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bapxaTHble Npu3HaHus

MNepen oTbe3aom 13 pogHoro baky B 2008 roay, CaparaT Xasan-KyLiky noayyuna Ha
namMaTb OT KONNer HeOObLLOW akBapesbHbIN PUCYHOK C U30DPaXKEHNEM HETSAHbIX
MECTOPOXXOEHWNI. CryCTa HECKO/IBKO JIET aKBapesib aBTOPCTBA UBBECTHOW XyOA0XKHNLbI
Mapan PaxmaH3age obpena CBOe NOCTOSIHHOE MECTO Ha CTeHe pabo4yero KabrHeTa
B OCOOHSKe, pacnofioXKeHHOM Ha nnowlagn CenHT-xenmce B JloHooHe. PUcyHOK
CNY>XUT HAMOMUHaHMEM O baky 1 0 MPOLLIOM, OCTaBIEHHOM MNO3aau paay Mexay-
HapPOAHOW Kapbepbl B TPAHCHALMOHATbHOM HEDTAHOW KOMMaHNN.

JInuHbin nyTe Cagarat Xasan-KyLky K ycnexy 1 yBnedeHve xmnsHoto Mapan PaxmaH-
3a0e ChopPMMPOBasIN €€ VHTEPEC K COBPEMEHHOMY NCKYCCTBY, (DOKYCOM KOTOPOrO
CTano KONNEKUMOHNPOBaHME PaboT XyooXKHWL, 13 AsepbarmkaHa. A Ha4anochb BCe
C MOUCKOB COBCTBEHHOW MOEHTUYHOCTU, KOTOPLIE BbIIMMUCE B NEPCOHASIbHBIN MPOEKT
nog darom «BO3BpaLLEHMST K KOPHAM». BbInasa 3a pamMky NpOCTOW 3roLeHTPUHYHOW
naoev oTMeYaTb KeoKObI BEXKHbIV 3Tan B JIMHHOM 1 MPOMECCHOHASTBHOM XN3HM MOKYT-
KOWM MPOU3BEOEHNS NCKYCCTBA, STO HAYMHAHME B3PACTUIO TOHKOIO KOIEKLMOHEPA,
KOTOPbIM OBVXET BOMPOC: «HTO 9 MOry cAesaTh, YTOOb! MPUBeYb OObLIE BHUMaHNS
K asepbanoykaHCKOMY UCKYCCTBY 1 B OCODEHHOCTU K XyOOXHULAM-XXEHLLMHAM?»
KONNEKLUMOHMPOBAHNE CTaNO UCKPEHHEN MUCCUEN, HANPaBIEHHOW Ha PacCLUVPEHNE
npaB 1 BOSMOXXHOCTEN XEHLLYIH, HA MPOABVKEHVE VX Pa3SBUTUS U YCUIEHWE WX FO-
nocos. [NogcosHaTenbHO KOSIIEKUMOHEP NpeBpaTnia CBoe CobpaHne B BU3yaslbHbINA
OHEBHMK, B KOTOPOM OTPasn/I0Ch NPOLLIOE, HACTosLLEeE 1 ByayLiee AsepbanokaHa.

SKCNO3ULMSA OEMOHCTPUPRYET Kak MHTEPEC KOIEKLIMOHEPA K BbICTPaVBaHWIO guaiora
MEXOY XYOOXKHUKAMU, TaK U XKENaHNE MPUBHECTU B BbICTaBKY YacTuuky cedd. Cana-
raT Xasn-KyLUKy Ha3blBaeT CBOK KOJIIEKLIMIO KOSIIEKTVIBHON NaMSATbIO, COBPaHHOM
B OHOM MPOCTPaHCTBE, e UCKYCCTBO MPOBOLIMPYET Ha PasMbILLNEHVs], BbI3biBagT
BOCMOMUHAHNA U OTKPbIBAET OAUNCKYCCUM. LIenblo Takoro npeacTaBieHns SIBAsieTcs]
Pa3MbITUE MPaHVLIbl MEXOY BbIMbILLIEHHbLIMY NCTOPUSIMU U dhakTami.

MepBoe BneyaTneHne ocTaeTca HapoNro

Halua nepsas BcTpeya coctoanack B Harry’s Bar npu otene Cipriani. o nyT MHe no-
nancst HaUMOHabHbIM NaBuIbOH A3epbanopxaHa. [nakaT, aHOHCUPYHOLLIMIA BbICTaBKY,
OblN Y>Ke YCTaHOBEH, a Ha Ba/IKOHE BbIBELLEH HaLUMOHasIbHbIM TPUKOIOP. opaLLmii
CBET HaMeKas Ha TO, YTO nepeq 3aBTPALUHUM OTKPbITMEM OOAEMbIBANCEL CaMble Mo-



CnegHue LTPUXK. YBUOEB CUASALLYIO B Aa/IbHEM KOHLE KOMHATbI 6e3ynpeyHo OOeTYO
YKEHLLWHY, s npegnonoxuna, 4to a1o Caparat Xaan-Kyluky. 4 6bl 1 cama Beibpana
3TO XXE MECTO, Tak Kak, OCTaBasiCb He3aMeTHOW, 1 MOr/la NpocMaTpuBaTh BCe Npo-
cTpaHcTBo. Cagarar cosgana naeanbHbI aHTyPadK: CUOs HAMPOTUB HEE U CMIMHOM
K OCTalbHbIM FOCTSIM, S1 HE MOT/1a He COCPEea0TOUUTL BCE CBOE BHMMaHKE Ha Hel.

BcTtpeva ¢ aTom TaMHCTBEHHOW dmrypoit Bblna A8 MeHs LOBOJIbHO BOJIHUTESIbHON.
[obvBLIMCH BCero cama K copoka ¢ Hebonblum rogam, Cagarar ctana cambiM BAvs-
TeNbHbIM (PUAAHTPOMNOM B COBPEMEHHOM UCKYCCTBE, A2XKE MNPV TOM YTO, MHOMME rofpl
n3berana BHUMaHUS 1 OCTaBaslaCb OTHOCUTESIbBHO Maslon3BecTHa. B ee BHELIHOCTK
ObIN10 YTO-TO yCroKamBatoLLEe 1 Ternioe. A Bblna TyT XXe o4apoBaHa 1 IOBUIA KaxK0e
CKa3aHHOE et0 CMOBO, MbITasACh MX NyyLUEe 3anOMHUTD.

*kk

Caparat Xasan-KyLwKy: Moe 60raTtcTso — 3TO MOW BOCMOMVHAHWS, OMbIT, JIOOUMbIE
1N KONNeKUMs nekyccTaa. 18 MeHst KONNeKLUMOHMPOBaHNe — C OAHOW CTOPOHbI, BO3-
MOXHOCTb cebst nobanoBaTh, HO B TO XKe BPeMsi 3TO U MUCCWSt BHECTU LIEHHbIN BKa4,
B 3apOXAEHMNE XyOOXECTBEHHOIO CO0bLLECTBA. B A3epbangyxaHe npakTUYeCKy HET
MEePBUYHOIO PbIHKA, My3eu He NPUoBpPEeTatoT PaboThl, OTCYTCTBYET MOHUMAaHWe TOro,
YTO XYOOXKHWKY HY>XHO MNaTUTb rOHOPapbl U NAaTy 3a y4acTue B BbiCTaBKe, Noc
O4€Hb HEMHOIME N3 XYO0XHUKOB MOJIyYatoT U3BECTHOCTb Ha MEXXOyHaPOAHOM apeHe.
S xo4y, YTOObI XyOOXXHWKM, B KOTOPbIX S UCKPEHHE BEPHO, TBOPWUNM 6E3 rpaHnL, U He
6ECNOKOU/ICh O KOMMEPYECKOM YCrexe CBOel paboThl. A TakKe cunTaro O4YeHb
BaXKHbIM, YTOObI XyJOXKHVKM MYTEeLIeCTBOBAN UV XN 3a rpaHuLen. OueHb peaKu
CJly4au, YToOb! KTO-TO MOJIYHUI U3BECTHOCTb MopaHan' nmmn Pycco?, »uBs Mnpu 3Tom
B AsepbanmxaHe. CerogHs Ha pyKy paboTaeT MHTEPHET U CoLaribHble CETU, OOHAKO
BO3MOXHOCTW BCE PABHO OrPaHN4YMBAIOTCS CBA3AMM 1 3HAKOMCTBaMM, YrNPatoTCs
B JINYHOE OOLLEHME. .. U, YECTHO roBOPS, O4YEHb HEMHOTUE XYOOXHNKA YMEOT Mosb-
30BaTbCs MHCTPYMEHTaMU CaMOorpPOAB/IKEHNS!

Acnu CamepoBa: Yto xxe nenatb?
CXK: O6pasoBaHe, HETBOPKIMHI, HACMOTPEHHOCTL 1 Pas3BuTe YyBCTBa BKyca. [10o-

Ne3Hble MeXXayHapOoaHbIe apT-Pe3naeHLMM OBbIMHO CMIOHCUPYIOTCS NPaBUTEIbCTBAMM
N1 ynaHTponammn. 9 paccMaTprBad BO3MOXHOCTb YHPEXXAEHUS CTUNMEHONN UMEH

1ﬂ,»<opg>¢<o MopaHrom (1890-1964) — UTaNbAHCKNI XYLOXKHVIK, MPOXMBLLMIA BCIO CBOK XW3Hb B BOMOHBE 1 nLLb
OfHavKAb! NOObLIBABLLMIA 32 MPaHVILEN B BO3PaCTe 66 ST Ha OTKPbITUM CONbHON BbiCTaske B BuHTepxype

ZAHDM KynseH ®enunc Pycco (1844-1910) — paHLy3CKM XyJOXHNK, HUKOTAA He Bble3)KaBLUMM 3a npedesbl
OpaHumm

Mapasibl PaxmvaH3ange, 4Tobbl hrHAHCMPOBAaTL y4acTue XyOOXXHUKOB 1 KypaTopoB
n3 AsepbanmkaHa B 6pykinHckon Residency Unlimited, 6epnnHekon Kinstlerhaus
Bethanien n amctepoamckon Rijksakademie van beeldende kunsten. [1oBosibHO ambu-
LIIO3HbIN MPOEKT, HaOEHCh, OH HANOET NOOAEPXKKY CPEedM MOUX COOTEHECTBEHHVIKOB.
[pULLIO BPEMS BO3POAUTL TpaamLmMm MeleHaTcTaal

AC: Cnacubo, 4To OTK/IMKHYIMCh Ha MOV 3aMpOC O NMOAAEPIKKE MEXOYHAPOAHON pe-
3naeHummn KypaTopos B baky B 2020 roay! Bel nepsasi, KTO pas3rngaen LEHHOCTb 3TOW
NHULMATVBBLI. Kak Bbl AyMaeTe, NoYeMy CneayeT NpoaBurath XyJOXHUKOB U BKAAObI-
BaTb B VICKYCCTBO, XOTHA €CTb B TO XKE BPeMs ropasao 60s1ee BaXKHbIE U HEOTNIOXHbIE
npobnembl? He anuTapHbIn 11 3TO BbIGOP?

CXK: B kakoM-TO cMbicnie — fa. Ho ecnv 6bl BNacTHble NpaBuTen He 3akasbiBasin
paboTbl Husamm®, nonyunnm Gel Mbl Xamce*? OT cokpaLLeHns GomKeToB NepBbIM
BCErfa CTpafatoT UCKYCCTBO, KyJibTypa, 30paBooXpaHeHne 1 obpadosaHue. [Npu Tom
4TO 3TK 06/1aCTU UMEIOT KITKOHEBOE 3HaYEHME A1 yenexa JFobov CTpaHbl. VICKycCTBO
MOOLLPSIET KPEATUBHOCTb U HECTaHOAPTHOE MbILLEHVE. B 60/1ee pasBuTbix CTpaHax
NCKYCCTBO MHTErPUPOBAHO B MOBCEOHEBHYHO X3Hb, a MOCELIEHNEe My3es NpeacTaB-
NFETCA OAHUM 13 BAPUAHTOB OTAbIXa WM ceMenHoro gocyra. Jlydume obpasipl asep-
BanyKaHCKOro KyJbTypHOro Hacneams HaxoOaTCs B KPYMHbIX My3esxX 3a py6exomMm,
HO DOMBLUMHCTBO U3 HUX XPaHATCS B 3anacHUKax 1 AOCTYMHbl TOSbKO A5 Hay4YHbIX
NCCNenoBaHNIN UM B paMKax BPEMEHHbIX BbICTaBOK. 19 Takon HEOOIbLLIOW CTPaHbI,
BCE, YTO CBA3aHO C HaLWMOHANIBHOW KyIbTYPOW — NpeaMeT 0cobon ropaocTu, HO Mbl
HEe MOXKEM YBWOETH Jydlliee 13 0O BbEKTOB Haller MaTepurasibHOM KybTypsl. [ 3Toro
HEOOXOAVMbI 3HAYUTESbHBIE MHBECTULMN B YETOBEHECKNIA KanuTasl, UCCNea0oBaHNS,
NHPPACTPYKTYPY 1 COBMECTHOE MNIaHUPOBaHWE C 3apybexkHbIMY My3eamu. B Ha-
CTOsILLIEe BpeMs s 06Cyxaard BO3MOXXHOCTb OpraHM3aumm nepenBuiXXHOM BbICTaBKM
PaHHKX azepbaliIPKaHCKNX BbILLNBOK®, 1 camble BaXKHble My3eu, pacrionaraioLme
STVMW SKCMoHATaM B CBOVIX KOJIIEKUMSIX, NpeaiaratoT MHE BO3MOXXHbIE AaTbl HEPES
NaTb NeT. My3esam COBPEMEHHOIO MCKYCCTBa Takke TpebyeTcst Bpems Ha NoaroTos-
Ky, OOHAaKO €CTb MHOXXECTBO VHbIX MIOWAA0K L1 NPEACTaBIEHS COBPEMEHHOIO
NCKYyCCTBa: rafnepeun, bueHHane, pectrBanm, anbTepHaTUBHbIE XyOOXECTBEHHbIE
NpOCTPaHCTBa. A MOry Aaxke MPOCTO OTKPbITb ABEPU CBOEro AOMa U MOKasbiBaTb
Tam paboTbl U3 Moen kKonnexkummn! Mo nprUMep NokKasbIBaET, HYTO KOJIIEKLMIO CO-
BPEMEHHOIO NCKYCCTBa MOXHO CpopMMpOoBaTh 1 6e3 6aCHOCNOBHBIX TpaT. 31O A0
cux nop terra incognita. B Haluen CTpaHe BOCOpUST/E MCKYCCTBA NO BOJIbLLEN HaCTK

SHuzamm FanmkeBn (1141-1209) — NOST-POMaHTUK, POANBLUMICA B [AHOYKE, BTOPOM MO pasMepy ropoae CoBpe-
MeHHOro AsepbarppkaHa. CUMTaeTcs OaHON U3 CaMblX KPYMHbIX (DUryp cpeam aBTopoB, TBOPSLLMX Ha NEPCUOCKOM
A3blKe, Ybe TBOPYECTBO OKa3as10 CYLLECTBEHHOE BVISHNE HA MO3TUYECKNE 1N (DUNOCODCKIME NPaKTUKN.

4Xamca cobpaHne 13 NAT NO3M, 3aKasaHHbIX PasvyHbIMK NpaBuTeNsMn BocToka 6o NOCBALLEHHbLIX VM.
CuntaeTcsa OfHNUM 13 CTONOB UCAAMCKOW NNTepaTypbl.

SPatHne agepbanaykaHCK/e BbILLMBKM MEXXAyHapPOAHbIN aKageMUYECKNIA TEPMIH, 0603HaYaroLLMIA PEAKME Bbl-
LmBKN, oTHocsLmecs K XVI-XVIII Bekam. 3HaumTeNbHas YaCTb AaHHbIX BbILUMBOK XPaHUTCS B MHOCTPAHHbIX My3€esix
1 YaCTHbIX KOIEKLMSX



CBOAUTCH K AEKOPUPOBAHMIO NHTEPBLEPOB NN CyBeHMpaMm. Hin 0guH 13 3TX Nogxoa0B
He CNOCOBCTBYET Pa3BUTUIO UCCNeO0BaHVN U ANCKYPCa O COBPEMEHHOM UCKYCCTBE
AzepbanmxaHa. A cumTaro, 4TO COBPEMEHHOE UCKYCCTBO — JYYLLUNM UHCTPYMEHT
Ky/IbTYPHOW AMnaoOMaTUN.

AC: Kak kypatop, MOry NOATBEPANTb, YTO BbICTAB/ISATb PAGOTHI XKMBYLLIErO XyOAOXKHMKa
ropasgo npoLue.

CXK: Ja! Co MHOrVIMK y MEHst YCTaHaBIMBAKOTCS MPOYHbIE U [IOBEPUTENbHBIE OTHO-
LLIEHVIS.

AC: A nokynka paboT COBPEMEHHMKOB 3aLLMLLAET OT MOLLEHH1YecTBa 1 noaaesiokx!

CXK: TouHo! Kak pas no aT1on npudnHe 9 6kl HYKkoraa He Kynna CatTapa baxnynsage,
CILLIKOM BEJIKM PUCKMU.

AC: Ho y Bac ecTb Mapan. Mapan PaxmaHdage o4eHb CUIbHO NOBMsIa Ha COCTaB
konnexkun. MNovemy?

CXK: 570 6bin ckopee cyBeHVp Ha namaThb. B cuny cBoero NtobonsITcTBa 9 Havana
O Hew wTaTh, a 3TO BbI3BASIO JIOOOMBITCTBO N UHTEPEC K KY/bTYPE, K BOCCOEANHEHNIO
C KOPHSMW, KOTOPbIE S Havana TepsaThb, yexaB 3a rpaHuLy. AsepbanmykaH HaBcerga
B MOEM cepaue, 1 s C MOMOLLIO MCKYCCTBa, KOTOPOE KOMEKLMOHUPYHD, CO34at0
3anoBeOHYHO TEPPUTOPWIO SdheMepHOM podnHbl. Mos nboBb K poauHe paboTaeT Ha
PACCTOSHUM, U 9 YyBCTBYH, YTO MOW LIEHHOCTU MOIMYT OT/IM4aTbCst OT 60JIbLLIMHCTBA.

AC: VickyccTBO Kak Tepanuna?

CXK: Otuactin. Ham ¢ My>xem, KOHeYHO, XOTeslocb Obl CpaBHUTL cebsa ¢ cynpyramm
[aHL®, Tak Kak Mbl TOXXE Ha4YMHaIM C O4eHb OrPaHNYEeHHbIMX PEecypcamm, MoKynas
NPon3BedeHNS Ha CyMMY MECSYHOW 3apnnarthl. [loHayany 6binm 1 ynyLeHHbIE BO3-
MOXXHOCTU, U OrPaHnNYEHNs], Cemdac e — 3TO U OMCUMNAMHA, U CTpacTb. Konnekum-
OHUPOBAHME MOXOXE HAa MOHKY: XO4YETCS ObITb MEPBbLIMU B MOUCKE U OTKPLITUN HOBbIX
TanaHToB. K cuacTbio NGO K HECHACTBLIO, COMEPHMNKOB Y HAC HE TaK Y>K MHOIO, YTOObI
pasBopayvBanack bopbba 3a NpProdpeTeHIs.

6I‘Ipm CKPOMHbIX BO3MOXXHOCTSIX, Cyrnpyram ["aHL, yaanoce cobpatb 04HY 13 CaMbixX 3HAYMMbIX KOSIIEKLMEN UCKYC-
cTBa XX Beka, BKtoYatoLLyto padoThbl [1abno MNukacco (B Tom vmche, 3HameHuTyto kapTuHy 1932-ro ropa «CoH»),
[>xacnepa [xoHca, PobepTa PayweHbepra, ®paHka Ctennsbl, EBbl 'ecce, Mena BokHepa v ap

AC: N kto nonan Ha Baw pagap?

CXK: 4 yacTo 6biBato B Mapmke, Tam BbiICMaTPYBAKO Mo yauLaMm LBeTbl Huasa Hapg-
»xadosa 1 Haeelato ero ctyamio B MOHTPE. Ero upetoyvHas cepusi kasanacb MHe
N3MVLLIHE OEKOPaTUBHOM, OO TEX MOP NOKa S He yBMAena nx BX1BYH. 3HAKOMUTHLCS
C XYOOXKH/KaMW BXKHO, YTOObI MPOYYBCTBOBATbL, Kak Bbl PE3OHUPYETE 1 ECThb /N CBSA3b.
C HunssomM Mbl coBnamv: MOMUMO ero TasiaHTa 60sbLUE BCErO S BOCXMLLIAKCH Ero Lie-
apocTbto. OH OEMOKPaTU3MPYET UCKYCCTBO: Ta »XXe KapTvHa, YTO 1 B ranepee, eciv
MOBE3ET, MOXET ObITb KyMNeHa y XydOXHKa BO BPEMS €70 Y/MYHbIX NepOpMaHCOB
3a CUMBOJIMHECKYIO MNAaTy UM MPOCTO CHSATA CO CTeHbI MPOXOXMK. OpxaH ['ycenHoB
nokopwi Moe cepaue BuaeopadoTamn Global Warming (TnobanbHoe notenneHve)
n Dear Beloved (doporon ntobumeln). OpxaH NoBAWSIT HA MOJIOObIX XyOOXHUKOB,
KOTOPble NOCE00BaIM M0 NPUMEPY.

«Tak Janexko 1 Tak B6/IM3Ko» — MOSI XapaKTEPUCTMKA XyOOXKECTBEHHbIX NPakTK Pap-
xapa ®Papsanv n Topbl ArabaeBon. OHM INYHO HE 3HAKOMbI, HO UX PabOoThbl Tak XO-
POLLO AOMNOMHAT APYr ApYyra, YTO 9 3a4yMbIBatdOCh O MAapHOM BbiCTaBke! OoHUM 13
NOCNEAHNX OTKPbITUIM CTaun paboTel 3apHuLLaH Kocud 1 Jlennsl Anneson. 3apHulaH
BbICTaBNAETCS 30eChb, B BeHeLumn, HO ee paboTa 419 NaBn/IbOHA HE OTPAXKAET BCEMN
ee npakTrkn. C Jlennon y MmeHa nHas nctopust. OgHaxkasl 1 caenana Hag cobom you-
e 1 OTAeNnIa ee UCKYCCTBO OT ee MyOINYHOro UMUIpKa — TOrda ee TBOPYECTBO
3aroBOPUIO CO MHOWM Ha OPYroM, SINYHOM YPOoBHE. AngaH CanaxoBom yaaioCh BbIATU
N3 TEHW OTLA W CTaTb CaMOCTOSTENbHOW XyOOXKHNLEN. Takas e NPeeMCTBEHHOCTb
HabmogaeTcs 1 ¢ KanxaHom CanaxoBbiM, KTO TakxKe CyMen BblpaboTaTb CBOW COb-
CTBEHHbIN CTU/b.

AC: Hackosibko 9 3Hato, Bbl B OCHOBHOM KOJUIEKLMOHNPYETE NPON3BEOEHNA XKEeH-
LLIMH-XYJOXHWL], no4Yemy?

CXK: MHe yacTo 3agatoT 3TOT BONpoc. BoT ecnv 6bl MO KOJIIEKLMS COCTOSNA UG-
KIMIOYNTENBHO 13 NPON3BEAEHNA XYOOMKHUKOB-MY>XXUWH, HUKTO Obl HE CTasl Tak WH-
TepecoBaTtbcs. Y NpegnoymTao NoaaepPK1BaTh XKEHLLWH, Tak Kak cuuTalo, YTO UM
TpebyeTca BABOe HOsblLUe TasiaHTa W oTBaru, Ytod 3aHMMaTbCs TBOPYECTBOM. Bo
MHOTVIX YaCTAX MMpa XEHLLIVMHY BOCMPUHUMALOT, MPEXAE BCEro, Kak CryTHMKA YXN3HU
N MaTb. Ee MHTEpEeChI 1 XXenaHns 4acTo UrHOPUPYHKOTCS.



AC: Mepepn Hallien BCTpeYei S nonbiTasiacb HABECTUN CrpaBkW, HO H6esycrellHo. Bbl
BeOEeTe NOCTAaTOUHO 3aKpbIThI 06pa3 Xu13HW. [Nodemy Bbl pelunnn Tenepb OTKPbIThb-
CSl MUPY 1 BbICT@BUTb CBOKO KOJIIEKLIMIO?

CXK: Y MeHst HeT akkayHTOB B COLMAbHbIX CETAX, MHE HEe HPABATCH rlaMypHbIe Me-
pPONPUSATUS, Kyda XoaaT coTorpadmpoBaTbCs CO 3HAMEHUTOCTAMM 1 MONTUKAMU.
Y MeHs1 nosiBUIack Tema, O KOTOPOW Bbl MHE XOTETOCh BOSIbLLIE TOBOPUTL — 3TO MOSI
KOJINEKLMSA MPOU3BEAEHNIN a3epbaIpKaHCKOro COBPEMEHHOIO UCKyccTBa. [ymato,
MOW MpUMEP BaxKeH A1 MOTUBaLMM APYTUX.

AC: Y70 MelaeT azepbHanapkaHCKOMY UCKYCCTBY ObiTh 3aMedeHHbIM 3a PyOexom?

CXK: YV xypoxHukos B CV HeT BbicTaBok. OTKasbl B Bblgaye BM3, O4eHb J0porne
aBradbuneTbl U3 baky, kyga 6bl Tbl HA neTen. HeT MexayHapOodHbIX MPAaHTOB U FOCY-
OAPCTBEHHbIX CybCcuann Ha XydOXXEeCTBEHHOe 06pasoBaHme. XyOOXHNKAM C/IOXKHO
npvBeYb PUHAHCUMPOBAHME Ha MPOEKTbLI. VICKYCCTBOBEOEHNE B XyOOXKECTBEHHbIX
LLIKOJ1aX 3akaH4MBaeTcs Ha kacco. Husknin ypoBeHb NpodeccroHanmMama v eauH-
cTBa. HMKakom KOMMyHUKaUM1 nnin obmMeHa nHdbopmMaumen. HeT HaoroBbIxX SibroT
019 NOAAEPXKKM UCKYCCTBA U Ky/bTYPbl. [110X0M BKYC. Hy>XHO Nt NpOoao/KaTb?

060 BCeM 3TOM 4 3HaNa 1 Morna obl NPOOOSIKUTE OaHHbIN CMIMCOK, HO MHE XOTEeNOCh
3aBEepLUMTb Halll Pa3roBOp Ha MO3UTUBHOM HOTE, TeM 60/1ee YTO NMosiBUIaCh Hade-
KOQ, YTO Mbl HAXOAMMCSH Ha MPaBWUJIbHOM MyTW, MOEM K NOAPbIBY CTaTyCa-KBO U K
HalLlen ManeHbKOW XyAOXECTBEHHOW PEBOOLMN. B KOHLIE BCTPEUM Mbl MOrOBOPUIIA
O ee CeMbe, My>XXe U O 3HaYEHUM ee UMEHN — «BepHad». O TOM, Kak OHa cokpaTtuna
CBOO azepbanmkaHCKyo hamnnmio, YTobbl OHa 3ByYasia Kak C/I0BO «MeYTa», a B35B
BTOPYIO (haMninio My>Ka-Typka, OHa cTasia «COMHUTENIbHON MEYTON>.

AC: Cnacnbo 3a BcTpedy 1 6ecey. Bally nepsyto BbicTasky g Haszosy Off the Velvet
Chest (bapxaTtHble NpusHaHns).

*%k%

4 BblWIA NOAbILIATbL CBEXUM BECEHHUMM BO34yXOM. [lormMana cebs Ha MbICNn, YTO
y>Ke HECKOJIbKO AHEN HaxoxxyCb B BeHeuun, HO mnsberard mporyaok no naolaan
CaH-Mapko. OpkecTp kade «DopraH» 03HaMeHOoBasT MOe NpubbIThe apren Nessun
dorma. oka s nepecekana naowans B HanpaeneHun MNanauuo Lykane, s noBTops-
na, Kak HoBytO MaHTpy, «All'alba vincero». Hacbl 06baBUIM O HACTYNNEHUM HOBOIO
oHs — 9 mas.

Off the Velvet Chest

In 2008 Sadagat Khayal-Kusku received a small watercolour drawing depicting Baku
oil fields as a goodbye gift from her colleagues. The drawing made by a prominent
female artist Maral Rahmanzadeh after some years found its place on an office wall
in a mansion located at St James’s Square, London as a reminder about Baku and
what she has left behind to pursue international career in a multinational oil exploration
company.

Sadagat Khayal-Kusku’s personal journey to success and fascination with Maral
Rahmanzadeh’s life have formed her interest in contemporary art and direction of
collecting predominantly female artists from Azerbaijan. It all started from a self-
identity quest which resulted in “back to the roots” personal project. Starting from
a selfish idea to mark every important milestone in her personal and professional life
with a purchase of an artwork, she evolved into a sensitive collector who once posed
a question “What can | do to give more visibility to Azerbaijani art and women artists in
particular?” Collecting became a passionate mission to empower women and to help
them to grow and amplify their voices. Subconsciously, she has turned her collection
into a visual diary that mirrors Azerbaijan’s past, present and future.

The display of the art manifests the collector’s interest in building dialogues between
the artists and interwinding them with personal stories. Sadagat Khayal-Kusku refers
to her collection as a collective memory put together in one space where art ignites
reflections, evokes memories and provokes discussions. Such display aims at blurring
the line between invented stories and facts.

First impression lasts long

Our first encounter was at Harry’s Bar of Hotel Cipriani. On my way | passed by
Azerbaijan national pavilion. The poster was already installed and the tricolor flag was
hung on the balcony. The light was still on: probably final touches were made prior to
the official opening.

| assumed that immaculately dressed lady seated at a far end of the room was
Sadagat Khayal-Kusku. | would have chosen the same spot as it allowed observing
the entire room but not being immediately noticed. She has staged a perfect
entourage: as | sat opposite to her, with my back to all other guests, she became
the center of my attention. | was slightly nervous to meet this mysterious character.
A self-made and successful lady in her mid-forties, she was the most important
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philanthropist in contemporary art yet known to very few as for years she preferred
to avoid much limelight. Something soothing and warm was in her appearance. She
immediately charmed me and | was grasping and trying to memorize each word she
was saying.

*kk

Sadaqat Khayal-Kusku: My wealth are my memories, experience, beloved ones and
my art collection. Collecting is an act of self-indulgence, but | also have a mission to do
something of value for emerging artistic community. There is barely any commission
or museum acquisitions, idea to pay an artist honorarium or a participation fee for
an exhibition is nonexistent in Azerbaijan and very few artists get international
exposure. | want the artists | truly believe in to create without boundaries and not to
think about commercial success of their works.

| also find it very important for artists to travel or live abroad. It is rare that someone
residing in Azerbaijan would gain the fame of Morandi' or Rousseau®. Internet and
social media help nowadays, still opportunities are limited to personal connections
and face-to-face conversations... and to be honest, very few artists know how to use
the self-promotion tools!

Asli Samadova: \What is the solution?

SKK: Education, networking, training one’s eye and developing taste. Good
international art residencies are usually sponsored by governments or philanthropists.
| am considering to establish a scholarship named after Maral Rahmanzadeh
to fund participation of artists and curators from Azerbaijan in Residency Unlimited
in Brooklyn, Kinstlerhaus Bethanien in Berlin and Rijksakademie van beeldende
kunsten in Amsterdam. Quite ambitious project | hope my compatriots would join. It is
time to revive philanthropy traditions!

AS: Thank you for supporting my request to sponsor residency for international
curators in Baku for 2020! You are the first who saw the value in this initiative. Why do
you think people shall promote artists or invest in art when there are so much more
important and urgent problems to resolve? Isn’t it an elitist choice?

SKK: In a way—yes. But if Nizami® would not have various rulers commissioning him

1Giorg\o Morandi (1890-1964) an Itailan painter and printmaker who lived his entire life in Bologna and had
one and only trip abroad at the age of 66 to attend opening of his solo exhibition in Winterthur
2Henri Julien Félix Rousseau (1844-1910) a French post-impressionist painter who never travelled outside
France

Nizami Ganjavi (1141-1209) — a romantic poet born in Ganja, the second largest city in present day
Azerbaijan, is considered one of the most prominent Persian language authors up to date significantly
influencing regional poetic and philosophical practices.

work, would we have Khamsa'? Art, culture, healthcare and education are the first
to get budget cuts. At the same time, these areas are key to nation’s success. Art
nurtures creativity and stems out of the box thinking. In more developed economies
art is a part of a daily life and going to a museum is a leisure or quality family time.
The best examples of Azerbaijan’s heritage are stored in major museums abroad, but
most are hidden in storages and only available to scholarly research or temporary
exhibitions. As a small nation we take pride of anything related to our culture and yet
fail to see the best of our material culture on display. It requires a lot of investment in
human capital, research, facilities and planning ahead of time with foreign museums.
Currently, | am discussing a possibility to organize an early Azerbaijan embroideries®
travelling exhibition and the most important museums that have these artifacts
propose me a slot five years from now. Contemporary art museums also require lead
time, but there are a lot of alternatives to how contemporary art can be presented:
galleries, biennials, festivals, alternative art spaces. | can even open doors of my
house and show art on display there! My example shows that one does not need
ridiculous amount of money to start a contemporary art collection. It is still a terra
incognita. In our country, art is approached mainly as decoration or a souvenir. Neither
of the approaches help the development of research or discourse about Azerbaijan’s
contemporary art. | believe that contemporary art is the best cultural diplomacy tool.

AS: As a curator | confirm that it is much easier in a way to exhibit a living artist.
SKK: Yes! With many | develop strong link and trust-based relations.

AS: And buying living artists eliminate frauds and fakes!

SKK: Exactly! | would never buy Sattar Bahlulzade for that reason, too risky.

AS: But you have Maral. Maral Rahmanzadeh has influenced your collector choices
a lot. Why so?

SKK: It was more like a souvenir gift. Naturally curious, | started reading about her, this
ignited curiosity and interest in my culture and reconnection with my roots that | have
started to lose by choosing to move out from the country. At the end, Azerbaijan is in
my heart and | have created a sanctuary of it with the help of the art | collect. | love
my country at the distance and | feel my values might be different from the majority.

*Khamsa is a compilation of five long narrative poems dedicated to various rulers and considered a seminal
work of Islamic literature.

Early Azerbaijan embroideries is an academic term to describe the unique group of rare embroideries
attributed mainly to 16th—18th centuries. Majority are stored in the world’s main museums and private
collections.
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AS: Art as a therapy?

SKK: In a way. Obviously, my husband and | would like to compare ourselves to the
Ganz® couple as we have started the same way with very limited resources buying an
artwork worth of a monthly salary. At the beginning there were opportunity costs and
constrains, now—it is a discipline and passion. Collecting is like a race: we want to be
the first to discover a talent. (Unjfortunately, we do not have much competition to fight
over the artworks.

AS: Who was spotted by your radar?

SKK: | am often in Paris to hunt Niyaz Najafov’s flowers that he places in public
spaces and to visit his studio in Montreuil. Before | was considering his flowers series
too decorative until | have seen them live. It is important to meet artists to feel their
vibe and connection. With Niyaz it clicked: his generosity is what | admire the most,
apart from his talent. He is democratizing art: the same painting available in a gallery,
if one is lucky, can be purchased from the artist during his street performances for
a symbolic fee or just taken off the wall.

Orkhan Huseynov has won my heart with his Global Warming and Dear Beloved
videos. He has influenced many younger artists to follow his steps.

“Far away, so close” is what | call Farhad Farzali’s and Tora Aghabayova’s practice.
They have never met, but their artworks complement each other so well that | think of
a double show!

One of the most recent discoveries were works by Zarnishan Yusif and Leyla Aliyeva.
Zarnishan is here in Venice, but her work at the pavilion is not illustrative of her
practice. Leyla’s story is different. One day | forced myself to dissociate her art from
her public profile and this was when her art started to speak to me on a very personal
level. Aidan Salakhova managed to grow out of her father's shadow to become
an artist of her own. This succession is continued with Kaikhan Salakhov who is able
to develop his own style at a very young age.

AS: As far as | know, you mainly collect women artists, why?

SWith limited resources the Ganz couple have assembled one of the most important collections of the 20th
century art that included works by Pablo Picasso (including the infamous 1932 Le Réve), Jasper Johns, Robert
Rauschenberg, Frank Stella, Eva Hesse, Mel Bochner among the others.

SKK: | get this question very often. If my collection consisted only from art made
by male artists, no one would question that. | prefer to support women because it
takes double the courage and talent to be a good artist. In many parts of the world
a woman is perceived firstly as a life companion and mother. Her interests and desires
are usually overlooked.

AS: Prior meeting you, | had an unsuccessful due diligence on you. Your life remains
very private. Why have you decided to speak up and show your collection?

SKK: | do not have an account in social medias nor do | like glam events where people
go to snap pictures with celebrities and politicians. But one thing | would like to be
more outspoken now is my art collection of contemporary art from Azerbaijan. | think
it is important with my example to motivate others.

AS: What are the obstacles for Azerbaijani art to be noticed abroad?

SKK: Artists without exhibitions in their CV. Visa rejection letters and very expensive
flights to go anywhere from Baku. No international grants or government subsidies
to sponsor art education. Artists struggling to get funds for their projects. Art
history ending with Picasso in art schools. Lack of professionalism and unity. No
communication and exchange of information. No tax incentives for businesses to
support art and culture. Bad taste. Shall | continue?

%%k

| knew all of these and | could have added more to the list, but | wanted to end our
conversation on a positive note, especially since there was a glimpse of hope that
we are on the right path to change status quo and make our little art revolution. At
the end of our encounter, we ended up chatting about her family, husband and that
her name means ‘loyal’, she shortened her Azerbaijani surname so it sounds like the
word ‘dream’ and by taking a second surname of her Turkish husband, she became
‘A Doubtful Dream’.

AS: Thank you for the meeting and conversation. | will call your inaugural exhibition
Off the Velvet Chest.

*%kk

| walked out to breath fresh spring air. | caught myself on a thought that | have been
in Venice for several days, but avoided to walk on S. Marco square. Caffé Florian’s
orchestra welcomed my arrival with Nessun Dorma aria. By the time | crossed the
square and reached Palazzo Ducale | was repeating All’alba vincerd as my new
mantra. The clock announced the arrival of new day, May 9.

Today the story of the century unfolds.
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baky Ha pyoexe XIX—XX cronetui: He(hTb,
3THOKYNbLTYPHbIN Kanenaockon, gunaHtTponuns

HedTaHom 6ym BUXpPEM BOPBASICA B XKM3Hb APEBHEN bakMHCKOW KpenocTh B 1872
rogy, NPeodpasnB ee B KPYMHENLLUIA MHOYCTPUAbHBIN, & 3aTEM W KY/IbTYPHbIN LIEHTP
peroHa. KonoccasnbHbiM gemMorpaduyecknin poct baky n, kak crneacTeuve, ero aT-
HOKYJIbTYPHOE MHOroobpasme CTaiv NPUHMHON 3apOXAEHVA 1N PA3BUTUSA TPAANLNIA
©61aroTBOPUTENBHOCTU U MELIEHATCTBA, OXBATMBLLMX CaMble pas/inydHble CPEPBI KIN3-
HW MEeCTHOro obLLEeCTBA.

BhdhekT NepBoro HePTAHOrO Byma Obin MOO0OEH MKMNHY, BbIMYLLEHHOMY 13 OYThIIKN:
[obbl4a HeTU B BaKNMHCKMX OKPECTHOCTAX BO3pocia B 60 pas B nepsble e 10 ner,
a kK 1901 rogy baky npownassoann 6e3 manoro 51% mMm1poBor Oo6bIHM HeDTU U 0be-
cnevmBast 96% POCCUMCKOro NPON3BOACTBA «4ePHOro 30/10Ta». HeTpyaHo aoranatb-
CH 0 TOM, KakOe BO3OeNCTBME 3TO UMENO Ha Aemorpaduo ropoga. Hacenernne baky,
cocTtaBngBllee B 1872 roay nopsgka 14,5 Teicaum venosek, nepesasmio 3a 140
Tbicay K 1901 rogy n gocturno 215 teicay B 1913 rogy.

BypHbIM POCT HaceneHns OTPasuaCa Ha ero STHMYECKOM MHOroobpasumn. B kaHyH
[epBOW MMPOBOW BOWMHBLI HX OOHA U3 STHUYECKMX ODLIMH ropoda He npeBblluana
36% HaceneHus. Hapsgy C KOpeHHbIM a3epbanopKaHCKMM HaceNneHeM BeCbMa 3Ha-
ynTenbHOM obwmHOM baky bbina pycckasa obwmHa. Ha aBe a1 Beayume OOLMHbI
npuxoannock nopsigka 70% HaceneHws. 3a HMK CrieaoBaia BECbMa MPOLBETaroLLAas
apMAHCKas 06LLMHA. HeTBEPTYHO MO YNCIEHHOCTM STHUHECKYHO 06LLIMHY Baky cocTas-
NSANM eBPOMNENCKME EBPEN, 3a KOTOPBLIMU CNEAOBaN MOY3UHbI, TaTapbl, HEMLbI, MONAKM,
CKaHOVHaBbl, NIe3rViHbl, MPEKN, OCETVHbI.

[MpuMeyaTensHO 1 TO, YTO OaKe HE OYEHb KPYMHbIE B YACSIEHHOM OTHOLLEHUM STHUYE-
CKMe 0BLLMHbI Baky 3a4acTyto nrpan 3Ha4YnTENbHYHO PO/b B ODLLECTBEHHOM U KYLTYP-
HOW >XM3HK ropoda. Tak, eBpenckas 0bLLmHa 06ecnevmBaia 3Ha4YUTENbHYO YacTb MPaK-
TUKYIOLLMX BpaYel 1 afBoKaToB, HEMLIbI M CKaHMHAaBbl AOMVHUPOBAIN B TEXHUYECKON
cdhepe, NoAsSKM NOJAPWAM ropPOoay KOropTYy 3aMedaTesibHbIX apXUTEKTOPOB U MPaK-
JAHCKUX NHXXEHEPOB, a 13 TaTap BbilNa Uenas rniesaa XXeHLWMH-NPOCBETUTENBHMLL.

BaxkHbIM nokagaTeniem akTMBHOCTM 3TVX OOLLIH OblLI TPaaULIM (OUNAHTPOMNMK, Bbipa-
>KaBLUMECS, B YACTHOCTW, B MHOMOUYMUCIIEHHbBIX STHUYECKIX U KOH(DECCUOHaTbHBIX 61a-
rOTBOPUTEbHBIX OOLLIECTBAX. Tak, Hapsaay C azepbanmKaHCKMM MPOCBETUTENBCKIMM
obLuecTBamMn «<Humkar», «Helwp-Maapudy», «Cada», MycynbMaHCKM 61aroTBOpUTeSb-
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HbiM 0BLLEecTBOM Baky, BaknHCKM gamMCKM MyCySIbMaHCKUM 6/1aroTBOpPUTESIbHbIM
0oBLEeCTBOM, OyXOBHbIM 00LlecTBOM «CaafeT» B ropofe MyHKUMOHMpOoBan bakunH-
CKOE eBpelcKoe 00LLEeCTBO, baknHckoe eBpenickoe braroTBopuTesibHoe 0BLLECTBO,
OBLEeCTBO ANs pacnpOCTPaHeHVs1 MPOCBELLEHVS Cpeay MPY3MHCKMX eBpeeB baky,
oTaeneHne Tudamcckoro obLLECTBa PaCNpPOCTPAHEHNA FPAMOTHOCTU CPeam rpy3uH,
["peveckoe 61aroTBOPUTENBHOE OBLLIECTBO, YKPaMHCKOE 0BLLECTBO «[1poCBiTa» MMEHM
T. I'. LLleB4eHKO, BakMHCKOE PUMCKO-KaTONMYECKOE B1aroTBOpUTESIbHOE OBLLECTBO,
00LWEecTBO «[MONbCKUM OOM», LIepKOBHbIM COBET EBaHIeNNYECKO-TFOTEPAHCKOro Mpw-
xona baky, EBaHrennuecko-noTepaHckoe gamckoe 61aroTBopuTeNIbHOEe 0OOLIECTBO,
HemeLkoe 06LLecTBO 06pa3oBaHns 1 faxxKe BECbMa OpuUrHanbHoe EBaHrenmnyeckoe
0BOLLECTBO NMoneYeHnst 0 AeBKLAX, B yCTaBe KOTOPOro, B YaCTHOCTU, rOBOPUIOCH: «O6-
LECTBO UMEET LIENBIO MPEAOXPaHSAThL AEBWL, EBAHMENNYECKOrO BEPOVCNOBEAAHNS OT
BPEAHbIX BO3OENCTBIIN OKPY>KAOLLIEN Cpedpl 1 COOENCTBOBATL VX PEIIMO3HO-HPaB-
CTBEHHOMY Pa3BUTUIO».

He MeHee MHTepeCHbIMU NPEeaCTaBIAOTCS O/1aroTBOPUTENbHbIE OPraHM3aLN Mea-
LIMHCKOW 1 MPOCBETUTENIbCKOW HANPaBMIEHHOCTU, Kak, HanpuMep, baknHcknm otaen
KaBka3ckoro obuiectBa 60pbbbl ¢ TyOEpKy1e30M, 61aroTBOPUTESbHbIE OBLLIECTBA
«[leTckas 6oMbHNLA», «Acnn», «[py3bsd AeTCTBa 1 KoHOoLlecTBa», OBLIECTBO 60OPLObI
C OETCKOW CMEPTHOCTHLO, OBLLECTBO 3aLUThl XEHLLMH, OBLLECTBO BCMOMOLLECTBOBA-
HUS yHaLLMMCS BaKMHCKMX FOPOACKNX KOS, Bo rnaBe 60/bLUMHCTBA 3TUX OOLIECTB
Hapsaay C BUOHbIMU OBLLECTBEHHBIMU AEATENSAMY 1 MPOCBETUTENSIMU CTOAIMN NPEa-
CTaBUTENN OEN0BOM SNNTbl AOPEBONMOLUMOHHOIO baky, He(DTaHbIE MarHaTbl 1, YTO He
MEHee BaXKHO, UX Cynpyru. MepcoHanmm BaknHCKMX HEPTAHbIX KOPOSEN 1N NX My3
3aCy>KMBatOT 0COBOro BHUMaHNS.

Fapxu 3enHanadgnH n CoHa Taruesbl: nepBast WKOAA AN A€BOYEK-MYCY/IbMaHOK

Cynpy>xeckas veta TarneBbIX CTOUT OCOBHSKOM CPEa 3/MTHBIX CEMENCTB AOPEBOHO-
UMOHHOro baky no uenomy pagy npuyvH. amkm 3enHanadbamH Tarves (1838—-1924),
Kak 1 MHOTME N3 MECTHbIX BaAKMHCKNX HEDTEMNPOMBILLIEHHUKOB, NPONCXOaua 13
6egHon cembm balimadHrka bakuHekon Kpenoctn. OTOoaHHbIM B OETCKME rodbl NoAa-
MaCTepbEM KaMEHOTECY, OH BCKOPE OCBaMBAET PEMECIIO PE3YMKa MO KaMHLO, 3aTeM
CTaHOBUTCS MOAPSAYMKOM U NLLb B 3PESIOM BO3pacTe NpodyeT ceds Ha COBEPLLIEHHO
HOBOM MOMPULLE HEPTENPOMBILLIEHHMKA.

YNopcTBO, NOCNEO0BATENBHOCTL N HE B MOCEOHION O4epenb OCTOPOXKHOCTb U OCMO-
TPUTENBHOCTL MPYBOAAT K TOMY, YTO [amxn 3enHaniabamH Tarmes CTaHOBUTCS OOHUM
3 MMOHEPOB NHAOYCTPUANbHOM 006bIHN HedbTH B Baky. imeHHo ero . V. Menpenees
B cTaTbe «HedTb 1 TEXHMKa» Ha3bIBAET «BECbMa BaXKHbIM MECTHbIM ABUraTesnemM b6a-
KNHCKOIrO He(DTSIHOro gena». YcnewHas npeanpuHUMaTenbCckas U HE MEHEE dpKas
0OLLECTBEHHAs AesaTeNlbHOCTb Tarvesa NpUHOCAT eMy TUTYA [JencTBUTEeIbHOMO cTaT-

CKOIO COBETHMKA, COOTBETCTBOBABLUMIM 3BAHUIO FreHepas-Mamnopa, 38aHne NoTOMCTBEH-
HOMO MOYETHOrO rpakaaHHa baky, MHOXECTBO OpYyrvx Harpag v peranuin. Emy 6bin
Jaxke NocBsLLeH MapLl komnoautopa KHenaomHa «[ eHepan Tarnes», OgHako OJHOro
B3rs0a Ha TarMeBCKYHO MOAMMChb JOCTATOYHO, YTOObI MOHATL, YTO reHepan Tarves
«HE pa3XxeBas Aaxxe a3dbyku COSb».

TeMm He MeHee 3TOT He MOSTYYMBLLMM HUKAKOrO 0Opa30oBaHNs YeI0BeK, OCTaBaBLLMINCS
PEBHOCTHbLIM MYCY/IbBMaHUHOM-LLMUTOM B ObITy, 06pase XXU3HU 1 Jaxe MaHepe oae-
BaTbCs, OCHOBAS MEPBYIO Ha KaBkase CBETCKYHO LLKOJY 4719 AEBOYEK-MYCY/IbMaHOK!
Mouyemy? [Ja NoTOMy, YTO MMEHHO B 0Opa3oBaHHOM MaTepu Tarnes Buaen dyayliee
06pa3oBaHHOM CEMbM, COLMYMa, HaLWW. Tak, B ero MMCbME MOneYmnTento KaBkasckoro

y4ebHoro okpyra Kupunny lNetposudy AHOBCKOMY Yntaem: «OnnoToM 1 LMTagensto. ..

MHMO PEIMIMMO3HBIX HPABOB 1 0ObIYAEB ABNAETCA 3aMKHYTOCTb MYCYJIbMaHCKOW »KeH-
LLIHbBI M HECO3HAHME EK0 CBOMX YeI0BEYECKIX NpaB». [10CpeacTBOM LLKOSIbHOrO obpa-
30BaHus [, 3. Tarves nbiTasics NPUBECTU MYCY/TbMaHCKYHO XKEHLLIMHY «K CO3HAHWIO CBO-
NX HEOTBEM/TIEMbIX YESIOBEYECKMX MpaB. ITy Lesb UMEHHO 1 NpecrienyeT OTKpbiBaeMast
MHOIO LLIKOa, KOTOPOW NPEACTOUT 30ECh BbINOSHUTE BbICOKYHO KY/IbTYPHYIO 3aaa4y>».

[NpumedaTensHaa getanb: NMCbMO [amkn 3enHanabayHa Tarnesa rnaBe CUCTEMbI
obpasoBaHna Ha KaBkase gatupyeTtcs 24 anpens 1896 roga. Takvum 06pa3om, naoes
«HEOTBEMIIEMbIX YETOBEYECKMX MPaB» MPUMEHUTENBHO K MYCYIbMaHCKOW XXEHLLMHE
03ByYeHa 3a gobpbIx 52 roga oo NpuHATUS BeceobLuen geknapaumm npas YenoBeka
B NUCbME, CKOPEee BCEero HaauKTOBaHHOM HerpamMoTHbIM asepbanopKkaHCKUM npepn-
npUHUMaTeNeM 1 MeLieHaToM!

OOHaKO KTO MO CTOATb 3a TEKCTOM MCbMA CO CTOJIb HEOOLIYHBIM MEHAEPHbLIM aK-
LeHTOM? [0 MPOLLECTBUN CTOMBKMX JIET 06 3TOM MOXXHO CTPOUTL A0radku, HO ECTb
MHopMaLma K pasmbllneHnto: B 1896 rogy . 3. Tarnes »eHWcs BTOpbIM OpakoMm
Ha J04YepU POCCUMCKOro reHepasa asepbanmxkaHCKoro nponcxoxxaeHnsa b. ApabnnH-
ckoro CoHe ApabnnHekon (1881-1938). IIMeHHO B rof, bpakocodeTaHns y Tarnesa,
obpeTLIero 0b6pas3oBaHHyYHO XeHy, BOSHUKAET UAes 0aTb 06pa30BaHHyO MaTb CBOEMY
Hapody, uaes, NOSIHOCTLIO MOAAEPXKaHHAs ero Cynpyron 1 peannmsoBaHHas npu ee
NPSMOM y4acTUM.

OpHako 1896 ropg 6bin He TO/IbKO rOAOM BpakoCcoYeTaHnsa Tarnesblx, HO 1 FOOOM
KOpOHaLMK nocneaHen Y4etbl POCCUNCKNX MMNepaTopoB. V1 aTuM coBnaggeHMemM He
NPEeM1HY.1 BOCNOIb30BaTLCS MMOKMM gunnomat Tarmes. Ero nucbmo Ha umva K. T1. S9HoB-
CKOIrO HaYMHAETCH CreayoLLMMM CoBaMm: «[BMKMMbIA YyBCTBaMU ryboqanLLen
BEPHOMOAAAHHNYECKOW NPeaaHHOCTM K ["ocyaapto ViMnepaTtopy, 9 nopeLuns, Kak 3To
BCerga genann, OenaroT U OOS/KHbI AenaTb MCTUHHO PYCCKME MOAM, OYyLLOW 1N TENOM
oboxaroLLe CBOero BO3/K0OMEHHOrO MOHapXa, O3HaMEHOBATL Ae/IOM 61aroTBOpPU-
TEIbHOCTW NPEACTOSLLEE CBSALLEHHOE KOPOHOBaHMe VX Vimnepatopckux Bennyects
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VMEHHO ydpexxaeHnem B Baky pycCcko-MyCyTbMaHCKOW XXEHCKOW LLKOSIbl HA MO CHET
1N cpedcTBa. A XKePTBYO Ha MOCTPOWKY 30aHWUS LUKOSbI C HEOBXOOUMbIMU NPU HEW
cny>6amu 1 06CTaHOBKOW 25 Thicay pybnen 1 ocobo 125 Teicad pybnen B kanutas,
MPOLIEHTbI C KOTOPOO B 5 ThiCsY pybien A0/mMKHbI 06ECMEYUTL CYLLIECTBOBAHWE LLKOSIbI;
NpUHEM JbLLy Cebs HaOEeXX a0, YTO Haa/iexallee Ha4albCTBO HEe OCTaBUT UCMPOCUTb
B OOJ/PKHOM nopsiake BecemmunocTtmeenwero Beicovaniero Con3soieHnst Ha Npuceo-
eHVe aToN LWKoe nmeHn ocygapbiHn imnepatpuupl Anekcangpbl PeqopoBHbI».

Hy KTO >xe MOor OTBETUTb OTpULATESIbHO Ha CTOJIb TOHKOE NocnaHne?! B pesynstare
LLIKOMa MOJyYMT O0BOJSIbHO OpUrMHaUIbHOE HasBaHve — «Ee imMnepaTopckoro Benmye-
ctBa [locynapbiHv ViIMnepatpuLsl AnekcaHapsl DefopoBHbI XKEHCKOE MyCySIbMaHCKOe
yurnmie B Baky», 00HaKo NMpoekT Tarvesbix 6bl1 0A0OPeH Ha CaMOM BbICOKOM YPOBHE.

Kyga 60nblumvx ycunmin TarneBy CTOMAO NPEOAONETb CONPOTUBNIEHNE MECTHOIO My-
CYJ/IbMAHCKOrO [yXOBEHCTBA, YCMaTpVBAaBLLErO B LLKONE YrPO3y «BEKOBbIM YCTOAM
HPaBCTBEHHOCTW». He nony4mBLLMiA 06pa3oBaHua Tarmes NpekpacHO NOHWUMAa, YTO
NOEs XKEHCKOW LLIKO/bl COBEPLLEHHO HE MPOTUBOPEYNT NOCTY/1aTaM 1cnama, O Yem
MOXHO CyauTb MO €ro NMCbMy MOMOLLHVKY HamecTHuka KaBkaza H. CyntaH Kpbim
[vpeto: <4 Bcerga ayman 1 Tenepb TBEPAO OCTaKOCh MPY CBOEM HEUSMEHHOM Yoexxae-
HWUW, 4TO TOJIbKO 0BPa30BaHHbIE N CEPbESHO MPOCBELLEHHbIE MaTEPU-MYCYIbMaHKN
Hallero Kpasa cracyT Hallvx MyCy/SibMaH OT Hedyra HEBEXKECTBA M OTCTa/IOCTU. 3TO
BMOJIHE COrIacyeTcs C CTUHHBIM OyXOM Uc/iama 1 ero Benmkoro Yuntens».

BenvkonenHoe 3aaHne TarmeBCKOM »XEHCKOW LWKONbI (HbIHE PyKOMUCHbIN hoHL,
HaunoHaneHoM akagemnn Hayk AsepbarigykaHa), 060LWI0Ch He B 25 ThbICAY, Kak nia-
HMPOBaIoCh NepBoHaYasibHO, a B 60 Thicay pybnen. OgHako aTo 0OCTOATEIbCTBO
Masio CMyLLIaI0 OCHOBATENS LUKOJbl, KOTOPLIN B OOHOM M3 MUCEM MPU3HaBacs:
«yCTpanBaTh LLKOJTy B MUHWATIOPHOM BMUAE S HE HAMEpPEH. .. bor MmnocTue, NnLub Bbl
OOCTUrHYTb LEAW...» 30aH1e LLKOSbI Obl/10 CPOEKTNPOBAHO B OPUEHTATBHOM CTUNE
TanaHTAMBENLLMM BakMHCKM 30a4M Vocndom BukeHTbeBmnyeM [TocnaBcknm, npu
YKN3HW Ha3BaHHbIM «KaBKa3CKMM PacTpennv». 3a xogom padoT, B YaCTHOCTY Onu-
rpaHHOW OTAENKOM hacaga A0OPOTHLIM MECTHbIM KaMHeM, cneaun cam [, 3. Tarues,
B MPOLLIOM OMbITHbIN NOAPSOHMK.

LleHon TuTaHmn4yeckux yeunnin 7 oktaopst 1901 roga 6bina oTkpbiTa nepsas B Poccuin-
CKOM UMMEepUM CBETCKas LLKOa 41 [EeBOYEK-MYCYIbMaHOK. 13 58 nepBbIx ydeHuL,
3aBefieHMs 35 6blM NPUHATLI BecniaTtHO. Kak ydeHuLpl, Tak 1 NpenogaBaTesibHULbI
OblIV UCKITIOYNTESIBHO MYCYIBMaHCKOIO MPOUCXOXOEHWS, KaK TOro Tpebosas ycTaB
3aBegeHVs. B To BpeMs Kak nogaBisitoLee O0MbLUMHCTBO YYEHWL, COCTaBNSA I a3ep-
GanmKaHK1, npemmyLLectBeHHo 13 Ly n Tudnmca, sHauntenbHas 4acTb nega-
rOrM4YECKOro CoCTaBa NMPUXOAMIACh Ha TaTapOK U3 CaMbIX Pa3HbIX KOHLIOB MMMAEpUN,
Kak, HanpuMep, NMToBckasa Tatapka Mapbam xaHym CynbkeBuH.

OrpomMHyto posib B OpraHmsaumn y4ebHoro npolecca coirpana cynpyra Tarnesa CoHa
XaHyM. BbINyCKHMLA NPECTUXKHOM BAKMHCKOWM LLIKOSbI — 3aBeneHns CeATon HuHbI,
OHa NPUBHECA B 3TOT MPOEKT «HOY-Xxay». I 3TO BbI/10 TO, YErO Tak He XBaTasio ee Tak
1 HE NoayYvBLLEMY 0Bpa3oBaHns cynpyry. Mo BOCMOMUHAHUSM MHOMMX BbIMYCKHUL,
Cohbsa BnagummpoBHa NposiBisifia MaTEPUHCKYO 3ab0Ty O MaHCUOHEPKaXxX, MHOrMe
13 KOTOPbIX MECALAMM XXM BAaM OT goma.

[MpuMedaTenbHO U TO, YTO OCHOBY LLUKOJIbHOM (DOPMbI YHEHULL, TareEBCKOM LLKOSIbI
B NepPBble rofbl COCTABNA TPAAULIMOHHBIA HAPSAH BOCTOUYHOW XXEHLLMHBI — C NOKPbI-
TOWM ronoBon. B Takom e cTune ogesanuch npenogaBaTtesibHuLbl. 1 nnwb nocne
Toro, kak B 1907 rogy cynpyru Tarnebl onpeaendt ceounx godepen Jlenny n Capy
B CMOJMbHBIM MHCTUTYT BnaropodHbix AesuL, B [eTepbypre, yYeHnubl LKOAbI Tarn-
€BbIX CTaHYT HOCUTb MEPEAHNKI 1 NENEePUHKN, XapaKTepHble O/19 MMMHA3MCTOK TOro
BPEMEHN. AHANOMMYHBIM 00PA30OM U3MEHUTCS 1 «OPECC-KOO» NpenogaBaTeNbHULL.
3a 6e3 manoro 17 neT CBOEro CyLIECTBOBaHUS ANEKCaHOPUHCKOE MYCYIbMaHCKOe
YKEHCKOE YUMIULLIE BbINYCTUIO U3 CBOVX CTEH COTHI 0BPa30oBaHHbIX a3epbaloyKaHCKMNX
JEBYLLEK, MHOIMe U3 KOTOPbIX CTa/ln SPKUMI Nepjaroramu, rnpocBeTUTETbHULAMU,
BOCMUTANM BblAOLLEECS MOTOMCTBO.

LLIkona TarreBbIx NpekpaTnT CBOE CYLLECTBOBAHWNE B PEIY/bTATE KPOBaBbIX MapTOB-
CKUX coBbITUM 1918 roga, y4nHeHHbIX B baky 60bLLIEBNUCTCKMM MPaBUTEIbCTBOM BO
rnaee co CtenaHom LLlaymaHom. OgHako B nepuog AzepbanopxaHcKon Pecrnybamkn,
¢ nexkabpa 1918 no anpenb 1920 roga B 3gaHnn LLKOSbI ByaeT 3acenats [lapnameHT
nepBOW B MyCYJIbMAHCKOM MUPE CBETCKOM Pecrnybnunki, KOTOPbIA, COBHO Creays
TarveBCKNM TpaauLMEaM, NPeqoCcTaBUT N3bnpaTenbHOE NMPaBo MyCY/IbBMaHCKUM »KEH-
LyHam 3a napy net o Konrpecca CLUA.

He MeHee nHTepecHbIM 61aroTBOPUTESIbHBIM HauMHaHMEM Tarnesa bl 1 MepBbIi B
cBoeM pofe B baky Teatp (HblHe A3epbanopKaHCKNA rocyaapCTBEHHbIN My3blKaslbHbI
TeaTp), rae B 1891 rogy BoceMHaguaTtUNeTHUM toHoLlen BbicTynan ®enop ViBaHo-
B4 LLlananuH, Bnocneactesmm NobrBLLNK roBapurBaTh: «[1s XXU3HW 1 poamMncst Ha
Bonre, a ona mysbikn — Ha KaBkase». A B sHBape 1908 roga Ha cLeHe TareBcKoro
TeaTpa Oblla OCYLLECTBEHA NMOCTAHOBKA NEPBON HAa MYCY/IbMaHCKOM BOCTOKE Orie-
pbl — «Jlennm n MemKHyH», Fae B CUy TPAAULMOHHbBIX 3anpPETOB XXEHCKYKO MapTUIO
MCNONHAN NoapocToK. OaHaKO YeTbipbMS rogamMu No3xe, B anpene 1912 roga, Ha
cueHy TarmeBckoro TeaTpa BeIMOET NEPBad MyCyIbMaHCKas UCMOMHUTENBHULA — MAT-
HaguatuneTHas LLioBkeT Mamenosa, 4o4b TUANCCKOrO CanoXHUKa, KOTOPYHO Tarves,
CaM CbIH CanoXXHVKa, 0TnpaBus Ha y4eby B MunaH, crnenys COBETY CBOEWN Cynpyri.

DriHan cynpy»xeckom YeThbl TarmeBbiX B COBETCKOE BPeMs MpeacTaBuTb cede HeTpYO-
HO: Mamxn 3emHanadanH 6bi1 MOSTHOCTHIO 3KCMPONPUMPOBaH BMACTbIO, U UL €ro
KOJ1I0CCabHas NOMySPHOCTL B baky no3Bonimna eMy 1sbexxartb apecTa 1 penpeccui,
a MEHTa/IbHOCTb BEPYHOLLIErO YenoBeka («Bce B pyLie Annaxar») noMorna hunnocodcKu
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BOCMPUHATL Npoucxoasilee. OgHako nocne cMepTy Tarvesa ero Aaneko He cTapas
cynpyra 1 oetu 6yayT OykBasibHO BbIOPOLLIEHbI Ha YLy, rAe, COBCTBEHHO, 1 yMPET
o[Ha N3 HeKoraa camblxX SPKNX BaKNHCKX CBETCKMX OaM.

Mypty3a u JInza MyxTtapoBbl: KpacvBasi ICTOPUS NIOOBU

Hapsay ¢ TarnesbiMy Tpaamumm 61aroTBOPUTEIbHOCTU NOOAEPKMBAIMN U OpYrne
npeacTaBUTEN OeN0BOW S/IUTbl OOPEBOIIOLUMOHHOIO baky. MypTty3a MyxTapos
(1859-1920) 6b151 OOHUM N3 APKUX OesATenen CBoero Bpemenun. Boixogel, n3 6egHom
cembM 13 BakMHCKOro Npuropoda AMmpamkaH, OH Hadan paboTaTb TapTasbLLUMKOM
Ha HeTAHbIX NPOMbICIAaX B tOHble rodbl. [bITAVBbLIN 1 NIOOO3HATENBHBIN KOHOLLA HE
MOT™ OFPaHNYUTBCS MPUMNTUBHBIM PbITbEM KOMTOALIEB BPYYHYIO. LIenkuin ym, TexHuye-
CKas CMET/IMBOCTb M HapabOoTaHHbIM Ha MPOMbICAX OMbIT CAeNaoT OypPEeHNE rNaBHOM
cdhepon ero OeaTeNbHOCT.

OcHosaHHoe 1M B 1890 roay AkLmoHepHoe ooLLecTBO «MypTy3a MyxTtapos» K 1910
rogy pacnonarasao AByMsl KPYrmHbIMU 3aBOAaMM, Ha KOTOPbIX paboTano OKOJSIO MOJTy-
TOpPA ThICSAYM HYEMOBEK, U ABMANIOCH OOHVM 13 KPYMHENLLMX NPeanpusaTiii NOAPSAHOMO
BypeHns He ToNbKO B baky, HO 1 Ha BceM KaBkage. HeTpyaHO ooragartsest, YTO BCKOPE
MyxTapoB, Kak rOBOPUTCS, BbIpacTaeT U3 BakMHCKMX LTaHWLLEK. [eorpadms ero oes-
TENbHOCTM OXBaTbIBAET HEPTAHbIE MPOMbIC/IbI B [[PO3HOM, a YacTble Moe3axm 13 baky
B [P0O3HbIN 1 06paTHO Npoxoamnnv Yepes Bragunkaskas, roe MyxTapoB BCTPeYaeTCst Co
CBOeM ByayLen 61aroBepHON — OOHEPLD OTCTABHOIO MNOJIKOBHMKA LIAPCKOM apMnn
OCTEHMCKOrO MPOUCXOXAEHNS Xamby TyraHoBa toHoM J1n3on. OgHako NpeasioykeHne
MyxTapoBa 0 XXeHUTbOE AeMKaTHO OTKIIOHAETCS ABOPSHCKUM CEMENCTBOM TyraHo-
BbIX MO BECbMa MPO3anyYeCcKOM MPUYKHE: COCIOBHOE MPOUCXOXKAEHWE BAKVMHCKOro
HeTAHOro MarHaTa.

OTOT OTKas NPYBOAUT K AOBOSIbHO HEOObIMHOM peakumn MyxTaposa: BO Bnagykas-
Kase, Ha »XXMBOMNCHOM bepery Tepeka, BOSBOAMTCS BEIMHECTBEHHAA MEYETb, Bbl-
JepXxaHHast B CTUIE KaMPCKX MEYETEN MaMJTFOKCKOrO neproaa. Kak pacckasbiBana
BMOCAEOCTBMM NNEMsHHMLA cynpyri MyxTapoBa Xaausa xaHyMm TyraHoBa, Hekorga
N3BECTHbIN Bpay-rMHEKONOr B Baky, aTa MeYeTb 3aTEM TOPXKECTBEHHO MPENOAHOCUTCS
BaKNHCKM MeLieHaTOM OBLLIECTBEHHOCTU ropoaa Bragykaskas B NLE ABOPSHCKOrO
cemencTBa TyraHoBbIX. [10Ce CTOMb NPOAYMaHHOIO Xxoaa 06 0TKase TakoMy CBarty,
Kak rocnogvH MyxTtapos 13 baky, He MOrfo BbITb U PeYM, OOQHAKO C 3TOr0 MOMEHTA
Kaxkgasi U3 CTOPOH MpoLecca CTaBUT BbICOKYHO MaHKy, KOTOPYK C AOCTOMHCTBOM
OepeT apyrast CTopoHa.

JInza xaHym MyxTaposa (1876-1957) nprnbbiBaeT B baky aTakown «HEPTAHON KOpOe-
BoW». OHa MOJIHOCTBIO COOTBETCTBOBA/IA CTATYCy J1I€AM, KOTOPLIN Bblf1 yrOTOBaH el
M3Ha4anbHO. AKTUBHAs ydacTHULA 61aroTBOpUTENBLHOO obLlecTsa «[leTckas 60/b-
H1Ua» 1 BaknHckoro oTaeneHus KaBkasckoro obLlecTtea 60peobl C TYOEpPKY1e30M,

oHa B 1914 rogy ocHoBana baknHCKOe gamCKoe MyCybMaHCKOE BnaroTBOpUTESb-
Hoe 06LLecTBO. OBLLECTBO pacnonarasiocb B BEMMKOENHOM ABOPLE, KOTOPbLIM Obl
noctpoeH MypTy3on MyxTapoBbiM B Jap CBOer OaroBepHON.

MyxTapoBckuin aBopel, B baky (HbiHe [Jom odumumanbHbIX NpreMoB 1 ABOPEL, bpa-
KOCOYETaHNS) UMEET yOMBUTEIbHOE CXOACTBO C BEPIIMHCKIM OCOOHAKOM, HEKoraa
pacrnonaraesLlUMMCA Mo agpecy PoseHTannepwtpacce, 54, ooHako pedb UOET He
O CJIENOM KOMMPOBaHU1, a 06 O4eHb YMESIOM UCMOIb30BaHNM aBTOPOM npoekTa Ko-
cnchbom Kacnepoudem MN10LWKO MOTUBOB €BPOMENCKON apXUTEKTYPbI, BENTMKOIENMHO
MCMNOJIHEHHbBIX MECTHOWM MOAPSAHON KOMMNaHMen bpaTbeB KacyMoBbIX 13 AOBPOTHOrO
DaKNHCKOIrO 3BECTHSKA.

He MeHee nHTepecHbIM BkiaaomM M. MyxTapoBa B apXUTEKTYPHbIM 06K MPeaMeCTui
baky cTasa nocTpoeHHas M MeYETL B ero POOHOM CenleHn AMrpagykaH. 42-MeTpo-
Bble MYHAPETLI MEYETU AOrOe BPEMS BbINN CaMbiMU BbICOKMMU B A3epbaniykaHe.

C pOCKOLIHbIM MyXTapOBCKMM ABOPLIOM CBSI3aH JOBOJIbHO NHTEPECHbI SM130[, Onui-
CaHHbI B BOCMIOMMHAHNSAX N3BECTHOrO negarora Mapbsam xaHym Banpamannbexkosom
(1898-1981). OkoH4UMB TarneBCKyH MEHCKYHO LLKOY B 1916 roay, 18-neTHsa Mapbsm,
npuexasLuas B baky 13 IOXXHOM MPOBUHLMKW, MeYTana NpogoknTb 06pasoBaHme
B MMMHa3u1 0OOHOW U3 CTOMNL, HO He pacrnonarana gng aToro cpeactesamMu. YNopHOM
OEBYLLIKE YAAETCS NOMYyYNTb ayaneHUmto Y JInsbl xaHyM MyxTaposon. OoHako okasas-
LIMCb B POCKOLLHOM ABOpPLE, toHasg Mapbam nodyBCTBOBaa Cebsl He B CBOEW Tapesike,
M NLLb OYEHb pacnofaratoLLmii, obasdTeNbHbIN 06pa3 MaIlEHbKOM XO3SMKM B0bLLOMO
4OMa NO3BON AEBYLLKE MO4YyBCTBOBaTbL Cebs KoMopTHO. OHa pacckasana Jnse
XaHyM O CBOUX MjaHax NnpoaomKnTb y4eby B Mockee nnm MNetepbypre.

VIx pa3roBop 6bl/1 NpepBaH BHE3AMHbLIM MNOSIBNIEHMEM XO35MHA OOMa, KOTOPbIN, BO3-
JaBasi JO/MKHOE O4aPOBaHNIO M 0BPa30BaHHOCTK OHOM MapbsMm, MOCOBETOBAUT el
peann3oBaTtb ceds Ha cemernHoM nonpule. «MypTyal» — pesko obopBasia ero cy-
npyra, a 3aTeM NocnenoBasa KopoTkas dpasa no-aHrMNCKK, nocne Yero Myxrtapos
MOCYLLHO YOANMACS U3 KOMHATbI, a AeByLLKA NoJlyymaa HOUHAHCOBYHO MOMOLLb, U NLLb
pesoouma 1917 roga He NO3BONMIA e 3aBEPLLUNTL OBpa30BaHMe.

PesynbtatoM peBOMOLMOHHBIX CMYT 1 MOTPSACEHWM CTAHET 3axBaTt baky KpacHom
Apminen B anpene 1920 roga. Ong MyxTapoBbix, Kak 1 ans 60MbLIMHCTBA COCTOS-
TeNbHbIX BAaKNHCKUX haMnnnii, 3T0 0OEPHETCA KONoccanbHOM Tparegmen: MypTyaa
MyxTapoB 3aCTPeNNCS Ha CTYNeHsIX CBOEr0 ABOPLA, KOMAA B HEMO BbeXas KOHHbIE
KpacHoapMelLibl. [10 0gHOM 13 BEPCUIA, OH BHaYae 3aCTPENNT HEMPOLLEHHbBIX FTOCTEN.
Ero cynpyry oxuaan Knaccuyeckun OynrakoBCKUiM 6er: ammrpaumst, a ToYHee aBakya-
ums ¢ Typeuxkmm aunaomaromM B Ctambyn. Nocnenyrollas BosiHa pyCCKoM sMurpaLin
BbIHECET e€ B [lapwk, roe oHa CKOHYas1aCb MPEeanoOIOKUTENBHO B cepeanHe 50-x
rOLOB MNPOLLUMOrO CTONIETUS.
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[MpuMeYaTensHO, YTO B BEMMKOENMHOM MyXTapOBCKOM ABOPLE BM1OTh A0 CEpeaVHbI
1930-x rogos pacnonarancs knyb (no nMMkeMaaumm 6e3rpaMOTHOCTY) A9 MyCYJ/IbMaH-
CKUX XKEHLLIMH, 30eCb n3aaBancs xypHan «KeHLlmHa Boctoka», B 1924 rogy ABOpeL,
nocetnna Knapa LIeTKMH, BOCTOPXKEHHO OTO3BaBLLAsCH O kiybe B ovepke «KaBkas
B oOrHe». B nocnenywolime OecatuneTs OBOPEL, UCMOMb30BasiCs Kak KapThHHAs
ranepes 1 3arc, U3BECTHbIN MOKOEHNAM BAKMHLIEB HE MHAaYe KaK «[1BOpEL, cHaCTbs».
Takum 06pas3om, Ayx OOMbLLOM U KpacuBoW NoOBM NepBOHaYasIbHbIX BNagebLEeB
OBOpLA NPOO0/MKAET XKUTb 30ECH N CErOOHS.

3a KaXabIM APKUM MY)XXYNHOIW — ApKas XEeHLLMHA

Tpaonumn 61aroTBOPUTENIBHOCTY U MELIEHATCTBA JOPEBOMOLMOHHOIO baky MoryT 6bITb
NPOOO/MKEHDI LIESTOV ranepeen cemen A0PEBOSIOLUMOHHBIX HEDTAHBIX 1 HOYCTPWA Ib-
HbIX MarHaToOB. BONBLUMHCTBO N3 HUX MOAHSAIOCH N3 HU30B, HEKOTOPbIE MPONCXOaNN
13 ABOPSHCKMX haMunui, pasborates Ha HedhTAHbIX 3anacax, 0OHAPY>KEHHbIX Ha X
haMnIIbHbIX YroabsX. Tak Un Hade, 3T 1toau, OBPeTs 3HaUUTENbHbIE (DMHAHCOBLIE
BO3MOXXHOCTW, MbITA/IMCb U3MEHUTb CBOM COLIMYM, VX YCUMNAMK OblfT CO30aH apXu-
TEKTYPHbI 00K BaKy, CHUCKaBLUMK eMy CllaBy 3TaKoro «KaBKa3CKoro Ilapukar», Ha
CpeacTBa aTUX 3a4acTyro HEMPAMOTHbIX My>XXel Oblnia 0By4deHa Lienas Koropta apKyx
npeacTaBuUTenen azepdanoykaHCKon NHTeNMreHummn. OOHaKo, Kak CBUOETEeNbCTBYET
NCTOPUS, 32 KaXKObIM APKMM MY>KUMHON CTOUT HE MEHEE SPKast U NHTEPECHAS XKEHLLMHA.
CembM Tarresbix 1 MyxTapoBbIX — HarasgHOe TOMY NOATBEPXKAEHNE.
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OTKPbITNE NEPBOV HA MYCYJ/IbMaHCKOM BOCTOKE »KEHCKOW LLKOMbI Tarnesblx, okTaopb 1901 roga
The opening of the first female school in the Muslim East, October 1901

>KeHckas wkona Tarvesbix. Bo Bpemst ypoka
Female school of Taghiyevs. In class

CoHa Tarvesa (1881-1938) Mamkn 3enHanabguH Tarves (1838-1924)
Sona Taghiyeva (1881-1938) Hayjji Zeynalabdin Taghiyev (1838-1924)

Baky

3naHne WKOoSbl, MOCTPOEHHOW TarnesbiM (HblHe PYKOMMUCHBIM thoHz, HaumoHanbHoM
akagemMunn Hayk AsepbaiioykaHa)

School built by Taghiyevs (nowadays, the Institute of Manusctipts of the National
Academy of Sciences of Azerbaijan)
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Old Baku’s Portrait in Oil: Charity,
Diversity, Charisma
BY FUAD AKHUNDOV

Baku’s first Oil Boom had a truly explosive impact on the mediaeval Baku Citadel with
estimated 2000 years of urban history by 1872 but merely 14.5 thousand residents.
This was the year when the Russian Imperial authorities began issuing concessions
for production of crude in the place that had been known for oil deposits from times
immemorial. With private enterprise involved, the oil output skyrocketed 60 times
within the next decade, and by 1901 Baku accounted for almost 51% of the global
supply and 96% of oil in Russia.

The impact of the oil rush was comparable to letting the Genie out of the bottle.
Baku’s population exceeded 140 thousand residents by 1903 and almost reached
214 thousand by 1914. Needless to say, such a rapid growth brought about
a tremendous ethnic and cultural diversity, shaping Baku for decades to come.
By the time of WWI, not a single ethnic community exceeded 36% of the city’s overall
population. The Azerbaijanis and the Russians were the two larger groups, almost
equal in size and making up almost 70% of Baku’s residents. The Armenians were
another large community. The Ashkenazim Jews were the fourth largest ethnic chunk
of Baku followed by the Germans, the Georgians, the Poles, the Tartars, the Greeks,
the Lezghins, the Ossetians, etc.

As a matter of fact, some of these smaller groups had a special place of their own in
the city fabric, e.g. the Jews were only 4.5% of the population but provided almost
40% of medical practitioners and over 30% of lawyers. While the Germans and
Nordic people were dominating in technical spheres, the Poles came up with a cohort
of outstanding architects and civil engineers, and the tatar ladies were the leading
educators of the Muslim girls.

Charity played a prominent role in social life of the various ethnic groups and
congregations of yester-year Baku. Along with the Azerbaijani benevolent associations
like Neshr Maarif, Safa, Nijat, the Baku Muslim Charitable Association, the Baku
Ladies Charitable Association, Saadet Spiritual Association and others, there was
the Baku Jewish Association, the Baku Jewish Charitable Association, the Society
for the Dissemination of Literacy among the Georgian Jews of Baku, Branch of the
Tiflis Association for the Dissemination of Literacy among the Georgians, the Greek
Charity Association, the Shevchenko Prosvyta Ukrainian Association, the Baku Roman
Catholic Charity Association, the Polish Home, the Church Board of the Lutheran
Evangelical Parish in Baku, the Lutheran Evangelical Ladies’ Charity Association, the
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German Society for Education, and a very extraordinary Evangelical Association in
Charge of Maidens. Its Charter read: “The Association pursues the goal to safeguard
maidens of evangelical confession from negative impacts of the environment and
promote their religious and moral development.”

Medical and educational charity associations were no less interesting. These included
The Baku Branch of the Caucasian Society to Combat Tuberculosis, the associations
styled The Children’s Hospital, Nursery, Friends of Childhood and Adolescence,
the Association to Combat Infantile Mortality, the Women Advocacy Group, the Society
to Support Students of Baku Municipal Schools. Most of these agencies were run by
recognized public figures, educators, industrial magnates and oil tycoons. The latter
ones were, in most cases, supported by their better halves. Profiles of some of these
oil barons and their spouses are indeed remarkable!

Haijji Zeynalabdin and Sona Taghiyevs: the First School for Muslim Girls

The Taghiyev couple stands out among the elite families of yester-year Baku for
a number of reasons. Hajji Zeynalabdin Taghiyev (1838-1924) was one of those local
oil barons who fought his way through. A son of a cobbler from Baku Citadel, he
began working hard in early childhood, starting out as an apprentice of a stonemason.
An accomplished stone dresser in his teens, he became a contractor in his 30’s to
only later try and venture into the brand-new business of oil production, already in
quite a mature age.

Perseverance and business acumen, augmented by caution and discretion, made
him one of the great pioneers in Baku’s oil industry. Dmitri Mendeleev, an outstanding
Russian chemist and industry promoter, mentioned Taghiyev as “a very important local
driving force of Baku'’s oil business.”

Successful entrepreneur and recognized public figure, Taghiyev was conferred
the rank of Real Councilor of the State, which equaled Major-General in the Imperial
Russian Table of Ranks. His popularity in Baku was so widespread that he became
a Hereditary Honorary Citizen, and there was even a stylized march dedicated to him,
called General Taghiyev. Meanwhile, a singe look at the General’s signature revealed
that Taghiyev was virtually illiterate...

Nonetheless, with no formal education whatsoever, a devout Shia Muslim in his
private life, it was him who established the first secular school for Muslim girls in
the Caucasus, if not the whole of the Russian Empire. How did that come about?
The reason was quite simple. An educated woman was viewed by Tahiyev as the
backbone of an educated family and, ultimately, the nation. His letter addressed to the
Head of the Caucasus Education Board Kirill Yanovski speaks for itself: “Seclusion of
a Muslim woman and lack of awareness of her human rights constitutes the stronghold

of the quasi religious rules and customs.” So the main objective of the girls’ school-to-
be was to convey the message of “inalienable human rights” to the Muslim women.
What makes the case even more notable is that the letter is dated by April 24, 1896,
which means that the concept of “inalienable human rights” as applies to Muslim
women is proclaimed a whole 52 years prior to the Universal Declaration of Human
Rights and in a letter signed by an illiterate Azerbaijani entrepreneur and philanthropist.
Yet, Taghiyev was quite aware of what he was signing.

That being said, who could be behind such message? So many years after, one
can only make informed assumptions based on the circumstances from Taghiyev’s
personal life. The matter is that in the same year of 1896 he got married to Sona
Arablinskaya (1881-1938), a daughter of a Russian General of Azerbaijani descent
from Derbend. It was Taghiyev’'s second marriage with a lady way younger than
himself, however, an educated wife could very well be the catalyst for the idea of
an educated mother that Taghiyev wanted to promote in his nation. Hence the
concept of a school for Muslim girls —fully supported by his spouse and implemented
with her most active input.

The year of 1896 was also the year of crowning of the last Russian Emperor Nicholas
Il and his wife Empress Alexandra. Taghiyev prudently benefited from this. His
letter to the Chief of the Caucasian Education Board starts with quite an eloquent
passage: “Driven by the utmost faithfulness to the Monarch, as all truly Russian
people dedicated to their Sovereign with both their body and soul must, should and
ought to do, | decided to celebrate the forthcoming sacred ceremony of crowning of
Their Imperial Majesties by an act of benevolence, i.e., the foundation of a Russian—
Muslim school for girls in Baku solely at my own expense. | do hereby donate 25
thousand rubles to the construction of the school facilities with all services and
amenities prescribed. Besides this, | make an investment of 125 thousand rubles with
an annual interest rate of 5 thousand rubles to cover the school’s maintenance. This
borne in mind, | do cherish the hope that relevant administrative agencies will request
the Highest Benevolent permission to grant this school the name of Her Majesty
Empress Alexandra Fyodorovna.”

Who could ever say “no” to such a passage? As a result, Taghiyev’s school got quite
a bizarre name —Her Majesty Sovereign Empress Alexandra Fyodorovna Muslim Girls’
School in Baku. Formal trappings aside, the project got the go-ahead on the highest level.

Overcoming vehement resistance of the local clergy was much more challenging for
Taghiyev. The main argument of the clerics boiled down to this: “Our mothers never
went to school, neither did our grandmothers. Why should our daughters do?” It took
Taghiyev a great deal of effort and expense to get the blessing of the top Shia clergy
(mostly in Iran) that the idea of a school for girls does not contradict the basic tenets
of Islam. In his letter to the assistant of the Caucasian Vice-Roy Taghiyev makes it
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even more clear: “| always believed and do stand strong today that only educated
and highly informed Muslim mothers of our region are capable of rescuing our fellow
Muslims from the ailment of ignorance and backwardness. This strong belief of mine
is in full compliance with the true spirit of Islam and its Great Prophet.”

Opulent premises of the girls’ school (nowadays the Manuscript Institute at the National
Academy of Sciences of Azerbaijan) ended up to cost 60 thousand rubles as opposed
to the original estimate of 25 thousand. Yet, for Taghiyev this was not a big deal at all,
since, as he admitted from the outset, he had no intent to make “a baby-size school.”
The school building in the Oriental style was designed by Joseph Goslavski, one of
Baku’s most popular architects nicknamed Rastrelli of the Caucasus. As a contractor
by previous occupation, Taghiyev supervised the construction, the elaborate stonework
of the fagade in particular.

Painstaking efforts resulted in the inauguration of the first school for Muslim girls in the
Russian Empire on October 7, 1901. Out of the 58-strong first enrollment, 35 boarding
students were admitted free of charge. Pursuant to the school’s Charter, both the
trainees and the trainers were exclusively of Muslim origin. While the student body
was mainly composed by Azerbaijani girls, mainly from Shusha and Tiflis, the Tartars
were dominating the faculty. Some of them, like Miriam Sulkevich, came from as far as
Lithuania. Russian was the medium of instruction.

Sona Taghiyeva was instrumental in setting up and running the school. A graduate of the
prestigious St. Nina Girls’ School in Baku she came up with the know-how for training
process, which was the missing part of the puzzle for her husband who had never
gone to school. Decades after, her motherly care and concern were always mentioned
in the memories of the school graduates, who had to spend months away from home.

A noteworthy detail is that the uniform style of both the boarders and the tutors during
the school’s first years was traditionally Oriental, i.e., a headscarf. It was only after
1907, when Taghiyev’s daughters Leyla and Sara were enrolled in the prestigious
Smolny Institute in St. Petersburg, that the school uniform changed from headscarves
to aprons, typical at other girls’ schools of the day. The dress-code for the faculty
changed accordingly. Over almost 17 years of its existence, the Alexandrian Muslim
Girls’ School trained hundreds of educated Azerbaijani ladies. Many of them became
educators, scholars and mothers of outstanding personalities.

The Taghiyev school ceased to exist in March 1918 after a horrible massacre committed
by the Bolshevik government of Stepan Shaumyan. During the first Republic of
Azerbaijan, however, the school building served as the Parliament of the first secular
republic in the Muslim world which granted suffrage to women 2 years earlier than the
U.S. This was a logical follow-up to the traditions of gender equality laid by the Taghiyevs
through their school for Muslim girls.

The first European Theatre in Baku, still operating as the Azerbaijan State Musical
Theatre, was another charitable accomplishment of Taghiyev. The stage of the Taghiyev
Theatre hosted 18-year-old Fyodor Shalyapin, an outstanding Russian opera singer,
who later admitted: “As a human being | was born on the banks of the Volga, whereas
as an artist | was born in the Caucasus.” In January 1908, the Taghiyev Theatre hosted
the first Muslim opera, Leyli and Majnun with the role of Leyli performed by a teenager
due to the persisting taboo for Muslim women to appear on stage. Nonetheless, in
April 1912, the first Muslim opera diva, a 15-year-old Shovket Mammadova appeared
on stage of the Taghiyev Theatre, stirring up the rage of local zealots. A daughter of
a cobbler in Thilisi, Shovket spent almost a year studying vocal art in Milan thanks to
financial support of Taghiyev, a son of a cobbler too, and with smart advise of his spouse.

A tragic end was inevitable for the Taghiyev couple under the Soviets. Upon Baku'’s
takeover by the Red Army troops, all Taghiyev’s property was expropriated. It was his
enormous popularity and non-resistance to the new power that helped him avoid arrest
or persecution. His mentality of a devout Muslim rooted in the postulate “everything is
in the God’s hands” was informing his philosophical attitude to the unfolding events.
However, after Taghiyev’s death in 1924, his wife and the rest of the family were virtually
thrown out to the street, so once one of Baku'’s first ladies, Sona Taghiyeva ended up
a beggar in the street, homeless, desperate and mad...

Murtuza and Lisa Mukhtarovs: a Romantic Love Story

Along with the Taghiyevs, charity traditions were supported by other oil baron families
of old Baku, like Murtuza and Lisa Mukhtarovs. Murtuza Mukhtarov (1859-1920) stands
out among other oil tycoons because he was not involved either in crude oil production
or refining and transportation. His element was drilling, and in this area he was a true
wizard. Born to a poor family in Baku’s suburb of Amirjan, Mukhtarov started working
as a bailer (oil digger) at the fields in his early youth. His wit, energy and perseverance
complemented by tons of hands-on experience in drilling enabled him to establish
a driling company in 1890 and make it a leading company in its class by 1910, operating
two large plants and employing almost 1500 people.

Mukhtarov soon felt that he had outgrown the market of Baku. His wish to expand the
geography of his operations leads him to Grozny, yet his shuttling trips there and forth
took him through the city of Vladikavkaz where he met his wife-to-be. Young Lisa was
a daughter of retired Russian Army colonel of Ossetian descent Hambi Tuganov. However
Mukhtarov’s marriage proposal was delicately rejected on grounds of his humble social
background. This precipitated a most extraordinary reaction. On the bank of the Terek
river, Mukhtarov erected a magnificent mosque which, as the story goes, was then
donated to the city of Vladikavkaz in the person of the Tuganov noble family. Needles to
say, after such a smart move no one could reject Mukhtarov. However, from this moment
onwards, each of the counterparties set an even higher bar which the other party then met.
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Lisa Mukhtarova (1876-1957) arrived in Baku as a true oil princess, and she proved
to be fully up for the new role. Actively involved in a number of local charitable
associations, like the Children’s Hospital and the Baku Branch of the Caucasian
Society to Combat Tuberculosis, she founded the Baku Muslim Ladies Benevolent
Association in a gorgeous palace specially built by her husband.

The Mukhtarov Palace in Baku (nowadays the Official Receptions Hall and Marriage
Office) has a breathtaking semblance with the palace once located at 54 Rosenthaler
Str in Berlin. However, in no way was this a mere copy-paste. It was rather a creative
interpretation of Gothic traditions by civil engineer Joseph Ploshko, meticulously
executed in fine local sandstone by the Kasumov Brothers Construction Company.
Another architectural legacy of Murtuza Mukhtarov is the beautiful mosque in his home
village of Amirjan with 42-meter-high minarets, second to none in the area for decades
to come.

An interesting story with the Mukhtarov Palace was described in the memories of
a famous mentor and educator Miriam Bayramalibeyova (1898-1881). As a graduate
of the Taghiyev girls’ school she was eager to continue her studies in Moscow or
St. Petersburg but lacked funds. Strenuous efforts won the persistent girl a meeting
with Lisa Mukhtarova. But stepping into the sumptuous palace Miriam was stunned
and oppressed by its exuberant luxury. Her worries were dispelled by a very warm and
hospitable Little Lady of the Big House. Miriam was sharing her dreams of education
with Lisa Mukhtarova when their lovely talk was interrupted by the appearance of
Murtuza Mukhtarov who advised the pretty 18-year-old lady with high school
education to try herself out in family life instead. A short but abrupt phrase by his
better half made the big man leave the room immediately, whereas Miriam got the
support she so much needed. Unfortunately, the Revolution of 1917 prevented her
from completing her studies.

Revolutionary violence and Baku’s ultimate takeover by the Red Army in 1920 turned
out to be a huge tragedy for the Mukhtarovs, as it was for other wealthy families.
Murtuza Mukhtarov committed suicide at his residence when communist army soldiers
entered his palace on horseback. According to one of the versions, he shot the
invaders first. His spouse was forced to flee Baku to Istanbul with a Turkish diplomat
and joined the Russian emigration community there. Reportedly, in the mid-1950s,
she ended up in Paris, living out her life in poverty and destitution. Notably, during the
Soviet era, the luxurious Mukhtarov palace was home to the Women Club teaching
basic literacy to hundreds of Azerbaijani girls and ladies until the mid-1930s. It was
the place where The Woman of the Orient magazine was published. In 1924, the Club
was attended by Clara Zetkin who raved about it in her essay Caucasus in Flame.
In later decades, the palace served as a gallery and the marriage registration office,
commonly known as The Palace of Happiness. Thus carrying on the spirit of love of
its original owners.

A Great Woman Behind Every Great Man

Traditions of philanthropy and charity in yester-year Baku may be traced back to
the whole gallery of recognized families of oil tycoons and industrial magnates. The
majority of them had to fight their way through, some of them were hereditary landlords
whose estates happened to be rich with oil. Amassing great fortunes one way or
another, these people tried their best to make a difference around them, they erected
the numerous mansions that won Baku its name of “the Paris of the Caucasus,”
these people, oftentimes illiterate themselves, were establishing schools and training
a new generation of Azerbaijani intellectuals. That being said, personal stories of the
oil magnates clearly indicate that there is a great woman behind each prominent man.
The Taghiyev and Mukhtarov couples are a clear indication of that.
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Kpynuubl UAEHTUYHOCTH

Yutatb 3TO CTUXOTBOPEHNE HEODXOANMO
non komnosmumo Lonely Dolphins A3nabl
MycTada-3age.

3T0 CTapT 1 3TO Ha4Yano —

[onyHO4HbIM NOE3n aBTOMAaTU3NPOBAaHHbIN, OE3 BOOUTENS,
OavH 13 Tex, B KOTOPbIN OHA CaaUTCst EXKEAHEBHO
Mo Nyt B cBOM OhKC, B 3aLLMLLIEHHOE MECTO
(MycTble CTeHbl, MPO3pPaYHble CTEHbI,
LLITamnoBaHHblE MPOU3BEOEHUS NCKYCCTBA).
[Npoesxasa cTaHumn,

KoTopble He ByayT ee dhrHaNbHbIM Ha3HAYEHNEM.
Ho pocTaeaTt Tyaa, rae BcxoaaT nobery,

B Konbibenb LWeMsLLEro YyBCTBa,

YyBCTBa Pa3MbITOM MAEHTNYHOCTH.

NEWNKN CANAEBA
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Monnap

[NepBas CTaHUMS — 3TO BCerga Hadano,
3axuraHne, NCKpbl, HaMaTbiBaH1e 1 NPoBy>KaeHMe.
AKBapesb XyOOXHWLbI,

CepenpHa XX Beka.

JlndHaga BCTpeYa C NpoLLbIM.

Mapan, Mapan, O, Mapan,

BeccTpallHo xpabpas

[Nepen rpO3HbIMM BOTHAMW U PEBYLLMM BETPOM,
Tbl NepBasi coBepLUMIA 3TO ONacHoe MyTeLecTBme,
3anevatnmna gyx «<HedTaHbIX KaMHeM» Ha MONOTHAaX,
YHacTb Oyl TeX HEPTAHUKOB

Tenepb Ha Yy>KOW CTeHe

B JloHgoHe.

Bectcheppu

Btopaga ctaHums.

[ToMHM O 3a30pe.

Tbl He Ha nnatgdopmMme,

Thbl Npoes»xaeLlb MUMO.

[Mokynawn, Nokynar, nokynam.
BocnomuHaHmnga 06 AnepoHe,
OnmpTytoLLme HEPTAHNKN, NbloLme HedThb,
TaHel Ma3yTa B BeHax,

TaHLytoLLEE BA3KOE TAHIO.

PyKn N3 KapMaHoB.

Kynu eLLe UCKYCCTBa, MPeyMHOXb.
BnoHgmnHka 6poauT NO TBOEMY ropoay,
HepTOBCKM NprBAeKaTeIbHas!.

Ee Boniockl 3aknnHatoT,
TVNHOTU3MPYIOT 1 OOMaHbIBatOT.

OHa BblAENSeTCSa N3 YEPHOW MaCChl,
MPOTMBOCTONT MaCKyIMHHOCTMU.
[ocMOTPY Ha 3TUX PycasioB

B yTpobe Kacnvs.

YOunBaroT BpeMs, OTObIXat0T TESIOM
MpenaHHble CbIHOBbS CO3epLaHns.
CeMbl ¢ pycaiamm NosBASOTCS ObICTPO.

JNlanmxayc

A BOT 1 TPETbS OCTAHOBKA.

HenssecTHas MECTHOCTb,
MeTadmsnyeckme naHawadTbl,

VIrpbl pasyma Ha noaaponaHbIX CHUMKaX.
PaspbiBasicb Mexxay ABYMSi CTPaHaMMU.
IOEHTMYHOCTb CNOBHO TasLLme ancobepri.
2K13Hb BbICLLIErO Knacca

V1 CKy4HbIX TON-MEHEIKEPOB

B petanax nnekcurnaca.

PenurnosnHa v Tei?

13 4ero coctouT TBOSA BEpA?

CBSLLEHHbIN MpaMop

JlackaeT 61aropogHyto 3arpoBHYHO XKMU3Hb.
VicTopusa npenkos

OTO BCEro NLLb Y30Pbl HA XONCTE,
CTtapble oTorpacunm nogen,

KoTopbIX Tbl HMKOr4A HE 3HaNa,

Ho y Bac obLime reHsbl.

2KeHLpHa, NoTepsiHHas B Ae6psix
OMUCHOW XKN3HW, KPOBOTOUMNIA BHYTPW.
Torga xyooXxHUK nogapun en Turpa,
[MpoBOLMPYHOLLErO TUrpa, BO3GY>KAAIOLLIEro TUrpa,
Beperuncs, oanHOKMIA MUP.

Waayann

YeTBepTas CTaHUMsS 6pOCaeT TeHb

Ha NosHOCTLIO CTepThI parioH.

[[aBaHb MUNIOHA UCTOPWN,

CnneTteHve MeYeTel, BOAOHANOPHbIX HalleH

C yepTamu «Tenepb yXKe CTPAHCTBYHOLLINX>» XXNTENEN.

OcTaBb cBOE A06POE 1MS No3aau

W otnpasnancs B gpyrve CTpaHbl
LLIMpOKMMU Ma3Kamm KUCTK,

['YCTbIMM TEKCTYPaMK BNeYaTIeHNN

Ot Tokumo, CaHkT-leTepbypra nnn Mapxa,
Hangm cnydannyto Basy ¢ LpeTamu

Kak one4aTok npucyTCTBUS XyOOXHUKA.
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«H 6bIn1 30ecb». Kakow LUMPOKNIA XECT.

Mpogosmkan NckaTb XXEMUYYXKHbI MICKYCCTBa

B pervoHax cBoen cTpaHbl.

CenbCKne MUCTUKM, NCKPEHHWE, HEUCKYLLIEHHbIE,
Monycbipble, HO rOTOBbIE ObITh NPOXKAPEHHBIMI.
LocTaHb 1x, BNOXW cpeacTtea 1 npoasuran.

X paboTbl 3aC/y>K1MBatOT TOrO, YTOObI 38 HUX BbIMUIN.

Tayap leiTBen

Ha kKoHeuHow

Tbl conpellb, 4Tobbl 3a4aTb Temn.

CobupaTb UCKYCCTBO, He B3upas Ha OyX BPEMEHMU.
[eHbr pacTBoOpsAOTCS B TOBapax,

Y poporon napbl Tydesb eCTb CBOWM CPOK rOOHOCTH,
lICKyCCTBO »Ke OCTaHeTcst ¢ TOOOM HaBcerga.
Mokynaw ueHHoe 6e3 603,

bes cpaxeHuin, 6e3 ayKLIMOHOB.

Kynu paboTbl XyO0XKHWL,

[Mpu3Hal 1 YeCTBYM STUX XKEHLLWH!

Ee nom — 9TO ABOpeL, CaMONAEHTNYHOCTY, CAMOOLIEHKN.

[MoBechb Ha CTeHbl, JOHeCK naeu,
He Tporan, CMOTpU Ha HUX, BUTLIBA UX.
[Moyemy Obl HE KyMiNTb CBOW KYCOYEK JTIMYHOCTN?

lIckycCcTBO BbICcBOGOXOAET AodammnH. Cobupai, YTo NobuLLb,

N 1O, 4TO TbI NONKOBVLLL, APYrve JoaM 3aXOTAT UMETb.
Thl OpYr XyOOXKHMKA, KOTOPOMY MOMOr/a,
Thl BpalLaellbCs BOKPYr €ro BCEIEHHOMN.

OHa 3Hana, 4To 3TK PaboThl OYOYT €€ CEKPETHLIMM OTBETAMM.

CeroHs NCTOpPWA Beka pas3BopaqnBaeTcs.

This poem should be accompanied with
the musical composition Lonely Dolphins
by Aziza Mustafa Zadeh.

It's a start and it’s a beginning—

A midnight train automated, driverless
Just like one of those she took every day
To her office, to the shielding space
(Empty walls, transparent walls

Churn out art works)

Passing through the stations

Not to take her to the final destination
But to deliver to where it put out shoots
To the cradle of the punching feeling
The feeling of blurred identity.

Pieces of identity
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Poplar

First stop is always about the start
Ignition, sparks, winding and awakening
A watercolor of a female artist

The middle of 20th century

A solo encounter with the past.

Maral, Maral, O, Maral

Dauntless bravery

To threatening waves and tearing wind
You first took this hazardous trip

The spirit of Oil Rocks on canvases sealed
Now part of those oilmen’s souls

Is on the foreign wall

In London

West Ferry

Second station

Don’t mind the gap

You are not on the platform

You are passing by

Buy and buy and buy

Absheron memories,

Oilmen flirting, oil tea drinking
Jet black oil dancing in the veins
Dancing slimy tango

Hands out of pocket

Buy another art work, multiply
Blondie girl wandering your city
Dangerously appealing

Her hair is a magical song
Hypnotizing and beguiling

In the black mass she stands out
Stands against masculinity
Look at these mermen

In the womb of the Caspian
Killing time, bodies in leisure
Devoted sons of contemplation
The families with mermen emerging fast.

Limehouse

Here comes the third station

The unknown location
Metaphysical landscapes

Mind tricks of polaroid

Torn between two countries
Self-ldentity like melting icebergs
Life of upper class

And boring senior managers

In the details of polished plexiglass
Are you religious?

What are the layers of your faith?
The sacramental marble
Caresses noble afterlife

The history of ancestry

Is nothing but a pattern on canvas
Old pictures of people

You’ve never known,

But share same genes.

A woman lost in thickets

Of office life, bleeding inside
Then artist gifted her a tiger
Provoking tiger, arousing tiger
Beware the lonely world.

Shadwell

The fourth station casts a shade

On the district completely erased
The harbor of million stories
Mosques, waters towers entwined
With the traits of “now wandering” dwellers
Leave your good name behind

And travel to foreign lands

With bolder stroke of brush

Impasto textures of impressions
Tokyo, Saint Petersburg or Paris
Find the random vases of flowers
As footprints of the artist’s presence
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N was there. What a generous gesture
Keep looking for the creative gems

In the regions of your own country
The rural mystics, candid, untempted
Half-baked but ready to be roasted
Pulled out, invested and promoted
Their works are worth to be toasted.

Tower Gateway

On the final station

You get off to set the pace

Collecting art against zeitgeist

Money dissolves in commodities

Expensive pair of shoes has a deadline

The art work is with you for a lifetime

Buy precious pieces without battle

With no fight, no auctions held

Buy female name

Acknowledge, celebrate these female artists!

Her house is a palace of self-identity, of self-concept
Hang on the walls, convey the messages

Don’t touch them, watch them, absorb them

Why don’t you go and buy your slice of personality?
Art releases dopamine. Collect what you love

And what you love people would love to have

You are in partner with the artist you acquired

You are revolving around the artist’s universe.

She knew these art works were her secret answers
Today the story of the century unfolds.
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®oTorpadum cepumn «[pomMKre crupeHbl Kacninsg» BOCXOAST K MHTepecy Arvis
| Abaynnaesa K B3aIMOOTHOLLEHNAM MEXY OOLIECTBOM, MEHOEPOM U CEK-
l - CyaUIbHOCTbLO. XyOOXHVIK MpUHUMAaET posb Jlean Anens Pawnasl [axnassl,
OIHOW 13 ero MHOrO4YUCIEHHBIX aNlbTeP 3ro. Paccmarpreas COBPEMEHHbIE CO-
LpasibHble BOMPOCh! MOCPEACTBOM CTOpUTENHIa, Arib ABaynnaes HaxoanT
HOBOE NPUMEHEHVE NepepaboTaHHOMY KITaCCUYECKOMY BU3yaslbHOMY A3bIKY,
TakKe VCNosb3yst OTCbITKM K MOM-KYIbTYPE U BbIBASAS 0OLLUME CTEPEOTUMbI.
Jlvuo Pawwmapl egsa MOXXKHO YBUAETb, OAHAKO B CUJTY BU3yaslbHOro NpeacTaB-
NIEHUST 3pUTESb MPEIIOMUPYET, UYTO HA U30DPAKEHUN XKEHLLMHA — OJIMHHbIN
CBET/IbIV MAPVK 1 XapakTepHas OOeXaa, HanpUMepP Bbl3blBarOLLE KOPOTKOE
naaTbe U YyJIKU B CETOYKY. KOMMO3WLIOHHOE PELLEHE HAMOMUHAET MOI0THO
Kacnapa Jasuga Ppugprixa «CTpaHHMK HaO MOpeEM TyMaHa». Ho BMECTO TOro
4YTOObl B TOPXKECTBEHHOM OOVHOYECTBE NNLE3PETL MOPHYK Oasib, Pawvaa
CTOUT y BEe3NAHOro HaccenHa KKCOBOW rOCTUHULBIL. 10 93bIKy ee Tena
1 MO3e MOXXHO MPEeAnoOXNUTb, YTO OHa B MOuCKe. VILLET M OHa MOXUI0ro
PKEHTNIbMEHa, ¢ keM Palumga moria 6bl — XO0Tb 1 6e3 0CcO60ro sHTy3masma
— pasfennTb YEeOMHEHHbIN FOCTUHUYHBIM HOMEP, WK XKE OHa 3anedaT/ieHa
B MOMEHT 3K3VCTEHLMAIbHOIO Kpu3nca 1 COMHEHNn 06 n3BpaHHOM MyTy,
O COBCTBEHHBIX yoexxaeHnax? CroxxeTHO Palumga nonagaeTt B OOLECTBEH-
Hble MEeCTa WM KOMMaHU1 OPYrux Oen, HO caMa OHa HaxoOuTCs B NPO-
MEXYTOYHOM COCTOSIHUW MEXOY MPUHSATVEM PELLEHNN, U3 YEro CNegyeT, YTo
B OTBETCTBEHHOCTW 3a CBOW BbIOOP OHa BCE e OCcTaeTcs ogHa. Vlctopus,
pas3BoOpaYBarOLLAACS Ha NMPEOCTaB/IEHHbIX M306PaXKEHVSIX, 3aCTaBNAET 3a-
OymMaTbCs O reHaepe W CEKCyaslbHOW MOEHTUYHOCTN B KOHTEKCTE KOHCEPBAa-
TUMBHOMO 1 NPeaB3aToro O6LLECTBa, a TakKe CTaBUT BOMPOC O MPOXKMBAHUM
CBOETr0 »XM3HEHHOrO Bblbopa 6€3 purcka CTurMaTu3aLn 1 MapriHann3awmn.
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Agil Abdullayev

The large-scale prints in the Loud Sirens of The Caspian Bodies Il series stem
from Agil Abdullayev’s interest in the relationship between society, gender and
sexuality. The artist assumes the role of Lady Adele Rashida Baklava, one of his
many alter-egos. Using storytelling as a means to address contemporary social
issues, Agil Abdullayev recycles classical visual language, makes pop-culture
references and reveals common stereotypes. Rashida’s face is barely seen,
but we assume it is a woman because of the visual language—a long blond
wig or clothes such as a seductively short dress and fishnet stockings. The
composition is reminiscent of The Wanderer Above the Sea of Fog by Caspar
David Friedrich. But instead of surveying far away mountains in solemn solitude,
Rashida is facing a deserted pool of a luxurious hotel. Her body language
and posture suggest that she is in search of something. Is she looking for an
elderly gentleman whose company Rashida endures without big enthusiasm
in the privacy of the hotel room or does her depiction capture a moment of
existential crisis and doubt in her path reflecting on her faith? Although placed
in public spaces or company of other people, Rashida is portrayed in between
making decisions and thus remaining alone and responsible for her choices.
The story unfolding in these images invites to reflect on gender and sexual
identity in a conservative and judgmental society, and poses a question on
how to manifest one’s life choices without being stigmatized and marginalized.

Arnnb ABaynnaes

13 cepum «["pomMkine curpeHbl Kac-
g l»

2019

VIHcTannsaums

Pa3mepbl BapbMpyroTCa

Agil Abdullayev

From Loud Sirens

of The Caspian Bodies Il series
2019

Installation

Dimensions variable
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Topa ArabaeBa

[Ba noptpeta Caparat Xasn-KyLlky MaCTepCK/ ynaBnmBatoT 1 BCKPbIBAKOT
[OBOVICTBEHHOCTb €€ »XM3HW. Byly4di CTPacTHOM 1 SMOLIMOHaUTEHOM JINYHOCTHIO,
Xaan-KyLuKy, Kak npaBuio, CKPbIBAET CBOKO CYLLHOCTb MO, MHOMOC/IOMHbBIM
hacaoM yCnewHon AenoBOoV XeHLWHbI. Ee nybnyHbeii obpas 0653biBaeT
crlefoBaTthb ONPefeseHHbIM npasuiamMm 60bLLOW Urpbl, MPOSBIATE PaLMO-
Ha/IM3M 1 nparmMatuaMm. [pedcraBieHHbI MOPTPET B NIEAEHLOBOV NanvTpe
N300paKaeT yCTaBLUYHO, MOrPY>KEHHYIO B MbICIIN XKEHLLMHY MOC/e O0Sroro
paboyero AHs. Cnaduias ToIbKO YTO pacrnycTuia BOSIOChl U pacCTerHyia
pybaLuky. [pr3HaBLUNCE, YTO OPUCHBIA MOPTPET, HA KOTOPOM MO3VPYHOLLM
0BbI4HO MpUCYLLIA NO3a 3aBOEBATENA C TPUYMMabHOW YNbIOKON, Yy>Xabl ee
BOCMNPUATIIO, Xasa-KyLIKy nonpocuia XygoXHULY 3anedvat/ieTe HTUMHbINA
MOMEHT ee »U13HW. OHa CYMTaET, YTO 3a YCNEXOM CTOUT YMEHWNE CKPbIBaTb
YSIBBUMOCTb 1 XPYMKOCTb.

Pycasnbl, nam MepMeHbl (aHr1. mermen) — nosyalan-noaypbidbl, obutaro-
e B KaCcrnmnckoM MOPE CO3AaHMS, KOTOPbIE Y)KE Ha MPOTS>KEHUM CTONIETUIA
n3beratoT KOHTaKTa C YesI0BEKOM U CENATCA Ha HEBOSIbLLUMX HeobUTaeMblxX
OCTpOBax. Pycasibl >XMBYT CMOKOMHOW 1 ©6e33a00THOM »KU3HBbIO, YKPbIBASCh
B 3apOCNSX OAJIMHHOWM TpaBbl, EAMHCTBEHHOM U30OUBHO NPeacTaBeHHOM Ha
NX 3emiie pactuTesbHOCTU. CoXpaHMB BEKOBbIE TpaOLMM 1 Ppa3MEPEHHbIA
YKL, XKN3HN JaUIeKNX NPEOKOB — CPeay JIIOONMbIX BUAOB OOCYXKEro Bpems-
NPENPOBOXAEHNS, HaNpUMep, CropTmMBHas 6opbba 1 COTHEeYHble BaHHbI Ha
ckanax, — OHW B TarHe 605TCSA BTOPXXeHWs Henoseka.

Topa Arabaesa Tora Aghabayova

MopTpeT Caparat Xasn-KyLuky Portrait of Sadagat Khayal-Kusku
2019 2019

XoncT, macno QOil on canvas

80 x 80 cM (tbparmeHT) 80 x 80 cm (fragment)
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Tora Aghabayeva

Two portraits of Sadagat Khayal-Kusku reveal duality of her life, masterfully
caught by the artist. Khayal-Kusku’s essence and true identity as a passionate
and emotional person are often veiled under a layered facade of a successful
business woman. Her public image obliged to follow certain rules of a big
game, be rational and practical. The portrait painted in candy cane colours
depicts an exhausted woman, delved into her thoughts after a long working
day. A moment ago, the sitter has made her hair loose and unbuckled her shirt.
Regarding office portraits in which a sitter takes a conqueror’s pose and wears
a triumphal smile as artificial and alien to her self-perception, Khayal-Kusku
asked the artist to instead depict an intimate moment. According to her, learning
to hide vulnerability and fragility is what stands behind success.

Mermen are half-human half-fish creatures of the Caspian Sea, who have
been avoiding contact with humans for centuries and inhabited small deserted
islands. They live calm and hasteless lives hidden behind long grass, the only
vegetation found in abundancy on their land. While still enjoying their idle
lifestyle, as their ancestors did, wrestling to kill time or warming on the seashore
rocks, they secretly fear the arrival of the Man.

Topa Arabaesa

MopTpeT Caparat Xaan-KyLuky
2019

XoncTt, macno

140 x 140 cwm

Tora Aghabayova

Portrait of Sadagat Khayal-Kusku
2019

Oil on canvas

140 x 140 cm
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Topa Arabaesa
Pycanbl

2018

XoncT, macno
190 x 140 cm

Tora Aghabayova
Mermen

2018

QOil on canvas
190 x 140 cm

Topa Arabaesa
Paguo lara
2018

XoncT, macno
180 x 140 cm

Tora Aghabayova
Radio Gaga

2018

Oil on canvas
180 x 140 cm
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Faig Ahmed

Hemon counbm «CoupanbHas aHaTtoMysi» — OAHO U3 CaMblX aMOULMOSHbIX
N CNOXHbIX NpoussedeHnin Pavra Axmvena. [aHHbIM rpynnoBov nepdop-
MaHC Obl1 3aCHAT OOHVM Ay6nem, U B HEM MPUHAN y4aCcTue COTHU JIKOOEN,
KOTOPble pasbirpaniv TPaQULMOHHbIE 0719 KABKA3CKOW Ky/IbTYPbl XKM3HEHHbIE
BEXW: POXXOEHME, B3POCEHVE, cBaabba, MOXOPOHbI. CBEpXy 3TO cobpaHue
NOOeN HaNOMWHAET MyPaBEVHVIK, FOe KavKAbli YeH rpynnbl OCO3HAET me-
PaPXNO 1 CBOK POJIb B HEW, CYLLECTBYET Ha 3adaHHOW TeppuTtopumn. Ogm-
HaKOBble XXECTbl N OBWMKEHWNSA, 3aMKHYTble B HEMPEPLIBHYHO METIO-MOBTOP,
CTaQHOBATCHA MEXAHUYECKUMWN I COBEPLLEHHO CUHXPOHM3MPOBaHHbIMK. [10
MHEHMIO Axmena, OBLECTBO HEBO3MOXXHO W3MEHUTb, HE MOHSB CHadana,
Kak OHO (PYHKUMOHUPYET. [1pn 3TOM CUMMETPUA U OUNYPbl @HOHVIMHBIX TEJST
B OOMHAKOBOW oaexxae, CYLUECTBYOLLIME B Npeaenax YeTblpexyrosibHOMO Ha-
CTWUNa, OTCbIIaOT K BEKOBOMY PEMECSTY KOBPOTKAYeCTBa: KaK 4acCTb CIIOX-
HOW coLManbHOW CETU YXXe 1 camu JIKoaM CTaHoBATCA y3namu. Korga-To
3aHMMaBLLIVIE BaXKHOE MECTO B a3epbangpKaHCKOW KyNbType v puTyanax, ce-
rOOHS TPAOAMLMOHHBIE KOBPbI Yallle BOCMPUHUMAKOTCS Kak apXauv4Hbl CYM-
BOJ1 NINOO TYPUCTUHECKNIA CYBEHMP.

daur Axmep,

A silent film Social Anatomy is one the most ambitious and complex of Faig
Ahmed’s creations. The group performance made in one shot involved hundreds
of people portraying the milestone events in traditional Caucasian culture—birth,
maturation, wedding and funeral. From the aerial view, this gathering of people
resembles a formicary where each member of the group knows their role and
hierarchy and exist within a given territory. Repeated gestures and movements
orchestrated in a continuous loop become mechanical and synchronized
to perfection. According to Ahmed, one cannot change society until one
understands how it works. At the same time, the symmetry and arrangements
of the anonymous bodies in matching clothes, remaining within the boundaries
of a green mat, imply a reference to carpet weaving process which has not
changed throughout centuries in a complex social net people become knots.
Originally an important element in Azerbaijan’s culture and rituals, traditional
carpets are usually percieved as an archaic symbol or tourist memorabilia.
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®aunr Axmeq,
CoumanbHag aHaToMus
2016

Bugeo

4'18”

Faig Ahmed
Social Anatomy
2016

Video

4'18”
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OpxaH l'ycenHoB

MHorokaHanbHas BuaeoHcTannaums «Atesibe CoBeTCcKas» NepeHoCUT 3puTe-
NSt BO BPEMEHM, B CaMOE CEPLLIE MOBCEOHEBHOW »XXM3HM APKOMO yrosika CTapo-
ro baky. CoBeTckasd — Tak MECTHbIE Ha3bIBaU OOMH V3 KBAPTa/IOB, KOTOPbIN
>KU N0 CBOMM NpaBuiaM. [aHHas paboTa, custoLas TenI0TOM U OKyTaHHas
4yBCTBOM HOCTaU1bIrKM, COBMaUia no rogy Co3aaHvs C yTBEPXKAEHMEM MJiaHa no
PEKOHCTPYKLMW LeHTPa ropoda v cHocy bonbluen yacth CoBeTckon. Bmecte
C HEKa3WCTbIMW U U3BUSINCTBIMU MaJTOSTEXKHBIMW YI0HKaMK XKUSI0r0 parioHa
pasBessiacb 1 ero yHukasbHasa atmocdepa. [['opoackmne nctopun, nereHapl
N Xapu3MaTU4YHbIE MEPCOHAKN HAXOOAT OTpavkeHne B TBopdecTBe OpxaHa
['ycenHoBa. BuayanbHO CxoXkee ¢ TOHMPOBaHHbIMY hoTorpaduaMm, Kaxkaoe
BMOEO AAET NPeAcTaBiEHNE O SAPKOW, MPOCTOW, CKPOMHOW N UCKPEHHEW XKINSHM
obvTtatenen COBETCKOWN.

Cepun na oprctekna «Oduc» n «OBpPETEHHbIN par» BblAENSOTCA PE3KO
OTJINYHOW BUIYyasIbHOM 3CTETUKOW. VIX npucyTcTBue B Konnekumn Cagarat
Xaan-KyLlIKy CUMBOIM3VPYET OBOUCTBEHHOCTb €€ MMpa — COMOCTaBfIEHNE
OPVEHTVPOBAHHOW Ha pe3y/ibTaT 3anagHou 1 KOMMOPT BOCTOYHOW KYNbTYP.
LocTymkeHust nporpecca 1 (UHaHCbl CEroaHsS MOMyT ObITb 663 OCODbIX XJIONOT
NPUMEHEHbI OJ19 BOCCO3AaHNA UCTAaMCKOro pasi Ha 3emsie: OCHOBaHHbIM Ha
naee komopTa 1 HeMeOJIEHHOrO YAOBAETBOPEHNSA OCHOBHbIX (DN3NYECKIX MO-
TPEOHOCTEN, 3EMHOW Part MOXET ObITb PEANTM30BAH HA 3K30TUHECKOM KYyPOPTE,
B pecTtopaHe C MULLIEHOBCKUMK 3BE3OAMM U B POCKOLLHOM PE3VAEHLN.
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Orkhan Huseynov

Multichannel video installation Atelier Sovetski time-travels its viewer into the
heart of quotidian life of one of the most vibrant parts of old Baku. Sovetski,
an unofficial name of a neighborhood, lived by its own rules. This work, radiant
with warmth and veiled in nostalgia, was created the same year the authorities
confirmed demolition of a major part of Sovetski. The year of creation of this
work, radiating warmth and shrouded in a sense of nostalgia, coincided with

the approval of the city centre reconstruction plan and the demolition of most

of the Sovietski. Along disappearance of unprepossessing curvy streets with
low-rise residential houses, its unique spirit also vanished. Visually reminiscent

to tinted photographs, each video gives a glimpse into vivid, simple, modest
and sincere lifes of Sovetski’s inhabitants.

The Office and Paradise Gained plexiglass series have contrasting visual
aesthetics. Their presence in Sadagat Khayal-Kusku’s collection symbolize
the duality of her world: juxtaposing the result-oriented Western and the
comfort-seeking Eastern culture. Nowadays, the progress and financial
means could effortlessly recreate the Islamic paradise on Earth: built on the
notion of comfort and immediate fulfillment of basic physical needs, an earthly
paradise may be achieved in an exotic resort, a Michelin-starred restaurant or
a luxurious residency.

OpxaH NycenHoB Orkhan Huseynov
Obuwas cymma Grand Total

2013 2013

[Nnekcurnac Plexiglass

12 x 130 c™m 12 x 130 cm
OpxaH lN'ycenHoB Orkhan Huseynov
["'eHepanbHbIN MeHeoKep General Manager
2013 2013

[Nnekcurnac Plexiglass

51 x90 cm 51 x 90 cm

grandtotal: $ ___~ ~ ..
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OpxaH N'ycenHoB

[eHb paBHbI ThiCcAYe NeT
2018

[Mnexkcurnac

60 x 90 c™m

Orkhan Huseynov

The Day Equal to a Thousand Years
2018

Plexiglass

60 x 90 cm

OpxaH N'ycenHoB

CeMb CnoeB nMATK 3B€34,
2018

[Mnekcurnac

60 x 90 c™m
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Orkhan Huseynov

Seven Layers of Five Stars
2018

Plexiglass

60 x 90 cm
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OpxaH N'ycenHoB

Atenbe CoBeTckas

2014

VIHcTannsaums

8 3aK0/1bLIOBaHHbIX BUOEO

Orkhan Huseynov
Atelier Sovetski
2014

Installation

8 Looped Video
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Maxao0at Ka3bimoBa

[NogBneHue paboT MasIOM3BECTHOM XYOOXHWLbI B Konnekuun Cagarat Xa-
An-KyLKy cTano nNpusaTHOW CAy4armHOCTbIO. HebonbLuon robeneH, CoOTKaH-
HbI Maxabbar, Obln MOJAPEeH KOMNEKLMOHEPY B MPOLLIOM rody CooTeve-
CTBEHHVKOM, C KOTOPbIM paHee Caparart nocetuna CoNbHYHO BbicTaBky COHU
[enore B JloHooHe. K nogapky Obiia nprkpenaeHa OTKPbITKa C MOAMUCHIO
«Hem Tebe He CoHA?».

o MHEHWMIO KONNEeKLUMOoHepa, B OEBYLUKE eCTb 3a4aTKu XyJOXHMKa Mo TeK-
CTUIO, KOTOPble CTOUT pasBuBaTb U Nogaep»kuBaTb. «HyxxHa 0osbLlas
CMENoCTb 1 MOTUBALMS, XXMBSA Ha nepudepun 1 He noJydas HeobXoaMMom
SMOLIMOHANBHOW NOAMUTKY 1 HE MMest TBOPYECKOro Kpyra g obLleHus,
NPOOO/HKATb 3aHUMAaTLCS NOOUMBbIM AenoM. [na cebs, ana ayLluv, BONpekn
BCEMY V1 BCceM. B Hel MHOro TepneHns 1 BHUMaTeIbHOCTY — 3TO Heobxoau-
Mble YC/I0BMS A5 TkadecTBa. HO MOMMMO 3HaHNSA MHOXXECTBa TEXHUK, 000-
cobneHHasa gaxxke OT BaKNMHCKOW apT-Cpedpl, HE FOBOPS Y>KE O MEXAyHaPOa-
HOW XYOOXECTBEHHOW cueHe, MaxabbaTt MHTYUTVMBHO CO34aeT abCTPaKTHYHO
rpadrky, KOTOPYIO BNOCNEACTBMM CaMOCTOATEIbHO NepeHOCUT Ha robesne-
Hbl 1 KOBPbI. HO cMeHa 0OCTaHOBKM WK Nepeess, He PeLLeHNe: MOIOOEXN
cnenyeT OeueHTPaIM3npoBaTh MCKYCCTBO B CTpaHe W camMnM co3daTtb BO-
Kpyr cebst HeobXoaumMyto UM cpedy. 3HaKOMCTBO ¢ Maxabbat, HenmcnopyeH-
HOW CTPEMIIEHMEM K MOHETU3aL CBOEro TBOPYECTBA, NMOMOrI0 MHE nepe-
CMOTPETb CBOW CTaTyC-KBO U HEKOTOPbIE NPeapaccyoKn».

Maxab6at KasbimoBa Makhabbat Kazimova
Lopora Road

2011 2011

obeneH Tapestry

25 x 25 cMm (thparmeHT) 25 x 25 cm (fragment)



Mahabbat Kazimova

Inclusion of works by the little-known artist into the Sadagat Khayal-Kusku
collection occurred by favorable happenstance. A small tapestry piece by
Mahabbat was gifted to the collector last year by a fellow Azerbaijani, with
whom Sadagat visited a Sonia Delaunay exhibition in London. The gift came
with a note saying, “Very much like Sonia, is it not?”
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The collector believes that Mahabbat has the potential to become a textile
artist, and as such should be developed and supported. “Living on the
periphery, without access to the necessary emotional energy or a creative
community to socialize, it takes a lot of courage and motivation to continue
doing what you love. For your own self, for your own heart, in spite of
everything and everyone around. She has tremendous patience and attention
span—the prerequisites for weaving. Already familiar with many techniques,
even in isolation from the Baku art scene let alone global trends, Mahabbat
is capable to intuitively make abstract graphics to then translate onto
tapestries and carpets. But mobility or moving is not the answer: the younger |
generations should decentralize art in the country and foster the environment :

they need locally. Getting to know Mahabbat, uncorrupted by attention and

uncorrupted by monetization of her work, pushed me to review the status

quo and recognize some of my own biases.”
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Maxab6at KasbimoBa Makhabbat Kazimova
HedhTsaHblE CKBaXKMHBI Oil Wells

2014 2014

Bymara, KapaHgaLu Pencil on paper

21 x 29,5 cm 21 x29,5¢cm



MeavHa KacumoBa

Ocoboe MMPOBOCTIPUATUE N XyOOXXECTBEHHbIE pelleHns MeauHbl Kacumo-
BOW OMNPEeNeNnstoT HEOPOAVHAPHOCTb ee TBOpYeCcTBa. B nouncke HOBbIX CMo-
CODOB >XMBOMWCHOMO BbIPaXXEHUS,, OHA CMESNI0 3KCMEPVMEHTUPYET C CaMbl-
MM pa3HbIMM NOOXOOaMWN B XKMBOMUCK 1 rpaduke, HO BCe X 06beamHAeT
NCKPEHHOCTb M 3KCMPECCKs, C KOTOPOW XydOXHKLA CO30aeT CBOU paboTbl.
[nsa xyooXHuLUbl Kakaas paboTa — 3TO OTMNeYaToK »XMBOIro BrievaT/IeHUs
OT YBWOEHHbIX MECT 1 BCTPEYEHHbIX NIIOAEN, KOTOPbIE OHA NOCeOoBaTe b-
HO BOCCO34AET B CEPUM rpatdnHeCcKX HabPOCKOB U PUCYHKOB, MPEXAE YeM
NEepeHECTM X Ha XOJCT. Ha Kaxaoom aTane obpasdbl MEPCOHaKEN U NaHa-
LwadTbl MEHSAOT UBET 1 POPMbI, OBPETAOT NHYKO CIOXKETHOCTb, OCTaBMAS OT
opurMHana b ero CKOHLIEHTPUPOBaHHBIM SMOLIMOHaSTbHbBIN Cef. PaboThbl
MenyHbl NPOHK3aHbl YyBCTBOM PUTMA, UM XapakTepHbl rnepTpodmupoBaH-
Hble (POPMbI, CMENbIE Ma3KW, APKME N HECTAHOAPTHbIE COYETAHMS LIBETOB.

Medina Kasimova

The originality of Medina Kasimova’'s work comes from her unorthodox
outlook and artistic solutions. In search for new means of expression in
painting, she experiments boldly with a variety of approaches to painting and
drawing. All these approaches share a sincere and expressive quality. Each
work for Medina is a living impression of personally experienced locations
and meetings, which the artist consistently puts into sketches in a series of
drawings before committing them to canvas. The images of her characters
and landscapes change colors and shapes with each transformation, where
they switch narrative lines, only leaving a concentrated emotional trace of the
original. Medina’s works are permeated with a sense of rhythm, characterized
by exaggerated shapes, powerful strokes, bright and unconventional color
combinations.

MegnHa Kacumosa Medina Kasimova

Bpay Butannin Buktoposud ['padeB Doctor Vitaly Viktorovich Grachev
2019 2019

XoncT, Macno Oil on canvas

80 x 50 cm 80 x 50 cm
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MegnHa Kacumosa
Mopckol nemnsax
2015

XoncT, akpun

83 x 108 c™m

PR

Medina Kasimova
Sea Landscape
2015

Acrylic on canvas
83 x 108 cm

MegnHa Kacumosa
VIHoninckmnii nensak
2019

XoncT, macno

80 x 100 cm

Medina Kasimova
Indian Landscape
2019

QOil on canvas

80 x 100 cm
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HaspuH MamepoBa

W13 cepumn «MeTadhmamyeckme
nen3axkm»

LiBeTHas nevatb Ha bymare
100 x 100 cm

Nazrin Mammadova

From Metaphysical Lanscapes
series

C-print on paper

100 x 100 cm

HaspuH MamepoBa

Cepus «Metadnanyeckmi naHawadT» BbINOSIHEHA B TEXHVKE M3MEHEHHbIX
nos1Iapona0B. SKCNEPUMEHTUPYS C pean-Menaom, HazprH Mamenosa cospaeT
3ambicioBaTble abCTPaKTHble 06pa3dbl, MOSyHYEHHbIE MO HAUTUIO N NPaKTUYe-
CKW cBODOAHbIE OT BANAHMN. Cama XyQOXHMLA ONUCBIBAET X KaK «aKBapesn
Ha cTepougax». [Npouecc, B OCHOBE KOTOPOrO JIEXUT XUMNYECKAsA peakLs
1 OrpaHNYeHHbIE MaHUMYIALMK C NONAPOVOHOM KaPTOYKOW, MPUBOOUT K 0bpa-
30BaHMK HEBOCMPOU3BOAMMbIX 1 YHUKASIbHBIX KOMMO3ULA, OO bEANHAOLLIMX
OTaeNbHble O6BEKTLI. XyJOXKHMLA TaKKE UCMONb3YET cneuyasbHbIe MPYEMbI
MPOSIBKM OTMEeYaTKoB, HO BMECTO CHYMKA PeasTbHOCTU e€ pabOoTbl OKa3bIBaKOT-
Cs1 IPOAyKTaMm haHTasum 1 3KCNEPUMEHTOB. Kaxxaas TpeLLyHa v JINHKS CO-
30aHa cunamMuy Npupodp! U XUMUK, Kaxkaoe NATHO B1PHo3bl M PO30BOr0 — 3TO
peakumst Ha OBVPKEHME, TEMIO UK Opyroe Bo3aencTame. Marble no pasmepy
paboTbl pacnonaratoT K BHUMATENIBHOMY U3YHEHUIO MATKWX JIMHWA 1 3aBKX-
peHnn. OBbLLee BnevaTieHe OT Cepum NMOXOXKE Ha YBENMYEHHbIE (DParMeHTb!
N300PaKEHNIN JANEKUX FA/IaKTUK C Tesieckona «Xabon».

Nazrin Mammadova

The Metaphysical Landscape series is made of altered polaroids. Experimenting
with ready-made objects, Nazrin Mammadova creates intricate abstract
images that are developed intuitively and with minimal artist influence. She
describes them as ‘water colours on steroids’. The process that has at its core
a chemical reaction and limited manipulations with the Polaroid picture, result
in unreproducible and unique sets of stand-alone objects. The artist employs
some techniques of analogue print developing, but instead of a snapshot of
reality, her works are products of fantasy and experimentation. Every crack or
line is a product of nature and chemistry, every wave of turquoise and pink is
a reaction to movement, heat or other action. Small in scale, the works invite to
closely study the soft lines and swirls. All together, the series resemble enlarged
fragments of the images of far away galaxies made by the Hubble telescope.
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Cypans MyraHnbi

MpopaboTtas 6onee Yem 35 NET B KA4YECTBE ANPEKTOPA KPAEBEAYECKOrO My3€s
CaarnuHekoro pavoHa, Cypansa MyraHibl oggep>kuma CBOel paboTon Tak Xe,
Kak 1 XenaHnmem pucosaTtb. Bce, 4To oHa korga-nmbo cospana, HaxoamTes
B ee POOHOM ropoe. XyOdOXKHULIE He Hy>KHbl Aanekune NyTewecTBms AN BOOX-
HOBEHUS, e JOCTAaTO4MHO CBOErO BHYTPEHHErO MPa 1 MEPEXMBAHWA, KOTOPbIE
Cypans cybnumimnpyeT B CBOMX paboTax.

Pabotam Cypann MyraHibl CBONCTBEHA MHOIOMIACTOBOCTb CHOXKETA, €€ KOM-
No3LUMn AeTa/IbHO MPOAYMaHb! 1 HAMOJTHEHbI TYOOKM CMbICIOM. K KabKaom
XyOOXHMLA OACT PasBePHYTOE NMOACHEHME, LIMTVPYS CPeOHEBEKOBOIO MNO3-
Ta Hacumu, nnbo obbacHAa posb UccnepoBaHui HUKoAbl Tecbl B CBOEM
TBOpYecTBe. BO MHOMX paboTax XyOgoXXHWLbI MPOCAEXVBAETCHA €€ MHTEPEC
K OPEBHUM Ky/SibTaM JOUCaMCKoro AsepbangyxaHa.

«Ee paboTbl YeM-TO HANOMUHAIOT MHE TBOPYECTBO XaHca bennmepa, B Hix
ECTb CKpbITad CeKCyaslbHOCTb, NMoAaBieHHasd SHepPrsl, OCOObIN MarHETU3M.
HecmoTps Ha To 4YTo Cypans BbIBUPAET He CamMble OMTUMUCTUYHBIE CIOXKETH,
ee paboTbl HE OTTAJIKMBAKOT, a MOPOW, Kak 3TO HM NapafoKCaslbHO, AaXKE Ka-
XKYTCS XKM3HEPAOOCTHbIMKW. BO3MOXKHO, 3TO BbIOpaHHas XyAOXKHLEN LIBETOBaSA
nannTpa, BO3MOXHO, MOSI F/TyD0OKasa CUMMNATUS 1 YBaDKEHNE K HEW (DOPMIUPYIOT
MOE BoCnpusTue», — npuadHaetca Caparart Xasn-KyLky. KonnekuyoHep yse-
peHa, 4yto Cypans MyraHibl — dheHOMEH HaLUMOHaNbHOro MacLuTaba, ¢ YbM
TBOPYECTBOM €ELLE NPEACTOUT NO3HAKOMUTLCS HE TOJIbKO CheumaimcTam, HoO
1 LUMPOKOW ayamuTOopUiA.
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Surayya Mughanli

Having worked for over 35 years as the director of a Local History Museum of
the Saatly District, Surayya Mughanli is just passionate about her artistic work
as she is about her administrative duties. All her artistic creations are held
in her hometown. She does not need to undertake long journeys in search
of inspiration—the artist has a rich enough inner life and world that Surayya
sublimates into her work.

Surayya Mughanli’'s works have multi-layer plot, detailed and intricate
compositions filled with deep meaning. In providing explanation to her works,
the artist would quote medieval poet Nasimi or link her practice to Nikola Tesla’s
research. Ancient cults of pre-Islamic Azerbaijan can be traced in many of her
Works.

“Her work reminds me of Hans Bellmer, it possesses a hidden sexuality,
suppressed energy, special magnetism. Although Surayya paints stories that
are far from optimistic, her work is not in any way repulsive, and sometimes
do seem uncharacteristically cheerful. This personal perception might be due
to the color palette or due to my deep sympathy and respect for her,” admits
Sadagat Khayal-Kusku. The collector is confident that Surayya Mughanli is
a national phenomenon, whose creative work is yet to be recognized not only
by the professional community but eventually by the general audiences too.

Cypansa MyraHsbl
BenHbin aHren (oynTux, 1 4acTb)
2011

XoncTt, macno

90 x 70 c™m

Surayya Mughanli

Poor angel (diptych, 1 part)
2011

Oil on canvas

90 x 70 cm
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Hua3 Hapxacpos

Hnas HappxkadoB 3aHMaeTcs (hurypatyiBHbIM UCKYCCTBOM, MULLET MEN3aXKn
N HATIOPMOPTbI — Takas XapakTepucTka 3ByYUT ODODOLLEHHO 1 CKyYHO, HO
TONBKO A0 HEMOCPEOCTBEHHOIO 3HAKOMCTBA C paboTamu XyaoxxHka. Caparat
Xasan-KyLiky onmcbIBaeT CTU/Ib HamkadoBa Kak «0TKaIMOPOBaHHbIE Ma3KI»,
KOTOpPbIE MPEBPALLAKT aKT XMBOMUCK B BbICOKO ANHAMWYHBIA U KOHTaKT-
HbI NpoLuecc. [Npy BHUMATEBHOM N3Y4YEHN ero MpouU3BEAEHIN DPOCaeTCs
B r/1a3a LLeapoe 1CNOJIb30BAHME KPACOK, BbIPA3UTENbHBIX OBVXKEHNIA KACTU,
a TakxXe CBOMCTBO paboT COXPaHSATb MNNEHUTESbHYIO MPUPOOHYH SHEPTUIO
cosgarens.

CepurHOCTb, NEPEKOMMOHOBKA 1 MEepeCcTaHOBKa, NOCTOSHHbBIA MOWNCK HO-
BbIX (DOPM BbIPaXKEHNSA, SKCMEPUMEHTbI C LIBETOBbIMW PELLEHVSMN, BBEOEHWE
OOMOJSIHNTENbHBIX 3NIEMEHTOB UMM YCTPAHEHME OeTalien, NepenmcbiBaHmne
XOJICTOB MOC/IE NepepPbIBOB — HamkahoB cO30aeT COTHU, a TO U ThICSYN
NOSIOTEH Pa3HbIX Pa3MepPOB C MOBTOPSIOLMMUCS LIBETOYHBbIMU MOTMBaMMU,
B OCHOBHOM po3ami. Ha BONpocC «3a4em» XyOOXKHUK OTBEYAET, YTO MLLET UX
BCHO CBOK »XMN3Hb (TOYHEE, HE3aA0/ro A0 nepeesna B [Napuxk). B pykax Haa-
»xKadhoBa MUHWATIOPHBIN BypXKya3HbI NPEeOMET BbIBOPAYMBAETCS HAVUSHAHKY
N NpeBpaLLaeTcsa B METAMUINYECKMIA OManor XygoXKHUKa ¢ camim COB0N.
Kpome Toro, Tak Kak Xy[AOXXHVK Pa3MeLLIAeT paboTbl B OOLLECTBEHHbIX MECTaX,
OMasnor OXBaTbIBAET 1 3PUTENIEN BHE KOHBEHLIIOHASIbHOMO XYO0XXECTBEHHOIO
npocTpaHcTea. LipeTbl HamkadoBa He «KpacyiBbl» 11 MOMYT Ha NEPBbLIV B3,
nokasaTbCa BO3MYTUTESbHBIMM, HO B TO XKE BpeMsi 061aaatoT YHBEPCASIbHOMN
NPVBIEKATENIbHOCTBLI. B HUX MOXHO pasrnsgaeTb 1U3rnbbl YET0BEHECKOrO
Tena, dsgKynMpyroLLve animyeckmne n3obpadKeHust, XXEHCKNE NosIoBble Op-
raHbl... [1py TOM YTO OHM TaKXKE OCTaKTCHA NPOCTO ByKeTamMK LIBETOB B Ba3e.
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Niyaz Najafov

Niyaz Najafov makes figurative art, paints landscapes and still lifes—until one
sees his works, this definition sounds too generic and dull. Sadagat Khayyal-
Kusku describes Najafov’s style as ‘calibrated strokes’ that turn the act of
painting into a very physical and dynamic process. A close study of Najafov’s
artworks reveals generous use of paint, expressive strokes and also that in
spite of passage of time the works retain captivating animalism and energy of
the creator.

Multiplication, rearrangement and repositioning, constant search to find new
forms of expression, experimenting with color combinations, introducing new
elements or eliminating details, repainting canvases put aside months ago—
Najafov has been producing hundreds, if not thousands of paintings in various
scales, representing a recurring theme of flowers, mainly roses. When asked
why he paints them, the artist instead answers that he has been painting
them his entire life (to be more precise, shortly before him moving to Paris).
Najafov pulls inside out the petit bourgeois subject matter transforming it into
a metaphysical dialogue with oneself and, by placing his works in public spaces,
with the audience outside of conventional art space. Najafov’s flowers are
not ‘beautiful’ and maybe revolting at first sight, at the same time, they are
universally comprehensive and appealing. One may see in them curves of
the human body, ejaculating phallic depictions, female reproductive organs...
yet, they remain a bunch of flowers in a vase too.

Huas Hapxados
VIHcTannaums ¢ upetamm
2018-2019

CMeLLaHHas TEXHMKa
Pasmepbl BapbupyroTcs

Niyaz Najafov
Installation with Flowers
2018-2019

Mixed media
Dimensions variable
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Biocan Parum

PoxxgeHve n TBopeHne — HemaMeHHble TeMbl TBopyecTBa Biocana Parvma.
®oHoM ans B1OEO «BHyTpU MeHs», B KOTOPOM XyOOXHWK NPeacTaeT B Ma-
TEPVHCKOM 06pase, CNy>XUT CyPOBbIM FOPHbIN Nen3dax. A BHYTPU XKEHCKOIO
nepcoHavka 3ak/Iro4eHa My>KCKasi CyLLIHOCTb — OTCbISIKa K COTBOPEHWIO EBbI
1n3 agamoBa pebdpa. ObnadeHHast B YEPHOE 1 KPaCHOe, KOHTPACTUPYHOLLEE
C 3eMJIFIHOW Na/IUTPOW OKPY>KAOLLIErO nemsarka, MaTb OTnyCKaeT LaMaHCKne
puTyasnbl, CONPOBOXXAAas rOP/I0BbIM MEHMEM CO3OaHNE aHTPOMOMOPHOM
durypkn 13 ravHbl. CUMBOIN3M NPUCYTCTBYET U B BbIOOPE LIBETOB: YEPHbIN
accoUMmMpyeTca ¢ MyapOoCTbiO 1 PyHOAMEHTANIbHOCTBIO, a KPaCHbI — OBOW-
CTBEHHOCTbIO YXN3HW 11 CMEPTU, CO3UOAHVEM U PA3PYLLEHNEM.

Vusal Rahim

Birth and creation are recurring subjects in Vusal Rahim’s work. A remote
austere mountainous landscape is the backdrop of Rahim’s Inside Me video
in which the artist portrays Mother. Locked inside female character is a male
essence—a reference to the creation of Eve from Adam’s rib. Draped in black
and red veil, contrasting to the earthy colours of the surroundings, Mother
conducts shamanistic rituals and pour forth a cappella singing while molding
a clay anthropomorphic figure. Symbolism is present also in the staging and
selection of colours: black symbolizes the wisdom and profundity, whereas red
is perceived as the duality of life and death, creation and destruction.

Btocan Parum Vusal Rahim
BHyTpu MeHs Inside Me

2019 2019
[ByxkaHaibHOe BNOEO Two-channel video

227" 227"



Mapan PaxmaH3ape

PaboTta Mapan PaxmaH3aae nonoxmia Hadasno Camon KPYrnHOW YaCcTHOW KO-
NeKumn azepbanmipKaHCKOro COBPEMEHHOIO UCKYCCTBA. 3HAKOMCTBO C »KM3HBLIO
N TBOPYECTBOM MEPBOWM MPOPECCUOHATBHON XKEHLLMHBI-XYA0XXHWLbI NPOBY-
ONN0 NHTEPEC KOMMEKLUMOHEPA NOrPy3nUTbCA B UCCeQOBaHNE VCKYyCCTBa
AzepbanmkaHa. Bckope ata paboTta obpena BakHoe 3HadeHne aia Cagarar
Kak B JIMYHOM, Tak 1 B CUMBOJINYECKOM CMbICNE. [MoHavany kapTrHa 6biia
e0VHCTBEHHbBIM YKpaLLEHMEM B HEDOJIbLLIOW apeHayeMOon KBapTupe. 3aTem
CaparaTt, noHMMas!, YTO NPOBOAUT OOJIbLLYIO YacTb BPEMEHM Ha paboTe, ne-
peHecna ee Ha CBOe paboyee MECTO, a NMOC/IE MOBbILLEHVS KapTyHA yKpacuna
CTEHY HOBOIro nNpoctopHoro oturca Caparar. KonnekumMoHep 4acTo s10BUIa
cebd Ha MbICII O TOM, YTO CMOTPWUT Ha 3Ty PaboTy KaxKAbIM pas, Korga emn
HY>KHO MPUHATDL Kakoe-TO BaXKHOe peLleHve. B 5T MmomeHTbl Cagarat mevtana
0 Kacnmimckom Mope 1 Mporysikax no npuMopckomy 6ybsapy. En HpaBuioch
BrSOpIBaTbCS B MOYTY HEBUOMMYKO JIMHWO MEXOY MOPEM 1 HEBOM, CHUTATb
HeTAHbIE BbILLUK/ HA FOPU30OHTE, OLLYLLIATb 3anax mMasyTa, BCOMUHasA Bpe-
MeHa, Koraa nopT baky 6bi eLLe B YepTe ropoaa, 1 OCTaHaBIMBaTLCSH, YTODbI
PacCMOTPETb MacCsaHble NATHA, NEPEIMBABLLUMECSH BCEMM LIBETAMW padyrn
No BOOHOWM MOBEPXHOCTU. VIMEHHO nMoaToMy TBOpYecTBO Mapan PaxmaHsa-
e, BOCNeBarLLEE KpacoTy HEPTSHbBIX BbILLEK, N1ACTUYHOCTb CTPOUTESbHbBIX
KPaHOB, MHOIOrpaHHOCTb BETPA — OT JIEMKOro AyHOBEHWUS 40 CHOCSILLIEN C HOI
HenpPeogOIMMON MPUPOAHON CUflbl, — OKa3aniock y Capgarar goma. Mapan
PaxmaH3ae 3anedarnena npoMbILLNIEHHbIE MEN3aKM C TaKMU XXE BH/MAHWEM
K AeTaNaM 1 3a00TON, C KaKUMIK OHa MEePEHeC1a Ha XONICT a3epbanmpKaHCKYHO
npupoay. B ee paboTax BMeLLATENBCTBO NHOYCTPUAIIbHOW TEXHVIKM OKa3blBa-
eTCS He pa3pyLUMTEbHbIM A1 MPUPOdp!, & AWM NPeacTatoT o4apoBaTeslb-
HbIMW FEPOSIMU, PELLNTEBHBIMU 1 XPabpbIMK.
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Maral Rahmanzadeh

This artwork by Maral Rahmanzadeh gave a start to the largest private collection
of contemporary art from Azerbaijan. Future collector’s interest to learn more
about art from Azerbaijan was sparked by reading about the first professional
female artist. With the passage of time, the artwork started to have an important
personal and symbolic meaning to Sadagat. At first, it was the only decoration
in a small rented studio. Then, realizing that she spends most of the time at
work, Sadagat brought it into her office cubicle, and after her promotion, it found
place in Sadagat’s new spacious office wall. Sadagat would often catch herself
looking at the artwork every time she had to take some important decisions.
In these moments, Sadagat would dream of the Caspian Sea and a stroll on
a boulevard. She enjoyed to peer into almost invisible line between the sea
and the sky, count oil rigs at the horizon, and, when Baku port was still within
the city, to inhale the smell of mazout and slacken the pace to contemplate
splotches that radiated all the colours of the rainbow on the water surface.
Because of all that, Maral Rahmanzadeh'’s art that lyricized the beauty of il rigs,
plasticity of industrial cranes, the manysideness of the wind—from light breeze
to demalating and insurmountable natural power, came home to Sadaqgat. Maral
Rahmanzadeh captured machine landscapes and industrial sceneries with the
same attention to details and care as she painted Azerbaijan’s nature. In her
works, industrial interventions were not abusive to nature and humans were
captivating heroes, vigorous and valiant.
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Maral Rahmanzadeh

Overpass. From the Oil Rocks series
1956

Watercolor

38 x48.5cm

Courtesy of the Azerbaijan National
Museum of Art

Mapan PaxmaHsane

OcTtakapa. 13 cepumn «HedTaHble KaMHM»
1956

AKBapesb

38 x 48,5 cm

MpenocTaBneHo AsepbaloKaHCKNM
HaumoHaneHeiM My3eem VickyccTs
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AunpaH CanaxoBa

PaboTa «Tpuntux» nKoHorpadnyHa. [Jaxke ecnm Tak, MUHUManM3m 1 urypa-
TVIBHOCTb CO30at0T abCTPaKTHOE U YHVBEPCA/TbHOE N300PaKEHME OYXOBHOCTU.
KomMbBurH1pysa 1 pacnonarast Ha XosICTe HeEDO/bLLIOE KOJIMYECTBO 3/IEMEHTOB
— Benyro TKaHb 1 YEPHYIO NIMHUIO Ha 30/10TOM hoHe — ApaH CanaxoBa CTpe-
MUTCA MPOBYanTb 3dEKT AexxaBto. TeM He MeHee OHa CNocobHa co3aaBaThb
CBOWV COBCTBEHHbIV BU3YaUTbHbI S3bIK U ML HAMEKATL Yepe3 accoLvaumm Ha
HEKOTOPbIE CBA3M, KOTOPbIE KaXKObI 3pUTESb CKIIadbIBAET CaMOCTOATESIbHO
N nHamBMayasnbHO. KpacoTta 1 BEIMYECTBEHHOCTb BE/10M TKaHW pasdaeneHa
YEPHOW JIMHMEN — LIEHTPasIbHbIM ANIEMEHTOM TpunTuxa. byayyn 6onee y3-
KOW, YeM [OB€e OCTaslbHble YaCTW, OHa Kak Obl HAMEKAET 3PUTESHO, YTO TEMHOTA
pacLUMPSAETCS 3a npenesbl XoNcTa 1 Npoao/MKaeTcs Be4Ho. B ceovx nocnen-
HX KapTyHaxX 1 MpamMopHbIX CKybnTypax AngaH CanaxoBa Npoaos/»KaeT
NepeoCMbIC/ISATb Y3HaBaeMble (DOPMbI, PUrypbl, LIBETOBbIE KOObl U OpYyrne
YCTAHOBJ/IEHHbIE MOHATUS, KOTOPbIE OHA PEKOHCTPYUPYET W NPEOCTaBASET
4yepes3 CODCTBEHHbIN B3rNs0 — Kak CBexue 1 cMenble. Canaxosa OOoCTUraeT
COBepLLUEHCTBA B hopMax, hurypax 1 KOHEYHOM pe3yibTaTe.

Aidan Salakhova

The work Triptych is reminiscent to iconography. And even if so, minimalism and
figuration create an abstract and universal spirituality depiction. By combining
and positioning few elements—a white cloth and a black line on a golden
background—Aidan Salakhova awakens a déja vu effect. Yet, she is able to
develop her own visual language and only hints through associations on some
connections that each viewer puts together independently and individually.
A beauty and solemnity of a white cloth is divided by a black line—the central
piece of the triptych. Narrower than the other two panels, it may suggest to
a viewer that the blackness expands beyond the canvas and continues eternally.
In her recent paintings and marble sculptures, Aidan Salakhova continues
to absorb recognizable forms, shapes, colour codes and other established
notions that she then reconstructs and presents as her own—fresh and daring.
Salakhova throws her heart into her work reaching perfection in shapes, form
and production.
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AngaH Canaxosa
Bes cnos Ne 33

13 cepumn «Knura»
2019

CkynbnTypa, Mpamop
10 x 40 x 30 c™m

Aidan Salakhova
Without Words No. 33
From Book series
2019

Marble sculpture

10 x 40 x 30 cm

AngaH Canaxosa
Bes cnos Ne 19

13 cepumn «Knura»
2016

CkynbnTypa, MpamMop
15 x 43 x 30 c™m

Aidan Salakhova
Without Words No. 19
From Book series
2016

Marble sculpture

15 x 43 x30cm
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AnpaHx CanaxoBa

Haknoka

2013

CkynbnTypa, Mpamop

43 x 29 x 23 c™m

V13 cobpanua AHgpest Manaxosa

Aidan Salakhova

Nigab

2013

Marble sculpture

43 x 29 x 23 cm

From the collection of Andrey Malakhov

AnpaH CanaxoBa
Tpuntnx / bea Ha3BaHWs
2016

XONCT, akpun, KapaHgalu
220 x 125 cm

Aidan Salakhova
Triptych / Untitled

2016

Acrylic, pencil on canvas
220 x 125 cm
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AngaH Canaxosa

bes HasBaHug

13 cepumn «OpHaMEHTbI»

2019

XonCT, Maco, akpui, KapaHaatll
153 x 115 cm

Aidan Salakhova
Untitled

From Ornaments series
2019

Qil, acrylic, pencil on canvas
153 x 115 cm

AngaH Canaxosa

bes HazBaHus

V13 cepumn «OpHaMEHTbI»

2019

XoAcT, Maco, akpui, kaparaat
153 x 115 cm

Aidan Salakhova

Untitled

From Ornaments series
2019

Qil, acrylic, pencil on canvas
153 x 115 cm
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dapxap ®ap3anu

«Thbl MOV €ONHCTBEHHBIV TUIP» — 3TO XKMBOW MEXONCLUUMMHAPHBIV UCCe-
J0BaTENbCKNM MPOEKT, U3YHatOLLM CUMBOJIVIKY »XMBOTHBIX Y30POB 1 OXBaTbI-
BaOLLMIN COLMaTbHBIE, Ky/IbTYPHbIE, FEHAEPHbIE V1 SKOHOMUYECKVE aCMneKTbl,
a TaKXKe accoLuaTVBHYO MaMsaTh B MPUBSA3KE K KOLLAYbM OKpacaMm. [1epBo-
ObITHas CBA3b MEXAY PEAKMMMN MEXaMI XXMBOTHbIX 1 BNACTbIO, AEHbraMu W
JEKaJaHCOM B MOCeOHVE OECATUNETUS MPeTepneBaeT ObICTPbIE UBMEHEHUS:
Ha4YMHasa C 3MNOX1 MOAEPHA VX MOMYASPHOCTL B MOOHOW OAeXde U An3anHe
NHTEPBLEPOB MPUBESIA K TOMY, YTO XVBOTHbIE Y30Pbl CTaNIM YaCTbIO MOM-Ky/ib-
TYPbl 1 MaCCOBOro NoTpedeHns:, a 3TO, B CBOKD o4Yepedpb, NPYBENO K AEMO-
Kpatu3auuin 1 NepeoLieHKe Takyx naTTepHoB. VI3 HegOCTyNHOro CTaTyCHOro
aTprbyTa OHM NPEBPATUINCH B OOMH 13 06s3aTENbHbIX ANIEMEHTOB XXEHCKOrO
rapgepoba. Hawe BoobpaXKeHne acCoLMUPYET »XXEHLLYHY B 1e0Napa0BOM
VN TUFPOBOM Yy30P€E C XXMBOTHOW MIIACTUYHOCTBIO, MPOBOKAUMEN N MAMKO-
CTbO B COYETAHUN C COBMA3HUTENBHOW XXEHCTBEHHOCTBIO, LLUIANIOBMMBOCTLIO
N UTPVBOCTHIO.

dapsain UrpaeT ¢ BM3yasibHbIM A3bIKOM HEMPUTA3ATENIBHOM MOMN-KYIbTYPbI.
Ero ckynbnTypbl py4HOM paboTbl, CXOXME MO pasmepam 1 OusarHy ¢ nony-
NAPHbIMU B €r0 AETCTBE MArKMMU UIPYLLKaMK, NEPELLNTbI U3 oaexabl, Ky-
nneHHoW Ha pbiHke Cedepek — MECTE, KOTOPOE HEMPEMEHHO Ha0 NOCETUTb
NIOOOMY, KTO XKeNaeT Norpy3nTbCs B COBPEMEHHYH (POSTBKITOPHYIO SCTETUKY
npuropogHoro baky. CoBmeLLast «<BTOPYK KOXY» YesioBeKa C ABHO TUMPOBbI-
MU dhopMamMin, XyOOXKHNK CO30aeT TOTEMbI, Ha MNEPBbLIN B3rs4 06MaH4YMBO
ananncTble U MUNOBUOHbIE, HO B TO XK€ BPEMS B MPUPOAE CBOEW CEKCYaslbHO
XULLIHUYECKME.

«PyHaHLLax» — nNpoMeXxyTodHasa npesdeHtaums nccnenosanmi Oapxana dPap-
3a/11 O CYLLECTBE C PblbblM XBOCTOM, KOTOPOEe 0bUTaeT B KaCnmimckoM MOpE.
B Mudonornm a3ty gpeBHme CyLLECTBA BbIXOAWIM U3 BOA, U XXM Cpeay to-
Oen, nepenaBaniv CBOV HaBbIKM W 3HaHWA. B nocneaoHne oecatnnetns y4actu-
nnck coobuleHust oveBmaues 1 CMU o BCTpedax ¢ nogobHbIMU amdpmnbnami
Ha MapLUpyTax HeTSHbIX TaHKEPOB M PbIBONIOBHBLIX TPay/epoB. dTa Tema
oBnagena MHTEPECOM XyOOXHMKA, U OH CTau TLWAaTelbHO cobmpaTb 1 n3yvaTb
Hay4YHble CTaTbl M MHTEPBbLIO C HATypasncTamMu B MOMbITKax ONpeaenTb,
HaCKOJIbKO BeJIKa BEPOATHOCTb TOr0, YTO PyHaHLLaxX BCe eLLe XXNBET B OT-
OaNIEHHbIX YacTax Kacnmmckoro Mopsi, caMmoro 60/1bLLIOro COIeHOro o3epa ¢
YH/KaIbHOW SKOCUCTEMOMN.
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Farhad Farzali

You are My Only Tiger is an ongoing multidisciplinary research project
investigating the symbolism of an animal print and covering social, cultural,
gender-related and economic aspects and associative memory evoked by
feline patterns. The primordial connection between rare animal hides and
power, money or decadence has been rapidly shifting in the past decades:
since Art Nouveau, their popularity in fashion and interior design propelled
such ornamens into pop culture and mass production—democratizing the
print and reevaluating its symbolism. From an unattainable status symbol
they descended to an item in every woman’s wardrobe. Our imagination
relates a woman adorning leopard or tiger print with animal plasticity,
provocation, softness mixed with beguilingly femininity, friskiness and
playfulness.

Farhad Farzali plays with the visual language of lowbrow pop culture.
His handsewn tiger sculptures, reminiscent by size and design of soft
toys popular during his childhood, are stitched from readymade clothes
bought on Sederek market—the absolute must if you want to delve into
the contemporary folk aesthetics of suburban Baku. By shuffling human’s
‘second skin’ onto tiger-shaped curves Farzali creates totems, deceptively
tacky and cute at the first glance, and sexually predative in their nature.

Runanshah is an interim presentation of Farhad Farzali’s research on
a fish-tailed creature inhabiting the Caspian Sea. In mythology these
ancient creatures emerged from the waters and blended in with humans,
passing their skills and knowledge. In the past decades there has been
an increasing number of eye-witness reports and media coverage of
alleged sightings of this amphibious creature along the routes of oil
tankers and fishing trawlers, which has ignited the artist’s curiosity. He has
meticulously collected and studied scientific articles and interviews with
naturalists to decide for himself how likely is the possibility of Runanshah
still living in the remote parts of the Caspian Sea, the largest salty lake
with a unique ecosystem.
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®apxan Papsann Farhad Farzali

S TBOM €AVHCTBEHHbBIA TUMD
2015

TekcTnnb

220 x 150 cm

I Am Your Only Tiger
2015

Textiles

220 x 150 cm
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®apxan Papsann

4 TBOW €ONHCTBEHHbBIN TUMP
2015

TekcTWIb, CUHTEMNOH,
rneHornnact

110 x 30 x 44 cm

Farhad Farzali
I Am Your Only Tiger
2015

Textiles, padding
polyester, foam
110 x 30 x 44 cm

®apxan Papsann

S TBOW €OMHCTBEHHbIN TUMD
2015

TekcTWb, CUHTEMNOH,
reHornnact

110 x 30 x 44 cm

Farhad Farzali

I Am Your Only Tiger
2015

Textiles, padding
polyester, foam

110 x 30 x 44 cm
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WpuHa InbpapoBa

[Npopgomkarowadaca cepus «eByLUKN NpeanoymnTaoT HePTAHUKOB» Pa3Bo-
paYvBaeTCs B yTOMMYECKOW BbloyMaHHOM Bepcun ropoaa baky, B 1950-60-x
N3BECTHOIrO CBOEW TEMION KOCMOMOMNTUYHOM aTMocdepoin. CNoBHO nyTe-
LeCTBEHHMLA BO BpeMeHu, VprHa OnbaapoBa MacTepCKu NMPUBHOCUT B CBOW
MOSIOTHA POMAHTIKY FOXHOIO ropoAa, XOTS, POAMBLUNCE W XKnBs B MOCKBe, OHa
BrnepBble nocetnna baky Tonbko B 1980-x. KnHemartorpauyHble No KOMMo-
3ULMN, SKCTIEPUMEHTASTBHBIE MO BU3YaUTbHOMY A3bIKY, CMeSIble MO NayIMTPE, ee
KapTUHbl — 1rpa C allbTePHATUBHOW UCTOPWEN, B KOTOPOM MapunnH MoHpo
OTNPaB/sSeTCs B COBETCKMM A3epbani>kaH 1 pOMaHTUYECKM YBJIEKAETCH
HEMTAHVKOM.

BmecTo nonyspHOro naeanmampoBaHHOrO COBETCKOIO peasinadma, B Tpaau-
LMSIX KOTOPOIrO HEPTAHMKM N306pavKasICh Kak BeCcCTpallHble repovt MPOMbILL-
JIEHHOCTW, BpocatoLLmMe BbIZ0OB NMPUPOLE U NMPUBbIKLIME K CYypOBOMY 0Opasy
XKU3HN Ha HedTaHbIX KamHsix, VprHa SnbgapoBa nuweT 60J1ee BKpaa4mBble,
NHTUMHbIE MOPTPETbI, B KOTOPbIX HA NEPEOHWI NaH BbIXOOAT YEI0BEYECKME
OTHOLLEHWSA 1 amoummn. Ee paboTa «[1peaioxkeHmne» HanoMmHaeT poMaHTYe-
CKME CLEHbI N3 KITACCUYECKMNX NTASTbAHCKNX DUIBMOB, OYEHb MOMYNSPHBbIX
B CoeTckoM Coto3e. XONCT NMOBECTBYET O BCTPEYE «CTPOUTENA KOMMYH/3Ma»
C NereHOapHoOM aMeprkaHCKOM KpacoTKOW. XyOOoXHMLA yCreLwwHo nepena-
€T HaVBHYKO HEBNHHOCTb MOMEHTA, MO3BOJIAS 3PUTESIO MCKPEHHE MOBEPUTH
B (DaKTUYECKN HEBO3MOXKHYIO CUTyauLMtio. KapTuHa U3nyyaeT nosuTUBHYO
SHEPrUIO 1 HOCTasIbIMMIO MO TEM BPEMEHAM, KOrha »XeHLHa KpacHesia oT
KOMMJIMMEHTA, a MYy>X4YMHa MUCKas Cyrnpyry Ha BCHO »XXN3Hb. AKTpUca BHOBb
nosIBNAETCH B KapTuHe «[lonet [araprHa», oHa NIMKYEeT BMECTe C TOJINOWN,
NpasaHyHoLLIEN NMEPBbIV MOJIET YesIoBeKa B KOCMOC. 30€ECh, CPeay TOBAPULLIEN,
M3pUIVH MOXXET HaKOHEL, OTEPOCUTL HAUIPaHHOCTL 1 3abbITb O CBOEM 3IM0-
Xa/IbHOM amrlya KBUHT3CCEHLMM XEHCKOW CEKCYasIbHOCTW.

Camas HoBasi cepust DNbAapoBOK «H TOXKE XO4y» MOCBSLLIEHA TEME YesloBe-
YECKNX >KeSTaHWUI, 3a4acTyo NOAaBASEMbIX OOLIECTBEHHBIMM HOPMaMU U He-
nocpencTBEHHbIMM 0DA3aTeNbCTBaMM. XOTS KapTHA M300paXKaeT »KEHLLMH
pasHbIX 3MOX N Pa3HOro CoumasibHOro craTyca, XydoXHULA CYUTaET, YTO
YyBCTBA U XKeNaHusa YHUBEPCaslbHbl A1 BCEX BO BCE BPEMEHA U YTO pagu
[OYLLIEBHOMO 300POBbS UX HEMb3S MPSATATb UV NOAABSTb.
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Irina Eldarova

The ongoing series Girls Prefer Oilmen is built around a utopian fantasy set in
Baku, famous for its warm cosmopolitan atmosphere in the 1950-60s. As if
a time traveler, Irina Eldarova masterfully transmits romanticism of the Southern
City onto her canvases, even though as a Muscovite she never visited Baku until
the 1980s. Cinematographic in composition, experimental in visual language,
bold in colour combinations, the paintings are a play on alternative history where
Marylin Monroe travels to Soviet Azerbaijan and gets romantically involved with
an oilman.

Instead of highly popular idealized Soviet Realism depiction of oil workers
as industrial heroes fearlessly facing nature’s raptures and accustomed to
an austere lifestyle on the Oil Rocks, Irina Eldarova creates closer, more intimate
portraits where human relations and emotions prevail. Proposal evokes romantic
scenes from classical Italian movies, very popular in the Soviet Union. The story
narrates the encounter between a ‘builder of Communism’ and a legendary
American bombshell. The artist captures the naivety and innocence of the
moment allowing the viewer to sincerely believe in an otherwise impossible
scenario. The painting emits positive energy and nostalgia for the times when
a woman was blushing from a compliment and a man was looking for a lifelong
partner. The actress reappears in Gagarin Flies: cheering with the crowd
celebrating the success of the space mission. Here, among comrades, Marylin
may finally shed her artificiality and forget about being a timeless quintessence
of female sexuality.

Eldarova’s most recent | Want It Too series tackle the subject of human wishes
and desires —often suppressed by societal norms and immediate obligations.
Although the painting depicts women from various eras and of different societal
status, the artist believes that feelings and desires are universal and timeless,
and that they should not be hidden nor oppressed for the sake of our sanity.

VpnHa 3opaaposa
S TOXXKE XO4y

2019

XoncTt, macno

120 x 160 cm

Irina Eldarova
| Want It Too
2019

Oil on canvas
120 x 160 cm
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VprHa Snbaaposa

HedtaHoe TaHro. V13 cepum «[leByLikn
npPeanoYnTaroT HEPTAHMKOB»

2016

XoncTt, macno

152 x 152 c™m

Irina Eldarova

Oil Tango

From Girls Prefer Oilmen series
2016

Oil on canvas

152 x 152 cm

VprHa Snbaaposa

JebennHoe 03epo. 13 cepun

«[]eByLLKM NMpeanoYmTaroT HeTAHMKOB»
2019

XoncT, Macno

140 x 140 cm

Irina Eldarova

Swan Lake

From Girls Prefer Oilmen series
2019

Oil on canvas

140 x 140 cm
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VprHa Snbaaposa

["arapuH netut. V13 cepumn «[JeByLUKM
npPeanoYnTaroT HEPTAHMKOB»

2019

XoncTt, macno

140 x 140 c™m

Irina Eldarova

Gagarin Flies

From Girls Prefer Oilmen series
2019

Oil on canvas

140 x 140 cm

VprHa Snbaaposa

MpennoxeHne. N3 cepun «[eBylikn
NPeanoYnNTalOT HEPTAHMKOB»

2019

XoncTt, macno

140 x 140 cm

Irina Eldarova

Proposal

From Girls Prefer Oilmen series
2019

QOil on canvas

140 x 140 cm
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3apHuwiad KOcud

3apHuiiar KOcnd 06bI4HO YepraeT BOOXHOBEHVE B HAMOEHHbIX NMpeaMeTax.
Cepuist kapTuH «[peBHr A3epbanopkaH» BKIKYAET KOMIIaXKM U3 CTaPUHHBIX
OTKPbITOK, (hparMeHTOB NMUCEM, dhoTorpaduii, Kpy>KEBHbIX TKaHeEW, NpUKpe-
MNEHHbBIX K XOICTY UK UCMOb30BaHHbIX B Ka4eCTBe TpadapeToB. [onyyato-
LLMECS B peay/ibTate abCTpakumm CKIaabliBatOTCS B C/I0XKHbIE, MHOIOC/I0MHbIE
N HEJIMHEWHbIE CIOXETbI. BCTparBas HaraeHHble OOBbEKTbI B MOBEPXHOCTb
XONCTa, HakNadpiBad Ha HUX Ma3KK KPacKu U 3KCNEPUMEHTVPYS C CamMou
TEXHVKOWN, XyOOXHLA MPUriallaeT 3pUTeNs CKIOHUTLCS BVKe K MOOTHY
1 OyKBasIbHO LLArHYTb B €6 HEOOPUEHTaAIMCTMYECKe daHTasun. OgHa 13
KapTWH HanoJIHeHa y3HaBaeMbIMK 0Obpasamm NepBoro HepTsaHOro byma baky,
KOTOPbIM CY/IU1 CTPAHE BEYHOE MPOLIBETAHVIE U MPOMPECC, a TakKe NopTpeTa-
MW FOPOXKaH U3 Pas/iNYHbIX COLMasIbHBIX CIIOEB TOMO NCTOPUHECKOro neproaa.
XyOOXHMLA CONMOCTaBNAET MY>XXUMH, 3aHUMAIOLLIMXCS TOProBien Uan PyYHbIM
TPYAOM, 3anevyaT/IeHHbIX Ha OXXMBJIEHHbIX YaMUAX ropona, ¢ nopTpeTaMm
YKEHLLWH, cOeNaHHbIM B MPUBATHOCTW UX Xuava. OHY NO3MPYHOT B CBOWX
NyYLLINX MaaTesX U CEMEMHBIX YKPaLLEHNSX, MbiTasdCh M3ALIHO nofaTb cebs
Hanogobue AMKOBWHHbBIX MOAENEN Ons cepum OTKPbITOK Types du Caucase
— MNONYSPHOrO NPEXXAE KOMOHNAIbHOMO MUKTOPU3MAa O «ApYrX» KybTypax.
KOMMOHOBKa U300paXKeHNn B JIMHUIO PEMUHNCLIEHTHA NPOPe3n O rnaa
B XKEHCKOW MapaHKe.
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Zarnishan Yusif

Zarnishan Yusif usually takes inspiration from found objects. The Old Azerbaijan
painting series includes collages make of antique postcards, letter fragments,
photos, laced textiles attached to the canvas or used as stencils. The resulting
striking abstract paintings produce an intricate multilayering and non-linear
storytelling. Elaborating found objects onto canvas surface, overlaying them with
brush strokes and experimenting with painting techniques, the artist is tempting
viewers to lean forward and almost step into her neo-Orientalist fantasies.
One of these paintings has recognizable images of Baku'’s first Oil Boom that
promised eternal prosperity and progress to the country, and portraits of the
city dwellers of various social classes of the same historical period. The artist
juxtaposes men engaged in trade or manual work caught in the busy street
corners of the city with portraits of women taken in the privacy of their homes.
Adorning their best dresses and family jewelry for the occasion to gracefully
pose as exotic sitters for Types du Caucase postcard series, a popular colonial
pictorism of ‘The Other’ cultures. The arrangements of these images might
suggest the narrow opening for eyes in a woman’s veil.
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3apHuwaH ocud

V13 cepumn «[JpeBHun AsepbanmpkaH»
2015-2019

XONCT, CMeLaHHas TexHMKa

70 x 70 c™m

Zarnishan Yusif

From The Old Azerbaijan series
2015-2019

Mixed media on canvas

70 x 70 cm

3apHuaH KOcud

13 cepum «[peBHuin AsepbanmxaH»
2015-2019

XONCT, CMeLLIaHHas TeXHUKa

70 x 80 c™m

Zarnishan Yusif

From The Old Azerbaijan series
2015-2019

Mixed media on canvas

70 x 80 cm
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3apHuaH KOcud

13 cepumn «[dpeBHnin AzepbanopkaH»
2015-2019

XONCT, CMeLaHHas TexHMKa

100 x 100 c™m

Zarnishan Yusif

From The Old Azerbaijan series
2015-2019

Mixed media on canvas

100 x 100 cm

3apHulaH Oocnd

V13 cepumn «dpeBHnin A3epbanmpkaH»
2015-2019

XONCT, CMelLlaHHas TexHUKa

100 x 100 cm

Zarnishan Yusif

From The OIld Azerbaijan series
2015-2019

Mixed media on canvas

100 x 100 cm
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MMocnecnosue

B nepeBofe C aHMIMMCKOro HasBaHwe npoekTa «Extension» o3Ha4aeT «pacLumpe-
HVEe» — C KaKAOW BbICTABKOW LKA 3pUTESb 3HAKOMUTCS C HOBbIMW IMEHaMKN B CO-
BPEMEHHOM UCKYCCTBE 1 PACLUMPSET HE TOSIbKO CBOW XYAOXXECTBEHHbIN C/I0Bapb, HO
N MOHWMaHME NPaKTKK, MPOLECCOB 1 MOBECTKM, CYLLIECTBYIOLLEN B Pa3HbIX CTpaHax
mMupa. Npr NOArOTOBKE BbICTABKM «bapxaTHble NPpU3HaHWUs», KOTopas ctasna Aecs-
ThiM NpoekToM «Extension», kypatop Acnn Camenosa NpeanoXxmna noCMOTPETL Ha
COBPEMEHHbIX a3epbanipKaHCKMX XyOOXHMKOB C HEODbIYHOrO pakypca — C NO3ULMN
KoNnekumoHepa. Tak, fAaHHas BbiCTaBka CTasia He TOSIbKO BO3MOXHOCTBIO 0603Ha4NTh
OCHOBHbIE MMeHa 1 JIOKaUTbHYIO MPOBEMATUKY, HO 1 MOMBITKOW PaCCMOTPETb BOMPOC
NOSIBNIEHVIS KOJIIEKLNIA, YaCTHOIO BblI6opa 1 (DUIaHTPOMUN.

CospaBas 0bpas KOMNEKUMOHEPA, Mbl MOMbITA/INCL NPEACTaBUTb, Kake NPUYMHBbI
MOryT NoByanTb YenoBeka cobunpaTb MCKYCCTBO, CBA3AHO I STO C SMOLMOHASIbHBIM
MWHYTHbIM peLueHneM, 6onee riyboKMY YyBCTBaMU UV MHBECTULIMIOHHBIM pacye-
ToM. B utore Cagarat Xasan-KyLky nony4nnack TakyM KONNEKLIMOHEPOM, KakM ero,
HaBepHOE, XOTeN Obl BUAETb KaXXObIA XyOOXKHVK U KypaTop, a UMEHHO MeLeHaTOM,
0151 KOTOPOrO »KenaHne Nogaep>XKu NCKYCCTBa B LIESIOM CTan0 OBVKYLLEN LIESBHO.

BktoveHHast B 370 M3gaHne noaMa CoBPEMEHHOM adepbalpkaHCKOoM NosTecch! Jlennn
Canaeson onucbiBaeT 6yaHn Caparat Xasan-KyLiky, kKoTopas 3a 4epedon AenoBbIX
BCTPeY W1 NPOBOASA BPeMs B 0puce CMOTPUT Ha paboTbl U3 CBOEW KONNEKLMM
N YHOCUTCS MbICNISIMXA B BOCTIOMUHAHNS, MbITasiCb OCMbICIUTL CBOK NUOEHTUHYHOCTD.
KypaTtopcku TekcT Acnm CamenoBor Obin NOArOTOBMAEH KaK MHTEPBbLIO-aManor,
pPaCKpbIBAKOLLMA NPUYMHBI MPUBSA3AHHOCTY KOJIIEKLUMOHEPA K CBOEN KONNEKLMN.
Tarkke B KaTasior BKIKOYEH o4epK nctopuka @yana AXyHAOBa, KOTOPbIA MO3BONT
nepeHecTUCb B Baky Ha CTO /1eT Ha3a, 1 MO3HAKOMUTBCS C NepBbIMK a3epbanaykaH-
CKUMI (DUAHTPOMaMK U X aKTUBHOW OEATENBHOCTBIO, N3MEHVIBLLEN XXN3Hb CTOMLbI
N ero Xutenem.

PaamblLLNEHMSI O KOMEKLVMIOHMPOBaHUM Kak O CTPEMIIEH COBMpaTb 1 ynopsaoim-
BaTb NPEOMETbI 1 ABNEHUS HEMPEMEHHO MPUBOAAT K MbIC/IY O BAXKHOCTV COXPaHEHNS,
CNaceHnst Kak camoro LIEHHOro, Tak 1 HegooLIeHeHHOro. BeicTaBka «bapxaTHble npu-
3HaHVS» 0O beOHAET MHOXECTBO 06pa30B, apTedakToB, HABNOEHNI 1 BbIMbIC/IOB,
KOTOPbIE XyOOXHVKN, Byaydn B OyLIE TOXE KOMNEKLUMOHEpaMK, NMPeACTaBAT 3pUTENIO.
B pasHoobpasnn TEXHWK 1 TBOPYECKMX MOOXOA0B BbiICTaBKa 3aTparvBaeT CBs3b
MEXXY XYOO0XHUKOM 1 KONNEKLMOHEPOM W HANOMUHAET O 3HAYEHM NEPCOHANIBHOrO
BKJ1ada B Ky/bTypy.

Outro

The name of the project—Extension—speaks for itself; with each exhibition of the
series, viewers get to learn about new names in contemporary art and not only add
new entries to their art dictionary but also expand their understanding of practices,
processes and agendas in different countries of the world. As this exhibition Off the
Velvet Chest was being put together, the tenth installment in the Extension project, its
curator Asli Samedova proposed to look at modern Azerbaijani artists from an unusual
perspective—as a collector. This made the exhibition more than an opportunity to
showcase major names and local problems but also an attempt to think about how
collections emerge, about private choices and philanthropy.

Considering the image of a collector, we tried to imagine what could drive a person
to collect art, whether it is related to an impulsive decision, some deeper feelings or
an investment calculus. As a result, Sadagat Khayal-Kusku turned out to be just the
collector as every artist and curator would probably like to have. She was a patron of
the arts, for whom the desire to support art has in itself become that driver.

This catalogue also features a poem by modern Azerbaijani poetess Leyli Salayeva
who describes the everyday life of Sadagat Khayal-Kusku. The collector, bogged
down by incessant business meetings and office work, takes time to contemplate
her collection and get carried away in thoughts, trying to understand her own identity.
The curatorial text was done by Asli Samedova as an interview, a dialogue revealing
and explaining the collector’s attachment to her collection. Also included is an essay
by historian Fuad Akhundov, which transplants the reader back in time to Baku one
hundred years ago to meet the first Azerbaijani philanthropists and see their efforts
that changed the lives of Baku and its citizens.

Reflections on art collection as a desire to acquire and organize objects or phenomena
inevitably lead to the idea of the importance of preservation, saving both the most
valued and the undervalued. The exhibition Off the Velvet Chest brings together many
images, artifacts, observations and fictional stories that artists—who are collectors
at heart too—produce for the audience. The diversity of techniques and creative
approaches enables the exhibition to explore the relationship between the artist and
the collector, and to reiterate the importance of personal contribution to culture.
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Arnnb Adpynnaes (1992)

MynNbTUMEAVNHBIA XyOOXHVK U NMpeacTa-
BUTESb COUMAIIBHO aHraXKMPOBAHHOIO UC-
KyccTtBa, Arunb ABaynnaeB B OCHOBHOM
NCMOMB3YET TakMe TEXHWUKN, Kak aHnma-
ums, nepdopmMaHc 1 potorpadus. Abayn-
naeB CTPEMUTCS CNocobCTBOBATL AMaso-
Iy MeXay NOEHTUYHOCTBIO U OBLLIECTBOM,
nrpas Ha KOHTpacTax Mex[ay »XEHCTBEH-
HOCTBIO U MY>XECTBEHHOCTbBIO, MyBINYHOM
1 YaCTHOW »XN3HbIO, MONNTUKON 1 OOLLEe-
CTBOM, 3anafHbiM/ 1 BOCTOYHbIMU KyJb-
TYPHBIMU CTaHOAPTaMU, HaNaKMBas KOH-
TakTbl Mexady 3TUMKM noncamu. Arnnb
OKOHYW/T C OT/IN4YMEM BakanaBpuat OTAe-
NEeHNs N3FLLHBIX UCKYCCTB YHMBEpCUTETA
HoTtnHrem TpeHT B 2018 rogy v yooCTo-
NNCS HECKOMBbKMX MOOLLPEHUA U MOAHTOB:
npurnaleHns y4acTBOBaTb B €XKEro4HOM
BbICTaBke «HoBble COBpeMeHHMKN» B 2018
(Mpn nogaepxxke Bloomberg), apT-pesun-
neHumn B npoekte ATTIC HekoMmepue-
ckon opraHndaumm One Throseby Street
B HotTuHreme (Bennkobputanus), rpaHTa
«/IckycCTBO K KynbTypa» OT Lleenuap-
CKOrO areHTcTBa pasBuUTUS W COTpyQa-
HudecTBa. PaboTtel Abaynnaesa Oblnu
npencTaBaeHbl Ha TOUAMCCKOM hoTode-
ctmBane (2019), B noHOoHCKoOW [anepee
doTorpados (2019), Ha JIBepnynbLCKOM
BureHHane (2018), Ha BrueHHane LdpoBbIX
n3o6pakeHun The Wrong—New Digital Art
Biennale (2017), B ranepee COBPEMEHHO-
ro nckycctea Tate Modern (2016), Ha 4-1
MOCKOBCKOW MeXayHapoaHoM bueHHane
MOS1040ro nckyccrea (2012).

Topa ArabaeBa (1979)

OkoHuMB MarucTpatypy AsepbanopkaH-
CKOW roCcy[apCTBEHHOM akageMum xyno-
XKECTB MO CNeumanbHOCTU «KUBOMUCH»
B 2002 roay, Topa ArabaeBa »xuna
B LLlaHxae (KHP), a cenvac npoxxneBaeT B

Bepnnne (Fepmanng). Ee knaccmnyeckoe
XyOOXXECTBEHHOE 0BpasoBaHVe NPOSBAS-
€TCS B TLLATEIbHOW NPOPUCOBKe AeTaNnen,
KOTOPOW OTMeYeHbl ee paboTbl, HECYLIME B
cebe 0T3BYKM COBETCKOro peasmama, 1c-
KycCTBa anoxy Bo3poxkaeHms 1 poMaHTu3-
Ma. Ee KapTuHbI, Ha KOTOPbIX U300PaKEHbI
TO haHTaCTUYECKME cylecTBa 13 Kacnnin-
CKOro MOpPS$, TO NEN3aKK, 3aps>KEHBI MO3N-
TUBHOW 3HEPrmen n tomopoM. MHorme pa-
60Tbl TOPbl OTMEYEHbI XKEHCKM B3 A0M
Ha CekcyaslbHOCTb: 13berasd OBeLLeCTBIe-
HUK, XyOOXXHMLA LYTAMBO UIPaeT C Opu-
EHTaINCTCKOWN CTUIIMCTUKON, MPUMEHSS e
B M306paXKeHUN CLEH U3 NMOBCEOHEBHOM
XN3HW. ArabaeBa BbICTaB/Is1acb B asep-
BarmKaHCKOM MaBUNbOHE Ha 52-1 BeHe-
umaHckom brenHane B 2007 r., a Takxe
Ha rpynnoBbIX BbiCTaBkax B LieHTpasb-
HOM BbICTaBOYHOM 3as1e «MaHex» (1999),
LleHTpe coBpemeHHOro nckyccrea B Cta-
BaHrepe (2010), Mysee PERMM (2011,
2015), Ha BbicTaBke FO YOU Voluntary Art
Liaison B bepnvHe (2018), a Takke B Ku-
npckoM Myaee COBPEMEHHOIO UCKYCCTBa
(2019), KOTOPBIM NPUODBPEN €€ KAPTUHbI
051 CBOen Konnekummn. Topa y4actBoBa-
na B nepeaBvikHOM BbicTaBke Fly to Baku
(2011-2012) 1 BbICTaBKE COBPEMEHHOIO
a3epbanIpKaHCKOro UCKyccTBa «KOHMEeT-
Hble ropbl, HePTAHbIE Bepera», opraHM3o-
BaHHOM My3eeM COBPEMEHHOIO UCKYCCTBa
PERMM B 2015 T.

®aur Axmep (1982)

®aunr Axme[, n3BecTeH Npexxae BCero CBo-
M KOHLEeNTYyaslbHbIM NOOXOAOM K a3ep-
6angpKaHCKOMY KOBPY, 3CTETMKA KOTO-
POro nosyyaeT y Hero HOBOE MPOYTEHME.
[eKoHCTpYMpys TPaauLUMK U CTEPEOTUNMLI,
AXme[, B CBOMX MPON3BEOEHNAX Nepeoc-
MbIC/IMBAET APEBHME pEMecsa 1 co3na-
€T HOBble BM3yasibHble rpaHuLpbl. B 2007-
M rofy OH npenctaBnan AsepbangyxkaH

Ha OebroTHOM A9 CTpaHbl 52-n BeHeuu-
aHCcKown buenHane, B 2013-m, cHOBa Ha
BeHeumaHckonm 6BueHHane, y4dacTBoOBasl
B KOJINIEKTVBHOW BbiCTaBke Love Me, Love
Me Not, a B 2018-m BbicTaBnganca Ha 11-in
bureHHane Bu3yasibHbIX WUCKYCCTB CTpaH
Mepkocyp. B 2013 rogy oH BoLlen B cnv-
COK hrHanmcToB npeMun Jameel Prize 3,
YUPEXOEHHOM NOHAOHCKM My3eem Buk-
Topun 1 AnbbepTa. MNponsseneHns Pavra
Axmena OEMOHCTPUPOBA/IMCH Ha KOJIIEK-
TUBHbIX BbICTaBkax B 60CTOHCKOM Mysee
N34LLHBIX MCKYCCTB, My3ee benbsio B Ba-
LUMHITOHE, KvBneHAckoMm My3see coBpe-
MEHHOIO NCKYCCTBa, VIHCTUTYTE MCKYCCTB
n ouasanHa B Munyokm, cuagHenckom My-
3ee [OeKopaTVBHO-NPUKNAOHOMO UCKYC-
CTBa 1 Haykn n Mysee CTaporo v HOBOro
nckycctea B TacmaHuu. [lepcoHanbHble
BbicTaBk Panra Axmeda MNpoxoamnm
B 2016 rogy B PuMCKoM My3ee coBpe-
MeHHoro uckycctea (MACRO), B 2017-
M B OaKMHCKOM LleHTpe COBPEMEHHOrO
nckycctea YARAT 1 B TEKCTUNBHOM My-
3ee LWBeackoro ropoga bypoc. Ero pa-
60Tbl HAXOOATCHA B YaCTHbIX KONIEKLMSAX
n B My3esx: B CLLIA — B XyOgoXecTBeH-
HOM My3ee okpyra Jloc-AHmxenec, Xy-
[OXECTBEHHOM My3ee CuaTna, Xygoxe-
cTBeHHOM my3ee [lanm-CnpuHre, Mysee
LLIkonbl ansanHa Poo-AnneHga n Xyooxe-
CTBEHHOM My3ee Kparcnepa; Bo PpaHLmn
— B My3ee baprysHa; a Takke B Haumo-
HanbHOW ranepee BukTopum B ABCTpanm
n Mysee COBPEMEHHOIO NCKYCCTBa «Ap-
ceHan» B MoHpeane, KaHaga.

OpxaH lycenHoB (1978)

MynbTUMEOUHBIN XyOOXHUK OpxaH [y-
cenHoB mBeT B baky. MHororpaHHoe
TBOPYECTBO ['yCenHoBa BbIpaCTaeT U3 ero
NHTEpeca 1 BOCXULLEHNS YCTHbIMW Tpaau-
LMK, OEKOPATUBHO-NPUKIIaAHOM UCKYC-
CTBOM U ncTopuen AsepbanmgxaHa. [pe-

nennetas MECTHbIN KOHTEKCT C MaCCOBOW
KyJIbTYpOW 1 Hanbonee HacyLLHbIMW MPO-
tnemammn obulectea, [ycenmHoB cdop-
MUPOBaJT JIENKO Y3HABaEMbIA CTUNb —
NPOYYBCTBOBAHHbIN,  3KCLLEHTPUYHbIN
1 rny6oKO NHTENNEKTYaNbHbIM. [1pon3se-
AeHns ['ycemnmHoBa MHOFOKPATHO SKCMOHN-
POBa/INCb Ha KOJIIEKTUBHbBIX BbICTaBKax
B AsepbanmkaHe 1 3a ero npenenamu:
B GakmHckoM LleHTpe [enpapa Anvesa,
Mysee nctopum nckyccts (Bexa), Haupo-
HalbHOM My3ee nckyccTB XXI Beka MAXXI
(Pvm), Ha BepIHCKOM BbICTABOYHOWM MJ10-
wanoke me Collectors Room Room, B ra-
nepee Phillips de Pury, Ha BbicTaBke Love
Me, Love Me Not B pamkax napasiniesiHou
nporpamMmmel 55-n1 BeHeupnaHckon breHHa-
ne B 2015 roagy, B ®onpe Lennn v do-
Hanbpa PybuHos B 2017. NepcoHasbHble
BbICTaBKW XYAOXXHMKA Npoxoauam B Tpo-
nnyeckom mysee (Amctepgam) B 2003
rogy 1 6akMHCKOM LIeHTpe COBPEMEHHOIO
nckycctea YARAT B 2017 roay.

Maxa66at Ka3bimoBa (1992)

OTywBLWIMCH B HaumoHabHOM akagemimnim
NCKYCCTB Ha akysbTeTe Oexkopatue-
HO-MPWKIAOHOrO UCKyccTBa, Maxabbar
KasbiMoBa B BO3pacTe ABaauarv AByX NieT
BepHy/acb B poaHow [envan. B nocnen-
HW1e rodbl XyQOXXHMLA paboTaeT B TEXHUKe
robeneHa 1 cama TKeT Hebosbluve KOB-
Pbl MO COOCTBEHHbLIM 3CKM3aM. Y4acTHU-
La MHOMX pecnybnKaHCKNX BbICTABOK,
OpraHn3oBaHHbiX COO30M  XYL0>KHUKOB
AzepbangykaHa, rpynnoBbiX BbICTABOK
B MysenHom ueHTpe baky. B 2019 roay
cocTos/1aCb MepBas COJibHAas BbICTaBKa
XyOOXXHWUpI B [enyae.
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MepuHa Kacumosa (1995)

BbinyckHuua AkaoemMunm akBapenm n nasi-
HbIX UcKyccTB Cepres AHapusiki. [oayyrs
Knaccu4eckoe 0bpasoBaHme, XyaooXkHULa
npoJorkMia paboTatb B TEXHUKE XKUBO-
nMcKn 1 rpaukK, CMeno 3KCNEepUMEHTU-
pys C pasHbIMX Noaxodamu, BbipaboTas
CBOW YHMKasbHbI XyO0XECTBEHHbIN S3bIK.
[NepBas nepcoHanbHas BbicTaBka Meau-
Hbl mpowna B Mynstumenna Apt Mysee
(Mockea) B 2018 roagy. B oktabpe 2019
rofga xygoXkHuua npuHumana ydactme
B SpPMapKe COBPEMEHHOrO MCKYCCTBa
SAM FAIR, npoxoauBLuen Ha TeppuTo-
pun netepbyprckoro Myses cTput-apTa.

Ha3pux MamepnoBa (1989)

Xueylwaa B baky ypoxeHka Kytaucu
asepbanmkaHckas xygoxkHuua HaspuH
MamepnoBa uvccnenyer B CBOEM TBOP-
4YeCTBE MPOLIECC MOJIyYEHNSA OMbITa Kak
TakoBoro. Vcnonb3ys pasnuuHble xXyao-
YKECTBEHHbIE MPaKTUKW, B TOM Y1CNE BU-
3yasbHblE MCKYCCTBA, HOBbIE MeAVA U 3BY-
KOBOM Om3anH, MamegoBa paclmpseT
rpaHnLbl CBOVIX UCCAEO0OBaHWM B aManore
C APYrMU OUCUMMIVHAMW U CUCTEMaMM
3HaHu4. TBopyecTBO 419 MamenoBon —
3TO MPOLECC Npeobpas3oBaHms. TBOPUTL
3HAYUT MOMECTUTbL Cebsa B OnpeneseH-
HOE MeCTO W 3aTeM OCMbIC/IUTL ero —
XyOOXECTBEHHAs MNpakTnka Mamenoson
CTUMYSIMPYET YYBCTBO HEYBEPEHHOCTU,
NUTaET SKCNepUMeHTasbHbIM noaxond. Ha-
3BaHNE CEPUM CAENAHHbBIX XyOOXHULIEN
KpacHO-0ypbIx (DOTON306paXKEHUN —
«KOHMETHBbIE FOPLI» (PEYb O HEOObLIYHOM
pacuBeTKe ropbl AaTblarad) — oT4acTu
BOOXHOBWO Ha3BaHWe BbICTABKW COBpPEe-
MEHHbIX a3epbanmKaHCKMX XyO0XKHVKOB
«KOHMETHBIE TOPbI, HEDTAHBLIE Bepera»,
koTopas coctodnace B Mysee PERMM
B 2015 roay. B 2014 rony npeseHTaums

aTom xe hotocepumn ctania gedrotom Ma-
MELOBOW B BPUTAHCKOW XyO0XKECTBEHHOM
cpepe: XyooxkHvLAa npeactasnsna Asep-
fanmkaH Ha NepBon ApMapKe MO104pIX
XyOOXHWKOB 1 ranepuctoB START Art Fair,
OpraHM30BaHHOW JIOHOOHCKOW ranepeen
Saatchi. HaspuH Heckonbko pa3s Obiia
npuUriaLleHHbIM XYO0XKHWKOM B apT-pesu-
OEHUNAX — B YaCTHOCTW, B JIOHOOHCKOW
opranHmsauum Delfina Foundation n mexxay-
HaAPOOHOW XyOoXecTBeHHOM cTyaun Khoj
International Workshop Ha [loa (MHous). Ee
pPabOoTbl HAXOOATCS B My3€EMHbIX U YaCTHbIX
konnekumsix B Poccuu, Vopganum, Coeaun-
HeHHOM KoponeBcTBe U AsepbangxaHe.

Cypana Myraunbi (3enHanoBa) (1957)

Bsas cebe TBOpYeCKMIA NCEBAOHUM «My-
raHsibl», NO-CPeAHEBEKOBOMY 0OB0O3HaYMB
CBOIO MPUHAONIEXXHOCTb K Tepputopun
cBOero npoxxkmearug, Cypans 3enHasno-
Ba, cama TOro He 0CO3HaBasi, nocenoBa-
TeNbHO KOHCTPYMPYET 0bpas aHgeprpa-
YHOHOW XyOOXHNLbI.

[Nocne OKOoH4YaHWs y4ebbl B XyO0>KECTBEH-
HOM Yuunuwe umenn Asnma A3mmsage
XYOOXHULIE MPULLIOCh OCTaBUTb MEYTH
O CTOJIMLE M BEPHYTLCS MO TPeboBaHMIO
oTua B pogHom Caatibl. Ha manon po-
OnHe, Cypamns yBneknacb KOJIEKUMO-
HMPOBAHMEM apTedaKTOB N N3YyYEHUEM
MCTOPUM POOHOro Kpas. IMeHHO Ha 6a3e
CO34aHHOWN 4aCTHOW KOJIEKLMMA, MO WUHA-
usaTMBe MECTHOM agMUHUCTPauMM Obin
OCHOBaH KpaeBeayeckuin Mysen CaaTnvH-
CKOIO paroHa, ANpeKTopom KoTtoporo Cy-
pansa 3enHanosa sensetca ¢ 1983 roga.
C Havanom Kapabaxckov BoVHbl, Cypans
nowia gobpoBObLEM Ha (PPOHT. besyc-
JIOBHO rofdbl, NMPOBEAEHHbIE B CaMbIX O-
PAYNX TOYKAxX, OCTaBWUIM HEM3rNagMbI
cnen v 3akaimnm xapakTep XyOoXKHULbI.
Y>xe B nocnenytoLme rogpl Cypansa CTos-
KHy/1acb eLle C OOHUM WUCMbITAaHNEM — N3

ee My3esi MOXUTUAN LIEHHbIE SKCMOHATHI.
LleHon HeMMOBEPHOro ynopcTea, C Npu-
BneveHveM VHTepnona, Cypaine BCe xe
yOaN0Cb BEPHYTb My3€MHbIE LIEHHOCTU 13
3panng.

Ecnn B Havane tBopYeckoro nytn y Cy-
pan MyraHiabl 6bl/10 HECKOJIBKO BbICTa-
BOK B baky, To B mocnegHee BpemMsi OHa
paboTaeT B CTON U XUBET OENIOM CBOEW
XKN3HU — My3eeM. C paboTamum, Takke Kak
1N C caMon XyOOXKHNLEN, MOXXHO MO3HAKO-
MUTbCH, noceTnB CaaT/ibl, HAXOOALMNCS
B 180 kKnomeTpax K toro-sanagy ot baky.

Husa3 Hapxados (1968)

[NpodeccrnoHaneHbI CNOPTCMEH, CONAAT,
MacTep 1 TPEeHep pykonaluHoro 6os, no-
nmuenckmn, Hnas Happkados nepenpobo-
BaU1 MHOXXECTBO NMPOdECCUI, Npexxae Yem
MOJSIHOCTBID MOCBATUA Ccebst UCKYyCCTBY
B 2003 rogy. CaMOCTOATENBHO OOYy4YMB-
LLUMCb >XMBOMUCK N CKyNbMATYpe, Hamka-
OB CTPEMUTENBHO BOPBAICA Ha as3ep-
GanmKaHCKyo, a NO3OHEE U HA MUPOBYHO
XyOOXECTBEHHYIO CLEHY — U NMOKOPWI ee
tnarogaps CKPEHHOCTW, HAMBHOCTW, ca-
MOOTAA4YE U OOEPXNMOCTU, C KOTOPbIMMU
OH MOrpy>KaeTcst B NpoLECC TBOPHECTBA.
Ero ctmnb — HenpuyecaHHbIn, CTpacT-
HbI, SHEPIUYHBIA — OTPaXKAET >KU3HEH-
HYIO NO3uLWO aBTopa. Ero paboTbl MHOMO-
KpPaTHO SKCMOHMPOBAUNCE Ha MPYNMoBbIX
N NEPCOHasTbHBIX BbICTABKaX B rafiepesx u
My3€esaxX — B 4aCTHOCTU, B 6aKMHCKOM My-
3eMHOM LeHTpe (2017), My3ee coBpemeH-
HOro nckycctea HuHoo (2014), prMCcKoM
HaumoHaneHoM My3ee nckyccts XXI Beka
MAXXI (2013). Hapxados npeacrasnsn
AzepbanmkaH Ha 53-11 BeHeuumaHckom
6uenHane B 2009 rogy. Ero pabotbl Haxo-
n4arcsa B cobpaHnm AnbbepTto CaHopeTTy,
6aknHckoM My3ee COBPEMEHHOIO UCKYC-
ctBa U My3see COBPEMEHHOIO VCKYyCCTBa
TpeHTto 1 Posepeto (MART).

Biocan Parum (1987)

MynbTUMEOUAHBIN XYOOXHUK U Nepdo-
MaHcucT Btocan Parum paboTaeT Ha CTbl-
KE >KaHpoB. BOOXHOBASACE YENOBEYECKMM
TenoMm, ParmMm npakTUKYeT YHUKasbHbIN
nooxo4 K durypatmeHoM 06pasHOCTW.
MpUMEHSAS 3Ty OMTUKY, OH aHaM3unpy-
€T couMalibHble OXnaaHUs 1 reHaepHbIe
PO, BbISBSS FPaHN, KOTOPbIE HEPEOKO
3anpsiTaHbl B ganbHWX FAybuHax Kyb-
TypHOW nmamaTtu. Bonnowaa csow xyno-
YKECTBEHHbIE 3aMbICSbl, XYOOXKHWK 3ada-
€TCS KpaeyrosbHbIMM BOMNPOCaMu BbITUS
— O KyNlbType, WOEHTUYHOCTW, reHgepe
1 OBLLECTBEHHbIX LEHHOCTSAX. OH BbISIB-
NFeT MNPOTUBOPEYUMST MEXAY SBHbIMU 1
HesiBHbIMW Taby, 1M ero TBOPYECTBO MObYy-
XKOAET 3PUTENST KOUTUHECKW B3MISHYTb Ha
COBCTBEHHOE MOJSIOXKEHME B pamMKax CBO-
en KynbTypbl. Brocan Parum ydactBoBan
B KOJI/IEKTVBHbIX BbiCTaBKax B A3epbana-
xaHe, pyaun, @paHumn, Typumm, CLUA
1 Poccun. Ero nponssefgHns SKCrnoHMpo-
Ba/IMCb Ha BbICTaBke «KOHMETHbIE MOPbI,
HebTaHble Gepera» (2015) — npoekTe
Mysed PERMM, nocBsileHHOM CcoOBpe-
MEHHOMY asepbanagykaHCKOMY VICKYCCTBY.
B Baky npowinn nepcoHasibHble BbICTaB-
KU XyOOXHWKa — B ranepee YAY (2013),
TeaTpe ADO (2017) 1 Ha BbICTABOYHOW
nJowaaKke Moaoapix XyooxxHnkos ARTIM
(2018).

Mapan Paxman3ape (1916-2008)

XoTta Mapan PaxmaHzane 6buia nep-
BOW B MCTOpUK A3epbanmxaHa »XeHLL-
HOM-XYOOXHULEN €€ UMS Mano KoMy
M3BECTHO KPOME MCKycCTBOBeOoB. B 14
net PaxmaH3age nokuHyna MapaaksHbl,
HebosbLLIOE Ceno Ha AMLLEPOHCKOM Mosy-
OCTPOBe, W nocTynuna B AsepbanmkaH-
CKWI rOCYOapCTBEHHbBIN XYOOXKECTBEHHbIN
TexHVKym B baky. OHa mpogomkunia ob-
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pasoBaHne B CYpUKOBCKOM WHCTUTYTE,
HO 13-3a CMEePTU OTLA HE CMOrJ1a OCTaTb-
CA W MPOOO/DKUTL TBOPYECKUA MyTb B
Mockee. BTopas mupoBas BOWHa cTa-
Nla NOBOPOTHbIM MYyHKTOM B TBOPYECKOM
Brorpadunmn XyooXHULbBI: OHa Havana pu-
COBaTb NEPOEB Thlla — XEHLLUWH Yy CTaHKa
N HEPTAHMKOB, a NO3OHEE NPUHANACh 3a
CO3[aHVe akBapesibHbIX PUCYHKOB C Ha-
TYpbl 1 CEPUIN NIMHOMPAaBIOP, YEM U MNPO-
Josmkana 3aHMMaTbCa Ha BCEM MPOTSXKE-
HUM CBOEro MJI0AO0TBOPHOrO TBOPHYECKOO
nyTn. Ee paboTbl, POMaHTUINPYIOLLE UH-
OyCTprasbHbIE NEN3aXKM 1 BOCXBANSIOLLME
HeTAHNKOB, MOBNUS/IM Ha TBOPYECTBO
Catrapa baxnynsane, Tanpa CanaxoBa
N OPYrX >XXMBOMUCLEB, KOTOPbIE BMECTE
C HeW e3qunn No pernoHam 1 HedTaHbIM
MECTOPOXAEHNAM  A3epbanmxaHa Ha
naeHsp.

Aupan Canaxosa (1964)

B tBOpYecTBe AngaH Canaxosown uccne-
OYeTCs XeHcKas cekcyanbHOCTb. Kpome
TOro, XyOgOXHMLA UCKYCHO COYETaeT BOC-
TOYHblE 1 3anagHble CTUAM U CUMBOJIbI.
YyBCTBEHHbIE, @ MHOMOA U YepecHyp Npo-
BOKAaLIOHHbIE, Mpon3BeneHust Canaxosom
OEMOHCTPUPYIOT pasHoobpasHble rpaHu
ee TanaHTa, a Takke ee CrnoCOBHOCTb
paboTaTb C pasnnyHbIMN MaTepmanamu,
B TOM 4MC/ie C MPaMOPOM, KOTOPbIN CTal
CpenoTounMeEM ee TBOPYECKOW 3HEPTUN.
BbinyckHnua CypuKOBCKOrO WHCTUTYTA
AnpgaH CanaxoBa gonrve roapl 3aHnMa-
nacb pasfndHbiMM  popMamMm  Xygoxxe-
CTBEHHOIO CaMOBbIP&XKEHWNS, OAHOBPE-
MEHHO PYKOBOAA KOMMEPHYECKN YCMELLHOM
rasepeen, npenogasas B POAHOM By3e
1N HACTaBNSAS HAYMHAKOLMX XYOOXXHUKOB
B ArgaH ctygum. CanaxoBa MHOrOKpaTHO
y4acTBOBaU1a B KOJIJIEKTVBHBIX BbICTaBKax
B pas3HbIX TOYKax niaHeTbl — Azepbana-
»xaHe, Poccun, BenmkobputaHum n OAD.

3a nnevamu y Xya4o>KHWLbl HeMaso 1 nep-
COHaslbHbIX BbICTABOK, BK/OYas Takue
kak «OTKPOBEHMS: HOBble PaboTbl AgaH»
B JIOHOOHCKOW ranepee Saatchi (2016)
n «[lepcmackne mMuHMaTiopbl» B ayban-
ckown ranepee Cuadro (2012). NMponsse-
neHns CanaxoBowr HaxOASTCs B HaCTHbIX
COBPaHUSX 1 B KOJITEKLMSX POCCUNCKMX
My3€€eB — B YaCTHOCTW, B TPETbAKOBCKOM
raniepee, MOCKOBCKOM My3e€e COBPEMEH-
Horo nckycctea 1 PoHae KynbTypbl «Eka-
TepuHa», a Takke B benbrmnckom Mysee
®ennceeHa Ponca n Hemeukom Teutloff
Museum.

®dapxap Pap3anm (1989)

MynbTUMeONAHbIN - XygoXHUK  Dapxag,
dap3ann 3aHUMaeTcs aHTponoaornye-
CKUMW  UCCNEeOOBaHUSMK  KYNbTYPHOrO
KOHTeKCTa AzepbanmkaHa 1 cobupaeT
HeobbI4Hble 0bpa3ubl HeohoabKopa. c-
MOb3YSt XKNBOMUCb, UHCTATISALUMY, BUOEO
1 3BYyK, Pap3anv CMeLLMBAET B CBOVX pa-
6oTtax abcypm, HaboaeHUst 3a COLMYMOM
1 CaMOUPOHMIO. Ero TBOPYECTBO O4YeEHb
OCTPOYMHO U BbI3bIBAET PA3HOCTOPOHHME
peakun y sputenen. @apxan dapsanu
npencraBnsan AsepbangkaH Ha OakuH-
ckow BueHHane «AntoMuHnym» B 2007,
2009 1 2012 rogax, TalKeHTCKON Mex-
OyHapoOHOW OueHHane COBPEMEHHOIO
nckycctea B 2013 rogy, 4-1 MOCKOBCKOM
MeXOyHapoOHOW 6ueHHane MoJI04oro
nckycctea B 2014-mM 1 6-1 MOCKOBCKOW
tuvenHane B 2015-M. XyOOXXHVK y4acTBO-
Ba/lT B IPyNnoOBbIX BbICTaBKax, BK/O4as
«KOHMETHBIE rOpPbI, HE(TAHbLIE Depera»,
rOe TakKe BbICTYMT COKYpPaTopoM, B My-
3ee PERMM B 2015 roay, «TpucTa cnos
CONpoTUBAEHNS» B LIeHTpe coBpeEMEHHO-
ro uckycctea YARAT, «OnbITbl HEYeNnoBe-
4YEeCKOro rocTenpunMcTea» B MOCKOBCKOM
My3€e€e COBPEMEHHOIO MckyccTea B 2017
rogy, a Takxke B NMepeaByPKHOW BbICTaBKe

Fly to Baku (2011-2012) n «['panuua» (Die
Grenze) (2017-2019). B nocnegHve rogp!
B baky, MockBe 1 BeHeunn cOCTOSIMCH
NepPCOHasbHbIE BbICTABKW XYAOXKHUKA. Ero
pPaboThbl NPUOBPETEHBbI BAKNHCKIM My3e-
EM COBPEMEHHOIO WCKycCcTBa, Hauuo-
HaJTbHbIM My3€eM NCKYCCTB Asepbangxa-
Ha 1 LIeHTpOM COBPEMEHHOIO NCKYCCTBa
YARAT, a Takke 4acTHbIMW KOMNEKLMO-
Hepamn 13 AsepbangxaHa, DpaHumu,
Ntannn, OAS, Poccun, HoBown 3enanoumn
n CoegyHeHHOro KoponescTaa.

Wpuna Inbpaposa (1955)

YpoxkeHka Mockebl VprnHa Snbpaposa
obyyanacb B JIEHUHMPAACKOM WHCTUTY-
TE >KMBOMUCK, CKYJIbNTYPbl N apXUTEK-
Typbl um. V. E. PennHa n CyprKOBCKOM
nHctuTyTe (Mockea). VipnHa Onbaaposa
paboTaeT C pasHbIMK Matepuanamm —
OHa cospasia MpamMopHble penbedbl s
CTaHUMM BakMHCKOro MeTpo Xanrnap [Ho-
CTNYry, HO HaMBObLLYKD U3BECTHOCTb el
MPUHECTTN ApKNe (DUrypaTyBHbIE KapTUHbI
MacJIOM, CHOXKETbl KOTOPbIX HEPEOKO OT-
MEY€eHbI TOHKMM FOMOPOM. B cepun kap-
TUH «[leBYLLUKN MPEAnoYmnTatoT HePTAHN-
KOB», CO34aHHbIX B HEOObIYHOW ManuTpe
N OBbIrPbIBAKOLLMX F1aMypHble 06pasbl
cepeamHbl XX BeKa, UCCNenytTcs n3me-
HEHNA reHOePHbIX POSIEN U LIEHHOCTEN MNOo-
cTcoBeTckoro AsepbanmkaHa. Y VpuHbl
OnbOapoBow 3a nnedamu 6onee OByx Oe-
CHATKOB MEPCOHaTbHBIX BbICTABOK B A3€ep-
banmxaHe 1 3a ero npegenamv, B TOM
4YACNE N BaXKHeNWWn B Buorpadum xy-
OOXHULbI MPOEKT «[leByLUKM NpegnoynTa-
tOT HE(DTAHMKOB>», MPEACTaB/IEHHBIA 3PU-
Tenam B 2017 rogy B BakNHCKOM ranepee
YAY 1 POCCUINCKON akageMMN XyOOXKECTB
B Mockee, a B 2019-m — B JIoHOOHE.
YyacTBoBaNna xygoxHunua 1 B rpynnoBbIX
BbICTaBKaX, BKtOYasd OaKMHCKYyD Mexx-
OyHapOOHYto bureHHane «ANIOMUHUYM»

(2007, 2013) n BbICTaBKY COBPEMEHHO-
ro agepbanmpkaHckoro mckyccrea Fly to
Baku, npeactasnenHyto B ranepee Phillips
de Pury & Company 1 xygoXeCTBEHHOM
ueHTpe Mansion Salomon de Rothschild,
Ha BbIiCcTaBo4YHOW niowagke Me Collectors
Room room, B HaumoHanbHOM My3ee
nekycctB XXI Beka MAXXI (Pum), Myasee
nctopum nckyccts (Bena), Mynetrmegna
ApT Mysee, Mockea, a Takxke B LieHTpe
enpapa Anmesa. PaboTtbl VpyHbl Onbaa-
pPOBOW BbINN NPUOBPETEHBI My3EsiMX CO-
BPEMEHHOro 1ckyccTea B Mockee 1 baky,
a Takxe BNagenbLaMm HacTHbIX KOJIEK-
L ns Asepbarnmkara, Poccumn, @paHumm
n CoeamHeHHoro KoposieBcTea.

3apHuwaH Ocud (1985)

BbinyckHuLa AsepbanopkaHcKown rocyoap-
CTBEHHOW akafemMunn XyJoxecTs, rae oHa
y4ymiack Ha ausanHepa. C 2009 roga 3ap-
HywaH Ko 3aHMaeTca NCKYCCTBOM,
NMOSHOCTBIO MOCBATUB cebsl >KMBOMUCU.
3a npoweawee pecarunetne KOcud He-
OJHOKPAaTHO YyaocTamBanachb Harpapg, oT
Cotoza xyooxH1KoB AsepbanmpkaHa
4acTO BbICTaBsacb B AsepbarngyxaHe
1 3a ero npegenamu, B TOM 4niCe U Ha
anoxanbHOW NepenBu>kHOM BbiCTaBke Fly
to Baku, MOCBSILLEHHON COBPEMEHHOMY
asepbangpkaHckomy mnckycctsy. OHa pe-
MYNISPHO  y4aCTBYET B XYO0XKECTBEHHbIX
npoekTax PoHaa Nengapa Anvesa u 06-
LLECTBEHHbIX KYJIbTYPHbLIX MEPOMNpUATUSX.
B 2019 rogy xyooxxHuLe Oblno OoBepe-
HO nMpeacTaBnaTb AsepbanmkaH Ha 58-i
BeHeupaHckom brieHHane CoOBPEMEHHOO
MCKyCCTBA.
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Agil Abdullayev (1992)

A multidisciplinary artist and public art
practitioner, Agil Abdullayev primarily
works with moving image, performance
and photography. Abdullayev’s works
aim to facilitate a dialogue of identity and
society with the contrast of the subjects
such as femininity and masculinity, public
life and private life, politics and society,
western and eastern cultural standards
and bridging the spaces between these
subjects. Agil graduated from BA Fine Arts
with First Class Honour at Nottingham
Trent University (2018), and has been
selected for several awards and grants,
such as Bloomberg New Contemporaries
in 2018, Attic Residency by One Throseby
Street in Nottingham, UK; “Arts and
Culture” grant by Swiss Cooperation Office.
Abdullayev’s works were shown in group
and solo exhibitions such as Thilisi Photo
Festival, 2019; The Photographers’ Gallery
London, 2019; Liverpool Biennial, 2018;
The Wrong—New Digital Art Biennale,
2017; Tate Modern, 2016; 4th Moscow
International Biennale for Young Art, 2012.

Tora Aghabayova (1979)

After obtaining her MA degree in Fine Art
Painting from Azerbaijan State Academy
of Fine Arts in 2002 Tora Aghabayova
had lived in Shanghai, China and currently
resides in Berlin, Germany. Her classical
art training is epitomized in detail-oriented
draughtsmanship in which one may
trace both Soviet realism, Renaissance
and Romanticism references. Her
artworks, be it a depiction of imaginary
creatures populating the Caspian Sea
or landscapes, emit positive energy and
humor. Many of Tora’s works represent
female gaze on sexuality that instead
of objectification playfully use visual

language of an Orientalist painting to
depict quotidian life scenes. Her works
featured in the Azerbaijani National
Pavilion at the 52nd Venice Biennale
in 2007, and group exhibitions at the
Manege Central Exhibition Hall in 1999,
Centre for Contemporary Art, Stavanger
in 2010, PERMM Museum in 2011 and
2015, Voluntary Art Liaison, Berlin in 2018
and Cyprus Museum of Modern Arts in
2019, which acquired her works for the
permanent collection. Tora took part in Fly
to Baku traveling exhibition (2011-2012)
and Candy Mountains and Oil Coasts
exhibition at PERMM Museum (2015)
dedicated to Azerbaijan’s contemporary
art scene.

Faig Ahmed (1982)

Faig Ahmed is best known for
conceptualizing Azerbaijani carpet and
reinventing its aesthetics. His works
reimagine ancient crafts and create new
visual boundaries by deconstructing
traditions and stereotypes. In 2007 he
represented Azerbaijan at the nation’s
inaugural pavilion at the Venice Biennale
in 2007 as well as took part in the Love
Me, Love Me Not group exhibition at 2013
Venice Biennale and the 11th Mercosul
Visual Arts Biennial in 2018. In 2013, he
was shortlisted for Jameel Prize 3, award
of the Victoria and Albert Museum in
London. In the past years Faig Ahmed’s
works have been shown in several
museum group shows at the Museum of
Fine Arts, Boston; Bellevue Arts Museum,
Washington; Museum of Contemporary
Art Cleveland; Milwaukee Institute of Art
and Design; Museum of Applied Arts and
Sciences, Sydney; Museum of Old and
New Art, Tasmania. Faig Ahmed had solo
shows at the Museum of Contemporary Art
of Rome (MACRQO) in 2016, YARAT Center

and Textile Museum of Sweden, Boras in
2017. His works are in public collections
in the United States, including Los Angeles
County Museum of Art, Seattle Art
Museum, Palm Springs Museum of Art,
RISD Museum, Chrysler Museum of Art;
Bargoin Museum, France; The National
Gallery of Victoria, Australia, Arsenal
Contemporary Art, Canada as well as
private collections.

Orkhan Huseynov (1978)

Orkhan Huseynov is Baku based
multimedia artist. Interest and admiration
of Azerbaijan’s oral, applied art traditions
and history are the core of Huseynov’s
multifaceted art practice. Interwinding local
context with pop culture and society’s most
critical topics, Huseynov has developed
a recognizable style—genuine, whimsical
and intellectual in the essence. He has
exhibited extensively both in Azerbaijan
and abroad in group shows at Heydar
Aliyev Center, Baku; Kunsthistorisches
Museum, Vienna; MAXXXI|, Rome; Me
Collectors Room, Berlin; Phillips de Pury
gallery; Love Me, Love Me Not, 55th
Venice Biennale Collateral Event in 2015,
The Shelley & Donald Rubin Foundation
in 2017 and had solo exhibitions at
Tropenmuseum, Amsterdam in 2003 and
YARAT contemporary Art Space, Baku in
2017.

Mahabbat Kazimova (1992)

As a 22-year-old graduate of the
National Academy of Arts, Department of
Decorative and Applied Arts, Mahabbat
Kazimova returned to her hometown of
Goychay. She has been doing tapestry
in the recent years, herself making both
the sketches and weaving of small
carpets. Participant of numerous national

exhibitions hosted by the Union of Artists
of Azerbaijan, and group exhibitions in the
Baku Museum Center. Had her first solo
exhibition in Goychay in 2019.

Medina Kasimova (1995)

Medina Kasimova is a young, up-and-
coming artist, a graduate of Andriyaka
Academy of Watercolor and Fine Arts.
Having received a classical education,
the artist continued to work with painting
and drawing, bravely experimenting with
different approaches to develop her own
unique artistic language. Her first solo
exhibition took place at the Multimedia Art
Museum, Moscow in 2018. In October
2019, the artist took part in SAM FAIR of
contemporary art at the Street Art Museum
in Saint Petersburg.

Nazrin Mammadova (1989)

Nazrin Mammadova is a Kutaisi born
Baku based Azerbaijani interdisciplinary
artist whose practice is comprised of the
exploration of experience itself. Working in
a variety of practices, including visual arts,
new media art, and sound-design, she
engages broader interdisciplinary inquiry in
dialogue with other disciplines and systems
of knowledge. Nazrin Mammadova is
committed to art as a transformational
practice. Seeing production as a process
of putting herself in a particular place
and then understanding it, her art
practice nurtures uncertainty, feeding
the experimentalist experience. Nazrin
Mammadova’s Candy Cane Mountains
series of lurid photographs were
included and partially inspired the
title of contemporary art show Candy
Mountains and Oil Coasts an exhibition at
PERMM (2015) dedicated to Azerbaijan’s
contemporary art scene. In 2014 same
body of work represented Azerbaijan
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during the inaugural START Art Fair held
at the Saatchi Gallery, London, marking
artists’ first UK art fair. Nazrin has been to
a number of international art residences
including the Delfina art Foundation,
London, UK., KHOJ International, Goa,
India amongst few and her works are
collected for public and private collections
in Russia, Kingdom of Jordan, England,
UK, and Azerbaijan.

Surayya Mughanli (Zeynalova) (1957)

Assuming the alias “Mughanli”, thus taking
to the medieval tradition of demarcating
one’s territorial belonging to the place of
residence, Surayya Zeynalova has been
unwittingly constructing a consistent image
of an underground artist.

After graduating from the Artistic School
named after Azim Azimzade, the artist
had to give up dreams about the capital
and return at the request of her father to
her native Saatli. Back there, Surayya
became interested in collecting artifacts
and studying the history of her native land.
As her private collection grew, she received
an offer from the local administration to
found the Local History Museum of the
Saatli region and directorship position in
1983. With the outbreak of the Karabakh
war, Suraya volunteered for the front. Of
course, the years spent in the war left an
indelible mark and tempered the character
of the artist. In the following years, Surayya
faced yet another test—valuable exhibits
were stolen from her museum. At the
price of incredible perseverance, with the
involvement of Interpol, Surayya managed
to return museum values from Israel.

Her artistic career opened with a number
of solo shows in Baku, however, Surayya
has not been exhibiting as often recently
and is better known as the well acclaimed
museum director. Surayya Zeynalova

nonetheless continues to paint, creating
both larger canvases and smaller drawings.
The artist herself and her works are
available to get acquainted with by visiting
Saatly 180 km southwest of Baku.

Niyaz Najafov (1968)

A professionally trained sportsmen,
a soldier, a hand-to-hand fighter and
coach, a policeman—Niyaz Najafov has
tried himself in many professions prior to
fully dedicate himself to art in 2003. A self-
taught artist and sculptor, he rushed in
Azerbaijani, and later, international art scene
winning over with his sincerity, naivety,
commitment and obsession with which
he treats the act of creation. His style is
wild, passionate and energetic and mirrors
Najafov’s approach to life. Niyaz Najafov’s
works have been included in numerous
group and solo exhibitions in galleries and
museums, including The Museum Centre,
Baku (2017); Ningbo Museum of Art (2014);
MAXXI, Rome (2013). Najafov represented
Azerbaijan at the 53rd Venice Biennale in
2009. His works are in collections of Alberto
Sandretti, the Baku Museum of Modern
Art, and the Museum of Modern and
Contemporary Art of Trento and Rovereto.

Vusal Rahim (1987)

Vusal Rahim is a multidisciplinary,
multimedia artist and performer. In his
artwork, Rahim expresses a unique
perspective on figurative images, using the
human form as his inspiration. Through this
lens, he analyzes social expectations and
gender roles, illuminating things which are
often buried deep within cultural memory.
Through the embodied form he confronts
major life questions about culture, identity,
gender and societal values. He illuminates

the friction between spoken and unspoken
taboos, and through his work, invites
viewers to examine their own agency within
their culture. Vusal Rahim took part in group
exhibitions in Azerbaijan, Georgia, France,
Turkey, USA and Russia. He was included in
Candy Mountains and Oil Coasts exhibition
at PERMM (2015) dedicated to Azerbaijan’s
contemporary art scene. Rahim had solo
shows in Baku at YAY gallery (2013), ADO
Theatre (2017) and ARTIM Project Space
(2018).

Maral Rahmanzadeh (1916-2008)

Despite being the first professional female
artist from Azerbaijan, Maral Rahmanzadeh
is little known outside of academic art
circles. At the age of fourteen Rahmanzadeh
moved from Mardakan, a small religiously
conservative village on Absheron peninsula,
to study at Azerbaijan State Technical
School of Arts in Baku. She continued her
education at Surikov Art Institute in Moscow,
but her father’'s death precluded her from
remaining in Moscow to pursue her career.
Second World War has left a mark on
Maral Rahmanzadeh'’s artistic practice: she
started to depict the heroes on the home
fronts — women workers and oilmen — which
later evolved into life watercolour drawings
and linocuts series that she continued to
produce throughout her prolific life. These
works romanticizing industrial landscapes
and glorifying oil workers have influenced
Sattar Bahlulzade, Tair Salakhov and other
artists to join her plein air sessions to the ail
fields and regions of Azerbaijan.

Aidan Salakhova (1964)

Aidan Salakhova works investigate female
sexuality. Aidan Salakhova has also
mastered combination of Oriental and
Western visual language and symbolism.

Sensual and at times too provocative, the
artworks reveal the multiple facets of artist’s
talents and ability to work with various
materials, including marble—her recent
main medium. A graduate from Surikov
Art Institute in Moscow, for many years
Aidan Salakhova combined her versatile
artistic practice with running a commercially
successful art gallery as well as teaching at
her alma mater and mentoring young artists
at Aidan Studio. She participated in many
different group exhibitions across the world
in Azerbaijan, Russia, the UK, Germany and
UAE. Aidan Salakhova is also known for a
variety of her solo exhibitions, including
such projects as Revelations: New Work by
Aidan in London at Saatchi Gallery (2016)
and Persian Miniatures in Dubai at Cuadro
Gallery (2012).Her works are in public
collections in Russia, including the State
Tretyakov Gallery, Moscow Museum of
Modern Art, Ekaterina Foundation; Musée
Félicien Rops, Belgium; Teutloff Museum,
Germany as well as private collections.

Farhad Farzali (1989)

Multimedia artist Farhad Farzali engages in
anthropological research on the Azerbaijan
cultural context and the cataloguing of
striking forms of neo-folklore. Farzali mixes
puns, social content and self-irony in his
works by using paintings, objects, video
and sound. His artistic practice is deeply
intellectual reflected in multiple layers of
experiencing his artworks. Farhad Farzali
represented Azerbaijan in Aluminium
Biennial in 2007, 2009 and 2012, Tashkent
International Contemporary Art Biennial in
2013, 4th Moscow International Biennale
for Young Art in 2014, The 6th Moscow
Biennale in 2015. Selected group shows
include Candy Mountains, Oil Shores
at PERMM in 2015 (co-curator and
participant), 300 Word of Resistance at
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YARAT Contemporary Art Centre, Hosting
the Inhuman at MMOMA in 2017, Fly to
Baku (2011-2012) and Die Grenze (2017-
2019) traveling exhibitions. He had solo
exhibitions in recent years in Baku, Moscow
and Venice. Represented in the collection
of the Museum of Modern Art in Baku,
Azerbaijan National Museum of Fine Arts
and YARAT Contemporary Art Space and
in private collections in Azerbaijan, France,
ltaly, UAE, Russia, New Zealand and UK.

Irina Eldarova (1955)

Irina Eldarova was born in Moscow and
educated at the Saint-Petersburg State
Academy and Surikov Art Institute. Irina
Eldarova works in a variety of media and
has been commissioned marble reliefs for
Baku’s Halglar Dostlugu metro station, yet
she is best known for her bright figurative oil
paintings in which she often selects topics
with subtle humor. Girls Prefer Oilmen
series painted in mid-20th century glam
with unconventional color palette explores
the change in gender roles and values in
post-Soviet Azerbaijan. Irina Eldarova had
over two dozen solo shows in Azerbaijan
and abroad, including seminal in the
artist's career Girls Prefer Oilmen that was
shown in Baku’s Yay Gallery and Moscow’s
Academy of Art (2017) and in London
(2019). Selected group exhibitions include
participation at Aluminium Baku Biennial
(2007, 2013) and Fly to Baku that has
been shown at Phillips de Pury & Company,
Mansion Salomon de Rothschild, Me
Collectors Room room, MAXXI National
Modern Art Museum, Kunsthistorisches
Museum Wien, Multimedia Art Museum
Moscow and Heydar Aliyev Center. Irina
Eldarova’s works are in MMOMA, MoMA
Baku and private collections in Azerbaijan,
Russia, France and UK.

Zarnishan Yusif (1985)

A graduate of Baku Art Academy,
Zarnishan Yusif is a professionally trained
designer. She has been developing her
artistic practice and fully dedicating
herself to painting since 2009. In the past
decade Yusif received multiple awards
from the Union of Artists of Azerbaijan and
exhibited frequently both in Azerbaijan and
abroad, including Fly to Baku, a seminal
traveling exhibition of contemporary art
from Azerbaijan. She regularly takes part in
Heydar Aliyev Foundation art projects and
public art projects. In 2019 Zarnishan Yusif
was selected to represent Azerbaijan at the
58th Venice Biennial of Contemporary Art.
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