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to
art

Tigran
Paskevichyan

War does not end, so that peace could start. War gets silent, retreats, nestles in the limited
vocabulary of politicians, diplomats, mediators and their mediators. War is hiding itself in the
absence of those perished and, in often greedy, sometimes self-recreating stories of those
that are accidentally (perhaps accidentally) alive.

War does not start with the first shot and does not end with the last one. No one knows whose
forefinger released the first bullet- not taking into account Serbian terrorist Gavrilo Princip who
assassinated Franz Ferdinand of Austria.

Growing up there was a hairdresser in our neighborhood, master Suren, a veteran of the
Second World War, who was always boasting that he had been the one who fired the last
shot in Berlin and that Stalin himself got in touch with him to say. “It's over Suren, do not fire
any more, the war has ended”.

From Gavrilo Princip to master Suren, from master Suren to the young sapper who got
exploded on a mine in the conflict zone the day before yesterday, war is a wide, inclusive
scenery, which has the ability to gradually transform into a landscape.

There is no action in the landscape. Landscape is a testimony of peace. The mountain is
in its place, the tree is in its place, the grass is green or scorched, the track is narrow and
serpentine, the piece of cloud is ready to weep.

As if nothing happened. There are no details on the horizon. What a peace!

But try to advance, try to approach the mountain, set your foot on the narrow track, go under
the shadow of the tree and the war speaks to you in a inoffensive, unthreatening tone, speaks
as one will tell about themselves, in the past tense, but filling the area with their presence.

And suddenly your eyes catch a man grazing his sheep behind a tree (you wonder who that
might be), then an armored car, lying on the side like a corpse of a horse, you don't lose sight
of a nearby house’s gate covered with machine gun bullet holes either, you can't overlook a
single household detail.

Conseqguence...!

Won't the peace be living its own life, won't it be appeased by its inner peace, and won't it be
captivated by its own beauty?

Is the consequence the impossibility of peace which pushes for riot, vengeance, grief,
irreconcilability, revenge and retribution?

What to do in this landscape? Where to go? How to hide so that the consequence won't
chase you?

Artist Edik Boghosian and photographer Areg Balayan seem to have succeeded in answering
these extremely complex questions.
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War in

the art field.
ways to
awaken

Yelena
Aydinyan
art historian & art critic

I learnt about “planned power shutdown” earlier than got to know what “cottage cheese”
was. Since | was born at a time, when there was no other type of life around, questioning the
reality of the early 90s or dreaming of an alternative did not even cross my mind. | was getting
acquainted with the reality, disclosing it, and accepting what was there. In my immediate
experience, the Karabakh war was an undeniable reality that conditioned my lifestyle, while
the latter conditioned my daily life. The abyss between that child and my present-day self
is enormous. The latter is filled with bitterness when thinking about the Karabakh war and is
trying to ask the other self what it was, how it affected both of them, how to formulate it? But
the other self does not have either an answer. She is painting, sitting at a low table.

Artefact, by definition, is a consequence. It is the consequence of many layers of human
activity which accumulate throughout the whole process and beyond of the creation of an
object to its obtaining the status of an artefact. A thing is created, lives its own life, then it
becomes important as the bearer of this past life and continues its life as historical value.

In case of the project “Consequence: Artefact”, the work of art is created based on the
consequence of another process. This is where the consequence becomes the artifact.

Areg Balayan participated in April war, Edik Boghosian is a witness of Iran-Irag war. They have
come into contact with the phenomenon of war from different perspectives, but for both of
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them, war is an immediate lived reality, their own experience. They both clearly know that
war is not just military actions, but the consequences they leave behind that sometimes last
throughout the whole life of a participant or a witness.

Areg Balayan's photo series tell about people on whose lives the consequences of war are
mostly obvious: artificial eye, artificial leg, deformed body, distorted features, blindness. In some
cases, the consequences of war are not so obvious. And here author’s texts come to help.

Edik Boghosian’s objects, in their turn, consist of remnants of the objects of the war, i.e., the
consequences of war, which have undergone aesthetic revision. The object, losing both its
function and its original appearance, enters the art space to present itself as a consequence of war.

At the same time, it legitimizes its being in the art space with its status as a work of art. The latter
becomes possible due to the author's intention and the actions that follow. The author selects
the pieces, arranges and compares them, maodifies their shape. Artist's main task, in this case,
is to put the elements of the object in a relationship with each other. This allows the objects to
Pe living units continuing their lives in an alternate way, and not be dead remnants of extinct life.

The same tendency can be seen in Areg Balayan’s photo series. The heroes of the series are
important not only for their past, but for how that past acts now, what their destiny is like after
the disaster, how their lives go on, and not just how they were destroyed.

Tumning tragic events into works of art, talking about them in the works of art, keeping them alive
through works of art, and in general, the relationship between disaster and art are problematic.
If such a work of art is influential, it implies that the perceiver is overwhelmed by the tragedy
the work of art embodies. The more successful the embodiment is, the deeper is the impact.
The latter, while hurting and shocking the perceiver, at the same time gives them pleasure:
the tragedy survived through art gives them illusion of being purified, as if they have placed
something within their chest that is bigger than that. This feeling comes from a sympathy
for the disaster survivor. However, the enjoyment of the work of art as a succeeded cultural
phenomenon and pain of empathy seem to equalize, begin to complement each other and
eventually intertwine. This moral conflict arising in the viewer passes through the entire project.
It is particularly acute in the case of Areg Balayan's photo titled “The Three Brothers”. There
are two young boys sitting on three barrels. The third barrel is empty. It is clear that the third,
empty seat belongs to the third brother, who has become an innocent victim of hostilities. The

tragic reality and the successful idea of the work unite and target one point where admiration
and regret are inseparable. Unwillingly you start thinking if this feeling of admiration is not a sin
towards the memory of that child.

Technically the project is built on a relationship between space and image principles, which at
the content level turm into complex interaction between abstraction and concrete experience.

Areg Balayan's series consist of photos, i.e., from images reproducing reality. Edik
Boghosian’s objects are reality itself, existing in space. These real objects, however, appearing
in the space of art are reshaped as abstract volumes that carry the memory of experience of
war. The experience the viewer has in dealing with them is not a war experience, but watching
a work of art. In case of Balayan's series, it is important to note that the photos, which he
created based on the personal stories of real people become anonymous within the project,
lose their personal and even geographical affiliation and turn into generalized symbols of war
as a disaster, examples of tragedy, means of formulating the consequences of war as a global
phenomenon. Thus, the series of paradoxes continues. Objects distorted by war transform
into abstract volumes, and at the same time become very specific physical objects in the
space of art. Individual stories, turning into images, turm into symbols while preserving their
visual unigueness. However, approaches to the essence of work of art and material are not
limited to this in the project.

One of Edik Boghosian’'s works is an installation that is technically a war-damaged roof of a
car turned into a table. There are breads on it. On the one hand, it is a simple symbolism,
so simple that it may look banal. Bread, as a symbol of life and well-being, enters into a vivid
contradiction with a flat, damaged surface of the table as a symbol of disaster. This banality
of symbols threatens to devalue the idea. However, installation is primarily a physical object,
which implies that one must experience it on the physical level. Only then does it exert its full
influence. Sitting at a table created from the remnants of a damaged car which offers you
bread means physically entering a war zone, even if it is conditional. The war that passed
through the art is an idea that can be formulated endlessly. But war, as a reality happening here
and now, is the daily, uncomfortable, tense, exhausting life. Bread is not the symbol of life, but
the opportunity of life. The environment is not a means of reproducing the tragedy, but a place
of dally life full of tension and danger. Living that daily life physically and tumning it into a symbol
are two different actions. Edik’s installation suggests doing the first one.
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Another installation is presented by Areg Balayan. He brings distorted household things to
the world of art without performing any action on them. This is the only example of absolute
readymade in the whole exhibition. However, unlike the avant-garde readymade, which is
meant to direct the viewer's attention to the environment, distracting them from the work of art,
it is first and foremost a historical fact, silent bearer of the reality.

In our conversation about the experience of war, Areg Balayan noted that during the war, especially
immediately after conscription, he had a feeling that he had lost all social ties and tumed into a
pure essence. The proximity to death, which takes a person out of the logic of their daily routine
and reminds them that they are still alive, often becomes the focus of works of art - films, and
literature (from philosophical prose to huge-budget thrillers). But for Areg it is not an artistic trick. It
is his immediate experience with which he seeks to interact in peaceful life. At every moment, the
feeling of realizing the existence of his own self, which he experienced because of being so close
to death, he strives to maintain to this day. | say: “It's not possible to do it constantly.” “Why isn't it
possible?” he asks. And he says it in a way for me to understand that “It really is possible”.

For Edik Boghosian, the reality of war has also been a part of his childhood, in another context,
as the events of Iran-lrag war took place in front of his eyes. Interestingly, he finds similarities
between Iran and Karabakh and, while working on a piece on Karabakh, he reflects on the
problems of his dear Iran in the depth of his work. The word “dear” is not chosen by accident.
Speaking of Iran, Edik's voice radiates a different kind of warmth.

“Do you know what | understood?” he says. ‘I realized that war is lovely.” And immediately
emphasizes, “Not beautiful, but lovely. In Karabakh they called it ghashang”. It's a new word
for me, and I'm trying to understand what Edik means. Probably he means that “beauty” is
decent, harmonious, and “lovely” is interesting, regardless of the difficult reality that gave
birth to it. This burden is intertwined with the aesthetic qualities of the object, and they are
inseparable from now on.

The aesthetic element is present and important in both parts of the project. Areg's photos,
besides depicting history, are also great shots with convincing compositions, subtle
intertwining of lighting and color. Edik’s objects are interactions of volume, texture, subtle
color shades; their aesthetic function is a prerequisite for their existence, and their aesthetic
influence is an integral part of their implementation.

This project has no ambition to answer the question of what war is. On the contrary, it
emphasizes that war is multi-layered, ambiguous, and at times incomprehensible. War can be
analyzed and interpreted from many perspectives: political, social, ethical, psychological, and
even aesthetic. But these analyses are merely means to approach, but not to disclose it. What
does it mean for the one who took part in it? What does it mean for a child who witnessed
bombing? What does it mean for a child whose world is so deeply conditioned by the war that
they do not even realize it, as you do not realize that you breathe until you start suffocating?
The importance of the project is exactly that; it does not provide answers, but opens up ways
to deal with the incomprehensible. It enables you to see and touch the phenomenon through
its consequences.

Edik says: “Before something happens, they talk about the consequences, because by predicting
the consequences, they try to prevent it. When it has already happened, they start talking about the
reasons as they try to find who is guilty. We have made conseguences important.”

Indeed, the causes and roots of war are now receiving more attention than the consequences.
It is uncomfortable to deal with consequences, as it might reveal that the Karabakh war is not
just about heroic will and victory. It is about victims, blood, fear, pain and the endless waiting for
death. The latter is the most unnatural state for the human being, whatever the circumstances.

My present self is sitting at the computer now, writing these lines, it's a quiet day around. But
the little one who is still in the 90s, distracted from the painting for a moment, tells this older
self that the war always hides itself somewhere close, waiting for the right moment to happen,
to come true, to put its monstrous and obscure essence to work. By a whim of fate, the little
one is wiser, because, though from distance and mediated, she is experiencing the war, not
thinking about it as something separate from her.

The project “Consequence: Artefact” project helps the viewer unite the idea and experience,
awaken the two selves. It reminds of warfare and the processes of forgetting it, evading from
and getting used to it, and allowsrethinking it. It is a ghashang (lovely) project.
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Photography
as testimony

and remeqdy

Areg Balayan’s portraits
from beyond the conflict zone

Vigen
Galstyan PhD
curator, photography historian

Following the success of his 2016 documentary series M.O.B. Areg Balayan has emerged as
a distinctive new voice in Armenian documentary photography. Balayan's intensely intimate and
sensual portrayal of conscript life in a remote army unit during the four-day war that reignited
between Azerbaijani and Armenian forces in April 2016, was received with widespread acclaim,
winning the Aurora Prize for Humanitarian Photography and a second place of the LensCulture
Exposure Awards in 2017.

Prior to starting out as a freelance commercial and news photographer in 2005, Balayan received his
initial education in the graphic arts - an aspect of his career that echoes in the painterly sensibilities
of his documentary work. These aesthetic associations are often drawn from the classical tradition
of Westem art, with their attendant notions of humanism, spiritual enlightenment and the redemptive
power of art. As a member of the PAN photo news agency, Balayan's images frequently depict
various military or civic conflicts in his country. Yet, what draws the photographer's attention are the
more complex, moral and universal issues regarding the condition of humanity, which underline any
political or social strife. It is by revealing these painful questions that Balayan attempts to go beyond
the surface facts and generate a space for empathy and dialogue.

The collaborative project “Consequence: Artefact’, is a further attempt by Balayan and artist Edik
Boghosyan to investigate and represent the aftereffects of the frozen military conflict in Nagomo-
Karabakh. By taking an archaeological approach the artists am to break-through the partisan
barriers that divide people across enemy lines. The combination of salvaged metallic remnants from
war-tom buildings and photographs of residents who live in the conflict zone is built on a fascinating

interplay between historical traces and the living present. It is a space where trauma becomes
naturalised and intemalised, affecting the way people see their lives, the world and the future.
Balayan photographs the war victims in a matter of fact manner, not shying away from showing
us their horrific scars and injuries. The physicality of this suffering is underscored by the distorted
debris or medical documents that the individuals are posed with — a painful reality made more
visceral through Balayan's use of saturated and vivid colour photography. Like the mauled pieces
of machinery and buildings, these people are witnesses to horrors that are not possible to fully
represent or speak about. Folding upon each other the historical traces and contemporary reality,
the images act as an unsentimental testimony about the lasting burden of war's damage, which
affects and transforms ordinary lives, long after the sound of guns has died down.

However, as a multi-disciplinary project, Consequence:. Artefact is more than just a resigned
representation of history. On a deeper level, it acts as a dramatic narrative about the way art can
mediate the past and speak about that which is often beyond political diplomacy. Balayan's portraits
are not merely statistics, but inspiring odes to people who remain committed to life and place, despite
the unimaginable destruction that has wrecked the natural course of their lives. Relying on the best
fraditions of humanist photography, Balayan reminds us that beyond every conflict, on every side,
are unique individuals whose suffering cannot be justified by any theoretical arguments for wars that
should be avoided at all cost. Finally, this is a rare instance in which contemporary artists engage with
the still unresolved issue of the Nagomo-Karabakh conflict — a subject that has remained inexplicably
slighted in contemporary Armenian art and demands continual exposure and discussion.
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She is a very interesting girl. She was bom in the capital on the other side, but because of the 1988 events, they had to leave
their home and escape. After wandering for a couple of years they settled in the United States. Because of the war, she lost her
home, language, family, childhood, peace, but also got a chance for greater prospects.

Now she does creative writing, makes films.
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Born in 1974, He suffered from two wars with an interval of 20 years. During the first one, in 1996, his car blew up on a mine.
During the second one, in 2016, he was struck from above. The conseguence is a body full of pieces of shrapnel, his most
“favorite” one being a 15 mm piece close to his heart.

Now he is still looking for a job.
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He was 20 when it happened, back in the fall of 2016, while on combat duty. Targeted by a sniper, he lost his arm and his eye.

Now he works in a copper mine.
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Borm in 1998. He blew up on a mine while on combay duty, on February 1, 2017, at the border. He lost a leg, and the other
one is covered with scars. He says he's grown accustomed to this new life.
Now he repairs computers.
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————————— is quite a character. Bom in 1968. He's been through all kinds of trouble. Back in 1990, he was shot by a sniper from
a high-elevation neighborhood; in February of 1992, he was wounded by a mortar round; then a few months later, on August
20, he and his squad were ambushed, and that was the last nail in the coffin. He says there is not a single intact spot on his
body, except for one place.

Now he doesn't work.
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I went to school with --------- in 1993-1995. She had already lost her leg. She was 11 back in 1992; A Grad rocket had broke
into their home.
Now she is a nurse, raising a wonderful child.
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————————— was born in 1976, he is the eldest of his brothers. He went to war at 17. Their tank got hit, and he was bumt inside, in
January 1994. He lost his eyesight, and his arm was injured.
Now he stays at home.
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Three brothers
Here | don't want to say much. In the moming of April 2, 2016, these kids came under shell-fire in the school yard. The eldest
one, --------- , was killed, one of the twins, ---------- , was wounded.

NOW --------- and --------- go to schoal.
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Behind these guys, there is a car that blew up on March 29, 2018, within 10 km on this side of the border. There was a group of

five people in the car. They were on a mine-clearance mission. --------- (oornin 1985),
in 1977) were kiled on the spot. Only these two survived — --------- (lbom 1974) and
Now they do the same work.

(born in 1987) and
(loom 1988).
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This cheerful gifl was bom in 1985, On December 31, 1991, she came under a shell-fire within 30 km on this side of the border.

As a consequence, she lost a leg, and sustained wounds in her face and her am.
Now she is a programmer, writes codes.
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Edik Boghosyan is a representative of the Iranian-Armenian generation, whose adolescence
coincided with the war years. The identity, formed during the fear and horrors of war, is solid
and mature, though it also bears a particle of lost identity.

Repeatedly violated border throughout the war creates a gap, space, surrounded territory,
which sometimes becomes an obstacle in intercultural relations.

In the century of new forms of war, unmanned devices, cyberattacks, the illusion of being
protected is felt more sharply, barriers, protective shields and walls lose more their meaning,
and always something remains incomplete, unfinished. The concerned issue of Edik's works
is the incompleteness generated from these ruptures.

The direct contact of artist with war artefact makes the latter an indirect participant of the war.
The concentration of destructive impact of war in one work offers an opportunity to viewer to
go through it in a virtual way.

Edik Boghosyan becomes a “conflict archeologist”, yet he deals not with past, but with
present. The natural and physical wear of material, fast corrosion, which is continuous and
has a speed of a lightning, as a rhythm of burst, emphasizes also the transience of time in
our world in the context of elimination of borders: in reality, there are no borders, the border
is the illusion of safety, but it is necessary...the struggle for them results in waste of the most
precious resource — time. At the same time, it is a territory with peoples’ identity reflection, and
its preservation is crucial. Raising these issues emphasizes the relevance and importance of
Edik Boghosyan's works.
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Upbq Fujuwywu

1980 oudt| £ plwunid, Zwjwuinwl
1997-2005 Unynnt| £ Zwjwunwtp Gninunbntuwywl wywntdhwnud
2015 Uwuliwygb £ U. Pnippuugyne (neuwibiwngnieywu hduinnisgntubtnh JunpuGuniewl nwubn, Uwlyn MEnGppning

Uotuwnnid £ npuwyGu wubwiu incuwbluwiphs U gpwndnid £ uinphun wnunny:
LUnw (ncuwbiywpubnn hnwwwpwldty Gu Reuters, Al Jazeera, Daily Mail, Esquire Russia U wy; dbnhwubnnid:

Unpgwuwlutp

2017 Unwohu dngwliwy, «Udynnpw» dninndpgnype, Zwjwunwl

2017 Unwohu Ungwliwy, Direct Look dnuinndpgnye, Mnuwunwu

2017 Snunnpn Ungwlwy, LensCulture Exposure Awards

Uthwwnwlwlu gnigunpnipyniiubp

2016 MOB. wuabwlywl nuinnuuwnunie)ntl, Zuwjwuinwl

2007 JwhdGnwywu hnipwnawulGnp Twpwpwnh hnnned, LGnuwhU Twpwpwin
hdpwyhu gnigunpnipyniiutn (punpyjwa)

2003 Chemical Rain, Armenia

2005 Qnudpne wpyGuwnh pphGuw)G, Zwjwunwl

2005 Unuh gnwanh Uhewaguuht thwnwwnu, Ntypwhlw

2011 UnGunuGnh uGndwgnudhg Jhugle Zwjwunwunid nhuytph bjwaabgnid, Zuwjwunuwl
2013 Zwyuwywl pwpsdpwdwunwyp (nuuwyuwnuepnod, Zwjwunwu

2015 Fotolstanbul (ntuwuywnswywl Ungnype, fenipphuw

2017 LensCulture—h hwdw2fuwnhwihu 2neohy gnigwhwintu

2019 Thilisi photo festival ([@phihuhh (NLuwlywpswywl thwnwwnnu, Ypwunwl

2019/20 ZGinbwlpp wpnGdwyn, pwgdwplwagwdwn gnigwhwuntu, LenuwhU Mwpwpwn, Ypwunwl, Zwjwunwu

Areg Balayan

1980 Was born in Yerevan, Armenia

1997-2005 Studied at Armenian Agricultural Academy, Yerevan, Armenia

2015 Acquired professional skills of ambrotype photography at Misha Burlatsky master classes, Saint Petersburg

Working as a freelance photographer and for the UN, UNIDO, YMCA, Armenia Fund, LA-based USC Shoah Foundation, street artist.
His photos for PAN Photo agency have been published by Reuters, Al Jazeera, Daily Mail, Esquire Russia, and other outlets.

Prizes

2017 The 1st prize of Aurora Photo Competition, Armenia

2017 The 1st prize of the Direct Look photo competition, Russia
2017 The 2nd prize of LensCulture Exposure Awards

Solo Exhibitions

2016 MOB: personal photo story, Armenia

2007 Muslim monuments in lands of Karabakh, NK

Group Exhibitions (selection)

2003 Chemical Rain, Armenia

2005 Gyumri Art Biennale, Armenia

2005 Kylv International Advertising Festival, Ukraine

2011 From disaster relief to risk reduction in Armenia, Armenia
2013 The Armenian Highland in Photographs, Armenia

2015 Fotolstanbul Photography Contest, Turkey

2017 LensCulture world tour exhibition

2019 Thilisi photo festival, Georgia

2019/20 Conseqguence: Artefact, multidisciplinary exhibition, NK, Georgia, Armenia

EnhYy Mnnnuyywu

1972 oudg| £ eEhpwunid, hpwl

1991-95 Unynpl £ @Ehpwuh «Uquin hwdwjuwnwlh» gGnwnyGunh SwynyunGunnd

Wotuwinnid £ npwybu wuwtu nhquytbn b pwquwpbwaqwdwn Jhaniwy wnybuwnwaqbun:

Qnwphywlywl nhquytp b pwnuwpwlwl Gnahdwllwnsniejwl nwewnnid dhowaqauyhl dngwlwqubnh nuhubyhn E:

UUhwwnwlwu gnigunpnipyniiubp

1997 Zwin, Nnpnh, Unipp hnah, aGnuibiuinswywl gnigwhwuntu, hpwl

2003/04 Enahawuywngnipjwl W Gpahdwywl hyntunpwghwih gnigwhwuntu, Zuwjwunwl, onpduphw W bpwl
2017 fudnn gpnnutp, Lywpwaupnnudutph gnigwhwuntu, Zwjwuinwl

hdpwyhu gnigunpnipyniuutp (puunpyjwa)

1994 G Gnwlywnswywl fudpuhu gnigwhwuntGu, hpwl

2003 Un Cri Persan wbhowih fudpwihlu gniguwhwlnGu, $pwlupw

2004 Control+G wbha2wih fudpwihu gnigwhwunbu, hpwl

2006 8—nn Jhowagauwhu tnphGuwit, Snindw, duwnuhw

2014 18—-nn wypuinpwlpwiht wnyGuwnh thwnwunnl, Zwjwuwnwl

2016 5-nn Jdhowagauwhu dhntn-wnGghuwh thwnwwnnu, Zntuwuinul

2017 A Design Award, hunwihw

2017 «JGY wunn» 15-pn dhowgawhu Shidh thwnwunnl, Zuwjwunuwl

2017 Juteback yhntGn-wntghwih thwnwuwunnu, UUL

2018/19 UpE uwnwnpnnuywl wpybuwnuGnh thwnwwnn, Zwjwunulu

2018 «11. hw) dwdwuwlywyhg wpunpwywn wnybGuwnh punpwlhy, Swdkudbwl wpybunp yeunpnl, Zwjwunwl
2019 «UUhGptrniegwl gnwuw hdwipp», Hwiwl, Zwjwuwnwl

2019/20 «Gwnbwlpn wnunbdwyunr pwguwplwawywn gnigwhwunbu, LEnuwiht Mwpwpwn, Ynwuwnwl, Zwjwuwnuwl

Edik Boghosian
1972 Was born in Tehran, Iran
1995 Studied fine arts at Azad University, Tehran, Iran

Work as a freelance graphic Designer &multidisciplinary visual artist,
Award winner in graphic design and editorial cartooning field.

Solo Exhibitions

1997 ‘Father, Son, Holy Spirit”, Painting Exhibition, Iran
2003/04 Cartoon and lllustration Exnibition, Armenia, Croatia & Iran
2017 “Drinker Writers” lllustration Exhibition, Armenia

Group Exhibitions (selection)

1994 Painting Group Exhibition, Iran

2003 “Un Cri Persan” Poster Group Exhibition, France

2004 “Control+G” Poster Group Exhibition, Iran

2006 The 8th International Poster Triennial in Toyama, Japan
2014 18th Alternative Art, Armenia

2016 5th International Video Poetry Festival, Greece

2017 Juteback Poetry Film Festival, USA

2017 ‘One Shot” 15 Intemational Short Film Festival, Armenia
2017 A Design Award, Italy

2018/19 Are performing Arts Festival, Armenia

2018 11: Selections of Armenian Contemporary Abstract Art, Cafesjian Center for the Arts, Armenia
2019 “The discreet charm of bullshit”, Dalan, Armenia

2019/20 Consequence: Artefact, multidisciplinary exhibition, NK, Georgia, Armenia
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Enhancement and Civic Engagement _ o, E URASIA
PARTNERSHIP

European Union Initiative FOUNDATION international

alert

Opwahpl hpwywlwgyb) & Gypnuwywl Upnyejwl huwbuwlyw wowygnipjwup
«uwnunwpwnnejwu wdpwwunnud yupnnniggnituuph qupaugduwu b
hwUpuwht dwubwygniejwl dnongnd» apwanh 2nowliwyubnnud: Opwahpu
hpwywlwgynid £ «hupbpubjpll wibne»-h (ntermational Alert), Zwjwuwnwunid Gypwuhw
hwdwannawygnipintu hhduwnnwdh (G242 Zwjwuwnwl), huy Unpptewlnd” Gypwuhw
hwdwagnndwygnienil hhubwnnwuh (622 Unpptowl) nndhg” Ypwunwuntd
ZGinwgnunuwywl nGunipulbph yndyuwiuywl Ysuinpnup (ZN4Y dpwuwnwl) dhongny:

This activity takes place within the framework of the “Peacebuilding through Capacity
Enhancement and Civic Engagement” programme, funded by the European Union and
implemented by Eurasia Partnership Foundation in Armenia (EPF-Armenia), Eurasia
Partnership Foundation in Azerbaijan (EPF-Azerbaijan) through Caucasus Research
Resource Centre in Georgia (CRRC-Georgia), and International Alert (1A).







