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Biography

Born 1957

Adress: Kaiser Otto Strasse 36, 06484 Quedlinburg / Germany

Tel.: 0049-3946-6388770 and 0049-160-3424309

e-mail: zolynar@yahoo.com internet: www.narinezolyan.de

EDUCATION:

1976 - 1981 Yerevan State Art Institute

Resume

1981 - 1985 Surikov Art Academy, Moscow

ACTIVITY: _ -
| think the Artist is at the

1994-2003 Moskau. Internationale Schule N 1650. Unterricht und same time the subject and

tiefe Erforschung von Sprache und Geschichte verschiedener

Nationen. Leiterin des Kunst-Asthetischen Zentrums. ObJeCt’ who is the

researcher of his own life in
1994 -Die Stadt der Kinder-, Europa Haus Moskau

all aspects...
1995 -Der Khaki Fichtenbaum-(Aktion), Zentrum Schriftsteller Haus :
Moskau. Wettbewerb mit Kinderarbeiten anlésslich der 850Jahr Technologies, styles, etc.
Feier Moskaus. (Ausgezeichnet mit Diplom des are only tools which help us
Bildungsministeriums der moskauer Regierung) through the art to name the
1996 Mitglied UNESCO Internationaler Kiinstlerverband Life Phenomena..
1998 Griindung des Kinder-Kunstwerke-Museums in der Narine Zolyan

Internationalen Schule N 1650 in Moskau.

1998 Ausstellung von Kinderarbeiten anlasslich der 10.Jahrestages
des Erdbebens in Armenien.

2007-2011 Staatliche Sprach-Universitit nach Brusov, Erevan. Leiterin des Lingu-Asthetischen Zentrums mit
eigenem Projekt ,,Modernismus“(Theorie und Praxis). Lehrtatigkeit in vergleichender Analyse von Kunst, Skulptur,
Musik, Literatur etc. zwischen verschiedenen Landern wie Frankreich, RuBland, Italien, Deutschland, Armenien und
anderen.

Ab 2012 Leiterin der eigenen Artist Residenz ,, Kunst Asyl“ in Quedlinburg — Sachsen Anhalt
Freie Kuratorin vieler regionaler und internationaler Projekte

Bilderbestand in verschiedenen Museen (ACCA, Museum fir moderne Kunst Erevan, National Galerie Erevan,
Hrazdan) und privaten Kollektionen in Deutschland, Holland, USA, Armenien, RuRland.


mailto:zolynar@yahoo.com

1998 Exhibition of Children's works, dedicated to the 10th Anniversary of the earthquake in Armenia
1998 Foundation of Childrens Work Museum in the International School N 1650, Moscow
1996 UNESCO Artists International Federation member
1994 "The City of Childhood", Europe House, Moscow
1995 "The Khaki Fir Tree" (Action), Writer's House, Moscow

Competition of the Children's Works dedicated to the 850th Anniversary of Moscow

(awarded a diploma by the Education Department of the Moscow Government)
EXHIBITIONS
2015 Jan. Teilnahme an der Rosa Luxembourg Konferenz - Ausstellung in Berlin
2014 3.Jul-4.Aug., Quedlinburg Blasiikirche, Personalausstellung “Zwischen Illusion und Realitat”
2013 Sept. G11 Spinnerei Leipzig, Galerierundgang, Autor und Teilnahme zusammen mit Thomas Schindler
2013 May, Quedlinburg, 7Kunst gallery, common exhibition of different artists of the town Quedlinburg
2013 April, Quedlinburg, Palais Salfeldt, “Integrieren Sie sich !”, exhibition together with Thomas Schindler
2012 Sep.-Dec. Quedlinburg/Germany 7Kunst gallery, exhibition with works of different periods of life
2012 May, Erevan, Part of the short-film festival in the Center of Experimental Art ACCA
2011 Dec. Erevan, exhibition in the center house of art with contemporary Armenian artists
2011 Dec. Berlin, exhibition of the gallery “Interieur DAsein”
2011 Nov. Erevan National Gallery, Exhibition for the 20" anniversary of independence of Republic Armenia
2011 20.10.-4.12., Halle/Saale Germany, exhibition of contemporary Armenian art, Kulturverein Talstrasse e.V.
2011 June, Erevan, Center of Experimental Art ACCA, personal exhibition “Fragments: Revision or Endless Reincarnation”
2011 April, Kond/Erevan, open-air slum-exhibition “don’t worry, be happy”

2011 March, Erevan, Naregatsi Art Institute, “Gender Trouble. Amor Fati?” Exhibition together with Verena Kyselka, Germany.
Kurator Susanna Gyulamiryan

2011 March, Erevan, “Hayart - The women’s dialog, “lllussions”, Photo 90x70cm

2010 Erevan, ACCA, exhibition”Toy of the Idle Time”, Photo “Nation”, 90x70cm

2010 Erevan, Academy Gallery, “New figurative art in Armenia”, “Human”, 3 pieces C-Print 90x60cm

2010 Erevan, International short film festival “One Shot” with the work “Armenia in the mirror of facts and artefacts”
2009 Researching of modernism linguo-aesthetic exhibition with Armenian Foreign Languages University students
2009 Armenia in the mirror of the facts and artefacts, Karlsruhe/Germany

2008 Resistance, Yerevan/Armenia

2008 Yerevan, "Not Perused Lessons", museum of contemporary art

2008 Katalogue presentation of the Gyumri Biennale 2006 and the Biennale part "Artanish-Art-Residence"



2007 Yerevan, "Behind the Wall",museum of contemporary art

2007 Yerevan ACCA "Yerevan Crisis"

2007 Greece Saloniki Heterotopia Biennale.

2006-november-december. Swiss. Ekotopia.(with Thomas Schindler, Germany.)

2006-october-november. "Don’t afraid."(dedicated to independence of Armenia).Npak, Yerevan. Armenia..
(with Thomas Schindler, Germany)

2006 august-september ART-ANISH-ART-RESIDENCE . Armenia at Sea to Sea.". Kurator and member. - Armenia. Sevan .
(supported by open cociety institute.)

2006-july- Slovenia, "Panta Rea"-video art, member

2005-4.-14.october, "Creative Synthetics", woman’s art exhibition

2005-june- ecological caucasus project with children. (Samvel Bagdasaryan Studio), Armenia.
Academia Gallery Curator

2005-july 29th- Methamorphoses (Akanat Gallery ZXZ.group / Zolyan/Zulumyan)

2005-august 4th- NPAK (with Thomas Schindler) Armenia

2005 "Armenian Lessons", Paris

2005 "Women's dialogue", NPAK, Yerevan

2005 "On the Move", Basement gallery, Vienna, Austria

2004 "Art Caucasus", Georgia

2004 "Inhabit Invaironment" (poems and me), Personal. Ost Gallery, Moscow

2004 "Silence Language", Personal. Spider Mouse Gallery, Moscow

2004 "Womens City", NPAK, curator and member

2004 4th International Biennale, Gumri, Armenia

2004 "Mass Media", Armenian Center for contemporary art, Yerevan

2003 International Caucasus Forum, Georgia

2003 "Underground". Ignat Danilcev project. Action. Member. Moscow

2003 "Anatomy", Ost gallery. Moscow

2003 "Watch out, Religion", Sakharov center. Coordinator and member. Moscow

2002 "New year's palm", Club Mucha. Moscow

2002 "Reaction", A-3 gallery. Moscow

2002 "Women's Selfportrait", RGGU. Moscow

2002 The festival dedicated to Mayakovsky. Zverev Center. Moscow

2002 "Children's Fears - 2", Zverev Center. Moscow



2002 "Motherland - Fatherland", International Forum of Creative Initiatives. Moscow
2002 Feminist Exhibition. NPAK. Yerevan
2001 KUK - ART, 5th International Festival, Tsarskoe Selo. Russia
2000 "Children's Fears of Christmas Eve Night", NPAK. Curator and member.
2000 Non - Professional Photo, Escape gallery. Moscow
2000 "Transition" (in collaboration with A.Zulumyan, curator of 3 exhibitions timed to
the Armenian International Biennale Gumri) in Moscow
1999 "Three Tendencies", "Hay - Art", Yerevan
1999 "Great Atrophy", International Exhibition, "Hay - Art", Yerevan
1999 "Shut Towm", Moscow - Yerevan Joint International Exhibition, "Hay - Art", Yerevan,
coordinator and participant
1999 "Premonitions of Catastrophes", Spider and Mouse Exhibition Hall, Moscow
1998 "Golden Pellet", Spider and Mouse Exhibition Hall, Moscow
1998 International Art Fair, Moskow, Minor Manezh
1997 International Ecumenical Exhibition, Graz, Austria
1997 "Armenian Lessons", Spider and Mouse Exhibition Hall, Moscow
1997 Reconstruction of Andrey Blagov's works, Perchihiina's Project, Spider and Mouse Exhibition Hall,
Moscow
1996 Metaphysics of Landscape, Spider and Mouse gallery, Moscow
1996 Foundation of the "Z x Z" art group with H.Zulumian, Moscow
1995 Individual Exhibition of Drawing, AZART Exhibition Hall, Holland
1995 Russian and Armenian Artists' Exhibition "United Space" at Europe House, Moscow
1993 - 1995 - "Variant 94", Kashirka Exhibition Hall, Moscow
- "Sign and Symbol", Architects House, Moscow
- "Improvisation", Moscow
- "Alternative", Solianka Exhibition Hall, Moscow
1993 - 1998 fifteen Exhibitions in Moscow
1993 - 1999 participant of more than twenty art exhibitions
1991 about ten municipal and state exhibitions, Yerevan
1986 Exhibition at Kochar Museum Exhibition Hall, Yerevan

1983 5th Moscow Youth Exhibition



To live in a multi-dimensional space. Tested by life and the tester be. To mark
the crosspoints.

Metaphysik of Landscape
1996
“Brotkunst” (Bread-Art)

-Narine Zolyan / Harutiun Zulumyan. Installation in the Labor- Atelier

Spider & Mouse Moskow 1996

-Part of the exhibition “ENTGEGEN", "ReligionGedaechtnisKoerper

In Gegenwartskunst”, Graz, Austria, 1997

(...)Die Installationen waren zu einer steinernen Bibel (oder Buch der armenischen
Geschichte), erstarrte Reste von armenischem Lawaschbrot und Fragmente verbrannter
Manuskripte, herumgelegt und aufgehaengt im Raum der Galerie. Die Buchstaben der
armenischen Schrift, verbunden mit der von Russ weissen Oberflaeche des Brotes, bilden
einen Text vom Schicksal und dem Zustand der armenischen Kultur. Die Kuenstler stellten
das Problem der eigenen Identitaet. Der Text der Erde, des Brotes und des Feuers
konstituiert / bildet nach Vorstellung der Kuenstler die ,,armenische Landschaft”, wo sich
Erde und Kosmos begegnen und wo jedes Leben beginnt. Das duenne Lawasch-Brot banden
sich die vor dem tuerkischen Voelkermord fliehenden Armenier um den Koerper, deswegen
ist in den Assoziationen das Brot mit dem menschlichen Leib verbunden.(...)

(Manfred Richter)

,Die Brotkunst” der beiden Kuenstler sollte nicht allein aus den kulturellen Traditionen
Armeniens verstanden werden, so praesent diese hier in der elementaren Verdichtung
durch ein Zeichen sind. Sie sind es schon durch den Charakter der ,Lawasch”, die in jedem
Haus gebacken und mit Kraeutern verzehrt wird. Dieses alltaegliche und familiaere
Nahrungsmittel ist damit gleichzeitig Ausweis einer kuenstlerischen Gesinnung der ,arte
povera“, die in die sozialen und historischen Dimensionen einer Kultur zu verweisen
vermag. Lawasch-Brot war das Mittel des Ueberlebens in den haufigen



Vertreibungssituationen, das man auf dem Leibe trug, nicht anders als die kostbarsten
Handschriften mit den heiligen Texten. Die neue skripturale Kunsttradition fliesst hier mit
der ueberlieferten Schriftverehrung jedes glaeubigen Armeniers zusammen, wenn Texte
von Mesrop Maschtoz, dem Erfinder des armenischen Alphabets, oder von dem
Gebetsdichter Narekazi den Brotfladen aufgeschrieben werden — beides Ueberlebensmittel,
die zudem den Alltag mit dem Badarag, der Eucharistie-Feier, verknuepfen. “Der Mensch
lebt nicht vom Brot allein, sondern von einem jeden Wort, das aus dem Mund Gottes geht.”
Das Brot ist Wort. Das Wort ist Brot.

(Manfred Richter)

The theme of the installations is the Armenian idendity and culture. Traditionell the Lavash
Bread and the alphabet letters from Mesrop Mashtoz of the fourth century AC. Letters and

d .
words written on the bread, actions with footstep on the lavash-bread make reference to
the Bible and a Christ quotation. During the expel from turkish landscapes many Armenians
lived a little longer by getting lavash bread around their bodies.

The text of the earth, of the bread, of the fire buildt the Armenian landscape. There, where
is the begin of living and where kosmos and earth meet together. The word is bread, the
bread is word. (Thomas Schindler)

MeTtadur3rKa JaHamadTa

“Mobon naHawadT naeanbHoe TeNo ANA BblparKeHMs onpeaeneHHOro ctpos mbican”.
HoBanuc” dparmeHTol.”

[opbl, NaBuHbI ,Hegpa-Teno 3emaun,onanaemoe orHem, npomssoasuee KunsHeo...

3Haku bbITMA, UNO30PHO 3pMMble, OCA3aEMbIE,CKPbITbIE B HeApaX, 3allMPpOBaHHbIEe
HenpexoaAalne TeKCTbl: TekcT 3emnu, OrHs, TekcT Xneba, K KOTopbIM CO3HAHWME BOIbHO UK
HEeBO/IbHO annesinpyeT, KOTOPble ero onpeaenatoT. BoicTpanBada Te UAK NHble abCcTpaKkTHble
3HaKM,CO3HaHMe NbiTaeTcA paclwmndpoBaTb-HE CKONMMPOBATbL,a NEPEBECTM B M/IOCKOCTb



nsobpasntenbHoctTn A3biK SlaHwadTta. Bbixoa K
06’eMHO-NPOCPaHCTBEHHOMY BW3Ya/IbMOMY S3bIKY \
yepes ansanHepckmn ready-made, co3pgaet )
BO3MOHOCTb PEKOHCTPYMPOBATb

TPaHCPOPMMPOBAHHbBIA CO3HAHMEM MaTepUan K

ncxogHomy JlaHwadry. "

“APMEHWA, opyLmx KamHen rocyaapcTso...”
Ocun MaHaenswTam

MPOCTPAHCTBO,koTtopoe BHE u B, kotopoe 31ECb n TAM ogHOBpEMEHHO, Y KOTOPOro HeT
rpaHuL, KOTOPOE HEBO3MOXKHO 0603HAYUTD..

Ba*kKHO nnwb TO, YTO CTOMUT 3a.

NAHAOLWADT,kak CBUAETE/Ib u CBUAETE/IBCTBO, NTAHALA®T kak HOCUTE/1b
BPEMEHW,UCTOPUWN,CYIbBbI, Kak 1 KaxAabl 13 Hac.

TEKCT BbITUA-MAMATb, KoTOpaA 3HaeT- He 3HaA, KOTopaA 3acTasBaaeT rosopuTb Ha A3bIKE,
KoTopomy HeT MMEHWN.

HapuHe 3onaH

Armenian Lessons 1997

Spider&Mouse gallery

The base of exhibition contains a main formula: art is
history. And between art and history there is a very
important — linguistic section. The connection / let’s say:
“Language”/ between the history and art is almost art and
history. Language is an ability of history and art and the L
artist’s task is their real extraction of art and history from :
the language.

Taking into consideration the situation of Armenia
nowadays, it is said that the absence of historical tradition
or its interval or being in situation of “disappearance” of
history taking place.




That’s why it is important to remind about the lessons of
this country. These lessons are very actual. Actual not only
because of Armenian oriental wisdom but also to
remember that: “We make mistakes to get lessons from
them”.

There is something huge, disastrous in “mistakes” of
Armenia, that make us remember the flood and the first days of world creation. Armenia
passed the period of great misfortunate /people have lived without electricity and gas for
many years/. That’s why the organizers of the exhibition can see the complete
disappearance of civilization together with art, history and even language in a way it was
habitual for them. The native country and language are seen in condition of full
degeneration and artists try to play the role of “cultural heroes” and ethnographers
together. To fulfil this task is possible only if we create again the nation and language,
inventing the writing and beginning from zero point of history /language, writing/.

George Litichevsky-Art Diary3-1997

«YPOKU apMAHCKOTO»
28.02.97.

spider& mouse gallery Moscow.

B apmsAcKom «baH» 03HaYaeT He TOIbKO C/I0BO, Kak U B
FPEYCKOM «N0roc» 3Ha4YUT Aeeno Unu npegmet. AdeTtanorua
Y>Ke pacKpblaia NPOUCXOXKAEHME 3TOrO C/I0BAa OHO O3HAYaeT
M «TNarofINTb» U « COBEPLUATb AEAHMUE » U KCO3NAATbY.

H. Mapp

YpPOKM apMACKoro, ntobble A3bIKOBbIE YPOKKU TpebytoT
ycepamsa. Yenosek C yKa3KOM NOKa3biBAET PUCOBAHHYIO
a3byKy unm neporpaduyeckoe NMCbmo —
«BbICTPENINBAIOLME» OAHOC/IOMKHbIE CI0BA CK/blAAabIBAOTCA
B NOHATUIMHbIE LLENMNOYKK, 32 KOTOPbIMKU BCTaeT obpas
BPEMEHMU-HbIHELWHEN NCTOPUN. «HeCcTU- NPUHOCUTL-
TOproBatby . «Jlyd —HagexKaa-CBeT- Tonop-cMepTb». MOXKHO
nourpatb B Py/NETKY, NOCTaBMB YCNOBHbIE AEHbIM Ha




byHAaMeHTaNbHbIE NOHATUS 3TON NCTOPUU; MOXKHO CAMOMY C/IOKUTb TECKT U3 FNTUHSAHbIX
3HAKOB, N OH MOKAaXKeTCcsA NPOPOYECTBOM — BEPOATHEE BCErO MPaYHOBAaTbIM, MOCKO/bKY U
cama UCTOpUA HepaoCcTHasn.

MOCKOBCKOMY 3pUTE/IO NPEAJIaraeTcs BOMTU Yy»KOe NPOTPAHCTBO, BO MHOTOM
MapKMpPOBaHHOE 3HaKaMu befbl. Bcs cuctema npuaymaHoro MrpaBoro obyyeHue He
OTMEHAET PeasibHOro KOHTEKCTa — BUAEOXPOHUKM Kapabaxa, XaoTU4ecku
MaHUPECTUPYIOLLUX TONN U KATUX KYNaKOB; HaTypanum «3Noxum ToTaaHon [erasmdukaumm
n leanekTpudurkaummn» 10XKaTca Ha pUTM TPAANLMOHHBIX 3annayek. «He oropyaiTecb cnos
BaM H NOATHbI,- NOBTOPAITE 32 HAMM »;BOMPOC B TOM, HACKOJIKO Bbl FOTOBbI MOBTOPATb.

OpEeHTMPOBAHHbIV B COBBPEMEHHOM UCKYCCTBE NMOCETUTENb BEPHUCAXKA BUAMUT NpeXKae
BCEro yaa4yHo opraH3oBaHHoOe AencTBo. [padumueckune gppasbl C ACHOM 3HAKOBOM CTPYKTYpPOM
BM3ya/IbHO XOOPLLM; NPUAYMaHHaA AEHEXKHHAA CUCTEMA, BOKPYT KOTOPOM BPTATCA
asapTHble UrPbl, KOMMNEHCUPYET CAOLUMANbHYIO «KTOpAYEeYHOCTb » ctoxkeTa. CobCcTBEHHO,
CIOXKEeT pasbirpaH Ha YPOBHAX-OT APaMMbl A0 KAOyHadbl, U 3a4aHHAA CMEHa 3PUTENbCKUX
no3numit ( To 1M cMOTPETb Ha CTEHbI M Ha 3KPaH, TO /I CAyLWaTb MaruTopoH , To n
BK/IIOYATbCA B ragaTesibHoe Hecco3aHTebHOEe MAaHUNYIMPOBaHNE 3HAKAMM A3bIKA )
aKLUEHTUpYyeT TeMy MOUCKOB MECTA: B 3Ty CTOPOHY aKTMBHO paboTatoT an1eMeHTbI
NPOCTpPaHCTBa.

Ho HeKkuit HepacTBOpPAEMbI 0CaA0K MELLAeT 3a4NC/IUTb AAHHbIN CIOXKET No BeAOMCTBY
«npobnemaTMkn MAEHTUYHOCTMY : KoMy 1 C Yem NpeanaraeTca OTOOMKAECTBUTLCA ?
MpAMOTa BbIXOAa U3 A3bIKA B TEKCT COBEPLUAOLLENCA UCTOPUMN U U3 OTB/IEYEHHOM
CEMOUTUKM B XKU3Hb HUBENIMPYET UTPABYIO NPUPOAY 3PENnLLa — BMOJIHE BATHOE
noBecTBOBaHWE 06 apXeTUNbIYECKUIA BATHbIX BELLAX MPOBOLMPYET UHYIO TNYyOUHY
MOCTUNKEHME « TPMMATUYECKNUX KOHCTPYKLMUIA ».

CemaHTMYyecKkMe 06epTOHHbI apPMAHCKON POHETUKM YyCTBAIN MHOTUE:
MaHaenbltam,brutos, KpabumeBcknin.(« A NpMBbIK CMOTPETb Ha KaXA0ro apMAHMHA Kak Ha
¢nnonora »,- MaHAenbWTaM) U Te e MHOTMe 0CO3HaBa 1M, HACKO/IbKO 3Ta BpblyaTan
peyboTBEYaeT HALMOHANBbHOM UCCTOPUM:3BYYAHME C/I0BA BMNPAAMYIO BbIBOAUT K CMbICAY, a
CMbIC/1 OT3bIBAETCA B COObITUM M B BbITUKN. TaK YTO €CTb He CKPbITaa TPagMuUmMA B
conpeaxHuu pagos B MeToAUKe B «ypokoB »( MoBecTb butoBa HaA3biBanachb «YPoKu
ApmeHun» ); n metadopurKa rMUHAHOM KHUTU NexKallelt Ha NIouMnTpe B KayecTse
3aMOKOBOTI0 KaMHSl KOMNO3ULMK ( KHMra NonyobyrneHa-Kak bbl BbIXKKEHUbIN CNOBapb),- U3
KNOYEBbIX B 3TOM KyNbTYPHON MUGONOTMN. KynbTypHbIE TPONbl HAKAA4MBAKOTCA Ha
MaTepuan eLLe }XMBoK, U NAMATb O FeHOLMAE NPOYUTLIBAETCA B 3HAKAX CErOAHALIHEN
COLMaNbHOCTN, CAMOM TOHE C/IOBHO NogropesLuer bymaru, rpapdumyeckom xaoce
«ToNN».BeposaTHo EpeBaHe 3T0O BbiCTaBKa BOCNPMHMManach bbl no- gpyromy. HapuHs m
ApyTIiOH NoKasann ee B MOCKBE, NoJ/ie NPUBbLIYHO UHbIX OTHOLLEHWIM K COLMANBHOMY.

Moao6HbIN «MHO3BYK» - BO3MOXMHOCTb OLLYTUTb ceba «apyrmum» - He 6eccmbicneH ans
[AHHOM ayabITOpPUN.



[annHa
Enbliesckas

Chewing Baroque - 1998

“I conquered the marble and made it flexible as wax” — these are words of Giovanni
Lorenzo Bernini. Audacious baroque masters overcame what their predecessors
harmoniously co-operated with. The solidity of the marble, the two-dimensionality of the
wall, and the untroubled quietness of a stone edifice guarded by the terrestrial gravity was
overcome by baroque sculptors with the same apparent easiness as the world best prima
flies across the large stage of a gilded theater hall.

We won’t speculate about what for they needed it. By the time that glotious victors had left
the battlefield there still was enough hard marble, surfaces with two dimensions, the
gravity still kept us down to the ground. Artists only created illusory decorations for the
theater of lay and religious life. Universal laws remained intact.

“Flexible as wax”, but what do we know about wax? What is flexible today is the chewing
gum; it only exists because of our somewhat irrational need to smash, chew, and suck.

If you try to knead a soft, pale, glittering knot of a chewing gum, a baroque sculpture will
appear on its own. A tiny, worm-like creature will shine like a piece of marble and try to
climb the splendid pedestal. All the waste of our chewing and spitting life, plastic pieces,
empty tins, bubbles, boxes and shells quitted by its inhabitants will change into luxurious
baroque architecture and turn out to be splendid monuments of an absolute chewing
gum’s empire. Everything will be chewed up in its domain. Shall we call ourselves its
citizens? Shall we liken to it the whole our universe? Why not; it’s not more than the
metaphor; there is no reason to be anxious, to objects and discuss, and repeat the same
arguments again and again in the heat of debate.

Maria Pozharitskaya






In anticipation of catastrophs - 1999

Zolyan and Zulumyan, spider mouse gallery

Permanent way. Tunnels, information, toy clockwork train and
catastrophes. Catastrophes as a norm of life. Life which is
incoherent, separate, maniacal. The field of life, the scene of life.
And so the consciousness is rushing about, rushing and picking up
speed and fleeing from itself. The little toy clockwork train, little toy
tamed life is running the rails...Day by day —by smooth road-
running away and running down, erasing it’s very self.

A trap-tunnel: Boxes of subconsciousness are dark —a joint of
maniacal mind with unknown- and here is the catastrophe as a result, as a consequence.

But the train moves mechanicaly and the disaster zone is expanding. Its radius aims at
infinity. To break this “harmony” by dismantling of permanent way or cutting off the desk is
impossible — the next one is ahead.

May be it’s better to close ears and eyes and switch the chanal (not of TV) but of the mind.
Narine Zolyan

27.03.99 HapuHs 30JidH, ApyTIOH 3yJIyMAH
«B nnpeg4yBCTBUY KaTacTpoh»

3a nocnegHmne Tpu roaa 3To YeTBepTaa BbiCTaBKa HapuHs 3onAH u ApyTioHa 3yaynaHa B
Spider &Mouse Gallery. U y>xe MOXXHO CKa3aTh, YTO IIOCTOSHHAA TeMa 3TUX XY OXHUKOB

—MaccoBoe co3HaHue, ero MudoaoreMsl u Godbuu. B oTauvre oT MOCKBUYel , OHU He



60ATHCA IMATETUKHU, BOOOLIe He OOATHCI MACIITAOHOCTH — BBIXOJA B TE€ONOJIUTHUKY U
r7100aTBHYIO CTATUCTUKY, AIIeIAIIUY K IeJOCTHBIM JTIOACKAM coobmectBaM. ColuaabHO
« TOpAYUI » XPOHUKAIBHUM MaTepraj B UX IPOEKTaX IPEeACTaBIe€H U TPAKTOBAH HE IIO-
MOCKOBCKY HEIIOCPEICTBEHHO; U A3BIK aKTYyaJIBHOTO UCKYCCTBA KaK OBI 1107, BO3eHCTBIEM

60JIeBBIX BEKTOPOB aKTyaIbHOM PeaTbHOCTH « CIPIMIIAETCA »B IPAMYIO pPeUb.

HasBanue mpoekra « B mpemuyBcTBUM KaTacTpod », KaK HUM IAapafOKCAJIbHO, ABJIIET
burypy peum mnoutu ycnokourTenbHylo. ClleHmYeckas IUIONIAfKa BBICTPOEHA TaKUM
o06pa3oM, 4YTO IIpeJIyBCTBME OOOpadMBAeTCA YYyBCTBOM CAMBIM OTYETIMBBIM «
COBepUIEHHOTO BuAa ». I[IpuToM TOTAaABHBIM: CO BCeX MOHUTOPOB MUAYT KaZApbl
BUZIEOCBEMOK C MECT DKCTPEeMAaJIbHBIX COOBITUHM M 3epKaja OTPAKalOT TOJBKO 3Ty,
eVHCTBEHHYIO PeaJbHOCTh; B CKpeXeTe 3ByKOB MOXXHO HHOIZIA YTaJaTh 3aXOpeHHEIe
0GJIOMKH MeJIOZUM CTaporo TaHTo, HaIlpuMep,- OZHAKO IIyM U TI'yJI IorpebaeT mof coooi
MY3BIKY. 3eMJIeTpsAceHUe, B3MEeTeHHBIH B He0O OTOHBb U TyZa >Ke B CTpaxe B3jIeTaloIIHe
ITUIBI, H3BJIeYeHUe TeJl W3-TI0J, 3aBaJOB, aBTOMOOWJIBHBIE U >KeJIe3eHHOZOPOXKHBIE
KpyIlIeHHUA-BCe O4YeHb KOHKPETHO,BCe 3a(pMKCHPOBAaHHO KaMepoH W,3HAYUT, ObUIO U

CYIIEeCTBYeT «3[IeCh M cedac» .

Ouenp xodeTCs Ha3BaTh 3TO PEATMCTUYECKUM MCKYCCTBOM, BHUIVMO, COBpEMEHHBIN
peanusM, U eCThb COefUHEHUe JAOKyMeHTa ¢ MHCTaLanuei. Koo meTckoil xenre3sHOH
ZIOPOTH C IIPOTUCKUBAIOIUMICSI CKBO3b TOHHEIN ITAPOBO3UKAMU ( OHU MIPOTHUCKUBAIOTCS C
TPYZOM X CO CKPHUIOM ) SABJIAeT MeTapOpHUYeCKUH «KJIIOY» K PACCKa3HHOU
rcropuu.OTKPEITOMY JBIDKEHMIO B Kajipe —TaM II0e3f, Ilejl Ha Hac U IIPOHOCHUJICS Haf,
HaMU-37IeCh IIPOTUBOCTOUT 3aMKHYTOe ABIKEHUeE II0 KPYT'y; OfHaKO OHO He yOeperaeT OT
KaTtacTpodsl u Oojee TOTO OKa3bIBAETCSA €0 YPEeBAaTO: NMaPOBO3UKU-UTPYLUIKU TO U JEJIO
CXOZIAT C PpeNbCOB, OCTaBACH JIeXXaTh Ha OOOuYMHe, cpenu KaMHell u mebenku. B
PasHOOOPA3HBIX 3epPKATBHBIX PaKypcax BUIeOpsZa BCe COOBITUA CJIOBHO BO3BPAIAIOTCA B
VCXOIHBIH KPyT- B IIPOCTPAHCTBO, IZA€ MBI, COOCTBEHHO, M IIpeOBIBaeM, IO KpPYTy
IBUTAACh. OTO Halle CO3HaHHWe, CGOPMUPOBAHHOE DOKCTPEMAJIBHBIMU CHUTYaIUAMU,
BOCIIPMHHMAeT UX He KaK JieBHallyIO, a KAK HOPMY U OTTOTO B MOHOTOHHOM HEM3MEHHOM
¥ 3aBeJlOMOM BpAaLIeHWM >XU3HU Yy)Ke IPeNyCMTPEHbI 3HaKU OeIbI-JIOBYUIKH , IEpes
KOTOPBIMU HENPEeMEHHO CIIacyelllb; rafaTeJIbHOCTh BCACKOIO IIOCTYIIaTeJIbHOIO IIara.
CosnaHme karacTpoduueckoe; IepeKJIOYNUTHh ero Henb3sd. OJHAKO MOXHO IIOZCTaBUTH

3€PHKAJIO ¥ MOXKHO OIJIYIINTH KOHIIEHTpaIueil 3ByKOB 1 0OPa30B.

ABTOPBI BIIOJTHE KOHIIEIITYd/JIbHO BBICTPAMBAIOT CBOIO KOHCTPYKIIHIO, «OT ciaoBa».Ho

MaTepnaiIn3dysaichb



(MaTepmaIM30BaBIINCH), CJIOBO CTAHOBUTCSH [I€JIOM, OTBJIEUEHHYIO KOHIIENITYaJIbHOCTH IIO
nopore Tepsaf. VM 3meck TOT IyHKT, 6yorojaps KOTOPOMY apMSHCKUN IIPOEKT Ha
MOCKOBCKOH XyIO>X€CTBEHHOH CIIeHe BBITJIAAUT BIIOJIE HEOXKUJTAHHO.

[annHa EnbweBcKad

JleTcKue cTpaxu

B nioHe 2002 roaa Ha TeppUTOPUN BbICTABOYHOIO
npoctpaHcTea 3Bepesckoro LleHTpa CoBpemeHHOro
MCKYCCTBA COCTOA/IACb BbICTaBKa Noa, 06wmm
Ha3BaHMem “[eTckue ctpaxu’’. B BbicTaBKe
Yy4aCTBOBANO OKO0/10 50-TM COBPEMEHHDbIX XYOO0KHUKOB,
a TaK Xe okono 20-Tn geten B Bo3pacTe oT 6-T1 Ao 16-
TV neT.06Wan naes BbICTaBKM:BbIABNEHMUE U

BM3yanun3sauma GaKkTopoB CTPaxa,KaK y AeTen Tak u y B3pocabix.0O cTpaxe Kak TakoBOM,0
CTpaxe KaK NpoeKumMu B3pOC/ioro Mmpa,Mmmpa ToTaslbHO-BAACTHONoO O4HOBPEMEHHO
M3Ha4vasibHO MHGAHTMABbHOrO M BecnomowHoro nepea anuom Cmeptn. C 0ogHOM CTOPOHDI,-
Ctpax Kak Bektop,CurHan,3Hak,lpeaocteperkeHmne,-c 4pyromn,- Kak popma cyeHus
,KoanpoBKn Co3HaHMA.BbICTaBKa ABNNACH 3KCMEPUMEHTOM BbIABAAIOLMM U
COpa3sMepAILMM TOUKMN NepeceyeHns CTPaxoB B3POC/IOro U pebeHKa,nonbITKon
Pa3aBUHYTb YCNOBHbIE KAULWMPOBAHHbIE PAMKMW FPaHUL-NeperopoaoK CO3HaAHMA,CO34aBanA
TEM CaMbIM YCNOBUA AN5 NPEOA0NEHUA, BbITeCHEHMA POOMI 1 BbIXOAa B NPOCTPAHCTBO
Ownanora, B 30Hy [loBepua n besonacHocTw.

MoaobHbIN cxoaHbIN NPOeKT bbln NpoBeaeH paHee B 1999-2000 roay Ha TeppUTOPUN
BbICTaBOYHOrO NPOCTPaHCTBA HOBOro KcnepMmeHTaIbHOro COBPEMEHHOIO MCKYCCTBA B
EpeBaHe nog Ha3BaHuem' 'Houb nepepn Poxkaectsom nnum etckme ctpaxu’’. OcHoBHasA
3a4a4a COCToANa B BU3YaSlbHOM OTC/IEXKUBAHUM “UcTOpmun 6onesHn” cTpaxos .

MepBbiM 3KCNEPMMEHTOM B NOA0OHOM MpPaKTMKe ABMIACL BbICTaBKa-akuma' Enka uBeTa
Xxakun”’,coctonABLuanca B nepsblie HoBorogHue axn B 1995 roaa B 3aaHum LleHTpanbHoOro
[Joma /lutepatopos B Mockse. BbicTaBKa akumMA-npoTecT bblaa NpuypoyeHa K NepBbim
AHAM BoMbeXKKM Ha Tepputopum YeuHu ropoga Mpo3Horo. B BbICTaBKE BMeECTE CO MHOMU ,
XYAO0XECTBEHHbIM PYKOBOAUTENEM, HApPaBHE Y4acTBOBA/N AETU U3 MHOTOHALLMOHA/IbHOWM
LWKOAbI,AETM C TEM UIN UHbIM OMbITOM 3HAaHUSA BOMHbI,BOEHHbIX KOHG/IMKTOB,BbIHYXAEHHbIE
No TEMW MU UHBIM NPUYNHAM (COLMANbHBIM, SKOHOMMUYECKMM , MEXHALMOHA/IbHbIM)
NOKMHYTb CBOIO POaUHY.



CoBpeMeHHOE UCKYCCTBO CO CBOEN crneumdpuKom HenocpeacTBEHHOro obpallueHus K
aKTya/ibHbIM NPob6/ieMam }KU3HN CO CBOMCTBEHHOM 3TOMY *KaHPY OCTPOTOMN U
HeopAMHaAPHOCTbIO Noaxoaa 61M3Ka M MHTepecHa PeBeHKyY, ero OTKPbITOMY U
HenpeaB3ATOMY BOCMPUATUIO. M0A06HbIE COBMECTHbIE BbICTaBKM MOTYT ABUTLCS
leACTBEHHbIM PErynsaTOPOM Pa3/IMUHbIX COLMaNbHbIX M 06LLECTBEHHbIX Npobaem(cembs,
LWKO/A, MEXKHALMOHaNbHbIEe N AP. OTHOLEHMA.)

My6anKauma KaTanora pesynbTaToB BbICTaBKM PaboT XYAOXKHWKOB M AETEN, a TaK Ke
KOMMEHTAPUN K HUM KPUTUKOB-UCKYCCTBOBEA0B,NCUXONOrOB ,COLMONOr0oB U Ap.
CNeunanmncToB co3ganm bbl BO3SMOXKHOCTb 03HAKOMMUTb LUMPOKYHO 06LLIECTBEHHOCTb C CAMOW
npobnemoii,a B AanbHenwem npmeeno bbl K pacwumnpeHuto cdepbl nogobHoro
nccnefoBaHus.

HapuHe 3onaH.
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XAI. akuug —-BbICTaBKa B paMKax IPOeKTa
“Ilepexon’”’ (HacTb 'toMpHUCKOY OMEeHHAJIe Ha
TEPPUTOPUH MOCKOBCKOH apT-CLIEHHI.
KypaTOpbl MOCKOBCKOM
yactu H.30/14H,
A.3ynymsan). 2000ron

YPOKM apMAHCKOro 2 uam NpocTo Xaw
3BYKM,OMNYyLWNTENbHO HaNOAHAOLWME NPOCTPAHCTBO. HO




OHW He pacTBOPAIOTCA B BO3Ayxe,He ncyesatoT. Obnekasach B popmy B BUAE CNENKOB
,CKnaapiBatoTca B anidaBuT. I3 HUX coTBopseTca Yenoseveckada NCTOPUA, KY/IbITYPA,

A3bIK.

ApyTioH 3ynymaH

... M Torpa cnoso- He Cnoso. KpuK.M byKkBbl 3acpeBatoT B ropae,npepbliBas
XoQ4,4epefoBaHmMe, He cnarasach B A3blK,0CTaBNAA WwepbaTbie,yBeYHble Cebl BO BPEMEHM. ..
Ho cnenku octatotca ,Mmbl BnevyaTaHbl BO BpeMsi. [TycTb U Ha KnaBuLIax KOCTEN, HO Menoauns

NNETOMNCKN HE MNMPEPBLIABETCA.

HapuHe 3onaH

Cyn cbepgeH.. Ha knaBuwax Kocten Mol cnaraem cson Andasut BO
BpemeHun u lNpocTpaHcTse.

HapuHe 3onaH

Chelovek

“Chelovek” (from Russian a human being) is a word consisting from two parts.
“Chelo”- forehead (from Slavonic), and “vek”- a century (time based extension equal
into 100 years).

In Russian “chelo” (forehead) is a part of the face open to the gaze. There is a
characteristic expression “it is written in his/her forehead”, i.e. it is possible to learn
about someone from the face, his/her fortune, his/her thoughts and so on.
“Chelovek” is a living thinking being, possessing the gift of speech, capable for
creation. Shortly: human is a wonder.

The pithy saying of Maksim Gorkih, a famous Russian poet-romantic from the epoch
of revolution, “Chelovek (human) sounds pridely” today can be perceived as
“Chelovek- sounds sourly/ with the sorrow”. If to approach from a position having
real and actual meanings, instead of pathetics.
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The thing is that the human being does not exist in the real dimensions in the system of social reading burden with
mechanical bureaucratism. In this condition the human being exists as a certain bearer-substituer, such as ordinal
number in the form of the passport, serial numbers, the blood type, name-surname and so on. It is visible
specially and sharply in the immigration. For instance, in Russia there is a strict passport regime on the

registration and accordingly with its numeration.

Identification on the principle “the face of Caucasus nationality” is a definition that came out in the period of so
called Perestoika in 1990's. This neologism is discriminative in its deep sense, identified and equal to criminality.
Here it is the official and legitimized form of “Human rights” discrimination.

My work named “Chelovek” is about it, all is written ...on the forehead, on the face, on the hands (on the lines of
fate)...

Text on the face (from Armenian)

Passport

On right cheek — Narine Zolyan

On the lower jaw- F (female)

On left cheek —06.02.1996, 004 (date of issue and validations)
On right hand — AA 0545737 (Armenian passport number)

On the left hand- Registration N25 (written in Russian)

“Reaction”, "Have you signed up for terrorist?”

In this double morale world, who is a hero and who is a sacrifice?

The main idea: the back of protection of moral and rights category
(justice) in society practicing two side morale, two side standards.
Authority power, authority right. As a matter of fact law and right
prove to be at the side of power. In fact
. : the power of weak turns to be weapon

of powerfull - that is the reacting
violence, but already established by
legistlative power “OUTSIDE THE LOW”
raised to the criminal status. In this case

terrorism is the reacting answer of the weak of the world where
there are no boundaries in abusing rights.

Narine Zolyan.



“Do not chat” “Be careful in such days walls

are overheared” “Chats and gossips are not far
for BETREY!”

The citation from famous russian-sowiet Stalin’s
time poster

The main idea of the work is the rejection from any
engage, dialogue with the authority, and the society in
which there is fear and the concept of an enemy (and

accordingly the search of it) becomes the basic
fundamental concept, a norm...

Changing one system into another (from socialistic to the capitalistic) Russia (the work was
done in the period of the scandalous process of exhibition called “Look out, Religion!”) like
other post-sovietal countries change their symbols-worships-icons (worship of leader’s
personality), expressing the former ideology of atheism (in the period of the cruel
persecutions after the church and any religious representatives) into the former (because
of the lack of something else) old religion, as it found out to be dogmatic (orthodox).

In my work there is an image of a woman in a black dress and with black handkerchief
around her head (see the photo), which is at the same time expressing the concept of both
nun and the eastern woman.

In the first case (nun) | am connecting hand-gestures, lips, figures with supplement to non
passive, but quite realized individual rejection from the dialogue. In the society in which
there is dominated both fear and faith, in which there is no place for free expression, where
is the search of the enemy becomes a norm. In such society the normal language becomes
nonsense. And accordingly the text “Do not chat!” is being reconstructed and ciphered like
the deaf and damp alphabet.

The language of silence is the only acceptable way in this condition of non-liberty of the
WORD.

At the same time in the visual image one can read the topic of the alien — | mean not
familiar, not own in the foreign land “ The face of the Caucasian nationality” was being
worked out in Moscow (Russia), for all Caucasians without an exception, differentiation.



It also works as a reason for starting a new work “The Language of Silence”, which is also
called “Caucasian Esperanto”.

“The face of Caucasian nationality” is deliberately out of law and it must work out its own
language, in this case non verbal, to be more exact non verbal strategy.

In such place, where is the search of an ENEMY, ALIEN or an SACRIFICE, the only way for me
is “The Language of Silence”.

Narine Zolyan

METAMOP®O03HhI, 2005, Z&Z
['anepes “Axkanat’, EpeBaH, ApMeHUs

OcHOBHan naen: matepuanumsaums B rubpuaHbix popmax (
4YeN0BEKO -*KMBOTHOE , Y€/IOBEKO- A,0M ,4€/10BEKO-MALLNHA)
MEHTA/IbHOM HanpPaBAEHHOCTU CO3HAHUA HALUUK .

HapuHe 3onaH




«HeocBOeHHEbIE YPOKU» LIEHTP
COBPEMEHHOI0 UCKyccTBa EpeBaH ApMeHud

2008 -“Z& 7

BbicTaBKa Hblna npMypoveHa K MapTOBCKUM
APaMaTUYECKUM MOAUTHMYECKUM cobbiTuam 2008
roga, B pesyabTate KoTopbix nornbno 10 yenosek.
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Oil on Canvas Works Selection

2009, 100x150

2009, 150x100

1991, 120x100 1994, 90x70
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Graphic Works Selektion

2002, 60x70

2002, 70x50

2002, 70x60

2002, 40x90
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Project “Revision or Eternal Reincarnation” for the exhibition with one title

Yerevan 2011. Retrospectiv exhibition in ACCA (center for contemporary experimental art)

The project is based on the author’s autobiography from the perspective of the creativity, and, vice versa, the
creativity from the perspective of her autobiography. Different stages of creative researches and changes in life in
their difficult, sometimes contradictory interweaving in the context of place, time, personal and extra-personal space
(social, political, psychological,...). In some sense it is a creative, many - levelled self — investigation: artistic,
psychological, philosophical and, finally, existential in the broadest sense of the word. Taking into consideration the
difficult, contradictory context of the modern art of Post and Postpostmodernism the author is trying to focus the
fragments in the kaleidoscopic entity with the method of self — reflection. Interestingly there is no direct linear
dependence in building the construction of reading — it (the reading) is open, free and the outer space installation is
not imposed on the viewer, leaving him the freedom of interpretation of the exhibition. Probably such kind of
exhibition, in which many different forms and genres (photos, videos, paintings, objects, texts, grafics) are to be
exposed, will, in some sense, give the opportunity of reading and understanding, in a more clear way, the internal
processes of the contemporary art, precisely the fact that the author is the product of the artistic process and by
building his/her own autobiographical model in a way or another reflects the main tendencies of the time
(regardless of the preferences and the widely accepted opinion about the so called “author’s death” in modern art.)
The exhibition can be called “visual manual”, “open novel” or “initiation” of the modern art (depending on the
preferences of the terminology). Why not Retrospection or Archiving, but rather Revision? — Because the artist has
the audacity (which is widely contributed by the total usurpation of the power and by dividing the “place under the
sun” between curators and gallery owners) to reflect and correct himself/herself (with the help of objects, texts,
design, the whole structure of the Space). In this case the artist and the curator are one person — the Author (of
whose “death” has been said so much)...The project originally calls everybody for their own interpretation. The
announcement of the Author’s Death is nothing more than a postmodernistic trick, simulacrum. The eternal
reincarnation of the Art continues.

Narine Zolyan
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Zwischen Illusion und Realitat 2014

Blasiikirche in Quedlinburg / Deutschland

LOKALES

MITTELDEUTSCHE ZEITUNG

In Bown Bllzars seta2 xich Navine Talyes mit der Boadehung swiachas Masact wnd Natur Jusenander.

Im Zwischenreich

BLASIKIRCHE Was bewirkt Illusion, was Wirklichkeit? Narine Zolvan unternimmt
mit ihrer Ausstellung von Bildern und Objekten einen Erklarungsversuch.
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,,Sie ist nicht so offenbar, diese Grenze zwischen Traum und
Realitat, zwischen Leben und Phantasie.

Vielleicht ist das, was wir meinen, es sei etwas Imaginares, die
hochste Realitat der Welt und die von uns allen anerkannte
Realitat nur furchtbarer Unsinn.

(V. Brusov )

Die Realitat, das bedeutet etwas erforschen, das nicht existiert.

( K. Malevich)

Kurz gesagt, dieses langjahrige Projekt mit dem Namen
,Zwischen lllusion und Realitat” beschaftigt sich mit dem
Begreifen von Leidenserkenntnissen, und damit, dal die Seele
keine Nation hat. Es ist wichtig zu sagen: Alle
verschiedenartigen Katastrophen, Naturkatastrophen oder
solche mit den Aspekten im Sozialen, Politischen oder
Psychologischen, haben ein Hauptziel. Uns daran zu erinnern,
dal® die Welt ein einzigartiger Schatz ist und wir verantwortlich
fur die Zukunft der Welt sind.

( Narine Zolyan )
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2014 . Ausstellung in der Blasiikirche in Quedlinburg.

Titel ,,Zwischen Illusion und Realitat”
Fir die konzeptionelle Anordnung wurde der gesamte Kirchenraum benutzt.

Untere Ebene: Objekt-Installationen im Altarraum, Olgemélde an den
Seitenwanden sowie Spiegelinstallationen. An Saulen und Wanden: Installierte
Textreihen in verschiedenen Sprachen, die sich philosophisch und politisch mit
dem Thema auseinandersetzen.

Empore: Kleidungs- und Stoffinstallationen



