHOMME 60/1bLUNE NEPCOHANbHbIE
akcnosuumu Bnagumupa Onapa.

Anapei ToncTolt - JOKTOP UCKYCCTBOBEAEHMS,

axazemuk Poccuitckoi Akasemum XyLoxecTs.
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A drawing underlying the composition (there were four paintings overall)
was made in a village named Kotchische, next to the Repin Art Centre
in 1993. The same year painting of the first composition dubbed “A
Drunk Boor Returns Home” (90 x 110, Philippe Descola’s collection,
Washington D.C.). | was amazed from what | had seen. A completely
wasted man walks down the village road in the summer haze; he is
dressed in tarpaulin boots and a jacket; a bottle sticks out of his
pocket. However, he does not just merely walk; he strikes the air with
his fists fighting his way through the gloom of his consciousness. Now
he realizes he was deceived in his life; that he works for peanuts; that
he is unable to change a thing in his miserable life. For that reason,
he is extremely upset, and he sends his storming rage outwards, and
the world changes around him. It's only gloom around, and explosions
of rage shine upon ruined sheds next to his poky little house. Now
he’s coming home, and kicking up a fuss. And in the morning he will
wake up feeling miserable and guilty. He has blown his money on
booze and raised the stink at home. If he is strong enough, he will
go to his work, or go freshen his nip, if he’s weak. It is a tragedy.

8 A DRUNK BOOR RETURNS HOME. 2013, OIL ON CANVAS, 125 X 165,5

PUCYHOK CTaBLLMit OCHOBOW KOMNO3MLMIA (ObINO HANMCAHO 4 KAPTUHbI)
Obin coenaH B AepeBHe KoTuuiie, psaom C JOMOM TBOpYecTBa
umenn PenuHa B 1993 rogy u B 3TOM e rogy Obina HanucaHa
nepBas Komno3uuus “Bo3BpalleHne nbsHOro mMywuka aomoit (90 x
110, Konnekuust ®uaunna ge Kona, BalmMHITOH). YBUAEHHbI MHOK
CHOMET noTpsc MeHs. JleTo, apa, no NblIbHOM [EPEBEHCKON ynuLe
NOET MUK, NbSHbIA 40 HEBEPOATHON CTENEHM, B KNP3O0BbIX canorax,
B MUOKaKe, U3 KapmaHa Numkaka Topuut OyTbinka. OH He MpocTo
WOET, @ MONOTUT pyKamu BO34yX, MPOAMPAACh CKBO3b My CBOEro
CO3HaHus. Ceilyac OH NOHUMAET, YTO €r0 B KM3HU CUALHO 0OMaHynH,
4YTO paboTaeT OH 3@ rPOLLUM, YTO U3MEHHUTb YTO-TO B CBOEH HU3HM eMy
He ygactcsi. M noatomy obuaa y Hero CTpalliHas v poCTb CBOK OH
NnoCbiNaeT B NPOCTPAHCTBO, U MUP BOKPYI HEr0 M3MeEHEHHbIR. Mrna
BOKPYr W TONbKO BCMbIWKK APOCTM 03apsI0T pa3BajuBlUMECH capau
y ero ybororo foma. BoT npuaéT oH ceituac A0OMOW, CKaHAan Aoma
YCTPOMT, @ YTPOM NMPOCHETCA OH HECYACTHbIM, BMHOBATLIM, AEHbI
nponu, CKaHAan ycTpoun... U NoiAET, ecan cun xatut pabotarb, a
€CNW HeT, To NOHAET onoxmensTbes. Tpareaus.
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BO3BPALLIEHWE MbAHOTO MYMMKA JOMOW. 2013, XO/ICT, MAC/I0, 125 X 165,5



A WOMAN AND A SOLDIER. 1996, OIL ON CANVAS, 98,8 X 70,5
MEHLLIMHA 1 CONJIAT. 1996, XONCT, MACNO0, 98,8 X 70,5
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STIGMATA

In 2015, works by Vladimir Opara joined the collection of the
Moscow Museum of Modern Arts. Opara, a painter, a photographer,
a drawing artist, and a creator of complex spatial installations, is a
somewhat unique figure whose artistry entwined with the life itself
has been in the context of complicated development of Russian
actual art in the late-Soviet and post-Perestroika eras. However,
even his early works are distinctive for their vector of individual
spiritual search, individuality of observations, and his own
projection of an artist's way during that action-packed time.

Art explorers will highly appreciate that the state museum’s
collection covers works of two significant periods of Opara’s activity
as an artist, namely paintings of the 1990’s and the 2010’s. Their
analysis allows for collation of two different chronotopes and
distinction of unity within the artist's philosophic and worldview
cocepts in a vast diversity of subjects, plastic novelties, and topics,
as well as for development of approaches for interpretation thereof.

Powerful and plastic works from the nineties, like “The Lone
Hero”, “But They Found a Stone”, and “So That | Could See the
Light” are original paintings with collage elements. Several ‘foreign’
elements like metal, wood, and ropes entwine with the painting’s
flesh and its artistic surface supplementing writings, stamps,

and signs.

“But They Found a Stone” (1994, oil on canvas, metal, textile,
wood, collage, 130x173) whose name derives from the line from the
Gospel according to Luke, and directly refers to the crucial biblical
event of Christ's disciples finding the stone rolled away from the
sepulchre, finding no body of Jesus inside, and their subsequent
revelations. Contextual interpretation of the scene is diverse; the
artist is primarily interested in the very process of perception and
epiphany required for realizing of the occurring events.

The almost non-figurative and abstract composition in dense
crimson and red is based on very soft and vibrant colour transitions.
The most resonant colour accent emphasizes its upper part featuring
several soaring textured volumetric crosses. Placed in a free space,

10 FRAGMENT. BUT THEY FOUND A STONE.

they are not perceived as a Calvary allusion, but as a symbol and a
sky-sign identified as a prophecy.

All conventional figures and drawn signs within the composition
tell an integrate story of overcoming and spiritual development.
Separate elements of the picture trespass the plain to visualize
the extreme physical complexity of passing into an existentially
necessary new state that the artist was feeling.

The work was painted in the ‘times of unease’, a Janus-faced era
when even the air was saturated with the duality of despair and hope,
or the feeling of complete destruction of foundations coupled with
the illusion of start of a new creation. Back then, the destruction
might seem an unchaining process; the destruction of government
artistry institution seemed the long-expected acquisition of freedom
to search for individual truth and individual way in the arts.

This motif is even more vibrant in another Opara’s work titled “The
Lone Hero” (1993, oil on canvas, metal, textile, wood, collage,
123x180) created a year before.

The issue of personal lifelong search and individual choices,
which often incorporate tragedies, coupled with biblical allusions,
recites through a massif of conceptual layers.

The authorial interpretation, however, refers to the classical
iconography of the scene; it shows through curves forming mournful
semi-figures, proportions, and general compositional approach.
Opara employs a wide range of artistic techniques and conceptual
references to develop the basic idea in full. Net-doubled disruptions
on the canvas yawn like bleeding wounds to prove the betrayal and
the sacrifice. A cradle, a sword, and threatening flaming objects
manifest life-and-death symbolism, the struggle of good and evil,
and a combination of solemn and alarming waiting’s panoply and
sublimity with the earthly life burden.

The significance of the nineties’ changes justified the author’s
underlying comparison of the era with biblical times. Reflection of
acute contemporary problems related to ethical paradigm shifts
finds its allegoric reflection in the biblical story. Integration in the
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time’s acute discourse, and reflection of existential paradigm shift
makes those works actual.

Historical significance of the time requires maximum cognitive
tension from the artist to realize and interpret the occurring changes.
This need sounds like a call in the title of 1994 painting “So That
| Could See the Light” (oil on canvas, metal, textile, wood, collage,
125x150). Its composition is based on rhythmic reiterations of
separate plastic motifs signifying both the “passion” theme and the
signs of the way leading to the desired destination. Cuts ploughing
through the painting’s plain act as stigmas on the surface of a work
of secular art making the viewer almost physically perceive them as
evidence of the story’s truthfulness.

The 2010’s works “The New Eve” and “Construction of the
Tower” from the museum’s collection provide a new perception
accent for that theme. The idea of history repetition, a leitmotif
of the artist's late works, in a way increases the remoteness and
distance from where he observes the occurring events whose
outcome to some extent is pre-determined and predictable.

Thus, the personal story of the protagonist of “The New Eve” (oil
on canvas, computer boards, assemblage, 125x165) has only just
begun, as it starts anew for any woman believing in her uniqueness
and her destiny. This belief, according to the artist, is the
determining condition of our world’s very existence. Opara’s multi-
figured compositions are always interpreted ambiguously. Here we
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may see the story coupled with alarmed anticipation of the future.

Computer boards incorporated in the work as assemblage
elements are data storages of a new format; they redirect the
discourse towards conceptualization of the virtual space in a
human being’s life. The social media space is the realm where the
“New Eves” show themselves to the world continuously.

Realization of human energy’s essence that makes the history
wheel go round is the underlying theme of many works from “The
Towers” series, including the painting “Construction of the Tower”
(2013, oil on canvas, computer boards, assemblage, 130x150).
The theme is among the artist's favourites. It finds its roots in
the biblical Tower of Babel, and, expanding, it gains a universal
significance. Notably, Opara’s “The Towers” exhibition at the Central
House of Artists (1991) featuring drawing arts, paintings, and spatial
objects based on the main theme, had a working title “The Towers
of Socialism”. Back then, the ideas of socialism were disintegrating,
and the post-Soviet area was full of giant void frameworks of
abandoned plants and factories. However, the work recreated in
2013 has nothing to do with futility of life-creation efforts; it might
be the artist's warning as to the search of the right destination.

By Julia Matveyeva, art critic
at the Moscow Museum of Modern Arts (MMOMA).
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CTUTMATbI

B 2015 romy konnekums MOCKOBCKOTO My3esi COBpe-
MEHHOT0  MCKycCTBa nonofHunach pabotamn  Bnagumupa
Onapa. Musonuceu, dotorpad u rpaduKk, aBTOp CNOKHbIX
NPOCTPAHCTBEHHbIX UHCTANNALMA, Bnagumup Onapa npeacTaBnser
c000t0 M0-CBOEMY YHUKaNbHYI OUTYpy, Yb€ TBOPYECTBO, TECHO
MepenjeTeHHoe € CamOoil MW3HbI0, HAXOAWIOCb B KOHTEKCTE
CNOXHOIO MyTH Pa3BUTUS OTEYECTBEHHOTO aKTyalbHOr0 UCKYCCTBA
y¥e B MO34HECOBETCKOE U NOCnenepecTpoeyHoe Bpema. Mpu atom
y®e B paHHMX ero paboTax nMposBASETCA BEKTOP COOCTBEHHOrO
LyXOBHOTO MOWCKA, WHAMBWAYANbHOCTb BbICKA3blBAHMA W CBOE
BUAEHWUE NYTH XYAOKHUKA B 3TO HACHILLEHHOE COOLITUAMU BPEMS.

[ins uccnegosarens UCKYCCTBA 04EHb LIEHHO, TO, 4TO B COCTaB
KOJNEKUMM TOCYLAPCTBEHHOrO My3es BOWAW NpPOU3BELEHUSA
Cpasy [ABYX BaMHblX, CYLLECTBEHHbIX 3TanoB TBOpYecTBa B.
Onapa - kKaptuHbl 1990-x n 2010-x rogos. WUx aHanu3 nossonqer
COMOCTaBUTb ABAa BPEMEHHbIX NAacTa U BbIBUTb CPEAU Pa3HbIX
TEM, CIOHETOB W MNAaCTUYECKUX HAXOLOK EOMHCTBO BOMHYHIOLLMX
XyAOKHUKA GUNOCODCKUX M MUPOBO33PEHYECKUX TeM. W Bbipa-
60TaTb NOAXOAbI K MHTEPNpPETALMM.

MouwHble, nnactuyHble pabotbl 1990-x rogoB «OaMHOKMIA
repoit», «Ho Hawnu OHM KameHb», «4TOObI MHE NPO3pPeTb»
npeacTaBafioT co60l0 OPUrMHANbHLIE KMBOMUCHBIE MONOTHA C
BKIOYEHUAMMU 37IEMEHTOB Konama. MHOTOYUCIEHHBIE «HyK[blen
9JIEMEHTbl - MeTas, [epeso, BEpEeBKW «BpactalT B TeNo
HUBOMUCH, €€ QAKTYPHYIO HMBOMUCHYI0 MOBEPXHOCTb, AOMONHAIT
HaZAnuCH, LWTamnbl U 3HAKK.

Ha3saHHas cTpoKoit u3 EaHrenus ot Jlyku kaptuHa 1994
rofa «Ho HawnM OHN KaMeHb» (X0JICT, Macno, MeTa, TeKCTUIb,
AepeBo, Konnax, 130 x 173), Hanpsmyl OTCbINAET K KK4EBOMY

12 THE LONE HERO. OIL ON CANVAS, COLLAGE, 123 X 180, MOSCOW MUSEUM OF MODERN ART

bubneiickomy cobbiTuio «Ho Hawnu OHW KameHb OTBANEHHbIM
ot rpoba. W, Boiiaa, He Hawnu Tam Tena locnoga Wucyca» u K
nocneno0BaBLINMKU 33 3TUM OTKPOBEHUSMU. CMbICTIOBAsA TPAKTOBKA
3TOr0 CHOMETa MHOrOrpaHHa, XyAOMHMKA e 3[4ecb B Nepayio
04yepesb BOHYET UMEHHO 3TOT NPOLIECC NO3HAHUS W «TPO3PEHUS»,
HEe00X0AMMOT0 AN1s 0CO3HAHUS NPOUCXOAALLErO.

Moutn becnpeameTHas, noytu abCTpaKTHAA KOMMO3ULKS,
BbINOSHEHHAA B TYCTbIX, JIMNOBO-KPACHbIX TOHAX MOCTPOEHa
Ha OYeHb MATKWUX, BMOpuUpylwmMx nepexogax LBeta. Haubonee
«3BYYHbIil» LIBETOBOM aKLEHT BbIAENAET €€ BEepXHII0 yYacTb, rae
«napAm™ obbemHble, GakTypHble KpecTbl. Haxoasch B cBO60AHOM
NMPOCTPAHCTBE, OHU NPOYUTHIBAETCA CKOPEE He KaK anii3us Ha
lonrody, Ho 6onbLLe KaK CUMBOJ, KaK 3HAMEHNE, 0TOXAECTBAAACH
C NPOPOYECTBOM.

Bce ycnoBHbIe GUIYpbl KOMMNO3WULMM U HAYEPTaHHbIE 3HAKK
PAacCKa3blBAlOT eAMHY0 WMCTOPUIO NPEOJONEHUS, JyXOBHOIO
CamoCOBEpLIEHCTBOBAHNA.  OTAENbHbIE  3NEMEHTbl  KapTUHbI
CNOBHO MpOPbLIBAKOTCA 3a MNpefenbl MAOCKOCTH, BU3yanusnupys
OLYyLEHNe KpaliHeir QU3NYECKOH CNOMHOCTM TOro nepexoja B
HOBOE COCTOSHME, 3K3UCTEHUMaNbHYI0 HEeobX0AMMOCTb KOTOPOro
0CTPO YyBCTBOBAN XyAOMHMUK.

KapTuHa nucanacb B [0BONbHO «CMYTHOE» AASl CTpaHb
W HEOOHO3HAayHOe BpeMs, Koraa B CaMOM BO3[Jyxe BUTana aTa
[BONCTBEHHOCTb: OTYasHUE W Hajemnaa, OULYLeHWe TOTanbHOro
pa3pylieHus OCHOB 1 MAD3MA Ha4ana HOBOro co3naanus. Toraa,
B 3TOM Pa3pyLUEHUN MOrO0 BUAETLCS CHATUE OKOB, B YHUUTOKEHUN
rOCYNapCTBEHHbIX XyAOMECTBEHHbIX WHCTUTYUMIA - 0bpeTeHue
CBOOO/bI NOUCKA CBOEN MCTUHBI, CBOEr0 NMYTU B UCKYCCTBE.

B cosnaHHoi ronom patblue pabote Bnagumupa Onapbi «0anHOKNIA
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repoii» (X0ACT, Macno, MeTann, TEKCTUAb, [AEepeBo, KOMNa,
123 x 180) atoT MOTMB 3BY4HT eLe 60aee ABCTBEHHO.

Tema NUYHOTO MU3HEHHOTO MOMCKA, COBCTBEHHOro Bbibopa W
3a4acTyl0 Tparu3ma 3T0ro Bbi6opa COMPSKEHHAs C anno3uAMu
6ubneiickoit UCTOPMM NMPOYUTLIBAETCH CKBO3b TOLLY CMbICIOBbIX
HannacToBaHui.

ABTOpCKOE NepenoeHue TeMbl TeM He MeHee aneanupyet
K Knaccu4yeckoi WKoHorpapuu CloxeTa, OHa npocTynaetr B
06pa3ylouux ckopOHble nonydurypbl narnbax AMHUA, NponopLUsX,
COOTHOWEHNSAX ¥ 06LIEM KOMMO3ULMOHHOM PELIEHN.

Bnagumup Onapa ucnonb3yet 06WMPHbIA apceHan Xxyaome-
CTBEHHbIX NMPUEMOB W CMbICAOBbIX OTCHINOK ANS MaKCUManbHo
MOJHOTO PaCKPLITUS 3aN0meHHON uaen. [lybnupoBaHHble CETKOI
MPOPbIBbI X0NICTA 3USIOT KPOBABLIMU PaHaMK KaK J0Ka3aTeNbCTBa
npeaaTenbcTBa M iepTBbl. [leTckas Konbibenb, Mey, yrpoxatlle
nbinaouue 00beKTbl, MOABAAKTCA KaK CUMBONbI KU3HM W
CMepTH, onuueTBopeHue 6opbbbl f06pa €O 3710M, COEAMHEHME
BO3BLIWEHHOCTH  TOPKECTBEHHO-TPEBOKHOTO  OMMAAHMA  C
TAKECTbIO 3eMHOT0 ObITHS.

3HAYUTENbHOCTb  MPOUCXOAAUIMX B [1EBAHOCTbIE  rOAbI
nepemMeH [JaBano aBTOpYy OCHOBAaHWS MOACMYAHO COMOCTaBAAATh
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3TW BpemeHa ¢ bubneiickumu. OTpareHne OCTPbIX COBPEMEHHbIX
npobnem CMeLIeHNs 3TMYECKUX HOPM HAXOAMUT MHOCKA3aTeNbHOe
oTpameHue B 6ubaeiACKOM coeTe. IMEHHO BNUCAHHOCTb B OCTPbIA
OMCKYPC BpPeMeHu, pednekcus Ha CMeLleHNe 3K3UCTEHLNaNbHOM
napaaurMbl akTyanuaupyeT aTu paboTbl XyLOKHMKA.

McTopuyeckasn BamHOCTb MOMEHTa TpebyeT OT XyAOMHMKa
MaKCUMaNbHOr0 KOFHUTUBHOTO HAmnpseHus A8 O0CO3HaHUA W
WHTEpNpeTaUMu NPOUCXOAALLMX NepeMeH. ITa NoTPebHOCTb Kak
Npu3bIB NPAMO 3BYYUT B Ha3BaHuu KapTuHbl 1994 roga «HTo6bl
MHe Npo3peTb» (XOACT, Macno, MeTann, TeKCTWAb, [Aepeso,
konnax, 125 x 150). E& Komno3uumus noCTpOEHA Ha PUTMUYECKOM
MOBTOPEHNUN OTAENbHbIX NAACTUYECKUX MOTUBOB, KOTOpPbIE MOTYT
MPOYMTLIBATLCA W KaK Tema «CTpacTeil» M Kak NMPUMETbI TOrO
nyTH, KOTOPbIA HaZo NpoiTM uT06bI AOCTMYL Lenn. [popesw,
«B3PbIXNAKLWME» NAOCKOCTb KApPTUHbI, BbICTYNAKT CTUrMaTamu
Ha MOBEPXHOCTM CBETCKOTO NPOW3BEAEHUS MCKYCCTBA, N0O3BONAA
3pUTENI0 BOCNPUHMMATD MX MOYTH GU3MYECKN KaK CBUAETENbCTBO
UCTUHHOCTU UCTOPHUN.

B pab6otax 2010-bix rogos, «Hosas EBa» u «CTpouTenncTBo
OallHu», NpeaCTaBAEHHbIX B KONEKLNN My3es, 3Ta TeMa noyyaet
HOBbI/i aKUEHT npouyTeHus. [poxoasuas neATMOTMBOM CKBO3b

SO THAT | COULD SEE THE LIGHT. 1994 - 2009, OIL ON CANVAS, COLLAGE, 125 X 150. MOSCOW MUSEUM OF MODERN ART 13
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no3gHne paboTbl XyAOXHMKA, WAEA NOBTOPSAEMOCTM MCTOPUMN
LN XyLOMHUKA CNOBHO Obl YBENMYMBAET AMCTAHLMIO, C KOTOPOIl
OH CMOTPUT Ha pa3BopayuBatliuecs CobbiTUS, UTOT KOTOPbIX B
W3BECTHOW CTeNneHu npepfonpenenéH u npeackasyem. Tak, ans
TNaBHOM repouHn KapTuHbl Bnagumupa Onapel «HoBas EBa»
(xoncT, macno, KOMNbIOTEPHbIE MiaThl, accambnsy, 125 x 165)
€6 MCTOPUA TONbKO HAYMHAETCA, KaK HaYMHAETCA OHA 3aHOBO ANs
Kaa0i HeHLWHbI, BepsiLleii B CBOK YHUKANbHOCTb, U CBOK CyabOY
! UMEHHO B 3TOI Bepe XYAOKHUK BUAWMT YCNOBME CYLLECTBOBAHUSA
mupa. MuorodurypHole komnosuuuu y Bnagumupa Onapbl
BCErZa NPOYUTbLIBAEMbl HEOAHO3HAYHO, 3AEChb Mbl BUAUM MOBECT-
BOBaHWE, COMPSIKEHHOE C TPEBOMHBLIM OMMAaHWEM Oyaywiero.
BKnlUEHHbIE B KAyecTBe 3NEMEHTOB accambnsama KoMMbio-
TepHble NAatbl - XpaHuauwa wuHdopmauun HoBoro dopmara,
pa3BopayuBalwT AUCKYPC B  CTOPOHY OCMBICNEHUS PO
BUPTYaNbHOTO MPOCTPAHCTBA B XWU3HM 4enoBeka. [1pocTpaHCcTBO
COLManbHbIX CeTei - TO NoAe, Ha KOTOPOM MOCTOSHHO ABASIOT
cebs mupy «Hosble EBbi».

OCMbICNEHNI0 CYLYHOCTM YENOBEYECKON 3HEpruu, 3actas-

14 TOWER BUILDING. 2013, OIL ON CANVAS, COLLAGE, 130 X 150. MOSCOW MUSEUM OF MODERN ART

nALleil  BpawWaTbCsl KONECO WCTOPUM MOCBSLIEHbI MHOTME
paboTbl cepuu «balwHu», B TOM YUCNE M KMBOMUCHOE MONOTHO
«CtpoutenbctBo 6awHu» 2013 (xoncT, Mano, KOMMbHTEPHbIE
nnatel, accambnsik, 130 x 150). I7a naBHo n6UMas XyAOKHUKOM
Tema, TaKe BefiéT CBOM KOpHU 0T bubneiickoit BaBuaoHckoi batiHu
W, paspacTasicb, NPUHAMAET YHUBEpCalbHOE 3BydyaHue. 3[echb
BAXHO BCMOMHUTb, 4TO BbiCTaBKa «bawwHw» Bnagumupa Onapsl
npoxoauBwas B 1991-m rogy B LeHtpanbHom [lome XyAomHMKa,
rae Oblav BbICTABAEHbI HUBONUCH, rpaduKka, NPOCTPAHCTBEHHbIE
00bEKTbI Ha yKa3aHHylo TeMy, Hocuna paboyee Ha3BaHue «balliHu
counanu3ma» B T0 BpeMs, Koraa uaeu counanuama paspyLiniuch,
W Ha MOCTCOBETCKOM MpPOCTPAHCTBE OOHAPYWUAUCL TPOMAfHbIE
nycTble OCTOBbI OpOlIEHHbIX 3aBOAO0B W NpeanpuaTuii. 0aHako
co3natHas B 2013 rogy pabota BOBCE He NpO TWETHOCTb
YCUAWA 1O CO3WMAAHUK HWU3HM, HO, BO3MOKHO, 3TO aBTOPCKOE
npeaynpexaeHne o Heobxo4MMOCTM NOMCKA NPaBUALHOI Leau.

l0nua MaTBeeBa - MCKYyCCTBOBE, COTPYAHMK
MockoBckoro Myses CoBpemeHHoro Uckycctea (MMOMAY).
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WORDS AND DIGITS. 2008-2013, OIL ON CANVAS, COLLAGE, 150 X 170. 2 PARTS. MOSCOW MUSEUM OF MODERN ART
CNOBA M YUCNIA. 2008-2013, XOJICT, MACTIO, KOJUTA, 150 X 170. 2 YACTU. MOCKOBCKMI MY3EW COBPEMEHHOTO UCKYCCTBA
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NEW EVA. 2012, OIL ON CANVAS, COLLAGE, COMPUTER PARTS, 125 X 160. MOSCOW MUSEUM OF MODERN ART
HOBAS EBA. 2012, X0/ICT, MAC/NO, KOMMbIOTEPHBIE MNIATbI, KOZTAM, 125 X 160. MOCKOBCKMIA MY3EW COBPEMEHHOTO UCKYCCTBA
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ANGEL WITH A NAILS. 2012, OIL ON CANVAS, COLLAGE, 150 X 120
AHTEN C TBO3JIEM. 2012, XO/ICT, MAC/0, KOJUTAMK, KOMMbIOTEPHBIE MIATI, 150 X 120
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03.11.2011. An earthquake, a tsunami, a disaster at Fukushima-1
NPP. All that on video footage and photos available online, in real
time. Millions of people have witnessed the tragedy. A giant wave
walloped Japan. Thousands dead. Terrible consequences. The word
‘Fukushima’ appeared on a computer-board picture | was painting
back at the moment. The disaster reflected in some of my other
pictures as well: “Nuclear Power Plant” (several paintings), and
“Samurais Flying over the Fukushima Station”. | imagined samurais
struggling to protect Japan from the consequences of the NPP
disaster. They fight an invisible adversary. However, they are bodiless
themselves; they are just spirits of samurais. There were many talks
that the people of Eastern Japan have bravely survived the ordeal.
Japan had to suffer from radiation twice in a hundred years' time.
Hiroshima and Nagasaki in 1945, and Fukushima in 2011. My
sympathy and empathy for those suffered are in my paintings.

11.03.2011 3emnetpsiceHue, LyHamn, aBapusi Ha aTOMHO CTaHLMK
Fukushima-1. Bcé ato Ha Buaeo u ¢otorpadusax B WHTepHer, B
peansHoM BpeMeHn. MunnoHb! filofelt cTanu o4eBnaLamin Tparesuu.
lMrantckas BONHa obpywwunach Ha AnoHMI0. ThicAuM MOrMOLIKX.
Taweneitlwne nocneacteus. B Moell KapTMHe C KOMMbHTEPHLIMM
nnaramu, KOTOpyl A nucan B 3TOT MOMEHT, NM0ABUAACH HAANUCH -
Fukuchima. 31a katactpoda oTpameHa W B ApyrUX MOMX KapTUHax:
“ATOMHAs CTaHUMs” (HECKONBKO KoMNo3uuuii), “lonét camypaes Haj
cTaHumeit Gykycuma”. 1 npeactaBun cebe camypaes MbiTaolLMxcs
3aluTUTL ANOHNIO 0T NOCNEACTBHUIA KATACTPOGLI HA aTOMHON CTAHLUK.
OHu 6bl0TCA C HeBUAMMbIM BparoM. Ho u camu OHM 6ecnnoTHbI,
3T0 BCEro Wb Jyx camypaes. MHOro nucanu u roBOpuAH, 4To
N0AM BOCTOYHOW SNOHUM MYWECTBEHHO NEPEHECAN Bbinasluee MM
UcrbiTaHne. Ha 0jHOM YenoBeYecKoM BEKy ANOHNM ABaMAbI NPULLIOCH
CTONIKHYTBCA C PaANoaKTMBHbLIM 0bnydeHnem. B 1945 rogy Xupocuma
n Haracakn, n Bot B 2011 - Fukushima. Moé conepexuBaxue u
COYYBCTBME K MOCTPaaBLLUM B MOUX X0JICTaX.

E-CRUCIFIXION IV. 2011, OIL ON CANVAS, COLLAGE, 100 X 150,5
3/IEKTPOHHOE PACNATME 4. 2011, XOJICT, MACIO, KOJIJIAX,100 X 150,5
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SAMURAIS FLYING OVER THE FUKUSHIMA STATION. 2011, OIL ON CANVAS, COLLAGE, 130 X 150
MONET CAMYPAEB HAZL CTAHLIMEN ®YKYCUMA. 2011, XONICT, MAC/0, KOJIANK, 130 X 150
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OCTOBER. 2010, OIL ON CANVAS, COLLAGE, 90 X 120
OKTABPb. 2010, XO/ICT, MAC/O0, KOJITAM, 90 X 120
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THE ROAD THROUGH THE FIELD. 2015, OIL ON CANVAS, COLLAGE, 85 X 100
JIOPOTA YEPE3 MOJE. 2015, XONICT, MACJIO, KOJITAX. 85 X 100
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In the first "crucifixion" ("Crucified", 1992, State Tretyakov Gallery) a man is crucified between two towers. The theme for the painting
appeared unexpectedly. At first, | was painting "Two Towers" (1992, 120 X 180), where composition consisted of two canvases with a
tower in each and the canvases connected into a single composition, but the break between the towers was emphasised by the edges
of the canvases, which were painted purple. At that moment, | was not thinking about the "twin towers" of the World Trade Center (the
towers were destroyed on the 11th of September of 2001 in a terroristic attack). | was driven by a Biblical story of the construction of a
tower out of pride: "Come, let's make bricks and bake them thoroughly. <...> Come, let us build ourselves a city, with a tower that reaches
to the heavens... ". God didn't allow this plan to come true - he mixed the languages so people stopped understanding each other, and
their ambitious plan was disrupted, and the tower was not finished. In my composition two towers, which are almost identical, multiply, as
people continue to build towers as tall as the sky out of their pride. After finishing the painting "Two Towers", | decided to make another
version. In a new version, a Crucified appeared between the towers. In 2010, while continuing working on my Biblical story, | came back to
"crucifixions". In new compositions computer circuits appeared. The "Crucified" became a symbol. He merged with the computer circuits.

ELECTRONIC CRUCIFIX V. 2011, OIL ON CANVAS, COLLAGE, 100 X 150,4
9NEKTOHHOE PACNATME 4. 2011, XONICT, MACTO, KOJIAX, 100 X 150,4
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B nepsom “pacnatun” (“Pacnateiit”, 1992, locynapcteHHas TpeTbsikoBCKas [anepes) YenoBek pacnar meway AByms GawHamu. Cloxet
KapTUHbI BO3HWK CMOHTaHHO. BHauyane f Hanucan “[ee 6awhu” (1992, 120 X 180) - KomMno3uums cocTosina U3 ABYX XONCTOB, U Ha
Kamaom 6allHs, M XONCTbl COEAUHANUCH B EAMHYID KOMMO3ULMIO, HO Pa3pbiB Meway HAMM Obll MOAYEPKHYT - KPOMKM XONCTA Ha CTbIKE
OblIM OKpaLeHbl KPaCHbIM NYpNypHbIM. B TOT MOMEHT f1 He Ayman o “bawHsx 6ausHeuax” MewayHapoaHoro ToproBoro LieHtpa (6atwHu
paspyweHbl 11 ceHtabps 2001 B pesynbtate TeppopUCTUYECKON aTaku). MeHs Bena bubneiickas uctopus 0 CTPOMTENbCTBE DaliHK M3
rOpAbIHKM: “Hajenaem Kupnuyeit 1 060XKEM UX OFHEM... NOCTPOUM rOPOA U DaliHK BbICOTOK A0 Hebec”. focnodb He Aan OCYLIECTBUTLCA
3TOMY N1aHY - OH CMeLLan A3bIKK, JI0AM NepecTanyt NoHUMarTb Apyr-Apyra, Ux aMbULMO3HbIN NnaH 6bin HapyleH, balHa He Obina noCTpoeHa.
B moeit Komno3uuuu ABe 6alliHK, NPaKTUYECKN OAMUHAKOBbIE, OHU MHOMATCA, NOAN NPOAOMIKAIOT U3 TOPAbIHM CTPOUTL OALLIHN BbICOTOK 0
Hebec. 3aKoHYMB KapTUHY “[lBe BalHK” f pewnn HanucaTb BapuaHT KapTUHbI. B HOBOM BapuaHTe Meway balHsamMu nossuacs Pacnstblii.
B 2010 npogonxas nucatb cBOl bubneiickyio ncToputo, S BEPHYNCA K “pacnstusm”. B HOBbIX KOMMNO3ULMAX NOSABUANCH KOMMbIOTEPHbIE
nnatbl. “PacnaATblii” npespatuics B 3HaK. OH COEAUHUACA C KOMNbITEPHBLIMU NAATaMM.

NUCLEAR POWER PLANT. 2011, OIL ON CANVAS, COLLAGE, 100 X 150,5
ATOMHAA 3NEKTPOCTAHLIAA. 2011, XOJICT, MACNO, KOJIIAX, 100 X 150,5
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THE NUCLEAR POWER PLANT. 2011, OIL ON CANVAS, COLLAGE, 140 X 164
ATOMHAA 3NTEKTPOCTAHLIMA. 2011, XO/ICT, MACINO, KOJUTAX, 140 X 164
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486. 2011, OIL ON CANVAS, COLLAGE, 120 X 151
486. 2011, XOJICT, MACNO, KOJIAK, 120 X 151
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MIRONOSITSA AND MINONOSITSA. 2010, OIL ON CANVAS, COLLAGE, 90 X 120
MUPOHOCHMLA 1 MUHOHOCKLA. 2010, XO/ICT, MAC/10, KOJITAM, 90 X 120

VLADIMIR OPARA



KALTENE. LATVIA. 2 PARTS. 2009, OIL ON CANVAS, COLLAGE, 120 X 160
KAJTTEHE. JIATBMA. 2 YACTW. 2009, XOJICT, MAC/O0, KOJITAM, 120 X 160
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A CROSS FOR THE HERO. 2010, OIL ON CANVAS, COLLAGE, 91 X 111
KPECT 117 TEPOA. 2010, XOJICT, MACITO, KOJINAX, 91 X 111

VLADIMIR OPARA



ELECTRONIC CRUCIFIXION 111. 2011, OIL ON CANVAS, COLLAGE, 85 X 150
3JIEKTPOHHOE PACNATUE 3. 2011, XOJICT, MACINO, KOJITAX, 85 X 150
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NO NAME. 1 PART. 2008, OIL ON CANVAS, COLLAGE, 101,5 x 51,5
HET UMEHW. 1 YACTb. 2008, XOJICT, MACJTO0, KOJIAX, 101,5 x 51,5

VLADIMIR OPARA



NO NAME. 2008, OIL ON CANVAS, COLLAGE, 2 PART, 50 X 140 SM. 3 PARTS, 100 X 80
THE PERMANENCE OF THE CHANGING HET UMEHW. 2008, XO/ICT, MACJTO0, KOJIIAX, 2, YACTb. 50 X 140 CM., 3 HACTb, 100 X 80 31



USSR. 2014, OIL ON CANVAS, COLLAGE, COMPUTER PARTS, 95,5 X 95,5
CCCP. 2014, XONCT, MACJT0, KOJINIAX, 95,5 X 95,5

32 VLADIMIR OPARA



FORGOTTEN SONGS. 2015, OIL ON CANVAS, COLLAGE, 110 X 110
3ABbITbIE MECHK. 2015, XOICT, MACNO, KOJITAX. 110 X 110

THE PERMANENCE OF THE CHANGING
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EAST BERLIN. 2013, OIL ON CANVAS, COLLAGE, COMPUTER MOTHERBOARDS, 110 X 110
BOCTOYHbI/ BEPAIMH. 2013, XONICT, MACTIO, KOJUTAX, KOMMbIOTEPHBIE MJIATHI, MPOBOJIOKA 110 X 110

VLADIMIR OPARA
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GERMAN CARRIAGE. 2013-2014, OIL ON CANVAS, COLLAGE, 105 X 105
HEMELIKME BATOHbI. 2013-2014, X0JICT, MAC/10, KOJITAX, 105 X 105
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HOUSE BY THE ROAD. 2016, OIL ON CANVAS, 65 X 70
JIOM Y I0POTU. 2016, XO/ICT, MACNO, 65 X 70

36 VLADIMIR OPARA



NOVEMBER. 2015, OIL ON CANVAS, COLLAGE, COMPUTER BOARD, WIRE, 95 X 95
HOABPb. 2015, XONICT, MACJTO0, KOTAX, KOMMbIOTEPHAS MJIATA, MPOBOJIOKA, 95 X 95
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FORGOTTEN VILLAGE. 2015, OIL ON CANVAS, COLLAGE, COMPUTER PARTS, 110 X 110, PRIVATE COLLECTION
3ABbITBIE IEPEBHU. 2015, XO/ICT, MAC/0, KOJTAK, 110 X 110, YACTHAA KOMNEKLMA

VLADIMIR OPARA
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RUSSIA-2. 2014, OIL ON CANVAS, COLLAGE, COMPUTER PARTS, 105 X 105
POOCKA-2. 2014, XOICT, MACINO, KOJITAX, 105 X 105
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ELECTRONIC CRUCIFIXION. 2010, OIL ON CANVAS, COLLAGE, 74 X 120
3NIEKTOHHOE PACNATME. 2010, XOJICT, MACNIO, KOJTAX, 74 X 120

VLADIMIR OPARA



HOUSES NEAR THE ROAD. 2015, OIL ON CANVAS, COLLAGE, 95 X 95
JIOMA'Y JIOPOTW. 2015, XOJICT, MAC/10, KONJIAXK, 95 X 95

THE PERMANENCE OF THE CHANGING 4
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RUSSIAN FIELD. 2015, OIL ON CANVAS, COMPUTER MOTHERBOARD, WIRE, 95 X 95. PRIVATE COLLECTION
PYCCKOE MOJE. 2015, XO/ICT, MACN0, KOMMbIOTEPHAR MJIATA, MPOBOJIOKA, 95 X 95. YACTHAA KONNEKLMA

VLADIMIR OPARA
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DECEMBER. 2013, OIL ON CANVAS, COMPUTER MOTHERBOARDS, WIRE, 105 X 105
JIEKABPb. 2013, XO/CT, MAC/10, KOMNbIOTEPHBIE MJTATHI, MPOBOJIOKA, 105 X 105
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B TBOpYECTBE s MCMONb3YI0 MHOMECTBO MHCTPYMEHTOB MU
maTepuano. fl He orpaHuuuBal cebs. ECTb  My3blKaHTBI,
urpaiolie Ha ofHOM MHCTpyMeHTe - GapaGaHe wnau cakcodoHe,
CKDUTIKE WAW BUONOHYENW. A ecTb [JUPMKEDP, Y HEro MHOro
WHCTPYMEHTOB, Y HEro opKecTp. TaK U XyMOMHUKK: €CTb XYMOKHUKN
0/IHOTO MHCTPYMEHTA. 1 e XYMOMHUK-0PKECTD, 51 AUPUIKED: Y MEHS
eCTb CKpUNKKM U GapabaHbl, GAEATL 1 BUONOHYENH, BONTOPHLI U
KoHpabac. W cocTaB opKecTpa MeHsieTcs.

In my art, | use plenty of instruments and materials. I'm not limiting
myself. There are musicians who play only one instrument - drums
of saxophone, violin or violoncello. And there are conductors, they
have plenty of instruments, the whole orchestra. Same with artists:
there are artists of one instrument. I'm an artist-orchestra, I'm a
conductor: | have both violins and drums, flutes and violoncello,
horns and contrabass. And the composition of orchestra changes.

RED CARRIAGE. 2013, OIL ON CANVAS, COLLAGE, 60 X 80
KPACHBIA BATOH. 2013, XO/ICT, MACJI0, KOMTIAX, 60 X 80

44
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FEBRUARY. 2013, OIL ON CANVAS, COLLAGE, 46 X 72
OEBPAJTb. 2013, XOJICT, MACJTO0, KOJINAX, 46 X 72
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IT'S LOVE. 2013, OIL ON CANVAS, COLLAGE, 60 X 80
370 JIOBOBb. 2013, XOJICT, MACJTO0, KOJINIAX, 60 X 80

VLADIMIR OPARA
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DECEMBER. 2010, OIL ON CANVAS, COLLAGE, 60 X 70
JIEKABPb. 2010, XO/ICT, MACNO, KOJUTAX, 60 X 70

a7



CREATION. DAY 1. 2012, OIL ON CANVAS, COLLAGE, 85 X 60
COTBOPEHWME MWPA. EHb 1. 2012, XOJICT, MACJT0, KOJUTAX, 85 X 60

CREATION. DAY 2. 2012, OIL ON CANVAS, COLLAGE, 85 X 60
48 COTBOPEHWME MWPA. IEHb 2. 2012, XOJICT, MACJI0, KOJUTAX, 85 X 60 VLADIMIR OPARA
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CREATION. DAY 3. 2012, OIL ON CANVAS, COLLAGE, 85 X 60
COTBOPEHME MWPA. JIEHb 3. 2012, XOJICT, MAC/10, KOJIJIAX, 85 X 60
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CREATION. DAY 4. 2012, OIL ON CANVAS, COLLAGE, COMPUTER PARTS, 85 X 60
COTBOPEHWE MWPA. [IEHb 4. 2012, XONCT, MACJT0, KOJITAX, JETA/I KOMMNBIOTEPA, 85 X 60

CREATION. DAY 5. 2012, OIL ON CANVAS, COLLAGE, COMPUTER PARTS, 85 X 60
50 COTBOPEHWE MWPA. [IEHb 5. 2012, XONICT, MACJT0, KOJITAX, IETAI KOMMNBIOTEPA, 85 X 60 VLADIMIR OPARA



CREATION. DAY 6. 2012, OIL ON CANVAS, COLLAGE, COMPUTER PARTS, 85 X 60
THE PERMANENCE OF THE CHANGING COTBOPEHME MWPA. IEHb 6. 2012, XOJICT, MAC/10, KONTAXK, JETAJIN KOMMbIOTEPA, 85 X 60
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CREATION. DAY 7. 2012, OIL ON CANVAS, COLLAGE, COMPUTER PARTS, 79,5 X 69
COTBOPEHWME MWPA. JIEHb 7. 2012, XOJICT, MACNO, KOJUTAMK, JETAZIN KOMTBIOTEPA, 79,5 X 69

VLADIMIR OPARA
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CREATION. DAY 8. 2015, OIL ON CANVAS, COLLAGE, COMPUTER MOTHERBOARD, 125 X 80
COTBOPEHME MUPA. JIEHb 8. 2015, XOJICT, MACJT0, KOJIIAXK, KOMMbIOTEPHAA TI/1ATA, 125,5 X 80
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GREEN. 1997, OIL ON CANVAS, COLLAGE, 74,3 X 119.5, STATE RUSSIAN MUSEUM, ST PETERSBURG
54 3EIEHAA. 1997, XOJICT, MACNO, KOJUTAN, 74,3 X 119.5 , TOCYZAPCTBEHHBIA PYCCKWUI MY3EN, CAHKT-NETEPBYPT VLADIMIR OPARA



SURFACE 1. 1995, PAPER, GOUACHE, COLLAGE, 60.9 X 86,6, STATE RUSSIAN MUSEUM, ST PETERSBURG
MOBEPXHOCTb 1. 1995, BYMATA, [YALLb, KONIAX, 60,9 X 86,6, TOCYZAPCTBEHHbI PYCCKUIA MY3E, CAHKT-NETEPBYPT

SURFACE 2. 1995, PAPER, GOUACHE, COLLAGE, 60.9 X 86,6, STATE RUSSIAN MUSEUM, ST PETERSBURG
MOBEPXHOCTb 2. 1995, BYMATA, ['YALLb, KOSUTAX, 61,2 X 85,5, TOCYIAPCTBEHHBII PYCCKWI MY3EW, CAHKT-NETEPBYPT




COMPOSITION 1. SERIES «BOATS AND LOCOMOTIVES». 2007 ACRYLIC ON PAPER, 183 X 122 X 2,5, THE LATVIAN NATIONAL MUSEUM OF ART, RIGA
KOMMNO3WLMA 1. CEPUS JIOJKM U NAPOBO3bl». 2007, AKPUI, BYMATA, 183 X 122 X 2,5, TATBUNCKUI HALMOHANbHbIF XYAOKECTBEHHbIV MY3EW, PUTA

VLADIMIR OPARA




69. SERIES «BOATS AND LOCOMOTIVES». 2007 ACRYLIC ON PAPER, 61 X 86 X 2,5, KRASNOYARSK MUSEUM CENTER
69. CEPUS «JIO/IKM 1 MAPOBO3bl». 2007, AKPUI, BYMATA, 61 X 86 X 2,5, KPACHOSIPCKIIA MY3EAHbIN LEHTP
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52. SERIES «BOATS AND LOCOMOTIVES». 2007 ACRYLIC ON PAPER, 61 X 86 X 2,5, NATIONAL CENTER FOR CONTEMPORARY ARTS, MOSCOW
52. CEPUSI «JIO/IKW W MAPOBO3bl». 2007, AKPUI, BYMATA, 61 X 86 X 2,5, TOCYAAPCTBEHHbIA LEEHTP COBPEMEHHOTO UCKYCCTBA, MOCKBA

COMPOSITION 3. SERIES «BOATS AND LOCOMOTIVES». 2007 ACRYLIC ON PAPER, 186 X 86 X 2,5, NATIONAL CENTER FOR CONTEMPORARY ARTS, MOSCOW
KOMMO3WLMA 3. CEPUSA JIOJKM W NAPOBO3bI». 2007, AKPUI, BYMATA, 186 X 86 X 2,5, TOCY/APCTBEHHBIA LIEHTP COBPEMEHHOTO MCKYCCTBA, MOCKBA

58 VLADIMIR OPARA
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COMPOSITION 9. SERIES «BOATS AND LOCOMOTIVES». 2007 ACRYLIC ON PAPER, 122 X 86 X 2
KOMNO3WLKA 9. CEPUA «J10JKW U TAPOBO3bl». 2007, AKPUI, BYMATA, 122 X 86 X 2 VLADIMIR OPARA




PHOMA BOATS. SERIES «BOATS AND LOCOMOTIVES». 2007 ACRYLIC ON PAPER, 61 X 86 X 2,5
THE PERMANENCE OF THE CHANGING JIOJIKA ®OMbI. CEPUSA «JIOLKW 1 MAPOBO3bI». 2007, AKPUJI, BYMATA, 61 X 86 X 2,5 61
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INVENTORY NUMBER 36/52
2015 ACRYLIC ON PAPER, 186 X 86 X 2,5

MHBEHTAPHBIA HOMEP 36/52
2015, AKPWJ1, BYMATA, 186 X 86 X 2,5

VLADIMIR OPARA



THE WIND DRIVES BOAT TO THE SHORE. SERIES «BOATS». 2015, ACRYLIC ON PAPER, 61 X 86 X 2,5
BETEP NIOJKW K BEPETY MPUBUBAET. CEPUS JIOAKM». 2015, AKPUJI, BYMATA, 61 X 86 X 2,5
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FROM THE WINDOW OF MY STUDIO | ADMIRE THE SUNSET. 2015. OIL ON CANVAS, MIXED MEDIA, 100 X 150
113 OKHA MOEM CTYZWW £ JIOBYIOCh NALEHWUEM COMHLA. 2015. XOJICT, MAC/O, CMELUAHHAS TEXHWKA. 100 X 150

VLADIMIR OPARA
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“RAUCHEN, OFFENES LICHT U. FEUER VERBOTEN". 2015, OIL ON CANVAS,COLLAGE, MIXED MEDIA, 97 X 148
“KYPEHME, OTKPbITbIA OFOHb W NIAMA 3AMPELLEHbI”. 2015, XO/ICT, MACTO, KOJUTAX, CMELUAHHAA TEXHUKA. 97 X 148
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The Great Russian poet Viadimir Mayakovsky was the most powerful and
the brightest poet of new Russia - USSR. He accepted the revolution with
rapture. He dreamt of a new country, of a bright future. He was disappointed
when he saw that his perception of the country doesn't line up with his
ideals of revolution and his perception of the present and the future for
the country. The deep disappointment led him to suicide. Mayakovsky
wrote a poem “Hrenov’s Story of the Construction of Kuznetsk and People
of Kuznetsk”. It is a poem about the construction of a metallurgical center
and the city of Stalinsk in Siberia: “I know the city will be, | know the
garden will bloom, when in the country of soviets there are people like
this...” Ideals and reality, belief in justice and bright future, dream of
humanity of justice and construction of a bright future - these are the
themes for the paintings. Common people with a belief in bright future
were building cities and factories In these paintings about the construction
of the city of Stalinsk I'm using lines from Vladimir Mayakovsky's poetry.
The basis for the paintings (“I know the city will be...” and “I know the
garden will bloom...") are photographs from 1929.

Benukuit pycckuit noat Bnagumup MaskoBCKMiA Obl1 CaMbIM MOLLHbIM
u fpkum noatom Hooit Poccun - CCCP. OH BOCMpMHAN peBOAIOLMIO
¢ Boctoprom. OH MeuyTan 0 HOBOil CTpaHe, 0 cBeTnoMm 6yayuiem. OH
pasoyapoBancsl, Koraa yBUAEN, YTO COMMBLIAACA peabHOCTb He
COBNAjaerT C ero Wieanamiu PeBOJIOLMM, C €ro NPeacTaBNeHUAMU 0
HacToswem W OGyayuilem crtpaHbl. [Mybokoe pa3oyapoBaHue NpUBENO
ero K camoybuiictey. MasikoBCckuil Hanucan noamy “Paccka3 XpeHoBa
0 KysHeukctpoe u o nogax KysHeuka”. 310 nmoama 0 CTPOUTENbCTBE
METaNNypruyeckoro kombuxata v ropoga CranuHcka B Cubupu: “a 3Hato
ropoa Oymet, A 3Hal cady LBECTb, KOrda B CTPaHe COBETCKON Takue
N0Au ecTb...”. Viaeansl u AenCTBUTENLHOCTD, BEPA B CNPaBEAIUBOCTD U
cBetnoe byzyliee, MeyTa YeNoBEYECTBa O CNPaBEANMBOCTU U NOCTPOEHHE
cBeTnoro Oyaywiero - BOT CHMKETHl MOMX KapTMH Ans Bnagumupa
MasikoBckoro. MpocTble floan ¢ Bepoit B cBetnoe 6yayliee CTpouaw
ropoda v 3aBoAbl. B aTux kapTuHax o cTpouTenbCTBe ropoga CranuHcka
1 UCNONb3YI0 CTPOYKM M3 No3Mbl Bnagumupa MaskoBckoro. B ocHose
KapTuH "5 3Hato ropog byaer... Ans Bnagumupa Maskosckoro" v " 3Haio
cafy uBecTb... Ans Bnagumupa Masikosckoro" dotorpadum 1929 ropa.

| KNOW THE CITY WILL BE... FOR VLADIMIR MAYAKOVSKY. 2015, OIL ON CANVAS, MIXED MEDIA, 100 X 150
A 3HAIO TOPO/] BYAET... NA BNAAUMUPA MAAKOBCKOTIO0. 2015, XONCT, MACNO, CMELLAHHAS TEXHMKA. 100 X 150

VLADIMIR OPARA



In 2011 we (me, Maya and Anastasia) had a journey to Venice and the city
of Chioggia by car. We painted, took photographs. As a result we had a se-
ries of photographs and using the photographs as a basis | created several
paintings. The paintings are dedicated to a Russian poet Joseph Brodsky.
Brodsky is the Nobel Prize laureate in the field of literature. I'm interested
in Brodsky, his education, his way of thinking, character. Unlike Mayakovsky,
Brodsky was not charmed by the country he was born in and where he lived
for a long time. He hated soviet regime. He keenly experienced the lack of
freedom. His poetry was very personal. He loved Leningrad, where he was
born and where he grew up. But after he fled to USA, he couldn't visit his
hometown. And he fell in love with Venice. He found similarities between
canals of Venice and Leningrad, now St. Petersburg, which was called a
Northern Venice back in the day. In 2015, remembering the journey to Ven-
ice, | was reading Brodsky's poetry. It happens quite often that images live
for a long time in me before they are realized into paintings. Some of the
lines from Brodsky's poetry were voiced by my own experience and that's why
inscriptions “for Joseph Brodsky” appeared. In the painting “Moist Charm of
Venice... For Joseph Brodsky” lines from Brodsky's poetry and my own are
used. | liked to have a dialogue with artists, poets...

B 2011 rogy mbl (s, Maiis n AHacTacusi) Ha MaLLMHe COBEPLUMAV NYTELIECTBUE
B Beneunmo u ropox Kbémku. Mol pucosanu, ¢otorpaduposanu. B
pesynsTate y Hac nosBUIUCH cepuun Gotorpaduit. Ha ocHose dotorpaduit
fl Hanucas HeCKONbKO KapTUH. 3T KapTUHbI MOCBALLEHbI PYCCKOMY MO3TY
Nocudy bpoackomy. bpoackuit naypeat Hobenesckoit npemun. Mens
nHTepecyet bpoackuit, ero 06pa3HoCTb, ero cnocob MbllLNeHHs, XapaKTep.
bpoackuii B oTanyme ot MasikoBCKOro He 6bin 04apoBaH CTPaHoii B KOTOPOW
OH poguncs W fonroe Bpems un. OH HEHaBUAEN COBETCKHiA CTpoit. OH
0CTPO NepexuBan 0TcyTcTBUE CBOOOAbI. Ero cTuxu ryboKo NMYHOCTHBIE.
OH mobun JleHuHrpas, rae OH poguncs v Bbipoc. Ho nocne Toro Kak oH
Oexan B CLUA, oH He mor npuesmartb B CBOI POAHOA ropoA. M oH Bcem
cepauem nomobun Beweunto. OH Haxoaun CXOmecTb KaHanos Beneuuw
n JlenuHrpaga. Jlennurpag, Tenepb 310 CaHkT-Metepbypr, B npemuue
BpemeHa HasbiBanu CesepHoit Beneuueit. B 2015 rogy, BcnomuHas
noe3zKy B Beneuuio, f uutan ctuxu bpoackoro. Y MeHs Tak yacTo ObiBaer,
470 06pa3bl 4OTOE BPEMSA HMBYT BO MHE, NEPEs TeM KaK peanu3oBarbes B
KapTuHax. HekoTopble CTPOUKM U3 CTUXOB bpOACKOr0 Bbin CO3BYYHBI MOMM
Nepex1BaHUAM U NO3TOMY B KapTUHaX NOABMAMCHL HaZnucu “ans Nocuda
bpoackoro”. B kaptuHe “BnamHoe ovapoBaHue Beweunu... ans Mocuda
bpoackoro” ucnonb3oBawbl CTPOYKN U3 CTUXOB BPOACKOTO U MOM TEKCTHI.
MHe HpaBuTCA BCTyNaTh B AMANOr C XyLOMHUKAMM, NOITAMMK. ..

“MOIST CHARM OF VENICE... FOR JOSEPH BRODSKY". 2015, OIL ON CANVAS, MIXED MEDIA, 100 X 150
“BNIAMHOE O4YAPOBAHWE BEHELIMW... AINA WOCU®A EPOJICKOr0”. 2015, XONICT, MAC/0, CMELLIAHHAA TEXHWUKA. 100 X 150
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“I KNOW THE GARDEN WILL BLOOM... FOR VLADIMIR MAYAKOVSKY”. 2015, OIL ON CANVAS, MIXED MEDIA, 100 X 150, PRIVET COLLECTION
“A 3HAIO CAZY LIBECTb... MOCBALLAETCA BNAAUMUPY MAAKOBCKOMY”. 2015, XO/CT, MACNO, CMELIAHHAA TEXHUKA. 100 X 150, YACTHAA KONIEKLMA

VLADIMIR OPARA



The basis for the paintings (“Crossing 1” and “Crossing I") are
photographs from 1929. It is Siberia, crossing of the river Tom'. In
1929 not far from a Siberian town of Kuznetsk (founded in 1618) the
construction of a metallurgical factory (KMK) and the city of Stalinsk
began. The photographs were made by people from NCIA (National
Commissariat of Internal Affairs). | lived and worked in Novokuznetsk
for a couple of years. | was interested in the history of the city of
Stalinsk, history of workers, who built gigantic factories and cities...
People, workers, who built the country didn't get anything. On the
contrary, they lost everything. Overall this story worries me a lot.
The paintings “Crossing I and “Crossing II” have a symbolic meaning
for me.

B ocHoBe Kaptux "lMepenpaBa 1" u "lMepenpasa 2" Gotorpadum
1929 roga. 310 Cubupb, nepenpasa yepe3 peky Tomb. B 1929
rogy Hemaneko ot Cubupckoro ropoga KysHeuka (0CHOBaH
B 1618 rogy) Hayanocb CTPOMTENbCTBO METanypruyeckoro
kombuHata (KMK) u ropoga CranuHcka (Tenepb HOBOKy3HELK).
®otorpadun 6binu caenadbl cotpyaHukamu HKBJl (HapoaHblii
Komuccapuat BHyTpeHHux [len). f wun u pabotan B HoBOKy3HeLKe
(CtanuHcke) HeckonbKo neT. MeHs wuHTepecoBana MUCTOpuS
ropoga CranuHcKa, UCTOpMS paboymx, MOCTPOMBLUMX TUraHTCKME
3aBoAbl M ropoga.... Jliogn, paboyue, MOCTPOMBILME 3aBOAbI M
ropoda, MOCTPOMBIUME CTpaHy He MoAy4uAM Huyero. Hanpotus,
notepsann BcE. B obiiem, 3ta UCTOPUS MeEHS 0YEHb BOJHYET.
Kaptuubl “MepenpaBa 1" u “llepenpaBa 2" umelT AN MeHs
CUMBOJIMYECKNIA CMbICA.

“CROSSING 2. 2011, OIL ON CANVAS, PRINT, 100 X 150. MUSEUM NEW JERUSALEM
“IEPENPABA 2”. 2011, XONICT, NEYATb, MACNO. 100 X 150. MY3El HOBbII MEPYCANTM
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CREATOR 8. 2012 130 X 39 X 8. OBJECT, COMPUTER BOARDS, METAL, WELDING
KPU3NTOP 8. 2012, 130 X 39 X 8. OBbEKT, KOMMbIOTEPHBIE MIATb, METAJI/I, CBAPKA

VLADIMIR OPARA



“E-Crucifix”

The E-Crucifix project is dedicated to the life of a contemporary person
within the ‘electronic civilizations’ and all achievements and disasters
inherent therein. Covering the issue are the paintings dubbed “Facebook:
New Eve”, “486”, “Nuclear Power Plant”, and series “Creation of the
World” and “Seven Days”. | have been using computer chips and boards in
collage works and objects since 1998. My works intersect biblical motifs
with stories happened to actual people, “a space computer” and bots
wandering on the web. | call the internet a “Global Book”. The “Global
Book” is stuffed with pabulum and devildom; it is full of knowledge and
humour, useful information and friends. The first “Crucifix” was painted
in 1992. There were two versions thereof. The first one is at Tretyakov's
Gallery collection, while the second one is at the State Museum of Arts
of Altai Krai. In 2010, I revisited the theme. My exalted internet-related
premonitions of the nineties yielded to presentiments of unease. In 2010
to 2012, | created a new series of "Crucifix" objects with electronic boards.
My further musings as to the informational society and social media
resulted in the project dubbed “My Avatar Friends”. Avatar is a piece of
digital information on a person, and an image for virtual life on the web.
People live online, control their avatars, exchange information, and create
a brand new electronic reality. The installation “My Avatar Friends” | have
shown the problems inherent in modern society. Manipulation of online
users’ consciousness, psychopathic hive minds, information wars - that is
what E-Crucifix is about.

Mpoekt “E-Crucifix” ("3neKTpoHHOE pacnaTve") 0 KM3HU COBPEMEHHOr0
yenoBeka B “3NEKTPOHHONM ULMBUAN3AUMKM" CO BCEMM €€ AOCTUHEHUAMMU
n katactpodamu. 06 atom KapTuebl “HoBas EBa”, “486”, “ATomHas
JnekTpocTaHumus”, cepus pabot “CoTBOpeHMe mupa”. B KonnamHbIX
KUBONMUCHBIX paboTax M 00bEKTax f UCMOb3Yl0 KOMNbIOTEpHbIe Naatbl. B
Moux paboTax nepecekawTcs bubnelickue MOTMBbI U peanbHble UCTOPUM
nofen, “KOCMUYECKUIE KoMnbloTep” W nporpamMmbl-poboThl GnywaatoLne
B ceTi. fl Ha3biBato NHTepHeT “BcemupHoit KHuroi”. “BcemupHas Kuura”
Habuta NOWAOCTbIO, NPOHM3AHA AbABONLLMHONA, 3aN0NHEHA 3HAHMAMM,
OMOpPOM, none3Hoin MHGopmauned u Apysbamu. [epsoe “Pacnatue”
A Hanucan B 1992 romy. Hanucan nBa BapuaHta. [lepBblit BapuaHT
HaXoAuTCA B Koanekumu TpeTbsKOBCKOW [anepew, BTOPON B KOANEKLUK
[ocynapcTBEHHOr0 Xy[OXECTBEHHOro My3es Antaiickoro kpas. B 2010
rofy s ONATb BEPHYACA K 3TOMY CIOeTy. Mou BOCTOPMEHHbIE MPOTHO3bI,
CBA3aHHble C MHTEpHEeT, KOMNbloTepHbIMM TexHonorusmu B 90-x
YCTYNUAKM MecTO TPeBOXHbIM npendyscTBuam. B 2010-2012 rogax 6bina
co3aaHa HoBas cepusi 00beKTOB “PacnsTus” ¢ 3NEKTPOHHbIMU MnaTamu.
[lanbHeiiune Mou pasmbliuneHus 06 UHOOPMALUOHHOM 0blLecTBe
W couManbHbIX CETAX NpUBEAM K MOsABAEHMI0 npoekta “Mou Apysbs
aBatapbl”. ABatap - uuppoBas MHdOpMauus o yenoseke, obpa3 Aans
BUPTYaNbHOM Kn3HU B CETU. JTtoan XuByT B VIHTEPHET, yNpaBasoT CBOUMU
aBatapamu, 06MeHuBaloTCs MHGOpMaLMel U CO3AaI0T HOBYH 3NEKTPOHHYH
peanbHoCTb. B uHcTannaumm “Mov apy3bs aBatapbl” f uccneayio npobnembl
COBPEMEHHOro obuiecta. MaHunynsuMa co3HaHuem nonb3osatenei cetm
WNHTEpHET, NcuxonaTMYeckoe KOANEKTUBHOE CO3HaHWE, MHOOPMALMOHHbIE
BOWHbI - BOT Tembl “E-Crucifix”.

ELECTRONIC CRUCIFIX 2. 2011, OIL ON CANVAS, COLLAGE, COMPUTER PARTS, 79,5 X 164,5
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3JIEKTOHHOE PACMATHUE 2. 2011, XOJICT, MAC/NO0, KOJUTAM, IETAZIN KOMTBbIOTEPA, 79,5 X 164,5 1
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CREATOR 1. 1998, OBJECT, COMPUTER BOARDS, TEXTILE, 92 X 44 X 8
KPU3WTOP 1. 1998, OBbEKT, KOMMbIOTEPHBIE MJIATHI, TKAHb, 92 X 44 X 8
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CREATOR 2. 2012, OBJECT, COMPUTER BOARDS, TEXTILE, 94 X 48 X 8
KPUINTOP 2. 2012, OBBEKT, KOMMbIOTEPHBIE MIATHI, TKAHb, 94 X 48 X 8

CREATOR 3. 2012, OBJECT, COMPUTER BOARDS, TEXTILE, 94 X 48 X 8
KPUINTOP 3. 2012, OBBEKT, KOMMbIOTEPHBIE MIATHI, TKAHb, 94 X 48 X 8
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CREATOR 4. 2012, OBJECT, COMPUTER BOARDS, ACRYLIC, 94 X 48 X 8
KPU3WTOP 4. 2012, OBbEKT, KOMMbIOTEPHBIE MATbI, AKPUI, 94 X 48 X 8

CREATOR 5. 2012, OBJECT, COMPUTER BOARDS, ACRYLIC, 94 X 48 X 8
KPU3WTOP 5. 2012, OBbEKT, KOMMbIOTEPHBIE MATHI, AKPUI, 94 X 48 X 8
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CREATOR 6. 2012, OBJECT, COMPUTER BOARDS, ACRYLIC, 94 X 48 X 8
KPU3WTOP 6. 2012, OBbEKT, KOMMbIOTEPHBIE MIATHI, AKPUJL, 94 X 48 X 8

CREATOR 7. 2012, OBJECT, COMPUTER BOARDS, ACRYLIC, 94 X 48 X 8
KPU3WTOP 7. 2012, OBbLEKT, KOMMbIOTEPHBIE MJIATHI, AKPUJI, 94 X 48 X 8
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ASANA. 2012, OBJECT, COMPUTER PARTS, MIXED MEDIA, 202 X 90 X 8 < -
EXPOSITION SOLO EXHIBITIONS "E-CRUCIFIX". STATE EXHIBITION HALL A-3 GALLERY", MOSCOW <

ACAHA. 2012, OBBEKT, KOMNbIOTEPHBIE JETAZI, CMELLAHHAA TEXHWUKA, 202 X 90 X 8
/7% 9KCNO3WLMA NEPCOHANbHON BbICTABK "E-CRUCIFIX". FOCYAAPCTBEHHbIM BbICTABOYHBIM 3AN "TANEPEA A-3", MOCKBA







The video installation “Deportation” was shown by Viadimir
and Maya Opara at the international exhibition of modern art
“OSTALE'10” from 27th of August till 19th of September 2010
in Dresden (Germany). It is dedicated to all of the citizens of
Europe who were deported against their will in the XX century:
Latvians, Estonians, Russians, Germans, Armenians and others.
“Deportation” consisted of four films to which three of the films
were projected on the walls of a former slaughterhouse while
the other film was projected on a floor covered with lime. The
subject of one of the films was about abandoned houses while
the other was about deserted boats and the screaming of seagulls
and swans flying low over the water. The next movie showed a
constantly shaking wagon for livestock. On the floor was a pro-
jected film, where the camera was moving through snow mixed
with a black ground, leading to a river with floating snow in it. In
black water, the reflection of a boat could be seen. There are no
actors in the films as the role was taken by the viewers who were
both the witnesses and participants. An important addition to the
atmosphere was scattered objects along the walls and corners of
the slaughterhouse, such as child rag-dolls, metal beds, tables
with oil lamps, books wrapped with ropes, a Bible, dried flow-
ers, metal dishes, deserted suitcases and a carriage with house-
hold things. The films were shot in Russia, Latvia, Germany and
Czech Republic.

Buaeonnctannsaums “flenoptaums” (Bnagumupa Onapa u Maitn Onapa)
Obina NpeAcTaBNeHa Ha MEMAYHapOAHOA BbICTaBKE COBPEMEHHOO
uckycctea OSTRALE'10 ¢ 27 asrycta no 19 centabps 2010 roza
B [lpesneHe (lepmanus). [locBAlA@eTcs BCEM  HACUIbCTBEHHO
nepeMelléHHbiM B XX Beke rpawxgaHam EBponbl:  nartbiwiam,
3CTOHLAM, PYCCKUM, HEMUAM, apMsHam W ApyruM noaBeprummcs
Jenoptauun. BugeonHcTanaauma u3 yetbipéx dunbmos. Tpn Gpuabma
NpOeLMpoBanuCh Ha CTeHbl ObiBIIEA CKOTOOOWHM, OAMH (UIbM
NpOeLMpoBanca Ha nof 3achinaHHblil M3BECTbIO. CHOKET 0AHOrO U3
(GUbMOB - 0CTaBEHHbIE A0MA, APYrOi GuAbM - OPOLIEHHBIE NOAKM U
Kpuyaliune yaitku u nebenu, netaiLme HU3KO Haa BoAo. Cneayounii
(GunbM noKasbiBan NOCTOSHHO AEpraloliuiica BaroH Ansd ckora. Ha
nojy AEMOHCTPUPOBaNCA GuibM, B KOTOPOM Kamepa MOCTOSHHO
[BUranacb no CHery, nepemellaHHoMy ¢ YEpHOI 3eMNéil, K peke C
MAbIBYLMM N0 Heil cHerom. B uépHoii Boe 6bIN10 BUAHO OTpameHue
NOAKKM. B dunbMmax Het Noaed, 3Ty poib UCMONHSANN CaMu 3pUTENH,
OHM CBUIETENM W Y4aCTHUKN. BaHbiM ononHeHnem B 06pasHblii paj
6Obin1 pa3bpocaHHble BAOML CTEH W MO yraM CKOTOBOAHM peanbHble
npeameTbl: AETCKUE TPAMUYHBIE KYKIbl, ENe3Hble KPoBatu, CTOMbI C
KEpPOCWHOBbIMM TaMNaMu, KHUTM NepeBsi3aHHble BepéBkamu, bubnus,
3acoxliMe LBEThl, Mene3Hble Tapenku, 6poLIeHHble YemofaHsbl,
noBO3Ka C AomalHumK Beuwamu. OuabMbl cHuManuch B Poccun,
JlatBuu, fepmanuu, Yexuu.

"DEPORTATION" VIDEO INSTALLATION, 2010, 270 SQ. M.
INTERNATIONAL EXHIBITION OF CONTEMPORARY ART "OSTRALE 10", DRESDEN, GERMANY
"AEMNOPTALMA" BUAEO UHCTANNALMA, 2010, 270 KB. M.

78 MEXIYHAPOJHAA BbICTABKA COBPEMEHHOTO MCKYCCTBA "OSTRALE 10", IPE3/IEH, TEPMAHUA
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"DEPORTATION" VIDEO INSTALLATION, 2010, 270 SQ. M.
INTERNATIONAL EXHIBITION OF CONTEMPORARY ART "OSTRALE 10", DRESDEN, GERMANY
"AEMNOPTALMA" VIDEO MHCTANALKA, 2010, 270 KB. M.
THE PERMANENCE OF THE CHANGING MEXIYHAPOJHAA BbICTABKA COBPEMEHHOTO MCKYCCTBA "OSTRALE 10", IPE3/IEH, TEPMAHUA




Avatars’ Song

The punk-rock-opera-installation known as “Avatars’ Song” is a multimedia
installation of objects, screens, computers and soul. As with many operas,
people and avatars are singing in our punk-rock-opera-installation. They are
singing texts from social media about things that worry them, from voices
being stolen during elections to everything being illegitimate, about screws in
need of screwing, the desire to be loved, friends in social media or happiness.
The social network is an explosion of feelings and emotions. It is a vanity
fair, it is a waxwork show, it is hypocrisy and it is a community of friends both
imaginary and real.

MNaHK-pok-onepa-uHcTamauua «llecHa asatapoB»

«lecHst aBaTapoB» - 3T0 MyNbTUMEAMIHAS MHCTaNAAUMA U3 0OBEKTOB,
MOHUTOPOB, KOMNblOTEPOB. W aywn. Kak n nonoxeo, B onepe, B Halei
NaHK-poK-onepe-uHcTanaauuu nott. lowT asatapbl. 10T TeKCTbl K3
counanbHblx ceTedt, 0 TOM, YTO MX BOJHYeT. O TOM, YTO ronoca ykpanu Ha
BbIOOpaX, 0 TOM, YTO BCE HENETUTUMHO, O TOM, YTO raiiku 3aKpy4nuBaTb Hajo,
0 CYacTbe, 0 KenaHuu ObiTb NOOUMBIMM, O APY3bAX B COLMANbHOM CETH.
CoumanbHas ceTb - 370 B3PbIB YYBCTB M 3IMOLMIA, 3TO pMapKa Twwecnasus,
3T0 MAHONTUKYM M fuLeMepue, W NULeaeicTBo, 3T0 CO0OLECTBO Apy3ei
MHUMBIX M HaCTOALLMX.
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Performance "Dance avatars"

A dance is a sacral act, it is a dance of life and death, a dance of
phantoms. Masks-avatars create chaotic movement, a "dance", in the
space of the gallery and on the night streets of Moscow. The dance is
being recorded on photo and video as a process of "digitising" reality.

Mepdopmanc «TaHew, aBaTapoB»

TaHell, 3T0 HEKoe CakpanbHOe [eiCTBME, 3TO TaHel KU3HW U CMepTH,
370 TaHew GpaHTOMOB. Macku-aBaTapbl CO37al0T Xa0TUYECKOE ABUMKEHNE
“TaHew” B NPOCTPAHCTBE ranepen u Ha ynuuax HouHoi MockBbl. TaHel
GuKenpyetcs Ha GpOTO M BUAEO, KaK npouecc “oundpoBKU” peanbHOCTH.

VLADIMIR OPARA



The Chronodynamic installation "My Friends Avatars"

In the social media, we are digital phantoms - avatars. Out life in the net is
scripted as if it is a huge social game. Within the framework of the game, we
can create avatars for ourselves, or we can choose one from the Internet.
And there are no people anymore, only avatars, and you make friends with
them and sometimes meet them in the real life. Sometimes it appears that
in the reality as well you are surrounded by the avatars. In the social media,
you have friends - avatar friends. You "hang" and "float" in this sea of
avatars, among these small images, gifs and videos. Where is a human? |
want to return the human on the scene of the real life. We were inspired by
the idea of making photo portraits of our avatar friends as well as to see
them in reality, to talk to them, to make a photo shoot and to create an
affecting image of each other. The portraits transformed onto canvases and
merged with computer circuits. They were shown in the museum context
and turned into an installation. They obtained "museumness" and became
a part of the museum, a new Ark, which held important and valuable within
itself. During the exhibition, avatars friends added up to the chronodynamic
installation with their own avatars, messages and video interviews.

XpoHoAMHamMUuecKan MHCTaAAILMA «Mou Apy3bsa aBaTapbl»

B coumanbHbIX CETAX Mbl UMGPOBbIE (aHTOMbI - aBaTapbl. Halla %u3Hb
B CETM 3anporpammupoBaHa, Kak 6onblas KOMNbHTEpHas couuanbHas
urpa. B npoctpaHcTBe 310N Mrpbl Mbl MOXeEM cami co3AaTb cebe aBatapa,
MOXeM Nno3aumMcTBOBaTh U3 MHTEpHET. U BOT yie Ntofeli HeT, ecTb aBaTapbl
W Thl JPYMUIIb C HUMM, UHOTAA BCTPeYaellb B peanbHOM MPOCTPAHCTBE.
NHorza Tebe KameTcs, YTO U B peanbHOCTH NHOAN BOKPYr Tebs aBaTapsbl. B
COLManbHOW ceTn y Tebs ecTb Apy3bs - Apy3bs aBaTapbl. Tbl «3aBUCAELIbY
W «f1aBaelb» B 3TOM MOpe aBaTtapoB. Cpean aTux ManeHbKUX KapTUHOK,
aHuUMalLeK, BualWeK. [ae yenoBek? XoueTcs BEpHYTb YeN0BEKa Ha CLeHy
peanbHOi u3HW. MeHs BAOXHOBWNA uaes - caenatb GOTONOPTPETHI
Apy3eil-aBatapoB. YBMAETb WX B peanbHOM MPOCTPaHCTBE, FOBOPUTH
C HUMM, ycTpouTb oTOCEecCHlo, €03AaTb TporaTenbHblil 06pa3 apyra.
MopTpeTbl nepemewalnTcs Ha XOACTbl, COEAMHSIOTCA C KOMMbIOTEPHbIMM
naatamu, NpeacTalT nepea Hamu B My3eilHblX pamax, npeBpalianTcs
B MHCTaNNAUMIO, NPMOOPETAT My3eiHHOCTb, CTAHOBATCA YacTbl) My3ef,
CTAHOBATCA HOBbIM KOBYErom, cobpaslinm B cebs BamHOe W LieHHoe. B
NMpoLecce BbICTaBKNW Apy3bs aBatapbl AOMOMHSAIT XPOHOAUHAMUYECKYIO
WHCTaNNALUMI CBOMMY aBaTapami, COODLLEHNUAMM, BUAEOMHTEPBBIO.

THE PUNK-ROCK-OPERA-INSTALLATION “AVATARS' SONG”. VLADIMIR OPARA'S SOLO EXHIBITION "E-CRUCIFIX".
STATE EXHIBITION HALL "A-3 GALLERY", MOSCOW, 2012. MAYA OPARA ON THE PHOTO.
[TAHK-POK-ONEPA-UHCTANALNSA «NECHA ABATAPOB». MEPCOHA/IbHASA BbICTABKA BJTAIMMUPA OMAPA "E-CRUCIFIX".
TOCY/JAPCTBEHHbIV BbICTABOYHBINA 3ANT "TANIEPESA A-3", MOCKBA, 2012. HA ®0TO MA/S OAPA.
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THE CHRONOLOGY OF THE PROJECTS 1993-1994:
“GOLD AND ASHES”, “PURIFICATION OF SAND”, “CLAUSTROPHOBIA”.

The 10th of November, 1993. Moscow, railroad depot. | showed my students

a “sand purification machine”, which | found in railroad depot in “Hovrino”

in April of 1991 during the project “Iron Way”. Already back then, in April
1991, | realised the need to use the “sand purification machine” in my future
project. The sand was purified with buck rakes mechanically and by fire. The
purified sand was used on steep slopes on railroads, especially in winter. The
sand was dumped in “sandboxes” located on the wagons under the wheels.
Sandboxes are tanks of big sizes, which feed the sand under the wheels of the
railway equipment. This way the cohesion between rails and wheels strengthens
and slips are prevented. Sand prevents slips. Sand has a cohesive function!
Sand has a special meaning to me (a magnificent packaging material, all

the civilizations are packaged with it). And here emerged the new meaning.
The system of purification, or, as | call it, “sand purification machine”, was
located in a big barn without windows with dim lights. But the barn looked very
cosmic. Dim lights were like stars. The purification of sand is a cosmic action.
Sitting in the cold barn, | imagined the performance “Purification of Sand” and
the installation “Gold and Ashes” as a continuation of the performance. My
students are my helpers in the creation of the installation (many hands!) and
participants of my performances. It inspires me. Maya is the head assistant.
Leva Zibaylov, after receiving my texts, creates a philosophical base

for the project.

19th of November, 1993. Moscow, railroad depot Hovrino. Working.

24th of November, 1993. Moscow, railroad depot Hovrino. Working. Photo
shooting. Andrey Bartenyev takes part.

2nd - 6th of December, 1993. Moscow, railroad depot Hovrino. Working. Photo
shooting. Declamation. Heroic actions. My thoughts about confined spaces lead
to the appearance of a theme “Claustrophobia”, the fear of confined space.
22nd of December, 1993. Moscow, railroad depot Hovrino. Working. Maya
Opara made polyethylene suits and egg-shaped capsules. Planting golden eggs
into the sand. Photo shooting in suits and capsules. Action with polyethylene.
Asked Igor Bushtuev to shoot the installation and performance - he has
professional photo equipment.

27th of December, 1993. Moscow. An idea appears to bring the performance on
streets of Moscow. The first appearance on the streets of Moscow in capsules.
Thanks to Igor for the photo shoot in the cosmic barn, and further photo shoot
of performances | do myself. | shoot with “Zenit” camera from 80’s release date
with very grainy light sensitive film “Svema”. Very poor quality, outdated. The
desired effect was achieved of “bad” photos. A lot of noise. Maya Opara does
the needed retouch with acrylic. We shoot on Tverskaya, then the Red Square,
near Mausoleum from Historical Museum side, then in front of Spasskaya Tower,
between the tower and Place of Execution. | shoot from Place of Execution.

The police interfere, but | managed to make eight shots. Thanks to Maya, who
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slowed them down by asking: why is it not allowed? Afterwards, we shoot near
Mausoleum of Lenin. We are watched by the police, but they don't interfere.
They watch.

1st of January, 1994. Moscow. Shooting near Pushkin monument. Very cold.
2nd of January, 1994. Moscow. Shooting on the street. The Cinema “Rossia”.
Public yard. Tverskaya street. The underground passage from Tverskaya to Red
Square. The Moskvoretskiy bridge.

15th of February, 1994. Moscow. The school of modern arts “Independent
Studios” located on Baumanskaya. The beginning of the exhibition “Gold and
Ashes” montage. | include a part of the photographs made in Hovrino

in the project.

25th of February, 1994, Moscow. The school of modern arts “Independant
Studios” located on Baumanskaya. The opening of the exhibition “Gold and
Ashes”. Marlen Shpindler was invited to take part in the exhibition.

7th of March, 1994. | work on the project “Claustrophobia of Color”. The project
will be presented in Moscow Museum of Cinema, MOSKVA.

15th of March, 1994. 14 photographs of the performance “Purification of
Sand”. | pass “Claustrophobia” and texts to the sector of Modern Arts of
Tretyakov Gallery.

29th of March, 1994. We prepare the video and photo shooting of performances
“Claustrophobia”. Video shooting by Lilya Beytenova.

10th of April, 1994. It was allowed for the public to enter the mausoleum. The
photo shooting on the Red Square is forbidden, on the entrance they check all
the bags, in some cases make a full search. We shoot near Kremlevskaya Wall
on Vasil'evskiy slope, near hotel “Rossiya“, near the river. At the same time self-
immolation was committed on the Red Square. The man died after a few hours.
16th of April, 1994. Moscow, Red Square. Video and photo shooting. We shoot
on the Red Square under the surveillance of the police and people in civilian
clothing. Probably Kremlin security. A couple of passing Chinese tourists took
part in the shoot /an episode with a polyethylene tube/

21th of April, 1994. Moscow, Sretenka. We shoot “Claustrophobia” and the
theme of gratings in Sretenkla neighbourhood: me, Maya, Natasha and Lilya.
Made episodes with lying people: me being freed, me lying near trash bins. In
the evening, we edited the film “Claustrophobia” in Sergey’s studio. Recorded
my monologue about space. The film “Claustrophobia” and the photographs
were included in the project “Claustrophobia of Color”. The presentation of the
project “Claustrophobia of Color” was on the 19th of May 1994 in the Moscow
Museum of Cinema.

Students from the school of modern arts “Independent
Studios” participate in the photo and video shooting.

VLADIMIR OPARA



XPOHOJNOTIHH

10 HOAEPH 1993 roga, JENO XCBPMHO, WOCHBA

I9

a4

25

22

27

lemoHCTPHPY D cTyReHTEM "MALWHY JNA CUNLEHEA"
OOREENEHHY D MHOl apredanToM B anpene 1991 roga
OpM peannsaumu npoexra “MEJESHLA NYTB". Hawano
NOErOTOBEM npoerTa "30QJOTO » [ENEI".

HOAEPH 1993 rofa, ALENQ XOBFKHO, MOCKBA
PaGoraeu.

HOABFA 1993 roma, UENO XOBFVHO, MOCKEA
FaGoraed. PoTochEMEA. YuacTByeT AHnped Laprensen.

HOHEPA 1993 roma, JMENO XOBYKHO, MUCKBA
FaGoraeMm. woToch8MER. lernauanuu. lepondecrne
neifterens, BosHnraer Tema " KIAYCTEODOEBHA®

JEEREBA 1993 roma, MENQ XOBEMHO, MOCKEA
Mafls Omapa clenana NCIMSTHAGHOBHE CRAfaHIDH R
RamcynH B Gopue mitla.

Encaxmusaed afiua B necor. PoTocTeMEAa B cRafaEIpax.
AXOMR ¢ DOIMOTHEEHOM. CHuMan Jiropk Lymtyes.

IEKAEPA 1993 roma, MOCKBA

Nepes BHNXON HA JIRLN LOCHBH B XaNCyRax.

Bee mansnefizpe doTocmEMxR 6cynlecrnns|w MHOH.
CHumMann B Hauane Ha Teepcrofl, saren Ha KpacHolt
niomani, ¥ Lan3oilef cO CTOLOHM MHCTODMYECHOTO MY3eH,
saren HanpoTks Cnacswl Gamen, Kesgy LapHEe# R LOOERM

MecTOM. CHuuan c JoGHoro mecra. Buepansck MRARLMHE, HO

H yoenen cHenark EBOCeME RAlpoB.

2 FHBAPH 1994 roxa, MOCKBA

Canuaed Ha yanue. iuHcorTearp Poccnd. llpoxonHol mBop.

¥auna Toepenad. llof3enmHNE nepeXon or Teepemci R HpacHoi

nnomany. Mocksopeurmndl mocT.

I AHBAPHA 1994 roza, MOCHKEA

JHBEAPE ® $EBEFPAJNL paGoTaed HAJN TDOCEHT OM
I5 SEBFANA 1994 roxa, IHOJA COBPEMEHHOIO MCHEYCCTBA, MOCKEA

Cunumaen y namgTHREKE A.C. [ymEaRY .

Hauano monTaxa sHoTapkM "3CQJICTO n IEIEI". Femaeu ERAR:
YUTE B NPOEKT YEcTE gororpaguil CHATHX B Xello XOBDHHO.

"30J0TO » NEIEI"

-
25 CEBPAID 1994 roga, LKQJNA COBPEMEHHOTO HCRKYCCTEA
"CBOBOJUHHE MACTEPCKHE", HMOCKBA
OTHpHTHE BHETABKN "30JCTO » NEOEI"

7 MAPTA 1994 roza
FPaGoraeu Haj npoekToum "KIAYCTPOROEMA LIEETA"
lipoerT CyXeT ocymecTBAER B Mysee huuo, HOCKBA.

I5 MAPTA 1994 roga,
I4 gororpapuit mepfopmancos "QUUUEHWE IECKA"™ n
WKIAYCTPOLOEHA" ® TexcTH HepeXaHH CEKTopy COBpeMeH-
HOrO MCEyccTea TperbaroBcKolf ranepen.

29 napra 1994 rona
TorceuM BMEeo M (oTOCHEMEY nDepfopuanca "JIAYCTYOPUEMA"
Bumeocséuxa Jinnu BaliTeHosoit.

10 anpens 1994 roma GHA DA3pEm#H IAf OyOARKM BXOE B LaB30-

nefl. CrEMEa Ha KpacHol niomazyu 3anpemeHa, npM BXoUE oC—
METDHBAAN CYMKH, B HEKOTOPHX CAyuaaX oORCHUBENM.
Caumaen y Kpemnéscroll cTeHH Ha BacHABEECKOM COyCHE, ¥
TocTHHWIE "Péceuﬂ", Ha HalepexHoi. B 3To ®e Bpeuma Ha
Kpacuolt mmial.lw Ghn COBEDHER AKT CAMOCORXEeHMA. 4Yepes
HECKONBKEO UACOB STOT 4“EACEEK CEGHYANCH.

16 AIPEINA I994 roma , MOCKBA, KPACHAA TNJICLANLB
BujeocréMra M JorocréMra. CHMMeeM Ha HKpacHoli nacmanm
nox npucuoTpoM "Koro Hazo". E cREMEAX NpHHAAM yUACTHE
HECHONBRO MEMO NpOXOIANMX RuTailesn /onM3ol ¢ NORMSTHAE-
nomolt TpyGol/

21 ANIPENA 1994 roma, MOCKBA, CPFETEHKA
CHunaes "KiaycrpopoGup" M Temy pemércor B palioHe CpeTeHRR:
i, Ma#tas , Hartama n Jnag.

CHAZM SNMBONH ¢ NexamuMmi,(cBoboxnamunitca i, 7 rexamufl
¥ MycopHHX 6aKkoB. BeyepoM MOATHMpDOBARM B MacTepcHolt
Cep&xu Bumeodunss "KJIAYCTEOLOBUHA"

Bnzeopuasu "HKasycTpogoOua" M (pororpajum OHAIM BRADYEHH B
npoexr "HKraycrpojotma“usera". [lpeseHraums npoexra "KaaycTpo-
Qobus useTA " cocroszack 19 MAA 1994 rofa B BHcTascuHOM 3ale
Myses KMHO.

Bamaguuup Onmapa

"CLAUSTROPHOBIA". 1993 A SERIES OF PHOTOS OF PERFORMANCES ON RED SQUARE IN MOSCOW.
PHOTO, 29 X 39, THE STATE TRETYAKOV GALLERY
«KJIAYCTPO®OB WS, 1993 CEPUA GOTOTPAGUIA MEPOOPMAHCOB HA KPACHOM MTOLAZM B MOCKBE.
®OTOMEYATb, 29 X 39, FOCY/JAPCTBEHHAA TPETbAKOBCKAA TAJIEPES.
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SYMPHONIA SIBERICA: APOSTMODERN APOLOGIA
Excerpts from

...For Vladimir Opara, Siberia is not a merely geographical term, but
a symbol of artistic open-mindedness to “winds of the West and the East”,
i.e. various artistry systems and art practices. The artist's willingness
to engage in the past and the present of European and Asian cultures
has primarily defined his further creative endeavours and specificity
of social and philosophical, ethical, and aesthetic reflection expressly
demonstrated in an exhibition project “The Iron Way” (Moscow, 1991)
and a series of paintings intended for exhibition in the environment
of structural steel. “The Iron Way” is a musing on the fate of creative
and political avant-garde in Russia, and attempt to find a plastically
convincing equivalent of the artist’s reflection. The allocation of art objects
at the exhibitions, structure of the installations, and image significance
stated the restrictiveness of moderist and avant-garde paradigm with its
totalitarian impulses; they emphasized the excluding essence of avant-
garde culture philosophy, rigid regulation of its symbolic system, and its
zero tolerance to non-modernist practices.

Continuing "The Iron Way" was the installation titled "Priceless
Siberia" whose design implied lots of sand distributed across the gallery's
floor. In a reference to his Siberian period, the artist recalls his childhood,
sandy hills in the centre of his hometown, sand on the banks of river Ob,
and pines growing in the sand. "Long ago an ocean was here," his father
told him back then. The boy, playing in the sand next to his house, often
found some crocks he took for bones of ancient sea animals and relics of
primordial oceanic life. Opara in his unreleased project amalgamates his
childhood feelings and results of his adult thinking when musing around
disastrous consequences of futurist-oriented avant-garde social activities.
The sand, in the artist's world, is not an individually painted symbol of
ocean as a source of life, but also an ominous symbol signifying the motif
of failure of transformation programs for social disruption and punishment
of people for barbarian behaviour and unstoppable intervention in the
environment. The installation could have resulted in prevailing of negative
pole therein. Just imagine "The Iron Way's" halls covered in sand
associating with 'the camp dust' and the desert, which according to T.
Roszak is within and outside of us. For that reason, Opara never insisted
in implementation of the project, leaving it an unreleased utopia on
purpose. The conceptual and 'dematerialized' gesture hinted on the fact
that a social utopia, as opposed to that artistic, often turns into dystopian
practices, social collapse, and anthropological catastrophe. Just like Y.
Kounellis, who uses charcoal and charcoal dust in his installations, or J.
Beuys running a ton of honey with an electric motor and plastic hoses,
Opara refers to a natural substance to use it in thinking of social time
and space.

Tragedy of human existence and premonition of a global disaster,
the meaning of life, and human’s place in the culture, adoption of the
world and escaping it, humans’ activity and limits thereof underlie Opara’s
paintings in the nineties, which continue “The Iron Way” saturated with
social reflection.

Incorporated under the same title, the paintings of "The Towers"
series (1992) eradiate powerful energy of life. However, they also bear
unrest and irony towards life and grandeurs of human concepts. The artist
uses the ancient legend of towering brings back the meaning inherent in
the canonical Biblical text, i.e. punishment of people trying to build a
city and a sky-high tower. Opara revises Breughel’s interpretation of the
legend, where he emphasizes the creative aspiration of people neutralizing
tragic tones of the myth. Opara rejects the story's interpretation following
Breughel's work. The authentic meaning of the legend is much closer to
him, yet it has completely dissolved in the modernist culture. Thus, in
"The Tower of the Third International" by V.E. Tatlin the Enlightenment
idea of omnipotence and universality of the Mind, as well as obtainment
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of social progress on the basis of forced transformation of social matter
finds the most relevant artistic solution. Paradoxically, ideologies of
political and creative avant-garde coincide here. Opara's social reflection
materialized in "The Towers" is related to negative consequences of
social and political avant-garde, which has resulted in social tragedies,
disruption of Russian mind-set, and loss of cultural identity of the region,
yet creative interpretation of the legend is based not on rejection of artistic
avant-garde's achievements, but on neutralizing its creative principles
and 'linguistic Darwinism" (according to A. Bonito Oliva) alongside with
simultaneous inclusion of avant-garde 'technologies' in the painting's
creation practices. Opara employs various codes organically amalgamating
super-sensually painted quasi-figural and abstract elements, thus making
them equal means of artistic objectification of an Old Testament legend.
One of the paintings in the series features combination of the legend with
the New Testament's story of crucifixion, which certainly intensifies the
religious symbolism and super-sensuality of the whole series for which
Opara has found an adequate form. "The Towers" lack any illustrativeness.
Occasionally there are elements of empirical surroundings present on the
canvas, but they have a transcendent meaning at all times.

A grating crisscrossed with cross-like lines of a circumference, and
pieces of a vivid ‘patchwork quilt’ are signs of the God’s chronotopos
referring to the intimate experience of the artist’s acquisition of super-
empirical space and time. This circumstance does not mean the artist is
not interested in the sensual world. Corporal and material realm intervenes
in the paintings unexpectedly, but not in the form of particular images
of figural world, but as an expressive fixation of the artist's expansive
energetic potential on the canvas.

The sources of the Eurasian civilization entices Opara due to his
search for stable bases of being lost in the hunt for novelty of social
activity content. The artist sees the foundation in world religious systems
of the West and the East. Thus emerges “Jerusalem” (1992), a series
of paintings on the fragility of human civilization and its possible
omnicide. The pictures are painted in dark colours. Three figures and
their modifications seen at each painting of the serious must symbolize
three global religions centred in the Holy City. Existential mood of
“Jerusalem”, just like that of “The Towers”, is ambivalent. Concentration
on catastrophes does not make Opara’s works a kind of negative artistic
utopia, or dystopia, because the ‘dark side’ of the images is compensated
with sparse hints on reviving sense and stabilizing trend of religious
and ethical feeling fixed in an purposefully sensual colouring of trans-
cendent symbols. Opara’s “Towers” were exhibited in the Central
House of Artists in Moscow, 1993. The exhibition featured
paintings  (“The  Towers”), objects, texts, and documentary
photographs of the 1930’s (construction of Stalinsk in Siberia).

Leonti Zybailov, Ph.D. (Doctor of Philosophy)

CUBUPCKAA CUM®OHWMA: ANOJIOTMA MOCTMOAEPHA
OPATMEHT CTATBU

...Cnbupb ana Bnagumupa Onapa - He ToNbKO reorpaduyeckoe
MOHATME, @ 3HAK OTKPLITOCTU XYLOKECTBEHHOTO CO3HaHWA “BeTpam
3anaga u BocToka”, T0 eCTb pasNuyHbIM TBOPYECKUM CUCTEMAM M
XYLOKECTBEHHbIM MpaKTUKaM. [OTOBHOCTb XYHAOKHWKA BKIYUTLCA B
NPOLJIOe W HACcTOALLee eBPONENCKUX U a3UatCKUX KynbTyp BO MHOMOM
onpeaenuna ero AanbHenLuit TBOPYECKNI NOUCK v CneLnduKy counanbHo-
GUNOCODCKOM, ITUYECKON U XYLAOMECTBEHHO-3CTETUYECKON pedeKcuu,
BbIPa3UTENIbHO NPEACTABAEHHbIX B BbICTAaBOYHOM npoekTe “YenesHblii
nytb” (MockBa, 1991) u cepun HuBOMUCHBIX PaboT, NpeaHa3HaYEHHbIX
ANs NOKa3a B OKPYKEHUU UHCTANNALNM U3 METANUYECKUX KOHCTPYKLMIA.
“¥enesHblii nyTb” - 370 pa3mbliNeHne 0 cyabbe XyLOKECTBEHHOM0 W
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MONUTUYECKOTrO aBaHrapga B Poccuu, NOMbITKA HAWTM NAACTUYECKK
yoeauTenbHblil  3KBUBANEHT — pedaekcum  XyLOmHMKa.  XapakTep
pa3MeLEHNs XyLOKECTBEHHbIX O0ObEKTOB Ha BbICTABKE, CTPYKTypa
WHCTANNALUMIA M 3HayeHue 00pa30B YKa3blBaAu Ha OrPaHUYEHHOCTb
MOZIEPHUCTCKO-aBAHrapAMCTCKOI napagurmbl ¢ €e  TOTanUTapHbIMU
UMNynbCcamu,  MOAYEPKMBAN W SKCKNIO3MBHLIA  (MCKIIOYAIOLLMIA)
XapaKktep MNPUHUMNOB W3HW ABAHTAPAMCTCKOM KYAbTYpbl, MECTKyt
HOPMATUBHOCTb €€ 3HaKOBOW CUCTEMBbI, OTCYTCTBUE TEPNUMOCTU K HEMO-
[ePHUCTUYECKUM MPaKTUKaM.

Mpomomkexnem  “Menesnoro nytn” pomkHa 6bina  CTaTh
nHctanasuns “Cepauy munas Cubupb”, NPOEKT KOTOPO npeanonaran
Ucnonb3oBaHue 6OMbLIOM0 KOAMYECTBA MecKa B KayecTBe MOKPbITUS
BCEro BbICTABOYHOTO NPOCTPaHCTBa ranepen. Obpalasch K cubupckomy
Mepuoay CBOEI MNU3HM, XYLOXHUK BCNOMUHAET IETCTBO, NECYAHbIE XONMb
B LIEHTPE POAHOro ropoaa, necok Ha beperax 061, COCHbI, pacTywne Ha
necke... “3aecb 6bin okeaH”, - roBopun pebenky ero oteu. Manbumk,
urpasi B Necke BO3Je [0Ma, 4acTo HaxOau Yepenku, KOTopble NPUHUManN
3@ KOCTM MOPCKMX MMWBOTHbIX - DENNKTbl [JPEBHENH OKeaHW4ecKow
Hu3HM. B cBOemM Hepeanu3oBaHHOM npoekte Onapa coeauHser
NnepewnBanna LeTcTBa M pPesynbrarbl TeX YMO3AKIYEHWA, KOTOpble
OH MOMYYWn B 3penoM BO3pacTe, PasMbllass O KatacTpOPUYECKNX
nocneacTBusAX  QYTYPUCTMYECKM  OPUEHTUPOBAHHBIX  COLMANbHbIX
[eACTBUA aBaHrapaMcTcKoro Tuna. Mecok Ans XyAOMHMKa ABNSETCS He
TONIbKO MHAMBUAYaNbHO OKPALEHHbIM CUMBONIOM OKeaHa Kak UCTOYHMKa
U3HU, HO W 310BELLMM 3HAKOM, 3HA4YEHWEe KOTOPOro CBS3aHO AR
Hero ¢ MOTMBOM Kpaxa npeobpasoBaTeibHbIX NPOrpamMM COLMaNbHOro
nepeycTpoiCcTBa U Haka3aHus Nloaei 3a BapBapcKkue cnocobbl 0CBOEHMS
MUpa M HUYEM He COEPKUBAEMYK) MHTEPBEHUMI0 B OKpYWalollee Wx
NpoCTpaHcTBO. Peanu3auns wMHCTaAnsuMM Morna Obl NpUBECTM K
npeobnagaHnio B Hell OTpUUATENbHOMO nontca Obitus. CTOMT TONbKO
NpeACcTaBUTb 3aCbiNaHHble TOCTLIM C/IOEM KENTOr0 Necka 3abl BbiCTaBKM
“¥enesHblit NyTb”, KaK BO3HWKAKT accouuaumnu ¢ “narepHoi nbiibio” u
TOI NyCTbIHEN, KoTopas, no BbipaweHuio T. Po33aka, CylLeCcTBYET BHYTPU
W BOKpYr Hac. MimeHHo noatomy Onapa He HacTauBan Ha OCyLleCTBAEHUM
NpOeKTa, HaMepeHHO OCTaBAAs ero B KayecTBe Hepeann30BaHHOI
yronuu. B KoHuenTyanbHOM ¥ “Aemartepuanu30BaHHOM”  ecTe
COZepiascs HamMeK Ha T0, 4T0 COLManbHas yTonus, B OTAUYUE OT YTONUK
XYOOXECTBEHHOM, YacTo 060paynBaeTCs aHTUYTOMMYECKOIH MPAKTUKON,
COLMaNbHbIM KONancom, aHTpononoruyeckoi KatacTpogoil. Tak e, Kak
. KyHenauc, ucnonb3ylwnii B CBOMX UHCTANIALUMAX Yrofb U YTONbHYI0
nbib, uan W. boitc, neperoHsOWNA C NOMOILBK 3NEKTPUYECKOTO
MOTOpA M NNaCTMACCOBbIX LUJAHTOB HECKOJbKO LEHTHEPOB MeAa,
B..Onapa obpaluaetcs K NpupoaHoi cybcTaHumK, 4Tobbl C ee NOMOLLbI0
PasMbILLASATbL 0 COLMANLHOM BPEMEHM W MPOCTPAHCTBE.

Tparusam  4enoBeyeckoro  CylWecTBOBaHMS 1M NpeayyBCTBUE
rMobanbHoW  KatacTpodbl, CMbICA W3HW W MECTO YenoBeKka B
KynbType, ajantauus K Mupy M 6ErctBoO OT Hero, aKTUBHOCTb
yenoBeka W ero npegenbl - TeMbl ¥uBoMUCHbIX pabot B. Onapa B
90-e rofbl, NPOAOMKAIOLUIMX HACHIUIEHHbIA COLUMANbHO pednekcuei
“¥enesHblit nytb”.

06beanHeHHble 06WMM Ha3BaHWEM, KapTUHbI cepuu “bawHu”
(1992 r.) n3nyyaroT MOLLHYI0 }U3HEHHYHO aHepruto. OfHaKo Npyu 3TOM OHM
He JIMLEHbI TPEBOTU, MPOHMM MO OTHOLWEHMIO K HU3HW W TPaHAMO3HOCTH
Ye/IOBEYECKMX 3aMbICI0B. XYAOKHMK, OCMbICIUBAs APEBHIOKW NEreHay o
CTpouTeNbCTBE ballHy, BO3BPALLAET eil TOT CMbICA, KOTOPbII COAepMKancs
B KaHOHM4YEeCKoM Tekcte bubnuu: Hakasaxue borom ntoged, kotopble
MbITaNMChb NOCTPOUTL FOPOA M ballHio “BbicoTOl A0 Hebec”. B. Onapa kak
Obl nepecmaTpuBaeT HTEpnpeTaumio 6ubneickoit nerexapi . bpeiirenem,
KOTOpbIi B “BaBWNOHCKOI 6allHe” AenaeT aKUEHT Ha CO3WAaTeNbHOM
XapaKTepe CTpeMAEHNA Nofeil, HelTpanu3ys Tparnyeckne ToHa mMuda.
Onapa He npuemaeT WHTEPNpeTauuMio CloweTa, 3asBuBlUyl 0 cebe C
nosiBneHnem bpeireneBcKoit KapTuHbl. EMy G1ne ayTEHTUYHBIA CMbICA
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NEreHibl, OKOHYATeSIbHO MCYE3HYBLIMA B MOLEPHUCTCKOM KylbType.
Tak, B “bawxe Il UHepHauuoHana” B. E. TatnuHa npocBelleHyecKas
naes BCECUbHOCTM W YHUBEPCANbHOCTM Pasyma, 0 BO3MOMHOCTHM
LOCTUMEHUS  00LLECTBEHHOr0 MNPOrpecca Ha OCHOBE peanusauuu
CXeMbl  HACWNbCTBEHHOro npeobpa3oBaHus COLUMANbHOW MaTepuu
nonyyaet Haubonee COOTBETCTBYIOWEE €/ XyLOKECTBEHHOE PELLEHME.
MapagoKcanbHbiM 06pa3oM 34€eCh COBNAAAT MAEONOMMM NOAUTUYECKOTO
W XyLOMECTBEHHOT0 aBaHrapfoB. Ecnu coumanbHas pednexcusa B.
Onapa, onpeameyeHHas B “baliHAx”, cBsi3aHa C 0TPULATENbHbIM UTOFOM
00611eCTBEHHO-NONNTUYECKOT0 EACTBUS aBaHrap[HOro Tuna, KoTopoe
NPUBENO K Tparefun counyma, paspylieHinio pOCCUACKON MEHTaNbHOCTH
W yTpaTte KyabTypHO-PErnoHanbHOM WAEHTUYHOCTH, TO XYAOKECTBEHHOE
BOMAoLEHNe 6AU3KOA emy NereHabl OCHOBLIBAETCA HE Ha OTPULAHWM
LOCTWKEHMI  XYOOMECTBEHHOrO aBaHrapha, a Ha HeWdTpanusauuu
€ro TBOPYECKUX MPUHLUMNOB M “AMHTBUHUCTMYECKOrO [AapBMHU3MA”
(A. boxuto OnuBa) npu 0AHOBPEMEHHOM BKJIOYEHUN aBAHTaPAUCTCKNX
“TEeXHONOTMIA” B MPAKTUKYy CO34AHUA KMBOMUCHOTO NPOM3BEAEHMSA.
B “PawHax” Onapa noab3yeTca  pa3HO0OpasHbiMM  KOAami,
OPraHU4eckn COELMHAA HA MOJOTHE CBEPXYYBCTBEHHO OKpALIEHHbIE
KBa3unpeaAMETHbIE U abCTPAKTHbIE 3NEMEHTbI, ief1ast UX paBHOBEIUKUMU
CpeacTBaMM XyAOMECTBEHHOH 00bLEKTUBALMM BETX03aBETHOW NereHfbl.
Ha ofHOM M3 MONOTEH Cepuu XyNOMHMK COBMELlAeT 3Ty Jerexay
C HOBO3aBETHbIM CHMXETOM 0 pacnatuu Xpucta, u4To, 6e3ycnoBHo,
YCUNMBAET PENNTNO3HO-CUMBOIMYECKOE, CBEPXYYBCTBEHHOE COAEpIKaHue
BCEl Cepuu, 4ns BblpaweHns Kotoporo Onapa HaxoouT afeKBaTHy
Gopmy. “balHn” nuweHbl Kakoi-nubo wunntcTpatuBHocTH. WUHorma
Ha MONOTHAX NPUCYTCTBYIT (parMeHTbl AMMUPUYECKOrD OKPYKEHMS,
OJHAKO UM MOYTW BCErfa NPUAAETCA TPAHCLEHAEHTANbHOE 3HA4YeHue.
PelweTka, nepeyepkHytas KpecTooOpa3HbIMU JIMHUAMU  OKPYKHOCTH,
00pbIBKM APKOTO “NOCKYTHOTO ofesna” - 3Haku “xpoHotona” bora,
CBA3AHHbIE C MHTUMHBIM ONbITOM [JyXOBHOTO OCBOEHUS XYLOXHWUKOM
Ha3MNMPUYECKOr0 NPOCTPaHCTBA W BpeMeHn. [laHHoe 06CTOATeNbCTBO
BOBCE HE 03HAYaeT, YTO XyNOMHWKA HE MHTEPECYeT YYBCTBEHHbIA MUP.
TenecHo-marepuanbHas CTUXUS BPbIBAETCS B UBOMUCHOE NPOCTPAHCTBO
MONOTEH HEOXKMAAHHO, MOSBNAACH HE B BUAE KOHKPETHbIX U306pameHHii
NPeAMETHOTO MUPa, @ B KAYeCTBE 3KCMPECCUBHON QUKCALMN Ha XONCTe
60raToro aHepreTM4ecKOro NOTEHLUMaNa XyaoKHUKa.

Tema WCTOKOB eBpa3nitcKoi LmBUAM3aLMK BonHyeT B. Onapa B
CBA3M C MOMCKOM YCTOWYMBLIX OCHOB ObITUSI, yTpAUEHHbIX B MOrOHE 3a
HOBW3HOI COfiEPKaHUA COLMANbHOTO AEACTBUS. XyAOKHUK BUAMT 3TOT
GbyHnameHT B MUpOBbIX pennruax 3anaga M BocToka. Tak BO3HMKaeT
“Uepycanum” (1992) - cepusi nonoTeH, B KoTopbix Onapa obpatlaetcs
K npo6neme XpynKoCTV 4Ye0BEYECKO! LMBUAU3ALMN U €8 BO3MOKHOIO
OMHMUMAA. KapTuHbl Cepuu HamucaHbl B MpayHblx TOHax. Tpu Gurypbl
N ux moandukauuu, n3obpamaemble Ha KamaoM MONOTHE CEpUM,
HaMnoOMMHAKT MeranoiuTUYECKne COOPYHEHNs M 0003HayaloT, BUAMMO,
TPU  MUPOBbLIE PEAUTAN, LEHTPOM KOTOPbIX ABAAETCA CBALIEHHbIN
[opon. 3K3ucTeHuManbHoe 3BydaHue “Mepycanuma” Tak e, Kak M
“bawnn”, ambusaneHtHo. CocpeaoToueHMe Ha KaTacTpoUYecKoM
He fdenaeT TBOpYecTBO Onapa  pasHOBMAHOCTbIO  HEraTMBHOI
XYLOKECTBEHHO! yTonMM (auctonuu), ubo “HoyHas” cTOpoHa 06pa30B
YPABHOBELUMBAETCA CKYMbIMM HaMeKaMW Ha BO3POMAANLINA CMbICA
W CTabMAM3MPYIOLLY0  HAnpaBNEHHOCTb  PENUrUO3HO-3TUYECKOrO
nepexnBanns, 3ahUKCMPOBAHHOTO B NOAYEPKHYTO YYBCTBEHHOI OKpacKe
TPaHCLEHAEHTaNbHbIX CUMBOJIOB.

BbicTaBouHbli  npoekT Bnagumupa Onapa  “bawHu”  6bin
npeactasnex B LientpanbHom [ome XynowHuka B Mockse B 1993 roay.
B aKkcnosuumn npeactaBneHbl kuBomuch (cepusi bawhu), 06bekTbl,
TEKCTbI, [OKyMeHTanbHble Qotorpadun 30-X roaoB (CTPOUTENLCTBO
ropoaa Cranuucka B Cubupw).

JleonTuit 3bi6aitnoB. IokTop GnAOCODCKUX HayK.
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SIBERIAN AND MOSCOW PERIODS OF
VLADIMIR OPARA’S CREATIVE WORK

The path of the artist starts in the city of Barnaul, where he was born
and where, for the first time in 1974, he participated in an exhibition for young
artists of the Altai region. Already, the early works of “Sunflowers” (1974), “April”
(1977), “Boat” (1976, private collection) and “House with Yellow Sky” (1977,
private collection) marked the future path as sincerity, openness and search.
Technically, the path of the artists can be divided into two periods: Siberian
period of 16 years (1974-1990) and Moscow period of more than 25 years (since
1990). The Moscow period is, of course, more significant both in time frame
and level of realisation towards creative plans. In the first 16 years the artist
moved to various Siberian cities, residing in multiple studios, but in the end had
not blended in with the local art life. Despite extreme life conditions, the artist
worked hard and diligently, and in Siberia he adverted to the Biblical topics
resulting into Vladimir creating “The kiss of Judas" (State Tretyakov Gallery)
in 1989.

When the Perestroika started, Vladimir along with his wife Maya, moved
to Moscow in 1990. First they lived in rented apartments and communal
flats, two years before purchasing their own apartment in 1992. In 1990
there was an opening of the personal exhibition in Moscow Exhibition Hall
“ARBAT”. Vladimir actively participated in Moscow exhibitions: “Moscow
Artists” in Norway (1991), “Washington-Moscow” located at the State
Tretyakov Gallery (1990) and “Washington-Moscow” located at the Carnegie
Library in Washington (1991). During this time Vladimir finds artists,
philosophers, poets with similar mind set. The country reached breaking point
and the chaos and perturbation amongst the hopes and disappointments
were reflected in the series of works on paper: “Temple 1", “Temple 27,
“Temple 3", “Cross Carrier” and “Red Wheel” (1990-1992). The works of
these series were presented over several exhibitions in the USA back in 1991,
not to mention more than 30 pieces from this series are a part of many
private collections in the USA. During 1991, Viadimir created an installation
called “The Iron way”, which occupied an area of 900 square metres that was
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welded from parts of electric locomotives from the series “Vladimir
Lenin”. On the canvases from 1992-1993, the dramatism of the
times is shown as a tragedy comparable to Biblical times, such as:
“The Way He Screamed”, “Lonely Hero” (1993), “Jerusalem”(1993),
“But They Found a Rock. Calvary” (1994). Multiple paintings created
in this period were acquired by State Tretyakov Gallery: “Crucified”,
“Construction of The Tower”, “Self-portrait” and a series of photographs
of performances called “Claustrophobia” and “Purification of Sand”.
The Moscow Museum of Modern Arts has “Lonely Hero”, “Jerusalem”
and “Calvary” in its collection. During the time of 1993-1994, began
the production of a new series on paper - “Constructions” (1994-
1996) and “Surfaces” (1994-1996). Sheets of the series were shown
at the exhibition “Abstraction in Russia. XX century” (2001) and at the
exhibition “Collage in Russia. XX century” (2005) at the State Russian
Museum in St. Petersburg. A part of this series is among the collection
of the State Russian Museum.

During a period of several years from 1987-2001 and 2014-2015,
Vladimir would paint a self-portrait each birthday. The self-portraits
are in the museums of Tretyakov Gallery and State Art Museum of the
Altai Region, and amongst private collections. The artist adverts to a
portrait genre during difficult moments, creating a series of female
images from hysterical to exalted, such as “A Woman with Painted
Lips”, “Valya”, “A Woman with a Comb” (1997) and “A Woman and a
Soldier” (1996). In the art works from the period of 1997-2005, the
artist used collage for: “A Carburetor Boy and His Mother” (1997),
“Message to the Jerusalem’s Entrant / Response of the Jerusalem’s
Entrant” (1998-2000), “A Wind from the East” (2005) and “He Enters
Jerusalem on a Donkey” (2005).

In 2007 Vladimir started a series of works called “Boats and
Locomotives”. The series “Boats and Locomotives” was shown in
Germany at the exhibition hall of “Packhof” in 2007 and at a personal
exhibition in the Museum Centre of Krasnoyarsk City in 2008. The
compositions “Boats and Locomotives” are amongst the collections of
the State Center of Modern Arts (Moscow), the Krasnoyarsk Museum
Centre and the Art Museum of Vrubel in Omsk. At the “Kuznetsky 20”
exhibition hall of Moscow Union of Artists, there was an opening of
Vladimir Opara’s exhibition “35 Years of Creative Activity” in 2009. At
the exhibition, all periods of Vladimir's art were presented, starting
from 1974. In the autumn of 2009 there was an opening of Vladimir's
personal exhibition “Biblical Story: Boats and Locomotives” in the
gallery of Olga Khlebnikova (Riga, Latvia). The series “Boats and
Locomotives” gained new sounding literally and symbolically - in the
installation a sound composition was used (screen of moving wagons,
noise of waves and screams of seagulls). The sound composition for
the installation was created by Maya Opara on Vladimir's request. Two
compositions from the series “Boats and Locomotives” (186 x 152
sm., 2009) are in the collections of the National Art Museum of Latvia.
The installation “Deportation” (film editing by Maya Opara) became
the continuation of the story “Boats and Locomotives”. According to
Vladimir, boats represent the freedom of every single man whereas
railway equipment and locomotives represent restraint, mechanization
and the suppression of personality. The installation is dedicated to all
the citizens of Europe who were forcefully deported against their will
during the 20th century. In 2010 the video installation “Deportation”
was presented in Dresden at the “Ostrale’10” exhibition of modern
arts.

In 1997, Vladimir Opara began using computers, screens and
computer circuits in his projects, all becoming a part of Viadimir's
objects: “Creator” (1997), “Computer Man”, “Computer Woman”
(1998), “Digital Art Machine” (2015), and Vladimir's painting-objects:
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Electronical Crucifixion” (2010), “Atomic Electro Station” (2011), “A Fly of
Samurais over Fukushima Station” (1991), “Creation of the Tower” (2013),
“Forgotten Songs” (2015). New technology, Internet, social media - is it
good or evil? This problem is raised in Vladimir Opara’s global project
“E-crucifix”. In this project, practically all of the practices of modern
arts were utilized, from painting to photography, photo graphics, objects,
installation, performance and video.

Many of Vladimir's paintings are autobiographical. He lived and
worked in Novokuznetsk (previously known as Stalinsk) from 1984 till 1990,
the memory of which evoked thoughts about the history of the place along
with the dreams of common people, a bright future and how in all turned
out in the end. Novokuznetsk is where the metallurgical factory and city
were constructed. Through entering a dialogue with Vladimir Mayakovsky,
the author of a poem about Kuznetsk, Viadimir Opara creates a series of
paintings, using digital files created from photographs (made in 1929),
during the construction of the city and the metallurgical center. The first
painting “Crossing” was made in 2011, and the paintings “I Know the City
Will Be... for Vladimir Mayakosvky” (2015) and “I Know the Garden Will
Bloom... for Vladimir Mayakosvky” (2015) followed. The reference to poetry
was no coincidence as the poets Vladimir Mayakosvky and Josef Brodsky
were interesting for Vladimir Opara in respect to their complete contrast:
Mayakosvky, a member of the Futurism movement, striving for his country’s
prosperity, and Brodsky, a non-believer in the idea of a bright future for
his country. However, in Vladimir's point of view, these contrast feelings
are the quality shared by “Russian men”. In 2015, Vladimir created a
painting “Moist Charm of Venice... for Josef Brodsky” and in 2015, Vladimir
visited St. Petersburg, where he conducted a photo shooting of alleys and
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backyards for the series of works “for Josef Brodsky”.

During the past 10 years, Vladimir, Maya and Anastasia Opara
would travel by car from Russia to Europe and vice-versa. The result of the
longstanding journeys was presented in the February 2015, at the Pulchri
Studio (Den Haag, Netherlands) on the exhibition “Vladimir, Maya, Anastasia
Opara - Life as a Projection of Art”. The Netherlands for Vladimir is a land
created by the hands of people. Russia is a land given by God, gained
due to discovery of new lands and expansion, but Vladimir sees points of
intersection since both the construction of cities in new lands in Siberia
and the land built from the sea (Netherlands) required incredible human
effort. Vladimir's first visit to Netherlands was in 2012 and since then, he
always comes to the Netherlands to paint and take photographs. Since the
1st of April 2015, Vladimir Opara has been a member of the association of
artists at the Pulchri Studio (Den Haag, Netherlands). Perhaps, this means
the beginning of a new period in Vladimir's art?

It is practically impossible to fully describe the period of Moscow
in Vladimir Opara’s art in such little text. Since 1990, Vladimir has taken
part in more than 120 exhibitions, both in Russia and abroad. Since
1984 there were 30 personal exhibitions, 26 of these being a part of the
Moscow period. The works of Viadimir Opara are currently in 17 museums
in Russia and abroad, and among the private collections of many countries
worldwide. Since 1990, Vladimir's large-scale projects were realised. His
wife (and friend in the field of arts), Maya Opara, has also taken part in all
of the projects. Masses of performances and installations were created in
Russia and many other countries. Today Vladimir is working on the project
known as “Motion Landscape”.
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CUBUPCKUWA U MOCKOBCKUI MEPUOAbI
TBOPYECTBA BAAAUMUPA OMAPA

[yTb Xy#OMHMKA HauuHaeTcs B ropode bapHayne, rae oH poaunca
W rae Bnepsble, B 1974 rogy, NnpUHAMAET y4acThe B BbICTaBKE MONOAbIX
XYIOXHUKOB AnTaiicKoro kpas. Yie B paHHux paboTax «[logconHyxu»
(1974), «Anpenb» (1977), «Katep» (1976, uvacTHas Koanexkuus),
“llom ¢ wenTbiM Hebom”( 1977, yacTHasA KOMNEKUMS) HaMeyeH BEch
JanbHeAWmit NyTb - UCKPEHHOCTb, OTKPLITOCTb, MOUCK. YCOBHO NyTb
XYLOXKHUKA MOMHO pa3fenutb Ha fasa nepuoga: Cubupckuit nepwmop
16 net (1974-1990) n MockoBckuit nepuog 6onee 25 net (¢ 1990).
KoHeyHo e, MOCKOBCKMIA Nepuof 3HAYMTESIbHEE Kak M0 BPEMEHM,
Tak M N0 CTENEHW peanu3auuu TBOPYECKUX NnaHoB. B nepsble 16
NET XYAOKHUK CMEHUN HECKONbKO CHMOMPCKMX FOPOAOB, MHOKECTBO
MacTepCKMX, HO TaK 1 HEe BNUCANCA B MECTHYIO XYLOKECTBEHHYIO HU3Hb.
HecmoTpst Ha 4pe3BblyailHble YCNOBUA MW3HW, XYOOXKHWUK MHOTO U
HanpsiieHHo paboTaeT, 1 UMeHHO B CubUPH OH BNepBbIe 0OpallaeTcs K
bubneiickum cowetam: B 1989 roay Bnagumup nuwer «Mouenyit Myabi»
(focynapcteeHHas TpeTbsikoBCKas lanepes).

B ctpaHe Havanacb “nepectpoitka” u B 1990 rogy Bnagumup u
ero xexa Maiia nepeesmalor B Mocksy. [IBa roga #usHu B CbEMHbBIX
KBapTMpax M KOMMyHankax, 3atem npuobpeteHue CO6CTBEHHOI
kBapTupbl B Mockse (1992). B 1990 roay oTKpbiBaeTCs nepcoHabHas
BbicTaBka B MoCKBOBCKOM BbiCTaBo4YHOM 3ane “APBAT”. Bnaaumup
aKTUBHO yyacTByeT B MOCKOBCKMX BbiCTaBKax. Y4aCTBYeT Ha
BbicTaBke MOCKOBCKMX XynowHWUKOB B Hopseruu (1991), Ha BbicTaBKe
“BawmHrroH-Mockea” B [locynapcTBeHHOi TpeTbsikOBCKOW [anepee
(1990), Ha BbicTaBke “BalwmHrToH-MockBa” B KapHeru Jlaiibpepu B
BawuHnrrone (1991). B atot nepuoa Bnagumup Haxoaut 6an3kux no ayxy
XYHOXHUKOB, dunocodos, noa3ToB. Bpems Ans CTpaHbl NEpenoMHoeE:
XaoCc W CMATEHWe, HaZemAbl M pa3oyapoBaHue, BCe 3TO OTPAMEHO B
cepusix pabot Ha bymare: “Xpam 1», «Xpam 2», «Xpam 3», «Hecywuit
Kpect», “KpacHoe koneco” (1990-1992). Pabotbl aT0it cepun 6biin
npeacTaBneHbl Ha HecKonbkux BbicTaBkax B CLUA B 1991 rogy. bonee
30 pabot 3T0it cepun HaxoaaTcs B 4acTHbIX Konnekuusx CLUA. B 1991
rogy Bnagumup cosnaét uuctannsumio “Yeneswblii nytb” naollazgblo
900 KBagpaTHbIX METPOB, CBAPEHHYI0 U3 AeTaneii ANeKTPOBO30B Cepum
Bnagumup JlennH. Ha xoncrax 1992-1993 roga nokasaH gpamarusm
BpeMeHH, Tpareans conoctasumasn ¢ bubneiickumu BpemeHamu: «Kak
OH 3aKkpuyan», «0auHokuit repoit» (1993), «Mepycanum» (1993), «Ho
HaWNM OHU KameHb. Tonroda» (1994). HecKonbKo KapTUH CO3AAHHbIX
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B 9TOT nepuoa npuobpeteHbl [ocynapcTBeHHON  TpeTbKOBCKOI
lanepeeit: «Pacnatblit», «CTpouTenbcTBO ballHu», «ABTONOPTPED,
cepust potorpaduit neppopmatcos “Knayctpopodbus” u “Oumwienne
necka”. “OauHokuii repoit”, “Uepycanum”, “lonroda” HaxoasTcs B
konnekunn Mockosckoro My3ses CoBpemenHoro Mckycca. 1993-1994
rofbl CTAHOBSATCA HA4anoM HOBOW cepuu Ha bymare - «KOHCTpyKuum»
(1994-1996), «MosepxHocTu» (1994-1996). Juctbl aToi cepumn Gbiu
NMoKa3aHbl Ha BbicTaBKe «AbCTpakums B Poccun. XX Bek» (2001) u
BbicTaBke «Konnaw B Poccum. XX Bek» (2005) B locynapCTBEHHOM
Pycckom Mysee, CaHkT-lleTepbypr. YacTb paboT 3Toil Cepun HaxoaaTcs
B Ko/inekumun focynapctBeHHoro Pycckoro Myses.

Ha npotsawenun Heckonbkux net (1987 - 2001, 2014, 2015)
Bnagumup nuwert B CBOA AeHb POHAEHUS aBTOMOPTPET. ABTONOPTPETHI
HaxopsATc B Mmysesx (TpeTbsikoBCcKasi [anepesi, [locyaapCTBEHHbII
XynomecTBeHHbIi My3eit AnTailCKOro Kpas) M YacTHbIX KOMNEKUMSX.
XynomHuk o6paluaetcs K nOpTPETHOMY KaHpy B TPyAHOE Ans cebs Bpems
W CO3JAET CEPUID HEHCKNX 06pa30B OT UCTEPUYHBIX [0 BO3BBILIEHHbIX:
«KeHLnHa ¢ HakpaweHHbIMK rybamu», «Bans», <KeHiumHa ¢ rpebHem»
(1997), <KeHwmHa u congar (1996). B KMBONUCHBIX NPON3BEAEHUSX
1997-2005 rona xymoHUK UCnoNb3yeT koanaw: «Manbyuk kapbiopatop
n ero mama» (1997), «llocnaHue Bbe3watolLero B Mepycanum - oTBeT
Bbeswatolemy B Mepycanum» (1998-2000), «BeTep ¢ BocToka» (2005),
«OH Ha ocre Boesmaert B Mepycanum» (2005).

B 2007 romy Bnagumup HauuHaeT ceputo pabot «Jlogku
napoBo3bl». Cepust «Jloaku u naposo3bl» B 2007 roay 6bina nokasaHa B
[epmaHuu (BbicTaBouHbI 3an «Packhof»), B 2008 rogy Ha nepcoHanbHoi
BbicTaBke B My3eiiHom LleHtpe r. KpacHosipcka. Komnosuumu «Jlogku
W NapoBO3bl» HaxomATc B Koanekuuu [ocynapcTBeHHoro LleHTpa
CospemenHoro Wckycctea (MockBa), B HKpacHosipckom My3eitHOM
Llentpe, B XynomectseHHoM My3ee uM. Bpybens B Omcke. B 2009 rogy
B BbICTaBOYHOM 3ane Mockosckoro Coto3a XymomuukoB “KysHeukuii
20" oTKpbinach BbicTaBka Bnagumupa Onapa “35 neT TBOpYECKOI
nestenbHoctu”. Ha BbicTaBke 6biin NpeacTaBneHbl BCe Nepuofbl
TBOpYecTBa Bnagumupa Haumuas ¢ 1974 roga. Ocexbto 2009 roga
OTKpbINach NepcoHanbHas BbicTaska Bnagumupa “bubneiickas uctopus:
nofku u napoo3bl” B ranepee Onbru XnebHukosoit (Pura, Jlatus).
Cepusi “Nogkn ¥ NapoBo3bl” Noayyuna HOBOE 3By4aHUe B MPSMOM U
MepeHOCHOM CMbICAe CN0Ba - B WHCTanAsuuu 6bina MCnonb3oBaHa
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Photo 1, 2, 3, 4. “Museum 2020". The Installation by Viadimir Opara.
Multimedia project of the virtual museum of modern art (museum2020.artfor.ru).
The Il international exhibition-festival of new visual culture “Focom 98”.

The Central House of Artists, Moscow 1998.

3BYKOBAst KOMMO3WLMS (FPOXOT ABWKYLLMXCS BArOHOB, LWYM BOJIH, KPUKK
yaek). 3BYKOBYI0 KOMMO3ULMIO K UHCTAnAsUuK, No npockbe Bnagumupa,
co3aana Maiis Onapa. [lge Komnosuuun u3 cepuu “Jloakn 1 napoBo3sbl”
(186 x 182 cm., 2009) HaxomaTcs B KoAneKuuu HaumoHanbHOro
XYAOXKECTBEHHOr0 My3es JlatBuu. [pojonweHnem uctopun “Jloaku
W napoBo3bl” cTana wuHcTannauus “Jenoptaums” (MOHTaK QUIbMOB
- Maita Onapa). Jlogkn B npeAacTaBnexuu Bnagumupa - 370 cBoboaa
Kamo0ro OTAENbHOM0 YEeN0BeKa, ene3HOL0POMKHbIe COCTaBbl, NapoBO3bl
- 3T0 HecB0OOfa, MaluMHW3aumMs, nojaBneHne ANYHOCTU. UHCTannsuus
nocBsAllanach BCEM HACWIbCTBEHHO MepeMellEHHbIM  rpamaaHam
Esponbl B XX Beke. B 2010 rogy Buaeo uHctannsuus “flenoprauns”
Obinia npeactaBneHa B [lpesfeHe Ha  BbICTaBKE  COBPEMEHHOro
nckycctea "Ostrale’10".

Haunnas ¢ 1997 roga Bnagumup Onapa ucnonb3yet KOMNbHTEPHbIE
TEXHONOTMW B CBOMX Mnpoektax. C 3T0r0 e BPEMEHU KOMMbIOTEpbI,
MOHUTOPbI, KOMMbIOTEPHbIE MNaThl  CTAHOBATCA 4acTbld O0OBLEKTOB
Bnagumupa: “Kpuaiitop” (1997), “Komnblotep man”, “KomnbioTep
Bym3H” (1998), “Undposas apt mawmHa” (2015). Tak e KOMMbIOTEPHbIE
nnatbl CTAHOBATCS 4acTblo KapTMH-00beKTOB Bnagumupa: “3nektpoHHoe
pacnsatue” (2010), “AtomHas anektpoctaHuma” (2011), “lMonét camypaes
Hap ctaHumeii Oykycuma” (1911), “CrpoutenbctBo 6awnn” (2013),
“3abbiTble neckn” (2015). HoBble TexHonoruu, MIHTEPHET, couManbHble
ceT - 1o bnaro wan 3n0? 31a npobnema noaHATa B rM006aAbHOM NPOeKTe
Bnaaumupa Onapa “E-crucifix”. B npoekTe 6bin UCNOAb30BAH NPAKTUYECKH
BeCb "apceHan" COBPEMEHHOr0 WCKycCTBA: MBOMUCH, (doTorpadui,
(Gotorpaduka, 06beKTbI, UHCTaNAALMA, nephopPMaHCh, BUAEO.

MHorne U3 kapTud Bnagumupa aBTobuorpaduuHbl. BocnomuHanus
0 HoBoky3Heuke (ObiBlMiA ropon CTanuHCK), rae OH xun W pabotan
¢ 1984 no 1990, pa3mblwneHns 06 uctopuu 3TOr0 Mecta, rae Obin
MOCTPOEH METaNypruyeckuii  3aBog M ropod, O MeyTe NPOCTbIX
M0fieli 0 CBETNOM Oyaywem v 0 TOM, YTO B pe3yabrate MOAYYMIoCh,
BCTynas B Auanor ¢ Bnagumupom MasikoBCKUM, HanucabLIMM M03My
0 Ky3HeuKcTpoe, Bnagumup Onapa nuileT cepuio KapTMH B KOTOPbIX
UCNOJb3YET KOMMbIOTEPHbIE  (aiinbl  co3haHHble no  GoTorpadusm
caenaHHbiM B 1929 roay npu CTpOUTENbCTBE rOpo/a U MeTannypruyeckoro
kombuHata. lepBass kaptuHa “lepenpaBa” 6bina HanucaHa B 2011
rofy. 3atem ObinM HanucaHbl “a 3Haw ropod Oyaer... ans Bnagumupa
MasikoBckoro” (2015) u “a 3Hat cagy LUBeCTb... Ans Bnagumupa
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Masikockoro”(2015). ObpalueHue K no3suu He chydaitHo. Bnagumup
MasikoBckuit n Mocud bpoackuii anst Bnagumupa SBASKOTCA MHTEPECHBIMM
C TOYKM 3PEHUS MOSHOI UX NPOTUBOMONOKHOCTH: MasikoBCKUI yTypuCT,
OPMEHTUPOBAHHbII Ha Byayliee cBOet CTpaHbl U bpoackuit He BepALuii
B cBeT0e Oyayuiee cBoeil cTpaHbl. Ho Kak npectaBnsiercs Bnagumupy,
UMEHHO 3TV MPOTMBOMOJIOKHBIE YYBCTBA MPUCYLLM “DYCCKOMY YenoBeky”.
B 2015 rogy Bnagumup nuwet kapTuHy “BnamHoe o4apoBaHue Bexeuuu...
ana Mocuda bpoackoro”. B 2015 romy Bnagumup nocewaet CawkT-
Metepbypr, npoBoAUT HOTOCHEMKY B NOABOPOTHAX W IBOPAX-KONOALAX ANs
cepun pabort “ansa Mocuda bpoackoro”.

Ha npotsieHun pecatu net Bnagumup, Maiis v Anactacusa Onapa
MyTeLWeCTBYlOT Ha CBOeH MalwuHe no EBpone. Pe3ynbrar MHOrONETHMX
nyTewecTsuit 6bin npeactasned B despane 2015 roga B Pulchri Studio
(Den Haag, Netherlands) Ha BbicTaBke “Bnagumup, Mais, Anactacus
Onapa - Xu3Hb Kak npoekuns uckycctea”. Huoepnauabl ans Bnagumupa
- 9T0 3ems C03AaHHas pykamu ntofeir. Poceus - 3emns gaHHas borom,
MONy4EHHAs 3@ CYET OTKPBLITUS HOBLIX 3eMENb, 3KcnaHcuu. Ho Bnagumup
BUAMT TOYKM COMPUKOCHOBEHWS. CTPOMTENbCTBO TOPOAOB HA HOBbIX
3eMAX HEBEPOATHbIMM YenoBeyeckumu ycunuamm B Cubupu (ropos
CranuHck, B nocneacTeuu HoBOKY3HELK) M 3emnst 0TBOEBaHHas y Mops
(Hupepnauapl), TaK e HEBEPOATHbIMW ycwuiuAMW niofeid. Bnepsble
Bnaaumup nocetun Hugepnauabl B8 2012 rogy. C Tex nop OH NOCTOSIHHO
npuesxaer B Hugepnangbl, pucyet, dotorpadmpyer. C 1 anpens 2015
roga Bnagumup Onapa uneH Accounauun XxynowHukos Pulchri Studio
(Den Haag, Netherlands). BoamokHO 310 Ha4ano HOBOrO Nepuoga B TBOP-
yecTBe Bnagumupa.

MonHocTblo onucatb MoCKOBCKuiA nepuoa TBOpyecTBa Bnagumupa
Onapa B cTONb HEOOMbILIOM TEKCTE NpaKTUYecku HeBo3moxHo. C 1990 roaa
Bnagumup npunsan yyactve B 6onee 120 BbicTaBKax B Poccuu v B apyrux
cTpaHax. C 1984 6bino npoBeaeHo 30 nepcoHanbHbIX BLICTABOK, U3 HUX 26
NPUXOAATCA HAa MOCKOBCKMiA nepuon. lpousseneqns Bnagumupa Onapa
HaxoaaTcs B 17 my3esix B Poccuu v 3a pybemom, B YaCTHbIX KOANEKLMSX
MHOrux cTpaH mupa. C 1990 roma Obiiv peann3oBaHbl MacliTabHble
npoekTbl Bnagumupa. Bo Bcex npoekTax npuHumana yyactve Maiis Onapa,
ero ¥eHa M HanEwHbl Apyr B MCKYCCTBE. Bbiin OCYILECTBAEHbI AECATKM
nephopmMaHCcoB U UHCTanAALMIA B Poccuu u apyrux cTpaHax. B HacTosiee
Bpemst Bnagumup pabotaet Hag npoektom “Motion Landskape”.
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SELF-PORTRAIT. 1992, OIL ON CANVAS, 84,5 X 70,8, THE STATE TRETYAKOV GALLERY, MOSCOW
ABTOMOPTPET. 1992, X., M., 84,5 X 70,8, FTOCYJAPCTBEHHAA TPETbAKOBCKAA TAJIEPEA, MOCKBA

BIOGRAPHY

As an artist, Vladimir Opara is a member of the Moscow Union of Artists, and associate
of Pulchri Studio located in Den Haag, Netherlands.Vladimir was born on 30th May in
Altai, the city of Barnaul, back in 1952. His parents took part in a settling program
of new lands, which was the reason for Vladimir's childhood taking place in the
piedmonts of Altai. His mother, an English teacher, came to Altai with his father, the
head engineer of the Machine and Tractor Station (MTS). Vladimir never had normal
toys as a child. His toys came in the form of gears, screws, carburettors and cogs.
He even had his own real “Polutorka” truck and although it was lacking an engine, it
did possess a steering wheel, making it one of Vladimir's most memorable. Viadimir
would build his own toys out of machine parts, including trucks, winnowers and
seeding machine components. Although Vladimir had not much peers to play with,
he was never bored with himself, as in his possession there were a huge collection of
these “toys”. Perhaps, these “toys” were his first installations.

The sensation of space and beauty of the world has formed itself inside Vladimir
amongst the vast expanses of Altai. In 1958, his family returned to Barnaul and in
1959 Vladimir joined one of the top schools in the city. At school he became an
acknowledged artist, drawing a series of comics about school life. A doll theatre
was opened at school, however, Vladimir was not accepted simply because he could
not pronounce the ‘R’ letter correctly. Soon after, the theatre closed, and the dolls
and requisite that remained were utilised by Vladimir. He began creating his own
doll theatre, which he took the role as ‘director and recruited his friends to take
on the roles as either screenwriters, artists and actors.The doll theatre worked for
a couple of years hosting concert tours. The hushand of a chemistry teacher who
worked as a professional artist named Gennadij Boronov was responsible for the
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school decorations during each held celebration, such
as New Years, 7th November, 1st May and 9th May,
where Vladimir was an irreplaceable assistant.

Having graduated, Vladimir decided to
join the Military Academy of Communication
as opposed to Art College, like so many would
have expected. Vladimir of course, had his good reasons
behind his decision, being he had always dreamt of
visiting space and travelling the unknown, which he
believed would become possible through becoming
a specialist in the field of ‘Space Communication’.
However, things did not go the way Vladimir had
expected, seeming as how the word “command”
defines the concept and purpose of those studies. It
was never the specialists of communication that were
trained to venture space, but the commanders. Three
months later, Vladimir decided to quit the academy
and return to Barnaul, where he began working in a
factory as a turner apprentice. He, however, did not
spend much time working on a lathe and was often
involved in design tasks such as, drawing posters
for all of the “Red Soviet” celebrations including
visual agitation and decorated automobiles, used as
demonstrations. In Barnaul, during that time, there
was no opportunities to acquire any art education
and the limit of travelling to study in another town
was exceeded. His parents offered to find a study in
the hometown of Barnaul. The choice here was very
limited however, having only a Medicine, Agricultural
or Pedagogic institute to choose from. Viadimir
decided to join the Physics-mathematical faculty at
the Pedagogic institution, where he wrote up essays
on physiology. He was interested in the history of arts
and cosmogony and began writing poetry as well as
drawing, not to mention spending much time in the
huge and recently opened Kraevaja library. He read
articles on painting, independently studying the
technology of painting where he began using oil paint.
He went to evening courses of artists-decorators
(designers), where the courses were taught by an
artist named Aleksej Drilev, who finished Krasnojarskij
Art College. Drilev asked his students “not to write
letters”, but to paint from nature. In the evenings,
life drawing took place in an auditorium, where fellow
students were invited to pose.

Vladimir's mother received a book by Anri
Perrusho titled: “Van Gogh's Life” as a gift from her
grateful students. She gave the book to Vladimir saying:
“It's for you, you are an artist”. During his last year of
studies in 1974, Vladimir exhibits his first experiments
in painting at a professional exhibition. One of his first
workings was titled “Sunflowers”. After graduation he
visited G.Tarskij's studio, where he drew gypsums, and
National studio of A. levlev located near the factory of
Transport Machinery Construction, where he painted
still-lifes and did life drawing. Vladimir was expelled
from the National Studio after a year of studies for his

VLADIMIR OPARA



experimentation with form and colour. During this time, he became
a street artist, which meant painting landscapes on the streets. He
would paint alleyways, suburbs and houses of his hometown. His
style was categorised as ‘fauvism’, meaning expressive. A little later,
passion for the method of artist “Marquet” came and Vladimir's own
manner of painting inaugurated.

In 1975, at one of the exhibitions, Viadimir met with artists,
Vladimir Kvasov and Vasilij Rubleva, and latergot acquainted with the
rest of Rublev’s circle. Rublev's studio was ‘another art’ of Barnaul city
and between 1976 -1979 Valdimir did life drawing in Rublev's studio,
which was a time of interest and theory among a passion for the East
such as zen, chan, the art of inspiration and the rejection of socialist
realism. Vladimir went on to participate in the exhibition “Young
Artists of Siberia”, where all of the presented works were kept at the
exhibition. For participation on the exhibition, Vladimir was granted
a diploma. Vladimir's painting were published in “Art” magazine
of Academy of Arts USSR. Vladimir was taken in the Association of
Young Artists of the Union of Artists USSR. In 1978 he met an artist
named Andrej Pozdeev. A part of Barnaul’s artists and member of the
board were hostile towards Rublev's studio and they signalled “where
one would have to go” and they did it persistently, writing reports
to soviet authorities. Vladimir's confession caused a reaction from
directors of culture; “Opara was not a soviet artist”. Unexpectedly
for himself, Vladimir was labelled as a dissident and an anti-soviet.
A company began raising complaints against Vladimir and Rublev's
studio on behalf of the local Union of Artists. Rublev became seriously
ill and Kvasov was placed in a mental institution. P. L. Mirinov, the
president during this time, sympathising with Vladimir, advised him to
leave Barnaul. Vladimir took his advice, and left Barnaul in 1981, first
moving to Kemerovo (Kuzbass is a land of miners and metallurgists),
then in 1984 to Novokuznetsk (previously known as Stalinsk).

Living out his days in a basement or residing in hostels, a life
without a residence permit made these times extremely difficult to
endure, and made Vladimir mystically connect his life with Vincent
Van Gogh. He saw a similarity in their paths, and Vincent became both
his companion and his friend. “Letters of Van Gogh” was in constant
use during that time. It helped Vladimir to overcome the difficulties
he faced. Vladimir used opportunities to go on art trips, provided
by the union of artists, Komsomol (communistic union of youth). He
descended in mines and painted miners and miner villages although
he was not interested in Soviet pictures, but more in people swallowing
food in dirty factory cafeterias or working in harmful conditions that
would cause them to retire earlier. In 1984, the first of Vladimir's
personal exhibitions took place at the House of Artist, in Kemerovo.
The exhibition was closed after a week due to the directors of culture
not being satisfied with the ‘gloomy’ colours used in the exhibited
paintings. Between 1986 - 1987 Vladimir travelled to Jambul (not
far from Tashkent), where his painting system changed fundamentally
through a contrast of brighter colours and transformation of tonometer
to cadmium red. In 1987 in Novokuznetsk, an art critic from Tretyakov
gallery came to learn more on the art situation in Kuzbass. She
became interested in Vladimir's work and got him acquainted with
the art critic, known as Maria Valjaeva. Vladimir managed to paint big
compositions using a new painting technique.

In the country, the changes occur in a form of Perestrojka. It
was the same year when Viadimir joined the Union of Artists USSR
and in 1988 a personal exhibition in the Novokuznetskij Museum
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of Fine Arts took place followed by the exhibition “100 paintings of
Vladimir Opara” in Kemerovskaja's local painting gallery. 1990 was
the year that the first personal exhibition in Moscow was made
and was also the year that Tretyakov gallery purchased Vladimir's
painting titled “Judas’ Kiss”. Vladimir with his wife Maya moved to
Moscow, and in 1990 Vladimir participated in the grand exhibition
“Washington - Moscow” in State Tretyakov gallery. In 1991 the
exhibition was presented in Washington at the Carnegie Library
and the same year Vladimir went on to create an installation called
“Iron Path”, occupying 900 square metres. Maria Valjaeva later had
Vladimir acquainted with Marlen Shpindler, Andrej Grositskij, Leonid
Berlin, Adolf Goldman and Aleskej Kamenskij. The artists all took part
in the project “Iron Path”. The connections grew into a friendship.
After “August Putsch” in 1991, Vladimir and Maya left for the United
States of America, where a professor of painting, Randolph Michiner,
organised a series of exhibitions and lectures to be held by Vladimir
Opara. The exhibitions and interviews by Viadimir were televised across
Washington, Colorado. “Friends in Arts” was being filmed and shown
on cable television. This gave Vladimir and Maya a real possibility to
stay in the USA, however, after a while Vladimir made the decision to
go back to Moscow. Vladimir crafted a series of paintings labelled
“Towers” and in 1993 showed them on the personal exhibition at the
Central House of Artists. Tretyakov Gallery purchased the painting “The
Construction of a Tower”. It was during 1993 - 1994 that Vladimir
got himself acquainted with the Philosopher, Leontij Zibajlov, who
directed an art studio called “Independent Studios” at the School of
Modern Art, where he created the projects, “Gold and Ashes”, “The
Cleanse of Sand” (five photos 30 x 40 cm) and “Claustrophobia” (nine
photos 30 x 40 cm). In 1995, Vladimir was appointed as a special
projects curator for the Painters Association of the Moscow Union of
Artists, where he realised such projects as "From West to East. From
Christmas to Rozhdestvo Christovo", "Art Without Barriers", "Between
Corporal and Symbol", "Artist and Society". In 1997 Vladimir and
Maya Opara started a grand project "Focom", which is an annual
festival of new visual culture. Artists from 35 different countries
participated in the project, and the exhibitions took place in the
best art spaces of Moscow, such as the Central House of Artist, Noviy
Manezh, art hall of the Polytechnical Museum and the Moscow art
exhibition hall "A3 Gallery". The project finished in January 2001 with
an exhibition "Art Transition to the Third Millenium". In 2000, Viadimir
and Maya created Multimedia Department and an art educational
programme for students "ARTFOR". Vladimir's and Maya's Multimedia
Department operated till 2012. In May 2013 in the Center of Creative
Initiatives on Chistye Prudy, Vladimir and Maya opened the Museum
of Very Young Art ARTFOR, which operated till May 2014. Today the
museum exists virtually on the Internet (www.artfor.ru), and the
museum's collection is stored in Vladimir and Maya's studio. In May
2015, the museum ARTFOR was shown on the international festival of
modern art education FIGURINA. The Museum ARTFOR continues its
activity with an art and gallery business as working with a younger
generation is an important part of Vladimir's creative activity. Since
February 2015, Vladimir takes part in the exhibition in Den Haag. On
the 1st of April of 2015, he was accepted to the art association of
Dutch artists of Pulchri Studio (Den Haag, Netherlands).

91



The_Exhibition “BiblerStory: Boats and locomotives®. Olga-Khlebnikova Gallery. Riga, Latvia,.2009. Alexander Kabitsyn, Vladimir Opara, Olga Khlebnikova: e

BUOrPAGUA

Bnagumup Onapa poauncs Ha Antae B ropoge baprayne 30 mas
1952 roga. Pogutenn Bnagumupa NpuHUMAIOT yyacTue B OCBOEHMM
LEJIMHHBIX U 3aNekHbIX 3eMeNlb, N03TOMY paHHee AETCTBO XyAOMHMKA
NPOXOAMT B npearopbsix Antas. Mama y4uTenbHuUa aHTNACKOrO
A3blka, Npuexana Ha AnTaii N0 KOMCOMOAbCKOW MyTeBKe, nana -
TNaBHbIA  MHXEHEP MalMHOTpaKkTopHoi cTaHuuu (MTC). Bmecto
urpywek y Bnagumupa raiiku, kap6lopaTopbl, LIECTEPEHKH, Koneca
W KONECUKN. Y HEero ecTb Jare COOCTBEHHbIA rpy30BMK, HACTOALLMUM,
«nosyTopKa», croawas Bo asope MTC. Y rpy3oBuka HeT asuratens, Ho
3aT0 ecTb pynb. MoTpscatowas urpywka. U3 BceBO3MOXHbIX AeTaneil
OT TPaKTOPOB, BESNOK, CEANOK Bnaaumup co3gaet CBOM «MallUHbI»,
[leTeii-cBEPCTHMKOB MOYTH HET, HO Bnagumupy He CKy4HO camomy C
0001, BeIb Y HEro Takue «Urpylku». Bo3aMOKHO, aTH UTPYyLKK U BbinK
ero nepBbIMM UHCTANNALUAMY.

OuwyuieHne npoctpaHcTBa M kpacotbl Muposaanus Gpopmupyertcs
y Bnagumupa Ha npoctopax Antas. B 1958 rogy cembsi Bo3Bpallaetcs
B bapnayn. B 1959 rogy Bnagumup noctynaer B O4HY W3 Jyyliux
KON ropoAa. B WKoNe OH MpU3HAHHbIA XyAOKHMK. OH pUCYEeT cepuio
KOMMKCOB 0 XU3HU WKOJbI. B LWKONE OTKPLIBAGTCS KYKONbHBIN TEaTp, HO
Bnaaumupa He 6epyT - oH He BbiroBapusaet bykBy «P». TeaTp 6bICTpO
pacnancs, OCTanuCb KyKnbl W PEeKBM3WT. Bnagumup co3naét cBoil
KYKOMbHbIA TeaTp, B KOTOPOM OH PEMMCCEP, CLEHAPUCT, XYAOKHHUK, a
aKTepbl - ero LWKoNbHble ToBapuln. TeaTp paboTan HECKONbKO NeT.
Bcé no-HacToswemy, aawe ractponn. My yuMTENbHUUbI XMMUM,
npodeccuoHanbHblil XyaoXHUK, TeHHaaui bopyHOB exeroaHo aenaet
odopmneHue Wkonbl Kk npasaxukam: Hosblit fog, 7 Hosi6ps, 1 mas, 9
Masi. Bnagumup noCTOSHHbIA €ro NOMOLLHUK.

Bnagumup cobupaeTcs nmocTynaTb B XyAOMKECTBEHHOE Y4YMAMLLE.
Ho nocne OKOHYaHWS WKOMbI OH, HEOMMAAHHO ANS BCEX, BMECTO
XyZAOKECTBEHHOTO Y4nIULLA, MOCTYNAET B BbICLIEE BOEHHOE KOMaHAHOE
yynwiuwe cBAsu. Bnagumup meytaetr 0 Kocmuyeckom nonére. OH
Hajeetcs, 4To OymeT 3aHMMaTbCsi KOCMMYECKoW CBA3blo. Ha nmene
BCE OKa3anocb He Tak. CnoBO «KOMaHAHOE» OMPEeAensno cyTb U Leb
y4ebbl. ToTOBUAM He cneunanuctoB B 06nacTu CBA3W, a KOMAHAMPOB.
Yepes Tpu mecaua Bnagumup yxogut U3 yumnuila. BepHyswuch B
bapHayn, naet pa6otaTb Ha 3aBOJ Y4eHWKOM Tokaps. Ho y TOKapHoro
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CTaHKa OH MPOBOAMT He Tak MHOr0 BpeMmeHW. Ero wacto npusnekatot
K odopmuTeNnbCKOii paboTe; KO BCEM «KPACHbIM  COBETCKUM»
npasgHuKkam Bnagumup pucyeT nnakaTbl, HarAgHYl0 aruTauuio,
odopmnsieT aBTOMOOMAN K AeMOHCTpauuam. B bapHayne B T0 Bpems
HET BO3MOKHOCTM MONY4YUTb XyAOMECTBEHHOE 00pa3oBaHue, a MUMUT
Ha NOE3AKY Y4MTbCA B APYrOM ropofe WCMOAb30BaH, M POLUTENH
npeanaratoT NOCTyNUTb Y4uTbCA AOMA, B bapHayne. Bbibop HebonbLoi:
MELMHCTUTYT, CENbXO3UHCTUTYT, NeAaroruyeckuit MHCTUTYT. Bnagumup
MocTynaeT Ha (u3NUKO-maTeMaTM4YeCKuit (BaKynbTeT Neaarornyeckoro
WHCTMTYTa. Bo Bpems y4ébbl nuwer pedepaTbl MO  MCHUXONOTUM,
WHTEPECYeTc MCTOPUEeR WMCKYCCTBA, KOCMOTOHMed. [MweTr cTuxm.
Pucyet. MHOro BpemeHu NpoBOAKT B TOAbKO YTO OTKpbIBLIENcS KpaeBoil
oubnuoteke. YutaeT TpaKTaTbl O HUBONUCK, CAMOCTOATENLHO U3y4aeT
TEXHONOTUIO uBOMUCH. [pobyeT nucaTb MacHSIHbIMM - KpacKamu.
XoaWT Ha BeYEpHUe KypChbl XyAOXKHUKOB-opopMUTENell (an3aitHepoB).
Kypcbl Benet xyaowHuk Anekceit lpunés OKOHYMBLUNA KpacHOAPCKOE
XYLOKECTBEHHOE yunnuiie. [lpunés npegnaraet CTyaeHTam «He OYKBbI
nucatb», @ PUCOBATH C HATypbl.

Mame Bnagumupa, yuntenbHuLe aHINACKOro A3bika, bnarogapHole
y4eHUKM aapat kuury AHpu Mepprowo «<Kusub Baw lora». OHa nepenaér
KHUry Bnagumupy co cnoBamu: 370 Tebe, Tbl e Xy#owHUK. 0bydyasch
Ha nocnefHem Kypce uHcTutyTa (1974) Bnagumup BbiCTaBAsET CBOY
nepBble OMbITb B UBOMUCK Ha NPOGECCUOHANbHOI BbicTaBKe. OHa 13
nepBbix ero pabot «MoaconHyxu». OKOHYMB MHCTUTYT, OH 3aHMMAETCs
B cTyauu [. Tapckoro, rae pucyer runcol, M B HapoAaHoW ctyaun A. WU.
NeBneBa npu 3aBofe TPAHCMOPTHOTO MAlIMHOCTPOEHUS, FAe NuwWeT
HaTIOpMOPTbI M MOCTAHOBKK. W3 HapogHoW cTyauu Bnagumupa yepes
rof UCKNKYAIOT 3@ KCMepuMeHTbl ¢ Gopmoil U LBeTOM. B aT0 Bpems
Bnagumup «ynuuHblii XyOOMHMK», TO €CTb MULIET Ned3amu Ha ynuue.
370 [OMa M YNOYKM POAHOrO ropoda, npuropoa. MaHepa nucbma
«OBUCTCKAsA», IKCMpeccuBHAsA. YyTb MO3Ke yBAEYEHUE MaHepoil
Xy4OXHUKA Mapke.

B 1975 rogy Ha opgHOW W3 BbICTAaBOK Bnagumup 3xakomutcs C
XyLOXHMKamMu Bnagumupom KBacoBbiM u Bacunuem Pybnesbim, 3atem
€0 BCEM Kpyrom macTtepckoit Pybnesa. MacTepckas Py6nesa ato «apyroe
nckyccteo» ropoga bapwayna. C 1976 no 1979 Bnagumup pucyet
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o6HaMeHHy0 Mofenb B CTyaun Pybnesa. Boctopru v Teopuu, yBneyenne
BOCTOKOM - YaHb, 33H, UCKYCCTBO 03apeHus. HenpusaTue coupeanusma.
YuacTByeT Ha BbicTaBKe «Mosnoable XxynomHuku Cubupu». Ha BbicTaBky
6epyT BCe npeacTaBneHHbIe paboThl. 3a yyacTue B BbiCTaBKe Bnagumup
HarpamaeH aunnomom. KaptuHa Bnagumupa nybnukyeTcs B wypHane
«MckycctBo» Axkagsemun Xymomects CCCP. Bnagumupa npuHumaint B
06beanHeHne monoabix XynowHukos Cot3a Xynoxxukos CCCP. B 1978
rogy Bnagumup 3Hakomutcs C XynoxHukom Augpeem [lo3feeBbiMm.
Yactb bapHaynbCKuX XyLOKHMKOB M YNEHOB NPABAEHUS C HENPUSA3HBIO
OTHOCHTCA K CcTyauu Pybnesa, M CUTHanM3UPYyWOT «kyda Hago» W
HACTOMYMBO: MULWYT AOHOCHI B COBETCKME OpraHbl BRacTu. HauynHatwTcs
HenpuaTHocTM. KBacoBa Onpefenunn B MCUXMATPUYECKYID KIMHMKY,
Pybnés Tsameno 3abonen. Bnagumupy npeanarawT «MCNPaBUTLCS»
W BbibpaTb "npaBuabHblil NyTh". Kpaesoit KOMMTET KOMCOMONA
npegnaraer emy BO3rNaBUTb KOMCOMObCKYI0 OpraHu3auuio MECTHOr0
C0103a XYAOXKHMKOB W BCTYNUTb B NnapTtuio. Bnagumup oTKasbiBaetcs
BCTYNUTb B KOMMYHUCTMYECKYID NApTUI M HEOMWOAHHO Ang cebs
nonazgaeT B CNMCKM MHAKOMBICASLLINX, AMCCUAEHTOB N @aHTUCOBETYMKOB.
TorgawHuii npeaceaatenb MECTHOIO CO03a XyaoxHMKoB 1. JT. MupoHos,
C cMMNaTuel OTHoCUTCS K Bnagumupy u coBeTyet yexatb u3 bapHayna.
Bnagumup yeawaet B 1981 roay, BHauane B Kemeposo (Kysbacc - kpaii
Wwaxtépos 1 metannypros), 3atem B 1984 rogy B HoBOKy3HeLK (6biBLLKiA
ropoa CTanuHck).

Hun3Hb B noaBane, Ku3Hb B 0bLare, ¥u3Hb 6e3 nponucku. B ato
Bpems Bnagumup MUCTMYECKM CBA3bIBAET CBOK ¥MU3Hb C BUHCEHTOM
BaH forom. OH BUAMT CXOMKECTb CBOEr0 NyTU v NyTH BuncenTta. BunceHt
CTAHOBMTCA €ro CNYTHUKOM, ApyroM. HactonbHas kHura Bnagumupa
B 3T0 Bpems - nucbMa Bax ora. 310 momoraer emy NpoTMBOCTOSATb
TpyaHocTAM. Bnagumup  MCnonb3yer BO3MOMHOCTM  MOE3A0K B
TBOPYECKME KOMAHAMPOBKM, NpefocTaBiseMble COI30M XyAOXKHUKOB,
komcomonom. OH cnycKaetcs B WaxTbl M PYAHUKW, PUCYET LIAXTEPOB,
WwaxTepckue nocenku. Ho ero He MHTEPECYIOT «COBETCKUE KAPTUHKM»,
€r0 MHTEPEeCcylT JNI0AM, [N0TaloWmne nuwy B TPA3HbIX 3aBOACKMX
CTONOBbIX, paboTatline Ha BpeAHOM NPOU3BOACTBE, 4YTO Obl paHblue
yiiTh Ha neHcuio. B 1984 rogy oTKpbiBaeTcs nepBas nepcoHanbHas
BbiCTaBKa Bnagumupa B Jlome XynoxHuka ropoaa KemepoBo. BricTaBky
yepe3 Helentd 3aKpbiBaloT, PYKOBOAMUTENEN KylbTypbl HE ycTpauBaeT
«MpayHblii» KONOPUT BbICTaBAEHHbIX kKapTuH. B 1986 - 1987 rogy
XYLOKHUK coBepluaeT noesakn B [wambyn (Hemaneko ot TallKkeHTa),
rAe NPUHUNANNANbHO MEHAETCS ero XMBOMUCHAA CUCTEMA, NOABAAKTCA
KOHTpacTHble, SApKWe LBeTa, KaMepTOHOM CTAHOBMTCA  KagMuil
KkpacHblil. B 1987 rogy B HoBOKy3HELK npuesmaeT UCKYCCTBOBEL M3
TpeTbsKOBCKOW [anepen 419 3HAKOMCTBA C XyA0XECTBEHHON CUTYaLuei
B Kysbacce. E€ 3auHTepecoBanu pabotbl Bnagumupa, 1 0Ha 3HAKOMMUT
Bnagumupa ¢ uckycctosegom Mapueit Bansiesoil.

B cTpaHe HauuHawTCA nepemeHbl - “nepectpoitka’. BnacTb
6onblue He BefET 60pbby ¢ MHaKOMbICAAWMUMAU v B 1987 rogy Bnagumup
BcTynaet B Coto3 Xynomuukos CCCP. B 1988 coctosnack nepcoHanbHas
BbiCTaBKa B HOBOKy3HeLKOM My3ee H306pa3nTeNbHOr0 MCKYCCTBA, 3aTeM
BbicTaBKa «100 kaptuH Bnagumupa Onapa» B KemepoBckoil 06nacTHoil
kaptuxHoit ranepee. C 1989 roga Bnagumup y4acTByeT Ha BbiCTaBKax
B Mockge. B 1990 roay coctosnach nepsas nepcoHanbHas BbiCTaBKa B
MockBe. B aTom e roy TpeTbsikoBCKas lanepesi npuobpeTtaeT KapTuHy
Bnagumupa «fouenyit Myabl». Bnagumup ¢ wexoi Maiieit nepeesatT
B Mocksy. B 1990 rogy Bnagumup yyacTsyet B rpaH4MO3HON BbICTABKE
«BawnHrron - MockBa» B locynapcTBeHHO# TpeTbsKoBCKOI lanepee.
B 1991 ropy BbicTaBka 6Obina npefctaBneHa B bubaunoteke Kapheru
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B Bawuxrtone. B 1991 rogy Bnagumup co3gaer MHCTanAAUMIO
«KenesHblit nyTb» nnowagablo 900 kBaapaTHbIX MeTpoB. Mapus Bansesa
3Hakomut Bnagumupa ¢ xynoxHukamu Mapnexom LUnunanepom,
Auppeem Tpocuukum, Jleonnaom bepaunbiv, Agonbdom lonbamaHoMm,
Anekceem KameHCKMM. XYLOXHMKM NPUHMMAOT y4acTue B NPOEKTEe
Bnagumupa Onapa «KenesHblit nyTb». 3HAKOMCTBO nepepactaer B
Apyw0y. Mocne «aBryctockoro nytya» B8 1991 rogy Bnagumup n Maiis
yeswaloT B CoeguHeHHble LUtatbl AMepuku, rae npodeccop uBonucu
Pannonb® MuunHep opraHusyeT cepuio BbICTaBOK M Nekumii Bnagumupa
Onapa. BbiCTaBKM M MHTEPBbI0 Bnaaumupa noKa3biBatT N0 TeNeBUAEHNID
B BawwHrtoxe, B wrtate Konopano, CHAMAKT M NOKa3biBaT GuibM
no kabenbHomy TenesuaeHnio «py3bsi B UCkyccTBe». Y Bnaaumupa
n Malin ecTb peanbHas BO3MOMHOCTb ocTathcs B CLLUA, HO uepe3
HEKOTOpoe Bpems Bnagumup nNPUHUMAET peweHne BEPHYTbCA B
Mocksy. B 1992 rogy Bnagumup u Maiis Bo3BpawatTtcs B MOCKBY.
Bnagumup nuwet ceputo KapTuH «bawxw» n B 1993 rogy nokasviBaet
WX Ha MepcoHanbHOW BbicTaBke B LleHTpanbHoM [Jlome XyoomHuKa.
TpeTbsikoBcKast [anepes npuobpetaeT KapTuHy «CTPOMTENBCTBO
bawhw». B 1993 - 1994 rogy Bnagumup coBmecTHO ¢ dunocodom
Jleontnem  3bl6aitnoBbIM  pYyKOBOAMT ~ TBOPYECKOW  MacTepCKoit
WHTEPAUCUMNANHAPHBIX GOPM XyAOKECTBEHHO akTBHOCTM B LUKkone
COBPEMEHHOM0 UCKyccTBa «CBOGOAHBLIE MACTEPCKME» U OCYLIECTBASET
npoekTbl «301070 u [lenen», «Ounuienue Mecka», «Knayctpodobus».
B 1995 rogy Bnagumup Ha3HaueH KypaTopom CreunanbHblX NPOEKTOB
ToBapuuiecTBa uBonucLueB MOCKOBCKOTO COK03a XYAOKHUKOB W
OH ocywecteaser npoektsl "C 3anaga Ha Boctok. OT Kpucrtmac
no PowxnpectBa XpucrtoBa", "WMckycctBo 6e3 bapbepos", "Memay
TENEeCHOCTbI0 U 3HaKkoM", "XynomHuk v counym”. B 1997 rogy Bnagumup
n Maits Onapa HauuHaloT 6onblwoi npoekt "Focom". "Focom" -
3T0 exerofan BbicTaBKa (ecTvBanb HOBOW BM3YanbHOM KynbTypbl.
B npoeKTe MpMHUMAIOT yyacTue XyAOMHWKM U3 35 CTpaH, BbICTaBKM
NMPOXOAWIM Ha Ny4LMX BbICTABOYHbIX Niowaakax MockBbl: LieHTpanbHblil
[OM XyAOXHUKA, HOBbIA MaHEX, BbICTaBOYHbIN 3an MM0JUTEXHUYECKOrO
Myses, MocKoBCkuit BbicTaBOYHbIi 3an "lanepes A-3". [poekt
3asepwuncs B aHBape 2001 roga BbicTaBKON "ApT-Nepexos B TpeTbe
Toicayenetue". B 2000 roay Bnagumup v Maiis Onapa cosaatot Otaen
MynbTumMeaMa M Xy4OMECTBEHHO-06pa30BaTeNbHyld nporpammy Ans
WKoNbHUKOB U cTyaeHToB "ARTFOR". Otaen Mynbtumenna Bnagumupa
n Maitn pa6otan go 2012 roga. B mae 2013 roga Ha Yuctbix Mpyaax
B LleHTpe TBOpYECKMX MHMUMATUB Bnagumup u Maiis oTkpbiau My3eil
o4eHb mMonogoro uckycctea ARTFOR. Myseii pabotan go mas 2014 roaa.
B HacTosiwee Bpems My3eli CyLlecTBYeT BUPTYanbHO, B IHTEPHET (Www.
artfor.ru). Konexuus my3es xpanutcs B ctyauu Bnagumupa n Maiin. B
mae 2015 roga my3eit APTOOP 6bin npeacTaBieH Ha MexayHapoaHOM
decTuBane  COBPEMEHHOr0  XyOOMECTBEHHOT0  00pa30BaHus
"®urypuHa". Myseii "ApTdop" npogonkaeT cBOl0 paboTy Ha pasHbIX
naowaakax, yyactByeT B BbiCTaBKaXx, NPOBOAMT MacTep-Knacchl,
OCYyLIECTBASAET NPOEKTbI ¥ OTKPLIT ANA TBOPYECKONH MONOAEKM. B 2013-
2015 rogy Bnagumup uutaet nekuun B MockoBckom [0CyLapCTBEHHOM
YHuBepcuteTe Ha Gunocodckom dakynbreTe ANs CTYAEHTOM PELINBLUNX
CBA3aTb CBO AEATENbHOCTb C UCKYCCTBOM W ranepeitHbiM 61U3HecoMm.
PaboTa ¢ M010AEKbI0 ABNAETCA BAXKHOI YACTbI TBOPYECKON aKTUBHOCTH
Bnagumupa. C dpespana 2015 roga Bnagumnp y4acTByeT Ha BbiCTaBKax
B laare. 1 anpens 2015 roga OH NpUHAT B TBOpYECKoe 06befuHEHUE
ronnaHackux xynoxuukos Pulchri Studio (Taara, lonnangus).
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"WEISSENBRUCH" HALL, PULCHRI STUDIO, DEN HAAG, NETHERLANDS. 07.02.2015

| met Vladimir for the first time in 2014, when he applied to the exhibition
committee of Pulchri Studio (association of Dutch artists), located in Den
Haag, Netherlands | immediately recognised his qualities and originality as
an artist and so his application was accepted. On the 4th January of 2015,
Vladimir with his wife Maya and their daughter Anastasia came to see the
exhibition halls. The communication was a little complicated due to the fact
they spoke English and Russian. Vladimir was impressed by the beauty of
the museum halls and chose to hold a ‘special’ exhibition titled “Life as a
Projection of Art. Vladimir, Maya and Anastasia Opara” at the Weissenbruch
hall of Pulchri in February, 2015. During the exhibition, Vladimir Opara was
unanimously accepted as a new member of the association of Pulchri Studio
and joined the Schilderkundig society of Pulchri Studio. Russians believe
vast space, steppes and fields to be a symbol of prosperity. As with Tsar
Peter the Great, Vladimir fell in love with Holland, finding many similarities
to Russia, which is a titanic amount of work by common people who have
assimilated lands and built cities (settlement of new lands and construction
of cities in Siberia and lands that are reclaimed from sea - Flevo polder
and Maasvlakten | u Il). On the 1st February 2015, Vladimir and Maya
came by plane from Moscow with a huge box filled with paintings, beautiful
photographs and 3D paper works (more than 200 sheets). The artwork on
paper intrigued me as it was full of symbolism. It was a Biblical story of boats
and locomotives, depicted in Vladimir Opara’s paintings such as, locomotives
with freight cars stridently passing by. There are also excerpts from the bible
in his works, not to mention names of Russian poets. In the past Viadimir
had difficulties with communistic regime, because he did not want to live
and work according to Communistic parties. He was a promising young man,
and the party thought he could be of use, but he refused to join. For those
reasons he was put under KGB surveillance and to his own surprise, labelled
as a dissident. Vladimir was later advised to leave his hometown where
he left for Kuzbass, the region of the mining and metal industry. Thanks
to the support of his friends, he joined the local association of artists (a
department of the union of artists). During this difficult time Vincent van
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Gogh becomes his friend and main source of resistance. He admires Vincent,
his enthusiasm and aspiration to paint the way he wants. Everyday Vladimir
read Van Gogh's diaries and that helped him to keep on going against the
system. Vladimir was born 99 years after Vincent and he compared every day
of his own to Van Gogh’s. The last of his paintings (2011-2015) Vladimir had
created with a basis of photographs, made in 1929 by employees of the NCIA
(National Commissariat of Internal Affairs) during the construction of the city
of Stalinsk (Novokuznetsk). When Perestroika began in 1990, Vladimir could
move to Moscow, where he later received a huge pile of old photographs
from the KMK museum in Novokuznetsk, which remained in his archives for
many years. 20 years later, Vladimir noticed the dark period in the history
of his country returning, having compared the history of the construction of
Stalinsk with today. Vladimir started making paintings about the construction
of cities and factories in Siberia. It is a processing of his own experience and
a protest against exploitation of the population during these times as well
as a homage to all the unknown workers who created the country at dark
and difficult times. In 2015, Vladimir's works were shown at Pulchri during
different dates: "Life as a projection of art. Opara Vladimir Maya Anastasia"
from 7th of February till the 1st of March, “Voorjaarssalon" from the 2nd of
May till the 25th of May 2015, "Zomersalon" from the 22nd of August till
the 20th of September, "Najaarssalon" from the 26th of September till the
18th of October, and “Verse Aanwas" from the 24th of October till the 15th
of November. Around October 2015, Vladimir's six paintings became a part
of the collection of the Moscow Museum of Modern Arts.

Tineke Nusink, a sculptor, has lived and worked in the Netherlands

for more than 42 years, having been an associate of Pulchri for 40 years.
December 2015.
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EXHIBITION “LIFE AS A PROJECTION OF ART. VLADIMIR, MAYA AND ANASTASIA OPARA”. FEBRUARY - MARCH, 2015. WEISSENBRUCHHALL, PULCHRI STUDIO, DEN HAAG, NETHERLANDS.
JKCNO3MLWA BbICTABKM “HI3Hb KAK MPOEKLIMA MCKYCCTBA. BJIALUMMIP, MAWS 1 AHACTACUS OMAPA”. GEBPA/Ib - MAPT, 2015. WEISSENBRUCHHALL, PULCHRI STUDIO, TAATA, HUAEPTIAHZbI.

Mijn eerste kennismaking met Vladimir Opara dateert van de aanvraag bij de
tentoonstellingscommissie van Pulchri Studio, Den Haag. Vladimir richtte een
verzoek aan ons een tentoonstelling te mogen houden in Pulchri. Dat was in
de zomer van 2014. Direct viel mijn oog op zijn kwaliteiten en originaliteit
als kunstenaar. Zijn aanvraag werd in behandeling genomen. In januari 2015,
kwam Vladimir met zijn vrouw Maya en dochter Anastasia naar Pulchri om
de zalen te bekijken. De communicatie verliep moeizaam daar ze gebrekkig
Engels spreken en verder alleen Russisch. De Opara’s waren zeer onder de
indruk van de prachtige museale zalen. Op korte termijn , februari 2015,
kon er een bijzondere tentoonstelling ‘Live As A Projection Of Art’" worden
gerealiseerd in De Weissenbruch zaal. Inmiddels is Vladimir unaniem als
werkend lid aangenomen en toegetreden tot het Schilderkundig Genootschap
Pulchri Studio. Voor Russen staat viak land symbool voor welvaart. Zo ook
voor Tsaar Peter de Grote die verliefd werd op Nederland evenals Viadimir.
De fascinatie bij Vladimir is dat wij Nederlanders land weten te scheppen/
onttrekken aan de zee. Kijk naar de Flevo-polders en de Maasvlakten
| en Il. Dus wij Nederlanders moeten wel een heel rijk en welvarend land
zijn. Op 1februari 2015 arriveerden ze met het vliegtuig uit Moskou en
hadden een enorme houten kist met schilderijen bij zich, koker gevuld
met prachtige foto’s en een map met beschilderd papier, meer dan twee
honderd vellen. Vooral de werken op papier intrigeren mij. Het zit vol met
symboliek. Dit werk heeft relatie met transport, zowel over de weg als water
en het spoor. Wanneer je over de A 15 rijdt en een locomotief met
goederenwagons ziet rijden zie je het werk van Vladimir Opara aan je oog
voorbij gaan. Zowel de kleuren van de roestige wagons alsook de tekens op
zijn werken verwijzen er naar. Daarnaast zie je heel veel enveloppe achtige
symbolen in zijn werk, dit kunnen vrachtbrieven zijn maar het is ook een
stil protest naar het regime van voor de Perestroika. Verder zie je stukken
tekst uit de bijbel, maar ook namen van Russische dichters en cijfers die
ook weer verwijzen naar verzen uit de bijbel, jaartallen etc. Boogachtige
vormen die boegrompen kunnen zijn als wel onderdoorgangen van bruggen.
Vladimir heeft in het verleden problemen gehad met het communistische
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regime omdat hij niet wenste te leven en werken volgens de regels van de
communistische partij. Hij was een veelbelovende jongeman en de partij
dacht handig van hem gebruik te kunnen maken. Hij weigerde zich aan te
sluiten bij de communistische partij. Vervolgens werd hij onder toezicht
gesteld van de KGB en op een lijst van dissidenten geplaatst. Op een gegeven
moment werd hem zelfs geadviseerd onder te duiken. Hij vertrok en besloot
als kunstenaar te gaan werken in de mijn- en staalindustrie in de mijnstreek
Koezbass Siberie. En sloot zich daar, geholpen door bevriende kunstenaars,
bij de lokale Vereniging voor Kunstenaars aan. Voor Vladimir Opara was
Vincent van Gogh in deze moeilijke en zware jaren zijn grote inspirator. Hij
heeft grote bewondering voor Vincent als kunstenaar en zijn bevlogenheid
om te schilderen zoals hij het wil. Dagelijks las hij in de dagboeken van van
Gogh en putte er veel kracht en moed uit. Zijn laatste schilderijen zijn tot
stand gekomen op basis van oude foto’s van met name Novokuznetsk, het
voormalige Stalinsk. Vladimir is een van de ereburgers van Novokuznetsk.
Toen de Perestroika begon, in 1990, besloot hij naar Moskou te verhuizen.
Van het museum in Novokuznetsk kreeg hij bij zijn afscheid een hele stapel
oude foto’s. Jarenlang lagen ze in zijn archief. Het zou 20 jaar duren voor
hij de foto’s weer onder ogen kreeg en de herinneringen aan die zwarte
periode weer boven kwamen. Dat deed hem besluiten ermee aan de gang
te gaan. Als verwerking van zijn eigen ervaringen en als protest tegen de
uitbuiting van de bevolking indertijd. En als eer betoon naar de onbekende
arbeiders uit die zwarte en zware periode. Het werk van Vladimir is dit jaar
verschillende keren in Pulchri Studio te zien geweest. Tijdens de Voorjaars-,
Zomer- en Najaarssalon en bij de tentoonstelling Verse Aanwas, van de nieuw
aangenomen leden. Het werk van Vladimir Opara bevindt zich o.a. in het
Museum of Modern Art in Moskou. Recent heeft dit museum 6 werken van
hem aangekocht.

Tineke Nusink. Beeldhouwer 40 jaar werkend lid van Pulchri Studio.
December 2015.
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COLLECTIONS CONTAINING WORKS BY THE ARTIST

The State Tretyakov Gallery, Moscow;

The State Russian Museum, Petersburg;

The Latvian National Museum of Art, Riga;

The National Centre for Contemporary Arts (NCCA), Moscow;

Moscow Museum of Modern Art (MMOMA);

Novosibirsk State Art Museum;

Novokuznetsk Art Museum;

Kemerovo Regional Museum of Fine Arts;

The State art Museum of Altai Kray in Barnaul;

Omsk State Museum for the History of the Region;

Omsk Regional Museum of Fine Arts named after M. A. Vrubel;

The Museum of Cinema in Moscow;

The Karakalpak State Museum of Arts in Nukus, Uzbekistan;

The Polytechnic Museum in Moscow;

Krasnoyarsk Museum Centre;

Museum and Exhibition Complex “New Jerusalem”, Istra, Moscow region;
“Open funds” Museum collection of paintings by contemporary artists,
Moscow State Exhibition Hall “A3 Gallery”.

Works are in private and corporate collections

in Russia, Netherlands, United States of America, Canada, France,
Germany, Israel, Norway, Japan.
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"BOAT AND LOCOMOTIVES" PERSONAL EXHIBITION OF VLADIMIR OPARA

IN THE KRASNOYARSK MUSEUM CENTER, 26.08.-25.09.2008
“JIOAKN 1 NAPOBO3bI” MEPCOHA/IbHAA BbICTABKA BJTAIMIAP OTAPA
B KPACHOSIPCKOM MY3EMHOM LIEHTPE, 26.08.-25.09.2008

[TPOM3BEAEHMSA XYA0XKHNKA B KOJNEKLIMAX MY3EEB

locynapcTBeHHas TpeTbsikoBCKas ranepes, MockBa;

locynapcTBeHHbIi Pycckuii my3eii, CankT-TeTepbypr;

J1aTBUIACKMIA HALMOHANbHBIA Xyd0MECTBEHHbIA My3ei, Pura;
[ocynapCTBEHHBIN LEHTP COBPEMEHHOMO MCKYCCTBA, MOCKBA;

MocKOBCKMiA My3eii COBPEMEHHOr0 UCKycCTBa, MOCKBa;

HoBocuOMPCKHMit rOCyAapCTBEHHbIN XYLOKECTBEHHbI My3€il;
HOBOKy3HELKuit XyNOKECTBEHHbII My3eil;

KemepoBcKuit 06nacTHoit My3eit U306pa3uTeNbHbIX UCKYCCTB;
[ocynapCTBEHHbII XyAOXECTBEHHbIA My3eii AnTailckoro kpas, bapHayn;
OMCKuit rocynapCTBEHHbII UCTOPUKO-KPaeBeaYECKNil My3eit;

Omckuit my3eit n306pasutenbHbix MCKYcCTB UMeHn M. A. Bpybens

Myseit kuHo, MockBa;

KapaKannakcKuit rocynapcTBeHHbI My3eii UCKYCCTB, T. Hykyc, Y36exucTan;
MonutexHuyeckuii mysei, MockBa;

KpacHospCKuit My3eiiHblil LEHTP;

My3eitHo-BbICTaBOYHbIN KoMnaekc «Hosblii Mepycanum», T. UcTpa;
“OTKpbITbie (OHAbI" My3eiiHas KONNEKLUNUS KapTUH COBPEMEHHBIX
XyAOXHUKOB, [0CY1apCTBEHHbIN BbICTaBOYHbINA 3an «[anepest A3», Mocksa.

[Tpon3BeneHns XyAOXHUKA HAXOAATCA B YACTHBIX M KOPNOPATUBHbIX

konnekumsx B Poccun, Hunepnanaax, CoeauHenHbix LLTatax Amepuku,
Kanapnbl, ®pauuu, lepmanun, U3panns, Hopseruu, inoHuu.
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SOLO EXHIBITIONS

2016

2012

2009

2009

2008

2007

2006

2002

2002

2000

2000

2000

1999

1998

1996

1995

1994

1993

1993

1992

1992

1991

1991

1991
1991

1990

1989

1989

1988
1984

“Motion landscape”. Paintings, artobjects.

Pulchri Studio, Den Haag, Netherlands. 27.08 - 25.09.
“E-Crucifix”. Paintings, objects, collage, video installation,
performance. State Moscow Exhibition Hall “A3 Gallery”.

“Bible Story: Boats and locomotives®. Graphics, installation.
Olga Khlebnikova Gallery. Riga, Latvia.

“35 years of creative activity”. Retrospective solo exhibition.
Paintings on canvas and paper 1974 - 2009 period. Exhibition hall
“Kuznetsky bridge 20”. Moscow.

“The boats and locomotives.” Paintings on paper, installation.
Museum Center. Krasnoyarsk.

“Boats and Steam locomotives”. Painting on paper and canvas.
State Moscow Exhibition Hall “A3 Gallery”.

“He enter in Jerusalem by donkey”. Painting on paper and canvas.
Central House of Artist. Moscow.

Solo exhibition. Painting, graphic. State Moscow Exhibition Hall “A3
Gallery”, Moscow. (Booklet).

“Open book”. (Catalogue). Panting on paper, photo graphics,
print, text like the verses. International Art Festival “Tengry-Umay”.
Alma-Ata, Kazakhstan. Was reward with diploma of the festival.
Solo exhibition. Painting on paper, photography. Art Novosibirsk.
State Novosibirsk Picture Gallery (booklet).

“Surface and transparence”. Moscow International On-Line
Festival “Focom”. State Moscow Exhibition Hall “A3 Gallery”,
Moscow. (With B. Turetsky).

“Computer People. Man and Women”.

Art-installation. Iron structures, computers.

International Exhibition "Invecom”. St-Petersburg.

Painting on paper. First International Biennale of Graphics Art.
State Novosibirsk Picture gallery. (Catalogue).

Painting and Graphics. State Museum of Fine Art in

Altay Kray. Barnaul.

Solo exhibition. Olga Khiebnikova Gallery.

The Central House of Artist. Moscow. (Booklet).

“Time of strukziy”. Painting, photo, sound, installation.

State Exhibition Hall “On Kashirka“. Moscow. (Booklet).
“Claustrophobia”. Paintings on paper, objects, performance,
photo, video. State Regional museum. Omsk. (Booklet).
“Towers”. Painting, objects, documentary photo

of the 30-th years. The Central House of Artist. Moscow. (Booklet).
“Vladimir Opara and Randolph Michiner”.

Meryland University Gallery, USA. (Booklet).

Solo exhibition. Paintings on paper and canvas.

Gallery of Modern Art “M’Art”. Omsk. (Booklet).

Solo exhibition. Paintings on paper and canvas.

State Fine Art Museums of Altay Kray in Barnaul.

“Why?”. Paintings. Independent Gallery on Old Arbat. Moscow.
(With A. Remiga)

“Red in October”. Painting. Foundry Gallery. Washington, USA.
(Booklet). (With R. Michener)

“Paper”. NOVA Manassas Campus, USA. (Booklet).

“Glasnost in Art“. USAF Academy Gallery. (With R. Michener).
Colorado Springs, USA. (Booklet).

Solo exhibition. State Moscow Exhibition Hall “A3 Gallery”.
(Catalogue, booklet).

“100 paintings of Vladimir Opara“.

Kemerovsky Regional Museum of Fine Arts. Kemerovo.
Exhibition, auction. Soviet Funds of Culture. Novokuznetsk.
(With V. Karmanov). (Catalogue).

Solo exhibition. Museums of Fine Art. Novokuznetsk.
“Painting”. Houses of the artist. Kemerovo.
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NEPCOHAAbHbBIE BbICTABKU

2016
2012

2009
2009
2008
2007
2006
2002
2002

2000
2000

2000
1999
1998
1996
1995
1994
1993

1993
1992

1992
1991
1991

1991
1991

1990
1989
1989
1988
1984

“Motion landscape”. }uonuch, 06bekTbl. Pulchri Studio,

laara, Hunepnaugel. 27.08 - 25.09.

“E-Crucifix”. {uonucb, 06bEKTHI, BUAEO MHCTANAALMS, nepdopMaHC.
"TaHel aBatapoB" neppopmaHc; "lecHn aBaTapoB" NaHK-poK-onepa;
"Mou py3bsi ABatapbl" $oTo npoekT; "KpeaiTopbl" 06beKTbl.
locynapcTBeHHbII BbICTaBOYHbIN 3an «[anepes A-3», MockBa.
“bubneiickue uctopun: NoakM M NapoBo3bl”. Jusonuck Ha bymare,
nuctannsaums. fanepes Onbrv XnebHukosoit. Pura, JlatBus.

“35 net TBOPYECKOIH AesTenbHOCTU”. PETPOCNEKTUBHASA BbICTaBKA.
BoictaBouHblii 3an “Ky3Heuguii moct 20”. Mocksa.

“Ilonku v napoBo3bl”. HuBonuch Ha bymare.

KpacHospckuit My3eiiHblit LEHTp.

“Nofgku n napoBo3bl“. focynapcTBeHHbI MoCKOBCKMIA

BbICTaBOYHbI 3an “lanepes A-3”, Mocksa. (Katanor, bykner).

“OH Ha ocne Bbe3mwaeT B Mepycanum®. Jusonuch Ha xoncTe u bymare.
LientpanbHblit lom XynoxHuka, Mocksa.

l06uneiinas BbicTaBka. HuBonuch, rpaduka.

MockoBckuit BeictaBouHblit 3an “lanepes A3”, MockBa. (bykner).
“OTKpbiTast KHura“. Jusonuch Ha bymare, neyatb, TEKCTbI NOXOXME
Ha cTUxu. MewayHapoaHblii ApT-GectuBanb “TeHrpu-ymain”.
Kasaxcta, Anmathbl (bykneT, katanor). HarpamaeHn aunnomom dGectusans.
Husonuck Ha bymare, ¢potorpadun. Apt-HoBocubupck.
locynapctBeHHas HoBocubupckas Kaptunhas lanepes. (Katanor).
“MoBepXHOCTb ¥ NPO3pa4HOCTL”. MOCKOBCKII MewayHapoHbIiA
On-Line ®ectuBanb “©0KOM”, TocynapcTBeHHbIii BbiCTaBOUHbII

3an “lanepes A3”, Mocksa. (CoBMecTHO ¢ b. Typeukum).

“Computer People: Man and Women®“. MeTann, cBapka, KOMNbKTEPbI.
MeayHapoaHas BbicTaBka “NHBekom”. CaHkT-TeTepbypr.

Husonuck Ha bymare. | MexayHapoaHas buexanne rpaguyeckoro
uckycctsa. HoBocubupckas Kaptunxas lanepes. (Karanor).
Husonuck, rpaduka. focynapcTBeHHblii My3eit H306pa3nTenbHOMo
UckyccTBa AnTaickoro kpas, bapHayn.

HuBonuck Ha xoncte u bymare. fanepest Onbru Xne6HNUKOBOM.
LlenTpanbHbiit lom XynoxHuka. Mocksa. (bykner).

“Bpems ctpykumit“. (byknet). Musonucs, cepuorpadms, dpotorpadus,
WHCTanAALUMK, 3BYK. BbicTaBouHbIi 3an “Ha Kawupke”. Mocksa.
06bekTbl (bymara), nepdopmanc “Knayctpodobus” (Gotorpadum).
OfHonHeBHasn BbicTaBKa. Kpaesenueckuit myseit. OMcK. (Bykner).
“bawHu”. }usonuch, 06BEKTLI, JOKYMEHTaNbHbIE (OTOrpaduu

30-x ronoB. LleHTpanbHblit lom XynowHuka. Mocksa. (bykner).
Maryland University Gallery, (with R. Michener). Maryland, USA . (Bykner).
HunBonuch Ha xoncte u bymare. [anepesi COBPEMEHHOIO UCKYCCTBa
“M’ Apt”. Omck. (bykner).

Husonuck Ha xoncte u bymare. [0CyAAPCTBEHHbIA XyAO0KECTBEHHDII
My3eit AnTaiickoro kpasi. bapHayn.

“Why?” ¥uBonuce. HesaBucumas ranepes Ha Ctapom Apbare,
MockBa (COBMECTHO ¢ A. Pembiroit)

“Red in October”. Painting. Foundry Gallery (with R. Michener).
Washington, USA. (bykner).

“Paper”. NOVA Manassas Campus, USA. (bykner).

“Glasnost in Art“. USAF Academy Gallery. (With R. Michener).
Colorado Springs, USA. (Bykner).

“Bnagumup Onapa“. YXuBonucb. BeicTaBouHblit 3an “Apbat”.

MockBa. (byknet-karanor).

“100 kapTvH Bnagumupa Onapa“. KemepoBckuit 06nacTHoi

My3eit n306pasuTenbHbIX UCKyCCTB. Kemeposo.

BbicTaBKa-ayKkumuoH. Husonuch. CoBETCKUI DOHA KynbTypbI.
HoBOKy3HeLK (coBMeCTHO ¢ B. KapmaHoBbim). (Katanor).

“Bnanumup Onapa”. HoBOKy3HeUKuii My3eil

N306pa3uTeNbHOM0 UCKYCCTBA, HOBOKY3HELIK.

Husonuck. [lom xynoxHuKka. Kemeposo.
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"08:15", THE INSTALLATION. THE PROJECT BY VLADIMIR OPARA. PEOPLE FROM DIFFERENT COUNTRIES
PARTICIPATED IN THE PROJECT, SUCH AS: NETHERLANDS, GERMANY, FRANCE, CZECH REPUBLIC, ESTONIA, RUSSIA (2014-2015).
17 AUGUST 2015, THE STATE EXHIBITION HALL "A3 GALLERY", MOSCOW.

1990 - 2015. SELECTED EXHIBITIONS

AUTHOR'S PROJECTS, PERFORMANCES, INSTALLATION.

PARTICIPATED IN OVER 120 EXHIBITIONS IN RUSSIA, GERMANY, THE NETHERLANDS,
FINLAND, NORWAY, USA. PARTICIPATES IN EXHIBITIONS SINCE 1974,

2015 "08:15" installation by Vladimir Opara. People from
different countries participated in the project, such as:
Netherlands, Germany, France, Czech Republic, Estonia, Russia.
The State exhibition hall "A3 Gallery", Moscow.

2015 “Painting N¢ 1". The State Exhibition Hall “A3 Gallery”, Moscow.

2015 “Zajivoye”, the “Omelchenko Gallery”, Moscow.

2015 “Verse Aanwas”, Pulchri Studio, Den Haag, Netherlands

2015 “Najaarssalon”, Pulchri Studio, Den Haag, Netherlands.

2015 "The Digital art machine", the video installation by Vladimir and
Maya Opara. The International festival of contemporary art education
"Figurina". The cultural centre ZIL, Moscow.

2015 “Zomersalon”, Pulchri Studio, Den Haag, Netherlands.

2015 “Voorjaarssalon”, Pulchri Studio, Den Haag, Netherlands.

2015 "AThing with in itself" the video installation by Vladimir and
Maya Opara. Exhibition "Allogamy. Postindividuality Game".

The State Moscow exhibition hall "A3 Gallery".
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2015 “Life as a projection of art. Vladimir, Maya and Anastasia Opara”,
Pulchri Studio, Den Haag, Netherlands.

2014 “Red-11", “Artists" Gallery”, Moscow Union of Artists. /Booklet/

2013-2014 "Artfor" the Museum of young art . Photo, video installation,
video art. The project by Vladimir and Maya Opara.

The Center of Creative Initiatives "Perspective", Moscow.

2013 "Arbat's View" the photo installation on Arbat street in Moscow.

2012 "World of painting". The Central House of Artists, Moscow.

2012 80 years of Moscow Union of artists. The State Central Exhibition
Hall “Manege”, Moscow.

2010-2011 *“Very strange quiet province”, the photo video project by
Opara-studio. "Out Ostrale", the International exhibition of
contemporary art: Katowice in Poland, October-November;
Eupen in Belgium, November-December; Pecs in Hungary, 01. 2011.

2010 “Deportation”. The video installation by Viadimir Opara.

The International exhibition of contemporary art "Ostrale 010".
Dresden, Germany.

2010 “Very strange quiet province” the photo video project by
Opara-studio. "Ostrale 10", the International exhibition of
contemporary art. Dresden, Germany.

2009 "Artfor creative house" the photo video project by Opara-studio.
The International exhibition of contemporary art "Ostrale 09".
Dresden, Germany.

2009 “Conversation with vantgard Russian”. The project by Viadimir
Opara. The “Treibhause” Gallery, Dresden, Germany.

2008 “Red”, The State exhibition hall “A3 Gallery”, Moscow.

2007 “Adventures of the black square”. The State Russian Museum,
St. Petersburg. /Catalogue, enclosure on CD/

2007 “Impossible combinations”. The International art project.
Hann.Muenden, Goettingen. Germany. /Catalogue/

2007 “Metamorphoses of the black square”. The project by Vladimir
Opara. Nominated for the national premium in the field of the
contemporary art “The Black Square”.

The Central House of Artist, Moscow.
2005-2007 Metamorphosis of the black square".

The video project by Vladimir Opara.

The State Tretyakov gallery, Moscow,

The State Russian Museum in St. Petersburg.

2006 “Suitcase, head, wings”. The photo project by Opara-studio.
The State Tretyakov Gallery, Moscow, 12.2006 - 01.2007.

2006 The 7-th exhibition of the Russian artists association in Finland
“Triad”. The Russian Cultural Centre, Helsinki, Finland. /Booklet/

2005 “Collage in Russia. XX century”.

The State Russian museum, St. Petersburg. /Catalogue/

2005 “Picture #1”. The State Moscow exhibition hall “A3 Galley”,
Moscow. /Catalogue/

2005 “Photographic Anima”. The Novosibirsk State Art museum,
“Sterh” The Surtutsky artistic gallery, Novosibirsk,
Hantu-Mansuisk, Surtut. /Catalogue/

2004 Art Novosibirsk. The Galleries’ festival.

The Novosibirsk State Art Museum, Novosibirsk.
2003 The Malta International Art Biennale. /Catlogue/.
Was rewarded with diplomas of the biennale and diplomas
of the “Magazine Design & decor together”.
2002 "The Museum of Objects". Installation, video. The Moscow canal.

2002-2012 "The art and youth". The Annual exhibition of young art "Artfor".

The Project by Vladimir and Maya Opara.
The state exhibition hall "A3 Gallery", Moscow.
2001 “Abstraction in Russia. XX century”.
The State Russian Museum, St. Petersburg. /Catalogue/
2001 The Il Novosibirsk International Biennale of Modern Graphic Arts.
The State Novosibirsk picture gallery, Novosibirsk. /Catalogue/
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2000 “Museum 2020". The multimedia project by Vladimir Opara.

The international exhibition “Multimedia in culture, art and
education”. The State Tretyakov gallery, Moscow.

1999-2000 “Focom 2000”. The International Annual IV Exhibition-Festival
of new visual art . The State Exhibition Hall “New Manezh”,
Moscow. /Catalogue/

2000 “Render of art”. The Polytechnic Museum, Moscow.

2000 The International Festival of Computer-Based Graphic Arts,
Animation “Anigraph. TV-cinema 2000 .

The Centre of International Business of Moscow.

1999 “Art-machine I1”. The project by Vladimir and Maya Opara.
The State exhibition hall “A3 gallery”, Moscow.

1999 The First Novosibirsk International Biennale.

The Novosibirsk State Art Museum. /Catalogue/

1998 “Kino na toky”. Computer graphics, photography, painting.

The project by Viadimir and Maya Opara. The State exhibition
hall “A3 Gallery”, Moscow.

1998 “Museum 2020". The project by Vladimir Opara.
The virtual museum of modern art - museum2020.artfor.ru.
Computer graphics, photography, painting. The Il international
exhibition-festival of new visual culture “Focom 98”.
The Central House of Artists, Moscow. /CD, website/

1998 "Computer man computer woman".
The installation by Vladimir Opara.
Welded metal, computers. The Il international exhibition-festival
of new visual culture "Focom 98".
The Central House of Artists, Moscow.

1998 “Art-machine”. The project by Vladimir Opara.
The State Moscow exhibition hall “A3 Gallery”, Moscow.

1998 “To Pushkin from electronic Artists”. The “Phoenix” Gallery. Moscow.

1997 "Look", The chronodynamic photo installation by Vladimir Opara.
Computers, scanners, printers dye-sublimation. The | international
exhibition-festival of new visual culture “Focom 97”.

Central House of Artist, Moscow. /Catalogue/
1997 “Surrealism at work for the revolution”.
The project by Vladimir Opara.
The State Moscow exhibition hall “A3 Gallery”, Moscow.

1997 “ArtMif”. The Art or the XX century. The Moscow International Art Fair.
The State Central Exhibition Hall “Manezh”, Moscow. /Catalogue/

1996 “Surface of paper” V. Opara, B. Turetskui, A. Poliyov, L. Orlova,

N. Kratchin. The Central House of Artist, Moscow. /Catalogue/

1996 “Art in interior”. The State Exhibition Hall “New Manezh”,
Moscow. /Catalogue/

1996 “A way of paper”. V. Opara, B. Turetskui, V.Apuhktina, V. Orlov,
A. Gol'dman, E. Izmailov, V. Lukin. The Central House of Artist,
Moscow. /Catalogue/

1996 "Art Moscow", The Moscow international Art Fair.
The Central House of Artist, Moscow. /Catalogue/

1995 “Art without barriers”. Vladimir Opara, Eduard Gorokhovsky,
Eduard Bragovsky, Evgeny Gorokhovsky, Elena Kopacheva,

Ivan Chuikov, Andrey Grositsky, Marlen Spindler, etc.
"Artists' Gallery", The Moscow Artists Union. /Booklet/

1995 “I'm not Russian, I'm not Jewish, I'm not a person of Caucasian
nationality, I'm not red-brown, I'm not a Democrat, I'm not an
electorate”, the installation by Vladimir Opara. Peat, sand,
chicken manure, telephone, piano strings, syringes, body parts, text.
“Artists' Gallery”, the Moscow Union of Artists.

1995 "Be prepared", the performance by Vladimir Opara.

"Artists' Gallery”, the Moscow Union of Artists.

1995 “From West to East - from Christmas to Rozhdestvo Khristovo”.
The Project by Vladimir Opara. “Artists' Gallery”,
the Moscow Union of Artists. /Catalogue/

THE PERMANENCE OF THE CHANGING

1995 "Artist and society". The group exhibition. Vladimir Opara, Eduard
Gorokhovsky, Evgeny Gorokhovsky, Nikolay Nasedkin, Ivan Chuikov,
Vladimir Yankilevsky, Mikhail Roginsky, Alexander Sokolov,

Leonid Berlin. The Exhibition hall Kuznetsky most, 11, Moscow.
/Publication in the journal "Society" 1994-1995/.

1995 “22”, The Exhibition of art works of Russian and American artists.
Gallery “Elit E”. Moscow. /Catalogue/

1995 "Between The Physicality and The Sign".

The Project by Vladimir Opara.
"Artists' Gallery", The Moscow Artists Union. /Booklet/

1995 "The Iron Way III". Viadimir Opara, Leonid Berlin, Vitaly Kopachey,
Alexander Borodin, Valery Yurlov. The Leningradskaya Hotel, Moscow.

1994 “Gold and ashes”. The Project by Vladimir Opara.

Photo, installation, objects, paintings.
The School of Contemporary Art "Free Workshops", Moscow.

1994 “Summer holidays” V. Opara, L. Kropivnitski, A. Grositski, I. Vulokh,
L. Bruni, G. Litichevski and other. The “Fine Art” Gallery, Moscow.

1994 "Colour claustrophobia". The Project by Vladimir Opara.

Project's participants: A. Grositsky, L. Berlin, M. Opara, J. Fesenko,
N. Borisova. The Museum of Cinema, Moscow. /Catalogue/

1993-1994 “Claustrophobia”. The performance by Vladimir Opara
on Red Square and on the streets of Moscow.

1993 “Purification of Sand”. Performances, installations by Vladimir Opara.
The railway depot “Khovrino”, Moscow.

1993 “Art myth”. The Art of the XX century.

The Moscow International Art Fair.

The Collection of The School of Contemporary Art "Free Workshops".

The State Central Exhibition Hall “Manege”, Moscow. /Catalogue/
1993 “Art myth”. The Art or the XX century.

The Moscow International Art Fair.

The Gregory Gallery (Washington). The State Central Exhibition

Hall “Manege”, Moscow. /Catalogue/

1993 “Image, face, mask”. The Museum of Cinema, Moscow. /Booklet/

1992 The “Lais" Gallery . The Exhibition in the Architecture's
History and Art Museum “New Jerusalem”, Istra, Moscow region.

1992 “Iron way I1”. The State Exhibition Hall “Hkodunka”.
Moscow / booklet /

1992 “Iron way II”. The State Tverskaya Picture Gallery. Tver.

1991 “Iron way”. The installation by Viadimir Opara.
The area of 900 square meters, metal welding. /Booklet/.
The exhibition presents works: Vladimir Opara, Andrey Grositsky,
Marlen Spindler, Leonid Berlin, Sergei Moskvin, Alexey Kamensky.
The State exhibition hall, Zheleznodoroghny region, Moscow.

1991 The Moscow International Art Fair “Art myth”. The “Nikor” Gallery.
The State Central Exhibition Hall “Manezh”, Moscow. /Catalogue/

1991 "West Art As". V. Opara, N. Tolstaya, V. Lusyakov, K. Ryabinina,

G. Soloyankov, T. Faudush, A. Martz. Oslo, Norwegian. /Catalogue/

1991 “Moscow-Washington art exchange exhibition”.

The International exhibition of contemporary art.
The Carnegie Library, Washington, USA. /Catalogue/

1990-1991 “Washington - Moscow”. The International exhibition of
contemporary art. The State Tretyakov gallery, Moscow. /Booklet/

1990 “Two traditionalist and one schizorealist in the House 100”.
The Installation by Vladimir Opara: "Suicide of the proletariat",
"Lawmakers Debate". Painting by: Viadimir Opara, Sergei Moskvin,
Oleg Ermolaev. The State exhibition hall
“The House 100", Moscow. /Booklet/

1990 The Moscow artists. The “Mars” Gallery, Moscow.
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BOATS AND LOCOMOTIVE. STATE EXHIBITION HALL "PACKHOF", HANN. MUNDEN, GERMANY, JUNE-JULY 2007
JI0JKM U1 NAPOBO3bI. BLICTABOYHbIA 3AN1 “PACKHOF”, XAHH. MIOHAEH, TEPMAHUS, WIOHb-MI0/1b 2007

1990-2015 U3BPAHHbIE BbICTABKH,

ABTOPCKHE NMPOEKTbI, NEP®OPMAHCbI, UHCTAAALIUN.
BOJIEE 120 BbICTABOK B POCCHM, TEPMAHWUM, HUAEPAHAAX, OUHASHANN,
HOPBETWW, CLLA. HA BbICTABKAX YHACTBYET C 1974 FOJIA.

2015 "08:15" uHctanasums. Apt npoekT B. u M. Onapa.

[ocynacTBeHHbIl BbICTaBOYHbIA 3an «[anepest A-3», Mockga.

B npoekte npuxumanu yyactue rpaxaaHe fonnasauu, lepmannm,

®patupu, Yexuu, 3cToHum, Poccun.

“Kaptuna N°1”. TocynacTBeHHbIi BbICTaBOYHbINA 3a

«[anepes A-3». MockBa.

“Jamusoe”. “Omenbyenko ranepes”, Mocksa.

“Verse Aanwas”, Pulchri Studio, laara, Hunepnanabl.

2015 “Najaarssalon”, Pulchri Studio, laara, Hunepnanabl.

2015 "Ludposas apt mawuHa" Buaeo uHctannaums. Cryama B. u M. Onapa.

MexayHapoaHblit GecTuBanb COBPEMEHHOTO XyA0KECTBEHHOTO

o6pa3oBaHus «®urypuna», KynbtypHblit ueHtp 3WJ1, Mocksa.

2015 “Zomersalon”, Pulchri Studio, [aara, HupepnaHael.

2015 “Voorjaarssalon”, Pulchri Studio, [aara, HugepnaHgpi.

2015 "Bewpb B cebe" Buaeo uHcTannsuus. Cryaus B. n M. Onapa.

Beictaska «Annoramus. Urpa B NOCTUHAYCTPUANBHOCTbY.
[ocynapCTBEHHbII BbICTABOYHBIN 3an «[anepes A-3», MockBa.

2015 “Mu3Hb, Kak npoekuus uckyccTBa. Bnagumup, Maiis u Anactacus
Onapa”, Pulchri Studio, laara, Hugepnanapl.

2014 “KpacHbiit-2”, “lanepes muBonucues”, MOCKOBCKUA COHO3 XyLOKHMKOB.

2013-2014  My3eit o4eHb Monogoro uckycctaa "Aptdop". Mpoekt B. n M.
Onapa. ®otorpadus, rpaduka, BUAEO MHCTANASLMM, BUAEO apT.
LleHTp TBOpyeckux uHuumatme "lMepcnektuea”, Mocksa.

2013 "Bamsp Apbata". ®oTo MHCTANNALMA Ha ynuue Apbar.

2012 “Mup wuBonucu”. LieHTpanbHblit JoM XynowHuKa, MocKBa.

2012 80-net MOCKOBCKOMY COH03Y XyAOKHMKOB.
[ocynapCTBEHHbIN LEHTpaNbHbIA BbICTaBOYHbIN 3an “MaHex”, Mocksa.
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2010-2011 “OyeHb cTpaHHas TMXast NPOBUHLNSA" HOTO BUAEO MPOEKT CTYAUN
Bnagumupa v Maitn Onapa. "Out Ostrale" MexayHapoaHas BbiCTaBKa
COBPEMEHHOr0 UCcKyccTBa: Katowice in Poland, okTsi6pb-H0s6pb;
Eupen in Begium, Hos6pb-aekabpb; Pecs in Hungary, aHBapb 2011.

" lenoptaums". Buaeo uxctannauus Bnagumupa Onapa
MexayHapoaHas BbiCTaBKa COBpemMeHHoro uckyccrea "Ostra’le 10",
[ipesneH, lepmaHus.

"QyeHb CTpaHHas Tvxast NPOBUHLKSA" $OTO BUAEO NPOEKT
Onapa-ctyauu. BoicTaBka coBpemeHHoro uckycctea "Ostra’le 10",
[ipesneH, lepmaHus.

"Artfor creative house", $oTo BUAEO NpoeKT cTyauu Bnagumupa

n Maiin Onapa. MeayHapoaHas BbiCTaBKa COBPEMEHHOMO UCKYCCTBa
"Ostra’le 09. [pe3aeH, lepmaHus.

“PasroBop ¢ pycckum aBaHrapgom”. Mpoekt Bnagumupa Onapa.
lanepes “Treibhause”, [lpe3neH, [epmatus.

“Kpachblit". TocynacTBeHHbIN BbICTaBOYHbIN 3an «[anepes A-3».
«[IpUKNIOYEHNs YePHOT0 KBaApaTar. [0CynapCTBEHHbII

Pycckuit my3eid, CaHkT-MeTepbypr. /Katanor, npunoxexue Ha CD/
“HeBo3MoxHble coeanHeHns”. MewayHapoaHbIiA BbICTaBOYHBIN
npoexT. HanH.Mionpen, [éunrem, Kaccenb, lepmanusa. /Katanor/
«Metamopho3bl 4epHoro kaapatar. [lpoekt Bnagumupa Onapa.
HoMMHMPOBaH Ha HaLMOHaNbHYIO NPEMUIO B 067aCTH COBPEMEHHOIO
nckyccTea «YepHolii kBagpar». LleHTpanbHblit Jom XyA0KHUKA.
2005-2007 «MeTamopdo3bl 4epHOTO KBaapaTar. Buaeo npoekt
Bnagumupa Onapa. TocynapcteeHHas TpeTbsIKOBCKas ranepes ,
Mocksa, focynapcTBeHHblii Pycckuii my3eit, CaHkT-MeTepby pr.
«YemogaH, ronoBa, Kpbinbs». NpoexT cTyauu Bnagummpa u

Maiin Onapa. locynapctBeHHas TpeTbsiKoBCKas ranepes, Mocksa.
7-91 BbiCTaBKa 06LLECTBA PYCCKMX XyLOXHUKOB B OUHAAHAMK «Tpuaja.
PyCCKMil KyNbTYPHbIA LEHTP, XenbCuHKM, OuHAAHANS. /Byknet/
«Konnaw B Poccun. XX Bek». TocynapcTBeHHbIit Pycckuit my3eit,
CankT-Netepbypr. /Katanor/

«KaptuHa #1». Jusonuch, rpaduka, 06beKTbI, UHCTANASLNM.
locynapcTBeHHbII BbICTaBOYHBIN 3an «[anepes A-3». /Katanor/

2010

2010

2009

2009

2008
2007

2007

2007

2006

2006

2005

2005

VLADIMIR OPARA



2005

2004

2003

2002

2002 -

2001

2001

2000

2000

«®otorpaduka AHuma». HoBOCOMPCKMIA roCYAAPCTBEHHDI
XYLOMECTBEHHbIN My3eil, CypryTckan Xy4omecTBeHHas ranepes «Crepx»,
Hosocubupck, XaHTbl-MaHcuiick, Cypryt. /KaTanor/

Apt HoBocubupck. ®ectusanb ranepeil.

HoBocubnpckuit rocynapcTBeRHblit XyA0KECTBEHHbIA My3eil. /KaTanor/
MexayHapoaHas bueHHane uckyccts. Manbra. /Katanor/.

HarpamzeH aunnomamn 6ueHHane u xypHana

«Magazine Design & decor togeter.

"Myseit 06bekToB" . MHCTanAsums, Buaeo. Katan umexn MockBbl.
2012 «MactepcTBo ¥ MOAOAOCTb». ExeroaHas BbicTaBka M0N0A0r0
uckyccrea "Aptdop”. Mpoekt Bnagumupa v Maitn Onapa.
[ocyapCTBEHHbI BbICTaBOYHbIA 3an «[anepes A-3», Mockea.
«AbcTpakuns B Poccuu. XX Bek». TocynapCTBEHHbIN

Pycckuit Myseit, Cankt-leTepbypr. /Katanor/

Il HoBocnbupckas MewayHapoaHas uexHane CoBpemMeHHoi

rpadmku. HoBocubupckas Kaptuntas lanepes,

Hosocubupck. /Katanor/

“Myseit 2020” mynbTuMeamitHbIA NpoekT Bnagumupa Onapa.
MexzyHapoaHas BbicTaBKa “MynbTUMeAna B KyNbType, UCKYCCTBE U
o6pa3soBaHuu”, focysapcTenHas TpeTbsikoBCKas ranepes, Mocksa.
«PeHaep uckyccTsa. Mpoekt B. Onapa. MoauTexHuyeckuii mysei, Mockea.

1999-2000 MemayHapoaHas eweroaHas |V BbicTaBKa-(ecTUBaNb HOBOIA

2000

1999

1999

1998

1998

1998

1998

1998

1997

1997

1997

1996

1996

1996

1996

1995

1995

BU3yanbHOii KynbTypbl " ®okom". BeicTaBouHblii 3an “HoBeblit MaHex”.
MexayHapoaHblit GecTuBanb KOMMbIOTEPHOI rpadukn, aHuMaLnm
«Anurpad. Tenekuno 2000». Lientp MewayHapoaHoii Toprosau.
«ApTmatunna I1». Mpoekt Bnagumupa u Maitn Onapa.
[ocymapCTBeHHbIN BbICTABOYHbIA 3an «[anepes A-3», Mockea.
MepBas HoBocubupckas MexayHapoaHas bueHHane.
HoBocubupckas kaptuhHas ranepes, HoBocubupck. /Karanor/
"Kuto Ha Toky". KomnbtoTepHas rpaduka, dotorpadus, KUBOMUCH.
MpoekT Bnagumupa v Maitn Onapa. focynapCTBeHHbI BbICTaBOYHbII
3an «[anepes A-3», MockBa.

“Myseit 2020”. MpoekT B. Onapa. BupTyanbHblit My3eit COBPEMEHHOTO
uckycctsa http://museum2020.artfor.ru. |l MexayHapoaHas BbiCTaBKa-
(hecTvBanb HOBOW BU3yanbHOiA KynbTypbl “@okom 98”. LieHTpanbHblii
[lom XynowHuka, Mocksa. /CD, caiit/

"Computer man computer woman". UxcTannsuus B. Onapa.
CBapHoi meTann, KomnbroTepsl. |l BbiCTaBKa-(ecTuBanb HOBOW
BM3yanbHoit KynbTypbl "®okom 98". LieHTpanbHblii lom XynomHuMKa.
“ApTmatumna”. MpoekT Bnagumupa Onapa. TocyfapCTBeHHbIi
BbICTABOYHbII 3an «[anepest A-3», MockBa.

“TyLUKNHY OT 3N1EKTPOHHBIX XyAOKHUKOB.

MpoexT B. Onapa. lanepes “®ennkc”, Mocksa.

«CmoTpu» XpoHoaMHamMuyeckas $oTo uHcTannsuums B. Onapa.
KomnbloTepsl, CKaHepbl, NPUHTEPbI CY6AMMALMOHHbIE.

| MewayHapoaHas BbicTaBKa GecTuBanb HOBOW BU3yaNbHOI KyNbTypbl.
“®okom 97" LienTpanbHblit lom XynomHuka, Mocksa. /Katanor/
«Cioppeanuam Ha caywbe pesontouuu». Mpoext B. Onapa.
[ocynapCcTBEHHbI BbICTaBOYHbIA 3an «fanepes A-3», MockBa.
«AptMud» UckycctBo XX Beka. MoCKoBCKas MexayHapoaHas
XYAOMECTBEHHas ApMapka. [ocyaapCTBEHHbIA LieHTpanbHbIil
BbICTABOYHbII 3an «MaHex», MockBa. /Katanor/

«lToBepxHocTb bymaru». B. Onapa, b. Typeukuit, A. MonuTos,

JI. OpnoBa, H. Kpauux. LieHtpanbhblit lom Xynomxukos, Mocksa.
«MckyccTBO B MHTEpbepe». [0CyAapCTBEHHbIN BbiCTaBOYHBIN

3an «Hosblii MaHem», Mocksa. /Katanor/

«[lytn 6ymarw». B. Onapa, b. Typeukwii, B. Anyxtuxa, B. Opnos,

A. Tonbaman, E. M3maiinos, B. Jlykun. LieHtpanbHbli [lom XynoxHuka,
MockBa. /Katanor/

"Apt MockBa" MoCKOBCKas Xy[OKEeCTBEHHAs Apmapka.
LlentpanbHblit Jom Xynoxuuka, Mocksa. /Katanor/

«MckycctBo 6e3 bapbepos». Bnagumup Onapa, 3ayapa f0poxoBCKui,
3nyapn bparosckuii, EBrennit Topoxosckuit, MBaH Yyiikos,

Anppeit Tpocuukuit, Mapnen Wnuuanep v ap.. "lanepes
uBonucues", MOCKOBCKNI COIO3 XyAOXHMKOB. /byknet/

"fl He pYCCKuA, 5 He eBpeil, A He ML KaBKA3CKON HALMOHANbHOCTH,
1 He KPacHO-KOPUYHEBBIN, I HE JEMOKDAT, 5 He anekTopar"
nHcTannsuns B. Onapa. Topd, necok, KypuHbli NOMET, TenedoH,
POANIbHBIE CTPYHBI, LINPHLBI, YaCTH TeNa, TEKCT.

"Tanepes muBonucLes", MOCKOBCKMI COI03 XyLOKHUKOB.

THE PERMANENCE OF THE CHANGING

1995 "byab rotoB" nepdopmanc Bnagumupa Onapa.
"Tanepes xuBonucues", MOCKOBCKII COIO3 XyLOKHUKOB.

1995 "XynomHuk u counym" . Tpynnosas BbicTaBka. Bnagumup Onapa,
Jpyapa lopoxoBckuii, EBreHnit Topoxosckuit, Hukonaii HacenkmH,
NBaH Yyiikos, Bnagumup AHkunesckuit, Muxaun PoruHckuii,
Anekcangp Cokonos, Jleonna bepaut. BbicTaBouHbIit 3a7
Kysneuruit Moct 11, Mocksa.

/Ny6aukaumn B xypHane «Counym» 1994-1995/.

1995 “22” BbicTaBKa NPONU3BEAEHMIA MOCKOBCKUX U aMEPUKaHCKMX
XYBOXHUKOB. [anepes “3nu1d”, Mocksa. /Katanor/

1995 “C 3anana Ha BocToK - o1 Kpuctmac a0 Poaectsa Xpuctosa”.
Mpoext Bnagumupa Onapa. "lanepes wusonucues",

MoCcKoBCKuil €003 XynoxHUKOB. /Katanor/

1995 «Meay TenecHoCTbio M 3HakoM». TpoekT Bnagumupa Onapa.
"Tanepes xuBonucues", MOCKOBCKMiA COIO3 XyLOKHUKOB. /byknet/

1995 «Kenesubiit nyTo Ill». Bnagumup Onapa, Sleonna bepaun,

Butanuit Konayes, Anekcaxap bopoaut, Banepuii tOpnos.
[ocTuHMua «JleHnHrpagckas», Mocksa.

1994 “3onoto v nenen”. MpoekT B. Onapa. ®otorpadum, uHcTannALys,
06bEKTbI, 1BONKCH. LLIKona COBpEMEHHOIO MCKycCTBA
“CBobozHble macTepckue”, MockBa.

1994 JleTnue Kanukynbl». B. Onapa, Jle KponusHuukuit, A. Tpocuukmil,
. Bynox, J1. bpyHu, I. JiutnueBckuii u ap.
lanepes "Mockoy ®aitt Apt", MockBa.

1994 «Knayctpodobus usetar. lMpoekt Bnagummupa Onapa.

B npoexTe yyactBosanu: A. Tpocuukuit, 1. bepaun, M. Onapa,
t0. ®eceHko, H. bopucosa. Myseit kuo, Mocksa. /Katanor/

1993-1994  “KnaycTpodobusa”. Mepdopmanc Bnagumupa Onapa
Ha KpacHoit nnowaam u Ha ynuuax MockBbl. [IpuHumaloT y4actue
CTYAEHTHI WKOMbI COBPEMEHOr0 McKyccTBa " CBO6OAHbIE MacTepcKue" .

1993 “OumweHne necka”, nephopmaHchl, MHCTannaLuMn Bnagumupa Onapa.
enesHogopoxHoe aeno “XoBpuHo”, MockBa.

1993 «ApTMud» MockoBCKast MexyHapoAHas XyNOKeCTBEHHas ApMapka.
Konnekuus LLkonbl coBpemMeHHOro uckyccTaa. focyaapCTBEHHbIN
LieHTpanbHbI BbICTABOYHbINA 3an "MaHex", Mocksa. /Katanor/

1993 «ApTMud» MockoBCKast MexyHapoAHas XyNOKeCTBEHHas ApMapka.
Gregory Gallery (BawuHrToH). focyaapCTBEHHbI BbICTABOYHBIN 3a/
"Manex", Mocksa. /Katanor/

1993 Jluk, Juuo, Jinunnar. Myseit kuxo, Mocksa. /byknet/

1992 «fanepes Jlauc». NCTOpMKO-apXUTEKTYPHBIN W XYAOKECTBEHHDIA My3eii
«Hosblit Mepycanum», r. Uctpa, MockoBcKast 06nacTb.

1992 «Kenesnbiii nyTb |1, TBepckas obnactHas KapTuHHas ranepes, Teepb.

1991 “MenesHblit nytb”. UHcTannaumua Bnagumupa Onapa
nnowazbo 900 KBafpaTHLIX METPOB, METaN, CBAPKa.

B aKcnosuumu npescTasnensl npoussesexus Bnagumupa Onapa,
Aunpes pocuukoro, MapneHa LLnuxanepa, Jleonnaa bepnvna,
Ceprest MockBuHa, Anekcest KameHckoro.

BoicTaBouHblit 3an HenesHonopoxHoro paioHa r. MOCKBbI.

1991 «ApTMud» MockoBCKasi MexzyHapoAHas XyNOKeCTBEHHas ApMapka.
[anepes “Hukop”. TocynapCTBEHHbIN BbICTaBOYHBIA 3an "MaHex",
Mocksa. /Katanor/

1991 "West Art As". B. Onapa, H. Tonctas, B. JlbicakoB, K. Pabutuna,

I. ConsinkoB, T. ®aitabiw, A. Mapu. Ocno, Hopserus. /Katanor/

1991 “MockBa - BawuHrTon". MexzyHapoaHas BbiCTaBKa COBPEMEHHOIO
uckyccta. bubnnoteka Kapreru, Bawunrto, CLUA. /Katanor/

1990-1991  «BawmHrtoH - MockBa». MeyHapoHas BbicTaBKa
COBPEMEHHOT0 UCKycCTBa. focynapcTeenHas TpeTbAKOBCKas ranepes,
Mocksa. /byknet/

1990 “[lea TpaauumoHanucTa u oauH Wwusopeanuct B fome 100”.
WHctannaumum Bnagumupa Onapa: "Camoy6uiicTBo nponetapuara”,
" [lenyTatbl BeayT Aebarbl". Jusonuch: Bnagumup Onapa,

Cepreit MocksuH, Oner Epmonaes (IneKTpoH).
BeictaBouHblit 3an “flom 100", Mocksa. /byknet/
1990 MockoBckue xynoxHuku. fanepes “Mapc”. Mocksa.
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PUBLICATIONS IN MASS MEDIA
NYBAMKALIUW B CMU

2015 “Russische Vladimir Opara kunstenaarslid Pulchri Studio”,
"Pulchri", juni, Netherlands.

2015 De Botlek, 19 augustus, Netherlands.

2014 “KpacHblii-2”. Tazeta “Mup wusonucu N° 11-12.

2013 “Apbat u3meHnan Ha oaHy Heaento”. ®oTo MHCTaNAALMS
Bnaaumupa u Maiin Onapa “B3mnsg Apbata”.

K 520-netuto ynuupl Apbar.

2013 “Taseta MeTpo” N°117, 02.10.2013, Mockga.

2012 “Mockosckomy Coto3y XynomHukos 80 net” ExkatepuHa
Konmoroposa. MockoBckuit Coto3 XynomHnukos, “HoocTn”
raseta N2 5-6.

2012 “E-crucifix. 3nektpoHHoe pacnatne” Paga KoHeuHa.
Mockosckuit Coto3 XynosHukos, “HoBocti” rasera N 4.

2012 “CoBcem monofoe uckyccto” Bnagumup Onapa, Maits Onapa
HypHan MockoBCKOro My3esi COBPEMEHHOT0 MCKYCCTBA
“[uanor uckyccts” N2 3.

2009 “ATonopTpeT xynomHuka” Arapeit ToncToi.
laseta “Mup uBonucn” N 3-4.

2007 “Kunst”. “Jenseits der avangarde”. 29.06.2007.

Mundener Allgemeine.

2007 “In Munden startet ein hochkaratiges internationales
russisch-deutsches Kunstprojekt”. Von Alex Schmidt.
HNA. 25.05.2007.

2007 Ausstellung “Unvereinbares vereint” im Historischen
Packhof Hann. Munden - Drei weitere Orte. HNA. 28.06.2007.

2007 “MactepcTBo u monogocTb”. HypHan “Foto&video”. 30.08.07.

2006 “OH Ha ocne Bbe3waeT B Nepycanum”.

My3seu Poccuu. 27.03.06.

2003 “Sunday Times”. 24 arts Malta Biennale awaed winners.
June 29, 2003.

1999 «®okom Byepa, ceroaHs, 3astpa». «Komnbloapt» Ne 4.

1999 «®ectuanb Auurpad. Kontent 99», «Liudposoe Buaeo» N2 3.

1998 «[lopTpeT XynoXHMKa B MHTEPbEpE CKaHaana». E. Pabosa.
«AnTaiickas npasga» 4 uioHs.

1998 «[TywKnHy OT ANEKTPOHHBIX XyAOXHNKOB» Bnagumup Onapa.
«KomnbroapT» N° 6.

1997 «Software 1 XyaoxHuK: Bpems B3aUMOAEACTBUSD.

JLK. 3bibaitnos, noktop dpunocoduu. «Komnbioapt». N 11.

1996 «C 3anaga Ha BOCTOK 110 PoxaecTBa XpucToBan.

«Ipysuns» N 1.

1995 «Knayctpodobus kak npoBOKaLus 4yBCTBA CBOOOAbI».
Mapus Bansesa, 3aB. CEKTOPOM COBPEMEHHOM0 UCKYCCTBA
[ocynapcTBeHHOM TpeTbAKOBCKOI ranepen.

«MOCKOBCKMIl Xy#0KHUK» 13 sHBApA.

1995 «Counym» N2 2, LBETHas BKNafkKa.

1994 «Bephucaw Ha Crapoit bacmanHoii» Bnagumup ypasnes.
«[lenoBoit Mup», 13 sxBaps.

1994 "3epkano axsa". Uropb Yenmopees. «KypaHtbl» 21 mas.

1994 «Bnagumup Onapa: octaHoBKa B MockBe»

Mapus BansieBa, 3aB. CEKTOPOM COBPEMEHHOIO UCKyCCTBA

locynapcTBeHHOI TpeTbsAKoBCKOI ranepen. «Counym» N 6 (37).

1994 «Counym» N 8-9, UBeTHas BKNafKa.
1994 «Mpurmnawatot CBo60OAHLIE MacTepcKuen.

«{OHbII XyLoxHUK» N 5-6.
1994 «BbicTaBKa - B 0aMH AeHb». «BeyepHuit Omck» 3 aBrycTa.
1993 «13 cTonunubl B NpoBUHLKIO». «BeyepHuit Omck» 12 deBpans.
1993 «B. Onapa». UHdopmaLms 0 BbICTABKe.

«Kommepueckue Bectu» 27 sHBaps.
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1993 «CeroaHs 0TKpbIBaeTCS BbicTaBKa B. Onapa» Mapus Bansesa.
«Omckas npasaa» 29 aHBaps.

1993 «Pa3pywutens rpaqudy J1. ToybuunHa.

«BeyepHuii Omck» 9 despans.

1993 «MockoBckas rasetar. CneunanbHblit BbInyck N2 1, HoAGPb.

1991 Russian Artist Exhibits Siberian Inspiration. By Kim Liberatone.
The Battlefield. Fall 1991.

1991 Galleries a quide to Washington/Baltimore metropolitan area
art galleries. October.

1991 Arts of Glastnost. Contributed by Randy Michener former
Director of Faundry Gallery. Washington, USA. Eye Wash.

1991 Randy Michiner. Vladimir Opara. Red in October. Painting.
October 22 - November 10. Foundry Gallery.

Contributed by Josph Ansell. Eye Wash. October.

1991 Moscow reveals similarities for artists. By Mark Moore.
The Battlefield. Spring 1991.

1991 Dagens Naeringsliv ETTER BORS Lordag 30 November 1991.
Kunst. Russerne Kommer. Av Jan Kokkin.

1991 «[Ton nonom wenesHblii NyTb». «Croauua» N° 24-25.

1990 Palm Beach Daily News. Desember 31, 1990.

1990 BbicTaBka B MockBe «B pyke fiepmalileit KUCTb NyAbeupyet
cuna...» H0. Hukutun. «KysHeukuit pabounit». 17 aBrycTa.

1990 «[lopTpeT B uHTEpbepe». T. LLnnunosa.

«KyaHeukuit paboynit», 5 sHBaps.

1990 «OauH wusopeanuct». «BeuepHss Mockea» 1 uioHs.

1990 «Bnagumup Onapa. Xusonuce». «[locyr B Mockse», 4 aBrycra.

1990 «LLn3oBas HeAcHOCTb». «MOCKOBCKUI KOMCOMONIEL.

N2 136 15 wnioHs 1990.

1989 «M aBanrapa, u peanuam». U. Yepmanuu, unex Cotosa
XynomuukoB CCCP. «Kysbacc» 28 anBaps.

1989 «B nouckax rapmoHum». H. Cabyw
«Ky3Hewkuit pabounit» 28 depans.

1988 «HeynoBumas #u3Hb UBeTar. J1. laHunosa, MCKYCCTBOBES.
«KyaHeukuit paboumit» N2 205 (15236) 25 okTs6ps.

1988 «BbicTaBka 6e3 nosoga». M. Yeptorosa
«Komcomonen Kysbacca» 8 nekabps.

1987 «Bephucak monogpix» M. YepTorosa, cTaplumit HayuHblii
COTPYAHUK My3es n300pa3uTenbHbIX UCKYCCTB I. Kemeposo.
«Homcomoneu Kysbacca» 14 mapra.

1984 «Ckasartb cBOe cnoBo». J1. Mbi3uHa
«Komcomonew Kysbacca» 5 nions.

1978 «Mckyccteor N2 10.

ExemecsuHblit ypHan Muxuctepctsa Kynbtypsl CCCP,
Coto3a XynomHukos CCCP, Akapemun Xynomects CCCP,
1976 «Pe3Lom 1 kucTbio». b. Mpoxopos.
«CoseTckas Poccus» 13 maprTa.
1976 «[paBga» 26 mapta. Ha cHumke T. Cothuk u B Onapa B cTyaun.

AAbBOMbI, KATAAOTH, CEOPHUKHK

2016 Bnaaumup Onapa "MocTosiHCTBO M3MeHsiowlerocs” . Anbbom.

2009 "XymomHukn HoBokyaHeuka". Anbbom nocaswén 20-netuio
HoBoky3sHewKoil opraHusauuu Colo3a XyAoKHUKOB Poccui.
(MCTOpPUS 1 CETOBHALHNIA LEHb)

2008 K 110-netuto Pycckoro mysest. OTUéT.

2006 "HeBo3moxHble coeaHerus . [ocynapcTBeHHbIn MoCKOBCKHUiA
BbICTaBOYHbIN 3an "lanepes A-3".

VLADIMIR OPARA



Russische Vladimir Opara
kunstenaarslid Pulchri Studio

De Russische beeldend kunstencar
\’ludierpomwmiwlwuﬁn
a3 o projection of Art’ in februari, door
dubalhhqmmuue rd als
kunstenaarslid von i Studio.
‘Werken van hem waren ook te zien fijdons
de ofgelopen Voorjoarssalon. Op de
Majoarssalon is Viadimir weer present.

WViadimir Opara werd geboren op 30 mei
1952 in Siberid. Hij woon! nu mat zijn
wroww Maya in Moskow, Nef ols da Russic
sche Tsoor Poter do Grote is Opara “ver:
liofd' op Nederland. Opara is onder meer
gefascineard door het feit dat Nederlandars
land hebben gemaakt uit de zes. Zijn
ouders moesten in Sibetid hetzelide doen:
van nies iets moken. De kisine Viodimir
begon doar mat het credren von cuthentiske
kuanst,

De Hollandse measter Vincent van Gogh
werd zijn spirilvele wiend, In de USSR
Yo ey . -

het Opara nist gemakkelijk. Hij schiie zich
niet naar de richilijnen van de stootskunst,
DOpara vecht voor zijn recht om zijn creali-
wileit op migen wijze te kunnen iten. Dot
ward hem nistin dank afgenomen. Per foe-
vol kreeg Opara sen dagboek Van Gagh
onder ogen en hij pulte doonit dogelijks

plek. Ban plok woor onder meer boten,
watgrlondschoppen, treinen en slofions een
haokdrol spelen. “Jo most cog hebben voar
de betekenis en voor de verborgen schoon-
heid wan de kunst, net zogls het echie
leven”, lijkt de kunstenaar te willen zeggen
Ofwel: “Lile as o projection of art’

Crossings.

Op de onlangs gehouden Voadaarsalon
toonda hij zijn eigen favoried ‘Crossings’
Het olieverfschildesi| (100 x 150 cm) heefr
ol basks een foto uit 1929 uit het museum
van Movekuznefsk [voorheen “Sealinsk’).
Opara woonde en werkte doar van 1983
Bat 1990 an ontving von de stadsbestuurders
duze an andere cude folo's van de construc:
fie van de stad foen hij in 1990 noor Mos-
kou verhuisde. Opara staat vermedd op de
erelijst van 700 burgers die hebben gehol-
pen om Movakuznatsk - in het zuidwesten
van Siberid - e moken wot het pu is: sen

Papisrwavkan met an zonder reliél

nieuwe krocht. Hij was onder da indruk van
de warkan an vrije doakwijze van de Hol-
lendse meester. Van Gogh werd Opara's
anige echie vriend, die hem begreep... Mt
als Vian Gogh ging Opara shug door met hat
maken van kunat zocls hij dot wilde en niet
zoals van hem werd verwacht

madarne, sterk gemndusiricliseerde stod met

ruim een half miliogn imwaners in de mijn-

Viadimir magkt kleuerijke hedendaagse olie-
verkschilderijen en werken met en zonder
reliéf op papier, Opara’s lidmaatschap ziet
de ballotogecommissie ol “sen welkome
intarnationale comvulling”. Het ligtin de
badoeling dot er uitwisselingen komen met
Maskou, weer Opara woonachg is.

Paradaxale spanning

Opvallend aan zijn werk is vooral de veel-
hisid van insense klsuren die - ogenschijnlijk
tegensirijdig - juist sen ingelogen sheer
oproepen. Deze paradoxale spanning intri-
geert, De rust die zijn wecken witssralen en
de diepgong, met onder meer verbargen
symbolen die voor haostige blikken var-
bargen blivan: latiers, woorden en ciffers
namen de bezosker mes noar sen andere

Viadimir Opara

Y T

2007 Bnagumup Onapa. Anbbom.
2007 «[lpuknioyeHne YepHoro KBaapara»
locynapcTBeHHbI Pycckuit Myseii, CaHkT-TleTepbypr.
2007 «Antonorus NM0» Akanemus Hatanbu HectepoBsoii, MockBa.
2007 «Impossible. Unvereinbares Vereint. HeBo3MoHble
coeanHenuns». Packhof, Hann.Munden, Deutschland,
MockoBckuit BoicTaouHblii 3an «fanepes A3», MockBa.
2006 «HeBO3MOXHbIE COBANHEHNSN.
MockoBckuit BoicTaBouHblii 3an «fanepes A3», MockBa.
2005 «Konnax B Poccuu. XX Bek»
locynapcTBeHHbIit Pycckuii my3eit, CaHkT-MeTepbypr.
2005 «®otorpaduka. AHuma». HoBocubUpPCKMiA rocyaapCTBEHHbII
Xy[OKECTBEHHbIA My3eil.
2005 «KaptuHa N2 1». MockoBCKuil BbicTaBouHbI 3an
«[anepes A3», Mocksa,
2003 Malta International Art Biennale.
2001 TocynapcTBeHHbIA Pycckuit myseid. OTYET.
2002 MeayHapOoaHbIiA XyA0KECTBEHHbI QecTUBab
«TeHrpu - Ymait», Anmarbl, Ka3axctaH.
2001 «Abctpakums B Poccuu. XX Bek»
locynapcTBeHHbIA Pycckuit myseit, CaHkT-TeTepbypr.
2001 Bropas mexpyHapofHas 6ueHHane CoBpEMEHHOI rpaduky.
HoBocubupckas KaptunHas lanepes.
2000 «®okom 2000». TBopyeckoe 06beaMHEHNE XYAOKHUKOB
JKcnepumeHTanbHblx TexHonoruit UckyceTsa,
«Hoseblii MaHex», MockBa
1999 CrankoBas rpaduka. Mepsas HoBocubuckas mewayHapoaHas
buenHane. HoBocubupckas Kaptunnas lanepes.

THE PERMANENCE OF THE CHANGING

ceng ..

Hoe vindt een Moscoviet
de weg naar Pulchri Studic?

Het staot er xo lasjeswog: Rus Viadimir
Opera kunstencorsiid van Pulchri Studic.
Nou, en? Jo, zeker ‘en’. Dot willen we
weten. We schoten Rosaline Ratering oan
die het arfikel over Viadimir schreef.

Crassings

streek Koszbas. Ondanks de aomwezigheid
von zware indushie is Novokuznetsk een
groene stad, doordat het centrum volgens
de ideclen von de tuinsiad is cangelegd.
Op het schilderi] van Opara zien we de
rivier Tom en hoor viterwoarden. De cude
foto vit 1929 rockie hem vonwege de over-
weldigende grootsheid von de nabuur, weor-
biij e mens nietig en klein ikt ols een mior,
Delen van de corspronkelijke foto zijn in
et schilderi] terug be rien - dat wil zeggen:
wvoor de opletrende kijker,.. Want ook hier
zullen de diepgang en betekenis de viuch
Fige bezosker onigoan, serwijl de kleuren

- vitbundig poars, geel in combinatie met
ingroscgen crienewil en anirachel - op het
netdics blijwen hangen

ROSALINE RATEUNG

Een deel van Opara’s werken
zal opnieuw te zien zijn

tijdens de Nojoorssalon

Kraanvogelproject voor de vrede

w
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1999 CO0pHUK «XynOMHUMK O XynomHuKe». J1. Kalwyk, MockBa.
1997 MocKoBCKasi MeayHapoHas Xy[40KeCcTBEHHas ApMapka
«AckyccTBO XX BeKa. ApTMaHek».
1997 «Pycckas weHuimHa XX BeKan.
Poccuitckuit oHA KynbTypbl, [0CyAAPCTBEHHAS XYLOKECTBEHHAA
ranepes «3aMocKBopeybe», MocKsa.
1997 «1-as BbiCTaBKa-GeCTUBANAb HOBOW BU3YanbHON KyNbTypbl
®okom». MockBa.
1997 Co0pHUK JInK, AULO, TUYMHA. TBOPYECKAS IMYHOCTb
KkoHua XX Bekan. J1. Kawyk, MockBa.
1997 CoopHuk «0 coBpemeHHoM uckyccTaer. JI. Kawyk, Mocksa.
1997 «Pycckas Konnexuus» N2 3-4.
1996 MockoBcKas xynowecTBeHHas spmapka «APTMOCKBA» Mockga.
1996 «[lytn bymaru». Tanepest Onbru XnebHukoBoii, MockBa.
1996 T. bubunypu «Xpam CBATOr0 BENUKOMYYEHUKA U
MobenoHocua leoprus B Mpy3uHax»
1994 «Knayctpodobus useta». Myseit kuHo, Mocksa.
1993 MocKoBcKast MeayHapoaHas XynOXeCTBEHHas
spMapka «ApTmud».
1991 MocKoBCKasi MeayHapoaHas Xy[4oKeCTBEHHas
spmapka «ApTMud».
1991 The 1991 Washington - Moscow Art Exhibition.
Carnegie Library, Washington, USA.
1991 Red in October. Foundry Gallery. Washington, USA.
1991 West Art As, Oslo, Norway.
1990 Rikon. Soviet - Yugoslavian Joint Venture.
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The authors of the articles:

Andrei Tolstoy, Doctor of Art History,

academic at the Russian Academy of Arts,

Director of The Research Institute of Theory and History

of Fine Arts of the Russian Academy of Arts;

Leonti Zybailov, Ph.D. (Doctor of Philosophy);

Yulia Matveeva, art critic, Head of the Conservation Department of
the Moscow Museum of Modern Art (MMOMAY);

Tineke Nusink, sculptor, member of the Artists

Association Pulchri Studio, Den Haag, Netherlands;

Rosaline Ratering, journalist;

Jos Poels, chief editor "Pulchri";

Vladimir Opara, artists, member of the Moscow Artists Union,
member of the Artists Association Pulchri Studio, Den Haag, Netherlands;
Maya Opara, artists, member of the Moscow Artists Union.
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© The State Tretyakov Gallery, Moscow.

© The State Russian Museum, Petersburg.

© The Latvian National Museum of Art, Riga.

© Moscow Museum of Modern Art (MMOMA).

© The National Centre for Contemporary Arts (NCCA), Moscow.
© The State art Museum of Altai Kray in Barnaul.

© Krasnoyarsk Museum Centre.

© Vladimir Opara

© Maya Opara

Preparation of the exhibition “35 years of creative activity”. Exhibition hall “Kuznetsky bridge 20”. 2009, Moscow.

BAAAUMUP OMAPA
"MOCTOAHCTBO U3MEHAIOLLIErOCA"

ABTOpbI CTaTeit:

Anppeit ToncToit, JOKTOP UCKYCCTBOBEAEHMUS,

akaaemuk Poccuitckoit Akaziemum XynomecTs,

AMpPeKTop Hay4yHo-MCCnefo0BaTeNbCKOr0 MHCTUTYTa TEOPUM U UCTOPUN
n306pasutenbHbx UCKYcCTB Poccuiickoit Akanemun XynomecTs;
JleoHTuit 3b16aitnoB, AOKTOP GUOCODCKUX HayK;

0nua MatBeeBa, UCKYCCTBOBE/, 3aBeayloLLuii 0Taenom GoHL0B
npou3BeneHnit uckyccTs MoCKOBCKOTO My3esi COBPEMEHHOTO UCKYCCTBa;
Tuneke HiocuHK, CkynbnTop, YneH Acounaumn

XyaoxHukoB Pulchri Studio;

Po3anuHa PatepuHr, wypHanucT;

Woc Moanc, masHbIii pesakTop xypHana "Pulchri".

Bnagumup Onapa, XyoomHUK, 4neH MOCKOBCKOr0 COK3a XyLO0KHUKOB,
uneH Accounaunn xynoxuukos Pulchri Studio, aara, Huaepnanai;
Maiisi Onapa, Xy#oXHMK, YneH MOCKOBCKOrO COK03a XyAOKHUKOB.

Mepesoa: Onbra Andéposa, AHactacus Onapa.
Koppekums TekctoB: [iek bubu.

Cocrasutenb anbboma, GpoTochemKa, an3aitH - Maiis Onapa.

© TlocynapcTBeHHasn TpeTbsikoBCcKas lanepesi, MockBsa.

© locynapcTBeHHbIi Pycckuii Myseit, CI16.

© JaTBUACKMI HALMOHANBHbIN XYNOKECTBEHHbIA My3el, Pura.

© MocKoBCKuit My3eil COBPEMEHHOIO UCKyccTBa, MoCKBa.

© locymapCTBEHHbIN LEHTP COBPEMEHHOIO MCKyccTBa, MoCKBa.

© locymapCTBeHHbII XynOXeCTBEHHbIA My3eil Antaiickoro Kpas, bapHayn.
© KpacHosipckuit Myselinblit LieHTp, KpacHosipck.

© Bnagumup Onapa

© Maita Onapa

www.opara.pro
www.opara.ru
E-mail: vladimir@opara.ru
Tel. mob.: +7 926 231 6030 (Moscow, Russia)

The publication is the artist's property of Viadimir Opara and intended for exhibitions and presentations.
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