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Fransiz heykaltaras Mauro Korda illar boyu gariba va unikal olani tamsil etmakdan z6vq alib. Bu da onu bir rassam kimi an mirakkab
mdvzulardan biri olan heyvanlar saltanati ile maraglanmaga gatirib ¢ixarib. 9slinds bir dafs sanatkar 6z bels demisdir: “Heyvanlar
tahlukali miammalar va agilmali olan sirlardir”. Rassam onlari itastkar va mehriban heyvanlar kimi géstarmak avazins, iki néviin
an diqqgatalayiq xUsusiyyatlarini hibrid bir maxlugatda birlasdirarak garibaliyin an yiiksak noqtasini “Metamorfoz” seriyasinda

tamamladi.

Korda hamisa Antuan-Lui Bari, Fransua Pompon va Rembrandt Buqatti kimi i animalist heykaltarasi 6z asarlari tglin ilham manbayi
kimi qabul etmisdir. Onun istifads etdiyi materiallar incasanat tarixinin bu ti¢ dahi sanatkarlari tarsfindan istifads edilan materiallar
gadar murakkabdir. Lakin Korda sadaca 6z salaflerini taglid etmir. Burada o, azamatli va ¢irkini, qurbani va yirticini birlasdirarak

oksimoronik va méhtasam varliglar yaradir.

Heyvanlarla miinasibatlarimiza dair poetik bir sarhdan daha bdytik mana kasb edan bu asarlar bir sira heyvan névlarinin siratls
tiksnmasi va heyvanlarin genetik modifikasiyasi kimi global masalalara diqgat yonaltmak magsadi dasiyir. Heykaltaras vahsi
tabiat va ya zooparklardaki adi heyvan névlarinin tezlikla onun taqdim etdiyi fantastik maxluglar kimi gériina bilacayi mesajini

verir.

Avropanin va Asiyanin kasismasinda yerlasan Azarbaycan madaniyyat muxtalifliyini dayarli bir zanginliys neca ¢evirmak lazim
oldugunu yaxsi bilir. Bu mixtaliflik Zaha Hadid tarsfindan tikilan va agilisi 2012-ci ilda bas tutmus Heydar Sliyev Markazinin binasina
da tasir etmisdir. Mauro Kordanin arsays gatirdiyi va hibriddan yarana bilacak gézalliyi aks etdiran asarlar, Azarbaycan auditoriyasi
tarafindan maragla qarsilana bilar.

Mark Hacem
Kurator



Through the years, French sculptor Mauro Corda has enjoyed representing the strange and the unique. This led him to tackle
one of the most complex subjects ever for an artist: the animal kingdom. Indeed, the artist himself once said, ‘Animals are that
dangerous unknown and a mystery to solve. Instead of showing them as docile and friendly beasts, the artist decided to push
the strange to its climax by performing a series of ‘Metamorphoses’, combining the most notable features of two species into
one hybrid being.

Corda always mentions three animal sculptors as inspirations for his work: Antoine-Louis Barye, Francois Pompon and Rembrandt
Bugatti. The materials he uses are as sophisticated as those used by these three big names in art history. But Corda does not
merely copy his predecessors. Here, he mixes the sublime and the ugly, the prey and the predator into one entity, creating

oxymoronic and majestic beings.

As more than a poetic comment on our relationships with animals, this series resonates with current global issues, such
as the accelerated extinction of animal species and the temptation of genetic modification of animals. The artist wants to
remind us that soon, common species we once saw in the wild or in zoos will seem to us as fantastic as the ones he presents
here.

Being right at the crossroads of Europe and Asia, Azerbaijan knows how to make its double identity a valuable asset. This duality
is being transcribed into the building of the Heydar Aliyev Center built by Zaha Hadid and opened in 2012. The series by Mauro
Corda, emphasizing the beauty that may result from hybridity, will be welcomed by Azerbaijani audiences.

Mark Hachem
Curator









Deyirlar ki, rossama 6ziindsn basqa kimsa lazim deyildir. Bu
dogru deyil. Bunu sdylayan rassam seytani qlirura yoluxub.
Buna inanan rassam sanatkar deyil. 9gar onun bizim dilimizdan
an universalina ehtiyaci olmasaydi, yaradan onu yaratmazdi.

Rassam yalniz atrafindakilari yaradici bir vasita hesab etdiyi
zaman hiss eds va onlar tizarinds dominantliq taskil eds bilar.
O yalniz o zaman biza buttin harakatlari va biitlin anlari, neca
gormak va neca yasamagq lazim oldugunu bilanlars askar etdiyi
daimi realliglari verir".

Eli For, incasanat tarixi, 1964-ci ilda Jan Jak Povert tarafindan
nasr olunmusdur.

GIRIS: FITRIi HEYKOLTORAS

Jerard Lemari: Neca oldu ki, incasanata galdiniz?

Mauro  Korda: Manim valideynlarim  heykaltarasligla
Umumiyyatls maraglanmirdilar, bu barads ¢ox az bilirdilar va
bunu asl pesa hesab etmirdilar.

Atam manim basqa bir pesa sahibi olmagimi istayirdi. Onun
tcln tahsil almagq tibb sahasinda oxumaq demak idi. Biliram,
cox istayardi ki, hakim ... va ya 6zu kimi insaat¢i olum.

Rodin deyib ki, heykaltaraslar rassam-bannalardir.

Manim valideynlarim hamisa incasanat maktablarinin
diletanthq va bekarciliq t¢lin yerlar oldugunu distnurddlar.
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‘It has been said that the artist is sufficient unto himself. That
is not true. The artist who says so is infected with an evil pride.
The artist who believes it is not an artist. (...) If he had not
needed the most universal of our languages the creator would
not have created it.

The artist can feel and dominate his surroundings only when
he considers them as a means of creation. Only then does
he give us those permanent realities which all acts and all
moments reveal to those who know how to see and how to
live!

Elie Faure, Histoire de I'Art (History of Art), Jean- Jacques
Pauvert, 1964

EXORDIUM: AN INNATE SCULPTOR
Gérard Lemarié: How did you become an artist?

Mauro Corda: My parents were completely uninterested in
sculpture, which they knew very little about, and in any case,
they didn’t see it as a real métier.

My father would have preferred me to have a different
profession. Studying, for him, was “studying medicine™: |
know he would have loved me to become a doctor ... or even
a builder like him.

Rodin said that a sculptor was an “artist-mason.”



Tezlikla basa disdim ki, basqgalarindan farglanmak (giin
burada balka ds digar maktablardan daha ¢ox calismaq
lazimdir.

J.L.: Sslinda heykaltaras olmagla siz, “layiha hayata kegirmak”
manasinda atanizin pesasini davam etdirmisiniz?

M.K.: Atam qisa bir zamanda manim bu sanati asl pesa kimi
giymatlandirmak baximindan na daracads inadkar va tars
oldugumu gordu. Tezlikls o, manim tamamils heykaltarasliq
isima aluds oldugumu basa dusdu.

J.L.: Busdvqlin tam olaraq na zaman basladigini deys bilarsiniz?

M.K.: Tlkin olaraq manim havasim rasm ¢akmays idi. Hals
ds man heg vaxt rassamliq va heykaltarashq arasinda segim
etmali olmamisam, ancaq manim hagigi hadsfimds har zaman
heykaltarasliq olub.

Sakil cakmayi indi da xoslayiram, lakin yalniz daha yiiksak va
daha dayarli hesab etdiyim hadafe ¢atmaq uglin bir vasita

kimi.

Man tezlikla anladim ki, nayasa nail olmaq tgtin oldugca ¢ox
calismaqg lazimdir.

J.L.: Ik rasm asarlarinizin lizerinds tarix goymusunuz?

M.K.: Bu o gadesr da asan olmadi. Cox rasm ¢akmisam va
tullamisam. Man hamin cizma-qaralardan danisiram ki, onlari

My parents always thought that art schools were places for
dilettantism and idleness. | soon understood that they were
places where you had to work hard, perhaps even more so
than elsewhere, if you wanted to stand out from the rest.

G.L: In fact, by becoming a sculptor, you continued your
father’s métier, in the sense of “realizing a project”?

M.C.: My father quickly saw how stubborn and obstinate | was,
from the point of view that a worker appreciates what real work is.
He soon realized that | was truly immersed in my sculpture work.

G.L.: Can you tell me exactly when this passion began?

M.C.: My first interest was in drawing. Yet, I've never had to
choose between drawing and sculpture because my only true
goal was sculpture.

| loved drawing, and still do, but only as a means to attain
something else, something else | see as a higher and more

worthy ambition.

| soon realized that it would take a great deal of work to get
anywhere.

G.L.: And can you put a date on these first drawings?
M.C.: Not easily. | have done so many drawings and thrown so

many away. I'm talking about the sketches that take a lot of
work, dedication and, | hope, a little talent ...
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¢cokmak Uglin killi miqdarda amak, aziyyat ve az da olsa,
istedad sarf etmisdim ...

Hamisa sakil ¢akmayimas baxmayaraq, daxilimds daima
stiuralti bir sas mana deyib ki, bir az da irali getmaliyam.

J.L.: Rasm asarlarinda sizi narahat edan t¢olcull xtsusiyyatin
olmamasidir?

M.K.: Balka da bu irsidir va ya atamin insaatgli olmasi ila
alagasi var. Bir ev tikmayi planlasdirdiginizda, mitlaq bir
sahani nazards tutursunuz, neca ki, bir heykal yaratmagq
Uclin da sakil ¢akirsiniz. Man rasm ¢akmayi daha cox illliziya
kimi goriram.

Mikelancelo deyib ki, rassamliq heykaltarasliq vo memarliga
na qadsr yaxin olsa, bir o gadar Ustindir. D.Didro iss
"heykaltarashq va buttin digar sanatlar” haqqinda danisarkan
hamin fikirle razilagmisdir.

Aydindir ki, man onlarin har ikisi ila tamamils raziyam.

Heykalin rasm asarina miinasibatds dasrhal populyar ola
bilmamasinin sababi ondan ibaratdir ki, izlayici heykal
qgarsisinda dayanib daha ¢ox diistinmalidir.

Dustntram ki, rasm oziini tamasagiya daha cox "aks
etdirir". Heyksl iss daha tadrici bir yanasma, ksnardan
kicik bir addim talab edir. Bunu da har halda daha sonra
muzakira edacayik.
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| feel as though I've always drawn, but always with the
unconscious conviction that | had to take things further.

G.L.: Is it the absence of three-dimensionality that bothers
you about the drawings?

M.C.: Perhaps it's a hereditary thing or to do with the image of my
father the builder: when you plan to build a house, you necessarily
take into account space, like creating a drawing for a sculpture.

| see painting more as an illusion.

Michelangelo said that the nearer painting approaches
sculpture and architecture, the better it is, and Diderot very
much agreed with this view when he spoke of ‘sculpture and
all the other arts.

Obviously, I'm in complete agreement with both of them.

The reason why sculpture is not instantly popular, and painting
is more so, is that the viewer has to stop and reflect before a
sculpture.

| feel that painting literally “projects itself” onto the viewer,
whereas sculpture requires a more gradual approach, a small
sideways step, which we’ll probably discuss later.

Sculpture takes us away from the common and the vulgar; it
avoids the masses: perhaps | sound a little elitist, but that’s
not at all my intention.



Heykal bizi adi va basitdan uzaglasdirir. O, kitlalardan qagir.
Balks da bir gadar elitar saslanir, amma niyyatim bu deyil.
Heykaltarashq kibarliq demakdir. Bunu anlamag na onu
yaradan saxs, na da izlayanlar t¢lin heg da asan deyildir.

Heykal ¢cox nadir hallarda, rasm asari isa aksar hallarda
manasiz olur.

Onu basa dusmask asan olmadigina goéra, heykal sanki
tamamlanmamis bir tasvira gevrilir.

J.L.: Siz mahz heykataragsiniz?

M.K.: Bali, tamamila.

J.L.: Fundamental olaraq bir heykaltaras?

M.K.: Ela bu 6zUi da ¢ox yaxsidir!

Manim Utgtin heykal digar biitlin sanat noévlarinin sintezidir.
Manim ¢akdiyim sakillar ilkin marhalads hazirliq islari
gortlarkan bir zemin rolunu oynayir; onlar, avvallar da
geyd etdiyim kimi, isin temalini taskil edirlor va buna
goéra da, man onlari tikinti certyojlari kimi goértram, onlari
silmak, dlzaltmak, barpa etmak va aksar hallarda tullamagq
mimkiindr.

J.L.: Siz heykaltarashqdan basqa bir is gérs bilmazdiniz?

M.K.: Bali; heykaltaraslig manim pesamdir.

Sculpture is about nobility; it is less easily apprehended,
whether from the point of view of the person creating it or
the onlooker.

Sculpture is rarely banal, while painting often is.

As it's not easily apprehended, sculpture appears to be an
incomplete image.

G.L.: Is that who you are, a sculptor? M.C.: Yes, absolutely.

G.L.: Fundamentally a sculptor? M.C.: That’s already pretty
good!

For me, sculpture is the synthesis of all the other forms of art:
my drawings provide a foundation, the very first stage in the
preparation work. They are, as | said earlier, the foundation of
the work, that's why | often see them as architectural drawings,
which can be erased, rectified, effaced, recommenced, and
often discarded.

G.L.: You couldn't have done anything else but sculpture?

M.C.: That’s correct; sculpture is my vocation.
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TOSDIQ: HEYVAN HEYKOLI

J.L: Misahibanin bu néqtasinds, har bir rassamin tizlasdiyi problem
olan tabiati taglid etma va ya etmama haqqinda danisacagig.

Gorduyumiiz har sey macazi sakilda tamsil edilmalidirmi va
bu necs edilmalidir?

M.K.: Dustintiram ki, biz bu fundamental masals haqqinda
bahs etdik ...

J.L.: Biz ona toxunduq, lakin izah etmadik. XIX asrda bas veran
dayisikliya toxunmaq lazimdir, ¢linki bu dayisiklik oldugca
dramatikdir...

M.K.: Istayirsizss danisag! Amma manim 6z yanasmama galdikds,
man tabisti icima ¢akiram, heg vaxt onu taqlid etmiram.

J.L.: Belalikls, ilk arqument asagidakindan ibaratdir: tabisti
taqlid etmak garaksiz faaliyyatdir. Clinki agar bir adam tabiati
sevirsa, onu dustinmakls kifayatlana bilar.

M.K.: Ancaq bir seya tutunmaq vea xosladiginiz bazi seylarin
kecici va kovrak tabistina garsi durarag onlari abadiyyata
qovusdurmag Ugtin taqlid eds bilarsiniz.

Balka bir glin hayatda qalan tak asyalar xaraba qalmis diinyanin

ortasinda duran bazi birlnc heykallar olacaq. Bu asarlar
bundan avval mévcud olanlarin yegana sahidi olacaqdir.
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CONFIRMATION: ANIMAL SCULPTURE

G.L.: At this point in the interview, we are going to talk about
imitating or not imitating nature, a problem every artist
faces.

Should everything we see be represented figuratively or not,
and how?

M.C.: | thought we’d addressed this fundamental issue ...

G.L.: We mentioned it, but we didn’t explain it. We need to
address the shift that occurred in the nineteenth century
because this change was quite dramatic ...

M.C.: If you wish! But as for my own approach, | imbue myself
with nature; | never copy it.

G.L.: So, the first argument is the following one: copying
nature is a superfluous activity, because if one loves nature,
one may as well contemplate it and leave it at that.

M.C.: But one can copy in order to hold onto something and
record it for eternity to counter the ephemeral and fragile
nature of certain things one admires.

Maybe one day the only surviving objects will be some bronze
statues standing in the middle of a devastated world, and
these works will be the sole testament to what existed before.



J.L.: Taglide xor baxanlar tarafindan irali surtlsn ikinci
arqument daha inandiricidir: tabiati taglid etmak 6zlindan razi
va iddiali olmagqdir...

M.K.: Heykaltaras iddiali olmalidir. O, tabiste uygunlasmagq
qgabiliyyatine malik olmali ve bununla da 6ziindsn raz
olmalidir. istanilan halda, bir sanatci hec nayi oldugu kimi
deyil, 6ztinamaxsus sakilda arsays gatirir.

J.L... Digar bir arqument gostarir ki, tabistin taglid olunmasi
onun karikaturasinin yaradilmasina gatirib ¢ixarir va tabistin
daimi va zaruri takamdliina son qoyur.

M.K.: incasanat tarixi yaxs! va pis karikaturalar oldugunu géstarir.
Bir rasm asari, heykal va ya musigi pargasi, bir mtiddati va ya yerin
dayanib-durdugu, sanki donub-qaldig| vaziyyati aks etdirir.

J.L.: Tobiati taqlid etmak, sanatin ortabab olmasina gatirib
¢ixara bilar va sixinti va ikrah hissi oyada bilar.

M.K.: Bir insanda ikrah hissi oyadan sey basqgasina els galmaya
bilor. Sixicihga galdikds, man basa dusmiram: aslinds,
asarlarin mévcudlugu deyil, mévcud olmamasi sixinti yaradir,
hamin mévcudluq taqlid olsa bela. incasanat, tabiatin taqlid
edilib-edilmamasindan asili olmayaragq, butévlikds izlayicini
valeh etmalidir.

J.L.: Heyvan heykallarinin duizaldilmasi sizin faaliyyatinizda
va Umumilikds sizdan avval galan biitiin sanatkarlarin
faaliyyatinda shamiyyatli rol oynayib.

G.L.: The second argument put forward by those who despise
imitation is more convincing: that it is presumptuous and
pretentious to copy nature ...

M.C.: Asculptor should have pretensions. He must be capable
of matching nature and, in a way, needs to be presumptuous.
In any case, an artist never reproduces something identically,
but rather in his or her own way.

G.L.: Another argument holds that copying nature makes a
caricature of it and that it puts an end to nature’s constant
and necessary evolution.

M.C.: The history of art attests to good and bad caricatures.
A painting, sculpture, or piece of music marks a stop, a stasis,
like a suspension of a given time and space.

G.L.: Copying nature would make art mediocre and provoke
a sense of boredom and disgust.

M.C.: What one person finds disgusting doesn’t disgust
someone else. As for ennui, | don’t understand: it’s surely the
absence—rather than the presence of works—that produces
ennui, even if this presence happens to be imitation. All art
should captivate the viewer, whether nature has or has not
been copied in the process.

G.L.: Animal sculpture has an important place in your work,

and generally speaking in the work of all the sculptors
who've preceded you.

15



M.K.: Ctinki onlar evcil, vahsi va ya xayali heyvanlardir.
J.L.: Naya gora bu siza maraqh galir?

M.K.: Heyvanlarda fargli bir tcolctlik formasi var. Manim
homise axtardigim - insanlarda heyvani elementlor va
heyvanlarda isa insani elementlar olmusdur.

Baligin gdziina baxdigim zaman mana baligin na hiss etdiyi
maraqlidir va man ¢ahisiram ki, bunu bacardigim gadar insan
hisslari va duygulari ila miiqayisa edim. Manim heyvanlarim
muxtalif insanlardir, manim insanlarim iss  muxtalif
heyvanlardir. Man onlari bir araya gstirmak va muayysn
heyvanlarin glictinii insanlarin gilici va ya kovrakliyi ils
birlasdirmak istayiram.

J.L: Naya gora heyvan heykaltarasliginin tarixinds mifoloji
tamsilcilik mévcuddur?

M.K.:: Buna sabab heyvanlarin giictidir. Dustintiram ki,
bir heyvanin heykalini yaratdiginiz zaman ona qarsi olan
gorxunuz yox olur. Misal tgtin, stni isiglandirma olmadan
insan geca vaxti tabistdan, namalumdan qorxur va 6ziini
goruma ehtiyaci hiss edir. Miflar mahz burdan yaranib.

Belalikla, mifoloji heykallar asasan qorxu, sonra iss bu
gorxunun interpretasiyasindan yaranmisdir. Psixologlar uzun
muiddatdir ki, insanlari taqib edan qorxulardan xabardardirlar:
basqalarinin zararina maruz galma qorxusu, basqgalarina zarar
vermak qorxusu va 6zlarina zarar vermak qorxusu.
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M.C.: Because they are domestic, wild, or imaginary animals.
G.L.: Why does this interest you?

M.C.: There’s a different form of three-dimensionality with
animals. What I've always been looking for is animality in
human beings and the human elements in animals.

In the eye of a fish, I'm interested in what the fish feels, and
| try to compare this with human sensations and feelings,
as far as | can. My animals are a different form of human,
and my humans are different animals. | want to bring the
two together, and link the strength of certain animals to the
strength or fragility of man.

G.L.: Why does mythological representation exist in the
history of animal sculpture?

M.C.: It's due to the power of animals. | think that sculpting
an animal dispels one’s fear of it. Without artificial lighting,
at night, for example, man is afraid of nature, the unknown,
and he feels he has to protect himself from it. This is where
myths originated.

Animals represent a dangerous unknown and a mystery that
needs to be resolved. This mystery needed to be embellished,
and Man felt a pressing need to put a name to it.

Hence, mythological sculptures essentially originated in
fear, and then in the interpretation of this fear. Psychologists



J.L.: Bu sababdan biz heyvanlari insan xtsusiyystlari va
davranislari ila saciyyslandiririk.

M.K.: Basqa secim yoxdur. itlar sadagstlidir. Ciinki siz onlara yemak
va siginacaq verirsiniz. insanin bununla bagl istifads etdiyi s6z
sadagqatdir. Eyni ifads sevgi va digar hisslar lictin da kecarlidir.

J.L.: Qurur ve iddia ...
M.K.: Man heyvanlari miicarrad kimi gértirom.
J.L.: Niya?

M.K.: Clinki masqlarim zamani, man heyvan formalari
“axtarmaga” calisdigim zaman, bunu onlarin kim oldugunu
dustinarak ediram. Baxmayaraq ki, onlarin kim oldugunu
kimsa sdylaya bilmaz. Animalist heykaltarashigin gticli tarafi
- yeni elementi daxil edir. Heyvan da bunu hecg bir sakilda
talab etmir. Bizim hamimizin daxilinds bu heyvani taraf var:
etmali oldugumuz bir anliq da olsun dayanib onu axtarmaqdir
va onu tapacagsiniz. Man 6ziimla heyvanlar arasindaki bu
yaxinligi va masamaliliyi tutmaga va bir sakilds qarisdirmaga
calisiram.

J.L.: Heyvan heykalinin ikinci magsadi antropoloji, hatta
antroposentrikdir ...

M.K.: Stbhasiz heyvan heykallari heyvanlar tictin edilmir.
Har hansi bir it, hatta an ¢ox ahlilasmis olani bels, Karrara
marmarindan hazirlanan mo&htasam heykalin Gzarina

have long been aware of the fears that haunt men: the fear
of being harmed by others, the fear of doing harm to others,
and the fear of harming themselves.

G.L.: This is why we attribute animals with specifically human
qualities and behaviors.

M.C.: There’s no choice. Dogs are “faithful” because you feed
and shelter them. Man’s word for this is “faithfulness” The
same applies to love and other emotions.

G.L.: And pride and pretention ... M.C.: | see animals as
abstract. G.L.: Why?

M.C.: Because through my training, when | “pursue” my
quest to render the forms of the animals do so with an idea
of what they are, even though no one is able to say what they
really are.

Animal sculpture—and this is its strong point—introduces
a new element, which, incidentally, the animal in no way
solicits. We all have this animal side in us; all one has to do
is stop for a moment and look for it, and you'll find it. | try
to capture this proximity and porosity between animals and
myself, and | attempt to mix them together somehow.

G.L.: The second aim of animal sculpture is anthropological,
or even anthropocentric ...

M.C.: Obviously, animal sculptures are not made for animals.
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sidiyini buraxaragq tacili va tabii ehtiyacini tamin edacakdir.
Amma o, tacili va tabii ehtiyaclarini tamin etmak uciln
bir heykali sturlu suratds se¢mayacak. Heyvan heykallari
insanlar tctn faydalidir va onlara xidmat edir. Heyvanlar
tobii elementlari bizim gordiytumiz kimi goérmirlar.
Svazinds onlar kélgs goériirlar. insanlar heyvanlari 6zlarinin
heg bir vaxt géra bilmayacayi bir sakilda gortrlar va heykal
vasitasila insan heyvanlari hansi sakilds gormak istayirss, o
sakilda da tamsil edir.

J.L.: Belalikls, siz bu iki noév heykal arasinda heg bir farg
gérmirsiiz mi?

M.K.: Man onlari garisdiriram, baxmayaraq ki, paradigmatik
olarag man hesab ediram ki, insanlar heyvanlardan tstiindur
va Allah bilir ki, man bizim hamimizin ¢okisti olacag bu
tavazokarligdan xabardaram.

Heykaltaraslar hamisa heyvan heykali duzaltsalar ds, bunu
etmakda onlarin magsadi bu Usttinliyld vurgulamaqdan ve
mahz insanlarin heyvanlari ahlilasdirs bildiyini géstarmakdan
ibaratdir. Mifoloji heykaltarasliqdan antropoloji heykaltarasliga
kecid bu vaziyyati tamamils tasdigladi va bunlarin hamisi, bir
daha takrar ediram, duizgtindur.

Kitabda, Allah 6nca heyvanlari, daha sonra insani yaratmis va
insana atrafindakilarin hamisini ahlilasdirmayi tapsirmisdi.
Manim etdiyim kimi heyvanlari vurgulamag, sanat bilicilarina
bu heyvanlarin oynadigi miihiim rollar xatirladir. Bu Gsul
heyvanlarin layiq olduglari va heg bir vaxt itirmamali olduglan
yerlarini geri qaytarir.
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Any dog, even the most domesticated one, will urinate on a
superb statue made from Carrara marble to satisfy a pressing
need. But he won’t consciously choose a sculpture to satisfy
his urgent and natural needs.

Animal sculptures are useful for man while being of service
to him. Animals don’t see natural elements as we see them;
instead, they see shadows. Man sees animals in a way that
animals will never see themselves, and via sculpture, man
represents animals as he would like them to be.

G.L.: So, do you never distinguish between these two types
of sculpture?

M.C.: | blend them together, even though | consider
paradigmatically that man is superior to animals, and God
knows that I'm aware of this lack of humility that will be the
downfall of us all.

Although sculptors have always sculpted animals, it was done
to highlight this superiority and to show that man had managed
to domesticate them and not the contrary. The passage from
mythological to anthropological sculptures endorsed this
position, which is altogether, and | repeat it, legitimate.

In the Book, God created animals first, then man, and
he asked Man to domesticate everything around him.
Highlighting animals, as | do, is a way of pointing out to art
connoisseurs the important role played by these animals; it’s
a way of restoring animals to their rightful place that they
should never have lost.



J.L.: Niya gora, bitlin heyvan heykaltaraslar arasinda siz
hamisa eyni ti¢ sanatciys istinad edirsiniz?

M.C.: Bu bir faktdir?

J.L.:Bali ...

M.K.: Kimdir ki onlar?

J.L.: Bari, Bugatti and Pompon ...

M.K.: Onlarin adini diizgtin ardicilligla ¢akmadiniz: birinci Bari
galmalidir, ikinci Pompon, ti¢lincti Buqatti.

J.L.: Man tarixlari veraram.

M.K.: Man hamisa onlara istinad ediram, ¢tinki onlarin islarini
cox seviram va onlar an yaxsl heyvan heykaltaraslaridirlar.

Bari ils baslayacagam (1796-1875).
J.L.: Barinin heykallarindan bir misal gatirin.

M.K.: Aglima o gadar ¢ox misal galir ki ... Aslan heykali yaxsi
misal ola bilar.

Bari "heykaltaraslar heykaltarasi” va onlar arasinda an
saxavatlisi idi. Parisda gorila bilan Kentavr va Lapit moéhtagam
bir asardir, ¢linki ¢cox azematlidir. Man "saxavatli" dedim,
cuinki o, bu ctir daqigliya nail olan yegana saxs idi. O, canlinin
gabirgalarini darisi soyulmus heyvan kimi tasvir eda bilirdi.

G.L.: Why, of all the animal sculptors, do you always refer to
the same three artists?

M.C.: Is that a fact?

G.L.: Yes ...

M.C.: Who are they?

G.L.: Barye, Bugatti, and Pompon ...

M.C.: They're not in the right order: the first should be Barye,
the second Pompon, and the third Bugatti.

G.L.: I'll provide the dates.

M.C.: I'm always referring to them because | love their work
and they’re the greatest animal sculptors.

I'll commence with Barye (1796-1875).

G.L.: Give me an example of one of Barye’s sculptures. M.C.: |
can think of so many... Le Lion is a good example.

Barye was the “sculptors’ sculptor,” the only one to be so
“generous.” The Centaur and Lapith, which can be seen in
Paris, is a magnificent work because it is so majestic. | said
“generous” because he was the only one to achieve such
precision, and he was able to represent the creature’s ribs
like a skinned animal. | tried to create a similar effect with my
piece La Boucherie, which we discussed earlier.
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Man bir az avval muzakira etdiyimiz Qassab asarimla eyni
effekti yaratmaga calismisam.

J.L.: Fransua Pompon (1855-1933).

M.K.: Onun asarlari Barinin giic va siddatindan fargli olaraq
daha zarif istigamata y6nalib.

Pomponun asarlarinda bir insan ayinin tizarina gedarak onu
sigallamaq istayir. Heykallarinds inanilmaz bir empatiya
duygusu var, ¢linki Pompon heyvanlari hagigatan sevirdi va
onlara gozal va uygun bir keyfiyyat vermisdi.

J.L.: Vo Bugatti?

M.K.: Buqatti (1884-1916) kovraklikle xarakterize olunur. O
Parisds, Botanika baginda ©z gil ssarlarini hazirlayarkan
islayirdi ...

=

hamisa “topasayagi
J.L.: “Topasayag”?

M.K.: Bilirsiz, bu bels gildan toplardir, onlari bir yers qoyub
sonra gotararlar.

J.L.: Yox, bilmirdim ...
M.K.: Buqatti c¢ox sakil ¢akirdi; o 6z kicik taxta masasi
Uzarinds c¢ox suratli sakilds fiqurlar dizalds bilirdi. Onun

isinds xosuma galan cahat material ils munasibati idi. Ctinki
o, materialla buttinlasirdi. Onun alinds yogrulan va muxtalif
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G.L.: Frangois Pompon (1855-1933).

M.C.: His works focused on the more tender side, in contrast
to Barye’s power and violence.

In Pompon’s works, one is tempted to go up to the bear
and stroke it. There’s an incredible sense of empathy in his
sculptures, because Pompon really loved animals and gave
them a docile and agreeable quality.

G.L.: And Bugatti?

M.C.: Bugatti (1884-1916) is characterised by fragility. When
he modelled his clay in the Jardin des Plantes, in Paris, it was
always done “a la boulette.”

G.L.: A la boulette?

M.C.: You know, the balls of clay that are put in place and
removed.

G.L.: No, | didn’t know ...

M.C.: Bugatti drew a great deal; he modeled very rapidly
on his small wooden table. What | like about his work is his
relationship with the material, because he was at one with it.
Kneaded and molded, the material allowed him to represent
animals in a way that was quite unique in the history of
modern sculpture. In short, Bugatti's works have a fragile
and light quality, and this is evident in his armatures ... if his



formalara diisan material, heyvanlari muasir heykaltaraslq
tarixinda kifayat gadar unikal olan bir sakilds tasvir etmak
imkani verirdi. Qisacasi, Bugattinin islari kdvrak va aydin bir
keyfiyyata malikdir va bu onun armatur ¢arcivasindan balli
olur ... Heykallari gipsdan olmasaydi, Bugqattinin islarindan
asar-alamat qalmazdi.

J.L.: Na isa alava etmak istayirsiniz?
M.K.: Bali. Heyvanlarin shamiyyati Uzarinds diqqgati
comlasdirdiklari ticlin bu U¢ heykslterasa ehtiramim var.

Olbatds ki, bir cox digar heykaltarasin da adini ¢aks bilardim ...

J.L.: Onlarla bagli bir son masala. Bu ti¢ heykaltarasin har birini
bir heyvanla xarakterizs eda bilarsiniz?

M.K.: inanmiram ki, eds bilim!
J.L.: Cahisin.

M.K.: Nays gora?

J.L.: Heg, ela bels.

M.K.: Man Barini aslanla, Buqattini zurafa ils, Pomponu isa ay!
ils assosiasiya ediram.

sculptures hadn’t been cast, nothing much would remain of
Bugatti’s works.

G.L.: Do you wish to add anything?

M.C.: Yes. | have a passion for and refer to these three
sculptors precisely because they focused on the importance
of animals. | could, of course, mention plenty of other

sculptors ...

G.L.: One last thing about them. Could you attribute an
animal to each of the three sculptors?

M.C.: I'm not sure | can!

G.L.: Try.

M.C.: What for?

G.L.: Nothing, just for the hell of it.

M.C.: I'd associate Barye with a lion, Bugatti with a giraffe,
and Pompon with a bear.
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IV. YEKUN: HiBRIDLOR

J.L.: ©zizim Mauro Korda, misahibamiz basa ¢atmaq tzradir.
M.K.: Bels tez?

J.L.: S6z sayina diggat etmaliyik.

M.K.: Aha, diizdiir, hamisa sz sayindan asili olur.

J.L.: Amma hala ds iki va ya Ug¢ qisa sualim qalib.

M.K.: Buyurun.

J.L.: Miasir tarixgilor heyvan heykslinin dir¢alis dovriinda
oldugunu iddia edirlar.

M.K.: Man bu mévzuya ¢ox da balad deyiloam va haqigatan,
manim zamanimin insani olub-olmadigimi bilmak istamiram.

J.L.: Siz Kimeralar va Hibridlari niys yaratmisiniz?

M.K:: Elo diistintirdtim ki, niya mana bu barada sual vermir gérasan?
Kaftarin kurayindaki tuklsr o hticuma keganda qalxir, kirpinin
iso Ozlinu midafis edands, buna géra do man bu ikisini

birlasdirarak realligda mtimkiin olmayan bir varliq yaratmisam.

J.L.: Siz bu hibrid varhglar diinyasini neca yaratmisiniz?
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IV. PERORATION: THE HYBRIDES

G.L.: My dear Mauro Corda, our interview is about to come
toanend.

M.C.: Already?

G.L.: We have to stick to the number of characters.

M.C.: Ah, it's always dictated by the number of characters.
G.L.: I've still got two or three short questions.

M.C.: Fire away.

G.L.: Contemporary historians claim that animal sculpture is
undergoing a revival.

M.C.: | don't really know much about the subject, and | don’t
really want to know whether I'm a man of my time.

G.L.: Why did you create the Chimeéres and the Hybrides?
M.C.: | was wondering, “Why doesn’t he ask me about those?”
The hairs on the back of the Hyéne (Hyena) stand up when she

attacks, and on the Porc-épic (Porcupine) when it’s defensive:
I've combined the two to create an impossible marriage.



M.K:: Man dediyim kimi adstan birlasmayan janrlari
birlasdirmak istamisam va normalda qgarisdirilmayan slamat
va keyfiyyatlori garisdirmaq istamisom. Man heykaldan
istifada edarak yaxsiliq va pisliyi, sevinc va gam-qussani,
ylngilliyt ve darinliyi birlesdirmak istamisam. Man
dogrudan da heyvanlara balks da bir giin basariyyata
dayisikliklar gatiracak yeni keyfiyyatlar vermak istamisam.
Glc hissi buynuz, zaiflik isa "htizn dolu gozlar” vasitasils ifads
edilmisdi. Sonra manim har seyls maraqglanan Oranqutan
asarim ortaya ¢ixdi va o, abadi olaraq mudriklikls dolu qoca
bir filosofa cevrildi.

J.L.: Bu hibrid birlasmalar sadaca sizin marjinal zévqlintizu aks
etdirirlar?

M.K.: Manim anormal zdvqiimi, mana bunu dedirtmays
cahsirsiniz?

J.L.: Sizin gariba, anormal va sirli olan har seyls bagl olan
zdvqliniiz.

M.K.: Siz mani ovcunuzun igi kimi taniyirsiniz ... va siz manim
garibaliklara olan maragimi da bilirsiniz. Heykal vasitasils indi
har sey bir gadar daha az gariba galir. Har sey daha masafali
galir. Sanki man sirlars getdikca daha ¢ox yaxinlagiram.

J.L.: Buna gora da sizin heykallariniz sizi aks etdirir.

M.K.: Xabardaredici heykallor, mana bunu dedirtmays
cahsirsiniz?

G.L.: How did you develop this world of hybrid creatures?

M.C.: As | said, | wanted to blend together genres that aren’t
usually combined, and mix up characters and qualities that
aren’t normally mixed together. | wanted to use sculpture to
combine good and evil, joy and melancholy, and lightness and
depth. | really wanted to give animals new qualities, which
perhaps one day will reveal new things to mankind.

A feeling of strength was expressed through the horns and
weakness via the mournful eyes; and then my curious Orang-
outan (Orangutang) emerged, which has become for all
eternity an old philosopher full of wisdom.

G.L.: Do these hybrid entities just reflect your taste for the
marginal?

M.C.: My taste for the abnormal, is that what you're trying to
make me say?

G.L.: Your taste for everything that’s strange, abnormal, and
mysterious.

M.C.: You know me inside out ... and you know how I'm
attracted to the strange. Via sculpture, everything now seems
a little less strange; everything seems more distant, as though

| were getting closer to the mysterious.

G.L.: Your sculptures are therefore a reflection of you.
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G.L.: Bilmiram ...

M.K.: Daha ¢ox nayinsa bas veracayini bildiran heykallar.
Heykaltaras bir sehrbaz kimi hacmlarin icinds va hacmlarls
sehrli mahlullar yaradr.

J.L.: Tamamils dogrudur.

M.K.: Sslinds dustintiram ki, man 6z Oranqutan ssarima
banzayirom. O xogbaxt olsa, man ds xosbaxt olmaga
calisacagam.

J.L.: Man bu miisahibadan dogurdan da zévq aldim.

M.C.: Man da.

“Bu glinlin rassami sdzlarin qurbani olmadigi zaman onlardan
qorxur. O, pesakar filosofu dinleamakdan va xisusila onun

ardinca getmakdan ¢akinmakda haglidir.

Amma bir filosof kimi gabul edilmakdan c¢akinmakls diiz
etmirsiniz.”

Eli For, incasanat Tarixi, 1964-cii ilda Jan-Jak Povert tarafindan
nasr edilib.
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M.C.: Premonitory sculptures, is that what you're trying to
make me say?

G.L.: I don’t know ...

M.C.: Portentious sculptures rather; the sculptor is like a druid
who creates concoctions in and with volumes.

G.L.: Very true.

M.C.: In fact, | think that I'm like my Orang-outan. If he’s
happy, then I'll try to be happy myself.

G.L.: I really enjoyed this interview.

M.C.: Me too.

‘The artist of today is afraid of words, when he does not fall
a victim to them. He is right to refrain from listening to the
professional philosopher and, especially, to refrain from
following him.

But you are wrong to be afraid of passing for a philosopher!

Elie Faure, Histoire de I'Art, Jean-Jacques Pauvert, 1964






TORODDUD VO UMID ARASINDA BIR YERDO:
MAURO KORDA VO HEYROSTLONDIRON “QEYRI-ADI|”

SOMEWHERE BETWEEN DOUBT AND HOPE:

MAURO CORDA AND THE ASTONISHINGLY UNUSUAL

ivan Brohard (Paris Dekart Universiteti incasanat va elm iizra
icragi direktoru - sargi kuratoru)

Mauro Korda, har seydan avval 6z zamaninin, bizim zamanimizin
insanidir. Bu zaman stiratlanmis taraqqi zamani, elm tarafindan
askar edilmis timidlar zamanidir. Lakin bu, hamginin basariyyat
va tabiatin fundamental dayarlarinin tahqirs maruz qaldigy, tez-
tez zorakiliq, qeyri-barabarlik hallarinin va kataklizmlarin bas
verdiyi bir zamandir. Mahz bu ikili hisslar i¢arisinda heykaltaras
6zunln dustinmaya vadar edsn va mahsuldar ilhami ils diqgst
calb edir. Bir tarafdan, dlinyanin dénmaz bir négtaya galmasi
riskini yaradan vahsi sicovul irginin talim ke¢mis musahidagisi,
digar tarafdan, dogusdan malik oldugumuz gtica inanan sonsuz
bir optimist...Bagariyyatds hamisa tapmali oldugumuz tarix -
bizim sahidimiz - yenilanma manbayimizdir.
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Yvan Brohard (Executive in charge of Art & Science University of
Paris Descartes - Exhibition Curator)

Mauro Corda is, above all, a man of his times, our times: a
time of accelerated progress, of hopes revealed by science.
But, also, a time of violence and inequality, of cataclysms
where the fundamental values of Humanity and Nature are
often mocked. It's within this very ambivalence that the
sculptor draws his disconcerting and prolific inspiration.
On the one hand, that of a skeptic, a trained observer
of an infernal rat race that risks taking the world to the
point of no return. On the other hand, that of an eternal
optimist, trusting in the innate power that we possess, we...
mankind, to always find—history is our witness—a source
of regeneration.



Mauro Kordanin sanati bizds ham nlmayis etdirdiyi tabii
autentikliyi, ham da gozalliyi ils taassiirat oyadir. Psixi va fiziki
azabin vizyonunu gadim va intibah dovrlarin dahi ustalarinin
sadiq qaldiglan estetika gaydalar ils bir araya gatiren (bazi
hallarda déztimliiltytin son haddinda) sanatkar biza aydin xatlar
va harmonik ayrilar baxs edir. Kordanin zaiflarla va alillarla
assosiasiya etmays taraddiid etmadiyi gozallik ideali inanilmaz
bir gtic ils hissalari birlasdirarak bir buttin yaradir!

Mauro Kordanin asarlarinda bir gadar ieronim Bosx tarzina
rast galmak mimkindlr: wnsan vaziyyati, onun kainatdaki
yeri, 8limtindan sonra insanin basina galanlara dair bitmayan
suallar... Ela bir insan ki, orta asrlarin sonunda hayatin nahang
sahmat taxtasinda hale da kigik, asanlqgla avaz edila bilan
piyada fiqur idi.

Mauro Corda’s art impresses us by the natural authenticity it
exudes, but also by its beauty. Combining visions of mental
or physical suffering (sometimes at the very brink of the
bearable) with the canons of an aesthetic adhered to by
the great masters of Antiquity and the Renaissance, the
artist gives us pure lines. Corda presents an ideal of beauty
that he doesn’t hesitate to associate with the infirm, the
handicapped, creating a whole which, by an amazing tour de
force, transcends the parts!

There’s a bit of Jérébme Bosch in Mauro Corda’s work: an
unceasing questioning of the human condition, of our place
in the universe, of what becomes of man after death..a
man that, at the end of the Middle Ages, was still just a tiny,
interchangeable pawn on the vast chessboard of life.
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Mauro Kordanin yaradiciliginda hamginin Benvenuto Cellini
va Donatellodan da toxunuslar var: “Vitruvian insan” saklinda
insanlara diinyada onlarin markazi yerini veran ke¢mis parlaq
italiyanin kicik bir hissasi.

Mauro Korda tglin heg bir manes mévcud deyildir. Abida
tarzinds olan heykallar inanilmaz daracada giclli, bazan
hayacan tabili calarcasina dururlar. Eyni zamanda, biz onun 6z
uygunsuzluglarimizin tasviri ilo basariyyst arasinda birbasa
alaga yaradan simbioz kimi an samimi asarlarina diggatle
nazar salirig: burtinc, dsmir, paslanmaz polad, aliminium,
cuqun, gatran, marmar, siss, pleksiglas, mum, mina...
Bunlarin hamisi xam va ya rangli materiallarin bir baletinda
qarsiligh olaraq istirak edirler. Onun da kulminasiya noqtasi,
askar emosional va estetik sokdan basqa, bizim har birimiza
niimayis etdirir ki, agar bu duinya ziddiyystli magsadlarin,
mubarizalarin, anarxiya genislanmalarinin va saxsi planlarin
daimi teatri olmasaydi, na ola bilardi.

28

There’s also a touch of Benvenuto Cellini and Donatello in
Mauro Corda; a bit of that radiant Italy of yore which, in the
image of the Vitruvian Man, gave humans their central place
in the world.

For Mauro Corda, no holds are ever barred: monumental
sculptures stand with incredible power, sometimes quite
alarmingly. Simultaneously, we gaze on his most intimate
works that offer a symbiosis that directly communicates
with mankind the reflections of our own incongruities.
Bronze, iron, stainless steel, aluminum, pewter, resin,
marble, glass, Plexiglas, wax, enamel. All interact in a
ballet of raw or colored materials, culminating—above
and beyond the obvious emotional and aesthetic shock—
to demonstrate to each one of us just what the world
could be like if it were no longer the permanent theater
of conflicting goals, battles, anarchic expansions, and
personal agendas.



Ke¢mis tarixlarin ruhlari ils dolu bir yersa yigilmis otuz adad
eksponat, atraflarinda olan va onlara abadilik versn isiq
halgasi ilo 6z magsadlarina xidmat edirlar. ilkin strpriz
manimsanildikdan sonra — ham biz insanlarin malik oldugu
qgeyri-adi potensiali, ham da onlar istismar etdiyimiz zaman
tizlesdiyimiz ¢atinliklari vurgulayirlar. Naticada bizim hamimizi
ginaya bilarlar.

"Bltun dunyalardan an yaxsisi" hagigatan mumkindirmd,
aglabatandirmi? Bu novbati bir utopiya deyil mi? Bu mahz
hamin suallardir ki, bels taraqqi sahibi olan mustasna sanatkari
sanki tagib edir.

Toraddiid ve Uimid arasinda, Mauro Kordanin hayati boyu
gorduyd isler, mitlaq ginimuziin an diggatalayiq ve nimunavi
asarlarindan biri hesab edilmalidir.

The thirty pieces on display, assembled in a place charged
with the ghosts of histories past, with halos of light
lending them an eternal dimension, have as their goal -
once the initial surprise has been digested - to underline
both the incredible potential we have and the difficulties
we encounter exploiting them, and which, in the end, can
condemn us all.

Is the “best of all worlds” really possible, conceivable? Is it
not just another utopia? Such are the questions that seem
to harangue this exceptional artist who possesses such
flourish.

Between doubt and hope, the lifework of Mauro Corda should

definitely be considered as one of the most remarkable and
revealing productions of our times.
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ALATORAN, 2010
Qatran.
47 X 25 X 22 sm

TWILIGHT, 2010
Resin.
185X 9.8 x 8.71n
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ASEPTIKA, 2010
Paslanmaz polad, gatran,
slis9, pleksiglas, demir.
177 X 90 X 74 SM

ASEPSIS, 2010
Stainless steel, resin,
glass, plexiglas, iron.

69.7 X 35.4 X 29.1in




UZANAN HEYKSL, 2011
Biirinc, domir.
200 X 112 X 100 SM

RECUMBENT STATUE, 201
Bronze, iron.
78.7 X 44.1%X39.4 in




PSiX0Z, 2009
Nikel-ortukla bartnc.
79 X 57 X 58 sm
PSYCHOSIS, 2009

Nickel-plated bronze.
311X 22.4X22.81in
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METAMORFOZ |, 2004
Marmar.
36 X 34,5 X 20 SmM

METAMORPHOSIS |, 2004
Marble.

14 X13.4 X 7.8 in
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Resin stain

118.1X 31.5 X 2

2 6in
3.61Nn
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KABUS I, 2014
an, paslanmaz polad.
81x 67 sm

NIGHTMARE l11, 2014




iCRA EDON, 2012
Burtnc, damir, paslanmaz polad.
230 X 203 X 9O SM

PERFORMER, 2012
Bronze, iron, stainless steel.
90.5X79.9 X 35.4 in
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METAMORFOZ I, 2001
Birinc, sugsa.
25X 20 X 18 sm

METAMORPHOSIS I, 2001
Bronze, glass.
9.7Xx7.8x71in




MoOLIK, 2010
Qatran, neon.
186 X 67 X 66 sSM

THE ANGEL, 2010
Resin, neon.
73.2X26.4 x 26in




ANDROGEN, 2003
Coxrangli gatran.
196 X 83 X 45 sm

ANDROGYNOUS, 2003
Polychrome resin.
76.4 X 32.3 X17510n
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X9STOXANA, 2010
Ag marmar.
40 X 21X 18 sm

HOSPITAL, 2010
White marble.
15.7 X 83X 710N



QORUYUCU, 2012
Qatran, pleksiglas, damir.
300 X 52 sm

FUSE, 2012
Resin,plexiglas,iron.
1181 X 20.51in
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YUXUSUZ GEC9, 2013
Qatran, damir.
231X 203 X 154 SM

SLEEPLESS NIGHT, 2013

Resin, iron.
90.9 X 79.9 X 60.6 in
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1, 2013

anmaz polad.
in

X 26.3

31.8

Resin, stainless steel.

NIGHTMARE
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BALIQ KABABI, 2013
ran, demir, led isic

FISH KEBAB, 2013

n,iron, led.
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METAMORFOZ

METAMORPHOSIS

Tierri Delkort Psixiatr va psixoanalitik

Qutularla ¢arcivaya alinmis bistlari gostaran t¢ stend manim
diqgatimi ¢akir. Zarif va bakirays banzar bir ganc ¢inli qiz
gortinmaz dayisiklikler edsrak 6zlini qeariba bir modela
cevirir: mat va ya parlag, bas va ya profil sakli, dérd tiz olduqca
neytrallasdiriimis, sassiz klon kimi gortiniir. Baxislarim bir
az casqinlq icinds dolasmaga davam edir va Qiz-oglanla
qarsilasir. ki oxsar bélmads yerlasdirilan dérd iki tonlu biist:
yuxarida iki Uiz, asagida liz-Uza baxan iki profil. Burada da mani
onlarin banzarliyi sok edir. Sa¢ va qulaq variantlarini miigayisa
edarkan, distintram ki, kisilar va gadinlar o gadar da farqli
deyillar: gender, madaniyyat ... niya se¢gmayasiniz ...Coxsayli
kimlik miimkiin olsaydi gérasan na olardi ... Bazilari artiq bir
arzunun arxasinca gedirlor. Oz hayatinin isina asaslanarag,
Mauro Korda xususile hassas gortndr. Parlaq kal basindan,
formalasmamis qulagdan hayat tarafindsn aldatiimis birina
gadar, gizli bir simvol, cinsi kimliyini mahdudlasdirmadan
0z izini qoyur. Clnki bu giin tatbiq olunan madani gaydalar
artiq kohnalmisdir! Mauro Korda, portretlarina daxil olan
askar tamkinliys baxmayarag, suallarini yumor va hassasligla
aslagalandirir. Neca da gézal bir taza nafas!
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Thierry Delcourt, Psychiatrist and psychoanalyst

Three stands displaying busts framed in boxes attract my
attention. Sleek and virgin-like, a young Chinese girl seems
to transform herself by imperceptible changes into a strange
pattern: matt or glossy, headshot or profile, the four faces
seem like so many neutralized, silent clones. My gaze moves
on, a bit distraught, and encounters Girl-Boy: four two-toned
busts arranged in similar compartments: two faces on top, two
profiles facing each other below. Here, too, I'm taken aback by
their resemblance; while comparing hair and ear variations,
| think, reflect on, am reminded that men and women aren’t
all that different: gender, culture..why not choose...? What
if plural identity became possible? A dream that some are
already pursuing. Based on his life’s work, Mauro Corda seems
particularly sensitive. From the shiny bald head, the unformed
ear to the one chiseled by life, a discreet symbol leaves its
mark without delimiting sexual identity, because the cultural
codes in force today are already obsolete! Mauro Corda
conjugates his questions with humor and tenderness, despite
the apparent distance incorporated into his portraits; what a
breath of fresh air!



Heykallarin tglinct qrupu daha da asrarangizdir: alti bust,
dagintini va hiylagarliyi ifada edarak, elaca da kimlik va ifada
arasinda bir portret yaratmaq Uclin lazim olan butiin fargli
xUsusiyyatlari da ortaya qoyur. Parlaq va cilalanmis bas bu saf
gozalliyi hifz edir: 6z meditasiyalarinin darinliyinds gizlenan
bir simanin mahiyysati.

Fasila sanki qarnimiza aldigimiz bir zarbs ils basa catir. Man
Metamorfozla Uzlasiram va ..unutqanhgl goriram. BUtln
bu zorakilig naya lazimdir: heg bir taassif hissi olmadan
Uztin silinmasi, tamizlanmasi, onun ¢iriimasi, onu sassizliya
srtiklayan doyust, asimmetrik aberrasiyalari va baralmis
gozlari sizi tutub saxlayir. Man azabla doluyam, Mauro Kordanin
Qirgin asarinin gaddar xatirasini xatirlayiram: yeddi béytik asili
heykal, haftanin har gilintina biri diismakla yeddi aktda bir asar
Ugtin yeddi casad. Sikast edilmis va asili olan yeddi insan casadi,
masaqqatli vaziyyati bizi soka salan va sorgu-sual edan sahidlar.

Eyni daracads narahatedici olan Metamorfoz seriyas,
soklina gora bir-birindan farglenan, lakin mahiyyatina goéra
sanki yaxindan alagali oldugu goriinan pargalari birlasdirir.

The third group of sculptures is even more enigmatic: six busts
evoke obliteration of artifice but also of all distinctive features
so necessary to produce a portrait, somewhere between
identity and expression. The final head, sleek and polished,
captures such pure beauty, barely suggested: the essence of
a face that hides in the profoundness of its own meditations.

Recess ends by a punch to the gut. | am facing Metamorpho-
sis, and | see...oblivion. Why all this violence? The way the
face is wiped clean, erased, its decay, its combat reducing it
to silence, its asymmetric aberrations and bulging eyes fixing
you, pitiless. I'm filled with anguish, my memory serving up
the cruel souvenir of Mauro Corda’s Slaughter: seven huge
hanging sculptures, seven bodies for a work in seven acts, one
for each day of the week. Seven human bodies, mutilated and
hanging, martyrs whose painful presence shocks and ques-
tions us.

The Metamorphosis series, equally disturbing, associates

several portrait-like pieces different in form, but which in
substance seem - | don’t know why - intimately related.
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Onlardan har biri hissiyyat va iztirablarin mixtalif marhalasinin
yaranmasina sabab olur. Lakin onlar hamisi sirli, qorxu, stikut va
taacciib dogurandir. Mauro Korda darini dartindiran asnamanin
izlarini yox edan, partlamaga hazir olan sixilmadan, bitmis-
tukanmis va gériinmaz bir cangavarin simasindan gadagalari va
manealari géturirarak, hardasa, qazintilar arasinda, fararilikds,
mévcudlugumuzun dagildigi bir yerds nayin tamsil oluna bilib-
bilmayacayini ifada edir. Bela bir zoraki, eybacar, heyratamiz
ozab mana tahliikenin, ikitzltltytn, barbadhgin agrisini verir.
Oz iyrancliyimin azabi icarisinds man yarali portretlsrin aynasi
kimi ugurumla Gzlasiram.

Hansi daxili ates Mauro Kordani bu dshsatli parcani arsays
gatirmays vadar edib? Toxribat? Slbatts. Lakin o manfur
nazakatdan asar-alamat da yoxdur. Ctinki bu simalar icarisinds
man Korda'nin gozal fiqurlarinda mévcud olan eyni layagatin
movcud oldugunu hiss ediram. Zorakiliq va terror varsa, yalniz
insanin parcalanmasina sahid olmaq tgtin vardir. Mauro
Korda insan dvladinin hassas olmasi t¢iin alindan galani edir.
Sabahki glinds gozlimiiz va aglimiz travmadan qurtuldugdan
sonra insan 6vladi yasayacaq.
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Each one provokes a different stage of sensation and
distress, but they are all mysterious, inciting fear, silence, and
contemplation. From the liquefaction erasing the traces of a
yawn stretching the skin, ready to burst, from the mask of a
tormented, invisible knight, Mauro Corda takes on the taboos
and barriers that dictate what can and can’t be represented,
somewhere between the excavation, desertion, dissolution of
our being. Such an ordeal - violent, repulsive, fascinating - stirs
in me the pain of precariousness, duplicity, desolation. In the
anguish of my own hideousness, | face a mirror-like abyss of
wounded portraits.

What interior flame pushed Mauro Corda to produce this
heinous piece? Provocation? Definitely. But none of that nasty
politeness, for | do perceive within these faces that same
dignity present in Corda’s beautiful figures. If an atrocity is
there, and terror, they exist only to witness Man being ripped
apart, and Mauro Corda does all he can to make humanity
sensitive, tomorrow’s humanity, once our eye and mind have
recovered from the trauma.



Canlilarin zaifliklari va yaralari mani glizastsiz, sargilonmadan
dalib kegir. Bu portretlar mana 6z zsifliklarimi, 6z yaralarimi
xatirladir. Onlar diinyadaki azablara tohfs vermirlar, sadacs,
bizim butln bunlari gabul etmakdan basqa alternativimizin
galmamasina xidmat edirlar. iki marmar heykal, (Sahid va ikrah)
gormak macburiyystinds olan bu hissi glclendirir. Zaman
kecir, lakin man 6zimu uzaglasdira bilmiram! Bu qulyabani 6z
yerini bu darin inanca verdiyi vaxtdan etibaran onlar manim
kainatimin bir hissasidirlar. Bu asarlar butiin barbarliga,
insanliga aid olan butiin daliliklerin agarini 6zlinds saxlayir.
Hamin insanligin ki, mahabbat axtarisinda parcalanaragq,
gaddarligindan yaxa qurtara bilmir. Man bu portretlara
baxarkan bir saxsin layaqgatini heyvan darisi soyarcasina va
ya Mauthauzen-Quzen diisargssinin bir mahkuma isganca
verarcasina parcalayan seytani ikrahin bir hissasi deyilom.
Man bundan aminam: Mauro Korda, hayata va biittin canlilarin
layagatina qarsl tals quran laglagi senatcilarin, donuz ddymasi
edanlarin va buna banzarlarin tam aksidir. Hamin sanatgilar
sanki hayatda manfur bir qoxuya garq olmus aglasigmaz
mibahisalar etmakdan z6vq alirlar.

The weaknesses and wounds of the living pierce through
me without concession, without exhibition. These portraits
stir my own weaknesses, my own wounds; they don’t
contribute to world suffering, but rather serve it up so that
we have no alternative but to take it all in. Two marble
sculptures, The Witness and Contempt, reinforce this
feeling of being forced to see. Time goes on, but | cannot
pull myself away! They are part of my universe, ever since
the monstrous gave way to an intimate conviction that
these works hold the key to all the barbarity, the insaneness
of humanity ripped apart in its thirst for love, incapable
of abandoning its cruelty. | don’t feel like a voyeur facing
these portraits; | am not an accomplice to the diabolical
contempt that tears a person’s dignity apart the way one
would skin an animal or torture a prisoner at Mauthausen-
Gusen. Of this, | am certain: Mauro Corda is the antithesis
of the cynical artist, tattoo of pigs and the like, conspiring
against life and dignity in all beings; those artists who seem
to take pleasure in living off the fat of fallacious arguments
steeped in wretched stench.
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MEYMUN - T9KO BASI, 2016
Bdrinc.
48 X33 X305m

APE-BILLY GOAT HEAD, 2016
Bronze.
18.8 x12.9 x 11.8 in

AYI-MOR]J, 2017
Qatran.
210 X 145 X120 sSm

BEAR-WALRUS, 2017
Resin.
82.6 X 57 X 47.2in
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r'l'i!:‘.:h-ﬁq.

TOKBUYNUZ BiIRHURGUCLU DaV9, 2016

burunc.

DROMEDARY-UNICORN, 2016
White br .

3C




ZURAFO-MARAL BASI, 2015
Cuqun.
1770 X 13 5sm

GIRAFFE-DEER HEAD, 2015
Cast iron.
66.9 X 51.2 X 33.51n







KiCiK ASLAN-BiZON, 2016
Ag burtnc.
48 X 29 X 18 sm

SMALL LION-BUFFALO, 2016
White bronze.
18.8 x11.4 x71in

BOBIR-CEYRAN BASI, 2016
Birlnc.
73 X 50 X 40 sm

PANTHER-GAZELLE HEAD, 2016
Bronze.
28.7x19.6 x15.71in
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DOVOQUSU-ZURAF9, 2016

ASLAN-BiZON BASI, 2016
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ORANQUTAN-QOC BASI, 2015
Bidrunc.
80 X 55X 44 sm

ORANGUTAN-ARIES HEAD, 2015
Bronze.

31.5 X 21.7 X 17.3 In



QORILLA-BUGA, 2015
Qatran.
189 X 173 X 125 sSm

GORILLA-BULL, 2015
Resin.

74.4 X 68.1X 49.2 in



EMBRION ABiD9Si, 2007
Burtine, demir - @ 150 sm

EMBRYO MONUMENT, 2007
Bronze, iron - @ 58.5in




AFRIKA, ASiYA va AVROPA, 2008
Terrakota.
100 X 100 X 50 sm (har biri)

AFRICA, ASIA AND EUROPA, 2008
Terracotta.

39.4 X 39.4 X 19.7 in (each)
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OTAQ 105, 2010
Qatran, pleksiqlas.
105 X 50 X 22 SM

ROOM 105, 2010
Resin, Plexiglas.
41.3X19.6 x 8.6in

QALIQ I, 2013
Cuqun.
200 X 110 X 60 sm

THE VESTIGE Ill, 2013
Cast iron.

78.7 X 43.3x23.61in




QALIQ VII, 2016

Guqun.

VESTIGE VII, 2016
Cast iron.

29.5 X 3.7in




9oL, 2001

Cuqun.
210 X 60 X 60 sM

THE HAND, 2001
Cast iron.
82.7x23.6x23.61in
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BOYUK LEVITASIYA, 2012
Altminium, paslanmaz polad.
210 X 136 X 66 sm

GRAND LEVITATION, 2012
Aluminium, stainless steel.
82.7X53.5%x261in







LOLOKLi ONTSR, 2017
Ag blrinc.
50 X 45 X 43 SM

BABOON WITH FEATHERS, 2017
White bronze.
19.6 X 17.7 X 16.9 in

TISBAGA-KOPOKBALIGI, 2017
Burunc.
112 X 95 X 82 sm

TORTOISE-SHARK, 2017
Bronze.

A4 X37.4X32.21n
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QOHROMAN KAFTAR KiRPi, 2017
Burtnc.
130 X 110 X 50 Sm

HYENA-PORCUPINE EPIC, 2017
Bronze.

51.1X 43.3X19.6 in




UZUNBURUN MEYMUN, 2017
Barunc.

55X 35 X 30 M

PROBOSCIS-MONKEY, 2017
Bronze.
21.6 x13.7 x 1.8 in
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BOBIR-CEYRAN, 2017
Buridnc.
220 X115 X 40 sm

PANTHER-GAZELLE, 2017
Bronze.
86,6 X 45,2 X 15,7 in







MAURO KORDA

1960-c1 ilde Fransanin Lurd saharinds diinyaya galan
Mauro Korda hal-hazirda Parisdas yasayib islayir. Sardiniyali
bannanin oglu olaraq o, 6z k&klarini heg vaxt unutmamis va
usaghgindan bari bir rassam kimi parlaq istedad numayis
etdirmisdir. Valideynlarinin fikrinca, he¢ bir bacarig
olmayan idarsolunmaz usaq olsa da, o Reyms saharinda
incasanat sahasi Uzra tahsil almaga hazirlagirdi. Cunki o,
incasanatin onun hayat yolu olmasina daxilon inanirdi.
Orada o, taninmis dahilar Donatello, Mikelancelo va Luka
della Robbia, elaca do A.Kuazevoks, J.Hudon va O.Roden
kimi fransiz heyksltaraslari hagqginda 6yrenmisdi. O,
rosm ¢akma qabiliyyatine gbéra butin fanlar arasinda
heykaltarashgl se¢cmisdi. Klassikaya olan maragi onu dilini
ds inkisaf etdirmaya vadar edirdi. 9lbatta ki, onun ganclik
esqi xtisusi munasibat basladiyi Mikelancelo idi. Mahz dahi
rassamdan ilhamlanaraq o, 6zl hagqinda, oldugu insana
cevrilmasi haqqinda distintrdu.

Korda Reyms incasanat Maktabini tark edarsk 1981-ci
ilda Paris incasanat Maktabina daxil olmaq ticiin miiraciat
etmisdi. O, 21 yasinda ilk mukafatini gazanmisdi. Miikafat
aldigdan darhal sonra sahibkarlar va onun asarlarini
sargilomak istayan qalereyalar meydana ¢ixdi. Mahz bu
doévrds, Jan Kardotun studiyasinda islayarksn Korda,
heyvanlarin heykallarini diizaltmays basladi. O, deyir
ki, onun heyvanlari asl canli portretlardir. Lakin aksar
hallarda simvolik va ya mifik mana kasb edirlar. Korda Kasa
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MAURO CORDA

Born in 1960 in Lourdes, France, Mauro Corda now works
and lives in Paris. The son of a Sardinian bricklayer, he never
forgot his roots and showed great talent in drawing from the
time he was very young. While his parents thought he was
an unruly child with no skills, he was actually planning to
attend the Beaux-Arts in Reims, having a strong feeling that
art was his path. There, he learned about the geniuses of the
past like Donatello, Michelangelo, and Luca della Robbia, as
well as French sculptors like Coysevox, Houdon, and Rodin.
Between all the disciplines, he chose sculpture for his ability
to draw and, most of all, for his familiarity with the material.
This trait, in addition to his interest in the classical tradition,
is vital in the development of his language. Indeed, the love
of his youth was Michelangelo, who represented a mentor of
special relevance to him: finding himself face-to-face with
the great artist, he learned enough about himself to become
who he is.

Corda abandoned the Beaux-Art in Reims and, in 1981,
applied to enter the Beaux-Art in Paris, winning first prize
at the age of 21. He immediately had patrons queuing
up, and galleries that asked to show his works. It was
during this period, working in Jean Cardot’s studio, that
he started sculpting animals: as he says, his animals are
clearly portraits, but often with a symbolic or mythological
dimension. It was while working in Casa Velasquez that
Corda became interested in the representation of the male



Velaskesds islayarkan kisi viicudu va androginiyaya maraq
gostarmays basladi. O, ikili bir saxsiyyat yani camiyyatin bir
hissasi olmayan murakkab bir varliq yaratdigini hiss edir.

illar arzinda Korda hamisa onun asarinin asas mévzusunu
tagkil edan portret janrina sadiq qalmisdi. O, atrafdaki
biittin stbhalari, qorxulari va 6hdaliklari sorgulayarag,
zamanin spesifik bir anini arasdirir. Senatkar heykallari
ila, insanin daxili aloamini an mixtalif rollarda, mihitlerds
va vaziyyatlards acgiqlayir. O, bunu etmak Uglin genis
cesidds materiallardan istifads edir. Oz heykallari ii¢iin
o, gatran, birlnc, keramika, ¢uqun, marmar, terrakota
va ag biiriincdan istifads edir. Bu da yalniz italiyada
bir nec¢a demirgi tarafindan istifads edilsn ¢ox nadir
bir tsuldur. Kordanin heykallari da ranglar baximindan
hassasligl nimayis edir. O, incasanat asarinin hissalarini
isiglandirmagq tglin an mixtalif patinalardan deyil, ham da
xrom, giimus, qizillama va boya tatbiq edir. Bununla yanasi,
o, heyvan va insan badaninin hidudlarini arasdirmagq tctn
har ctir mahdudiyyatdan imtina edir.

italyan intibah dévriindan ilhamlanan Korda &z xatlarini va
harmonik ayrilarini birlasdirarak, istifads etdiyi materiallarla
bitiin qaydalari sarsidan bir sanatkar kimi tasvir edils bilar.
Onun heykallarini izlayanlar ¢ox mixtalif hisslar kegirirlar.
Heykaltarasin kabuslara, boytik heyvanlar va akrobatlara hasr
olunan asarlarini izlayanlards komik va méhtasam duygular

body and in androgyny. He feels like he is creating a dual
personality, an ambiguous being that won’t ever be part of
the community.

Over the years, Corda has remained faithful to the genre
of portraiture, the central theme of his work. It probes a
specific moment in time, questioning all the doubts, fears,
and obligations surrounding it. Through his sculptures,
the artist unveils the inner self of the human being in
its most diverse roles, environments, and situations, and
to do so, he plays with a wide range of materials. For his
sculptures, he employs resin, bronze, ceramic, cast iron,
marble, terracotta, and white bronze, a very rare technique
used by only a few blacksmiths in Italy. Corda’s sculptures
show his sensitivity for colors as well: he not only uses
the most diverse patinas but also applies chrome, silver,
gilding, and paint to illuminate aspects of the artwork that
need to be emphasized. He refuses every kind of restraint,
always trying to probe the limits of the body, both animal
and human.

Combining his pure lines and harmonious curves inspired
by the Italian Renaissance and his strong interest in the
materials employed, he can be described as an artist who
breaks the rules and shoves our certainties. As they walk
through his sculptures, spectators experience a wide range
of emotions: the grotesque and sublime alternate and coexist
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bir-birini avaz edir. 9vvalca tamasagi 6ztinti mazlum va gargin
hiss edirsa, sonradan bu manfi hisslar tezlikla bir tabassiimla
avaz olunur. Bels duygular Mauro Kordanin glisursuz tsulu
va yaratdigl uygunsuz vaziyyatlarin naticasidir.

Mauro Korda dayanmadan bizimla 6ziimiiz barads danisir. O
biza insanligl, yaxsi va pis arasinda olan gaddarligi va siddati
gostarir. Dozumlilik, insanlarin bltlin hayatlarina mane
olan va onlari badbaxt edan qagilmaz bir hissdir. Amma
eyni zamanda bu zaruri va valehedicidir. Kordanin asarlari
insanlari bir katarsisa (yunancadan manasi tamizlanmsa)
yonaldir. Bu asarlar an darin va an intim travma, intuisiya
va ehtiraslari gostararak, bizi sarsidir. Yalniz bu sakilds biz
6zlimuzls tzlass bilarik.
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as they observe nightmares, huge animals, and contortionists
succeeding one another. If, at first, the spectator feels
oppressed and tense, these negative sensations are soon
replaced by a smile and then by laughter. These conflicting
emotions are the consequence of the impeccable technique of
Mauro Corda and the incongruous situations that he creates.

Mauro Corda never stops talking to us about ourselves. He
shows us the cruelty and the violence that belong to the
human being and his duality between good and bad. Suffering
is inevitable and haunts men all their lives and makes them
miserable, but at the same time is necessary, even fascinating.
Corda’s works lead the human being to a catharsis: they hit
us with strength and show us the deepest and most intimate
traumas, instincts, and passions. Only in this way can we face
ours.



MUKAFATLARI
2017
2010
1992
1989

1985-1987

1985
1983

Simurq incasanat Miikafat

Milli Rassamliq Akademiyasi, Cin

incasanat va Sdabiyyat Cangavari

Teylor Assosiasiyasi vitse prezidenti
Monte-Karlo Sahzadasi Qreys Fondu miikafati
Carlz Malfrey dizayn miikafati

Kasa Velaskes miisabigasinin laureati,
Madrid

Pol Belmondo miikafat:

Pol-Lui Veller portret miikafat

SOXSI VO ICTIMAI KOLLEKSIYALAR

2014

2011

2010

2007

2005
2004

Tarb sahari

Porto Vekkio sahari

Epinay stir Sen sahari

“Malayin atlamas:” abidasi CNIA SAADA
Kasablanka, Marakes

Elankort kandxudasi abidasi

"Asiya va Afrika", Xarici islar Nazirliyi
Siilh abidasi, Elankort

Sirano de Berjerakin alqisi, Berjerak sahari
“WONGO?” abidasi, Qabon

PRIZES
2017
2010
1992
1989

1985-1987

1985
1983

Phoenix Art Award,

National Academy of Painting, China

A Knight of Arts and Letters

Vice President Taylor Association

Princess Grace of Monte-Carlo Award
Charles Malfray Design Prize

Winner of the Casa Velazquez competition
Madrid

Paul Belmondo Prize

Paul-Louis Weiller Portrait Prize

PRIVATE AND PUBLIC COLLECTIONS

2014

2011

2010

2007

2005
2004

City of Tarbes

City of Porto Vecchio

City of Epinay-sur-Seine

The Angel’s Leap, CNIA SAADA Casablanca,
Morocco

Squire, Elancourt

Asia and Africa, Ministry of Foreign Affairs
The Peace Monument, Elancourt

Cyrano de Bergerac, City of Bergerac
WONGO, Gabon
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2002

1997-1998

1996

1993

1992

1991-1995

1991

1990
1988

Fransiz Tibb Tarixi Camiyyati liglin medal
"QOSSAB" abidasinin ordeni

Monnaie oteli, Paris

27-ci Lankom Miikafatinin yaradilmasi, Paris
Haumont oteli ticiin | Miasir incasanat
miikafati, Paris

Abida, Mont-de-Marsan

Monako sahzadasi 11l Renyenin algisi
C.H.E.N.E. Bélga oteli Miikafati,
Monpelyer

Despio-Vlérik Muzeyindaki asarlar,
Mont-de-Marsan

Dovlat algisi: Milli Assambleya
Silleri-Kvebek va Silleri-Fransa abidasi

SECILMI§S QRUP SORGILORI

2010

2007

2006

2004
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Millenin Angelus asarinin 150 illiyi, Barbizon
"Uz biitiin vaziyyatlarinda"

Kordeliye Yemakxanasi, Paris

Biennal Kaykduin heykali, De Tve Poven
Qalereyasi, Haaqa

Il Pekin Beynalxalg Biennale incasanat
tadbiri, Pekin

Tras Moda Laboratoriyasi, Barselona
“Realizm 04” yarmarkasi, Amsterdam

2002 Medal for the French Society of the History
of Medicine

1997-1998 Commission of The Butcher

1996 Hotel de la Monnaie, Paris
Paris Creation of the 27th Lancéme Trophy

1993 First prize in Contemporary Art for the
Hotel d'Haumont, Paris

1992 Monument, Mont-de-Marsan, Purchased by
His Highness Prince Rainier Il of Monaco

1991-1995 C.H.E.N.E. Trophy of the Hotel de Region,
Montpellier, France

1991 Work at the Musée Despiau-Wilérick, Mont-
de-Marsan

1990 State purchase: National Assembly

1988 Monument Sillery-Quebec and Sillery-
France

SELECTED GROUP EXHIBITIONS

2010 150 years of the Angelus of Millet, Barbizon
The Face in all its States, Refectory of the
Cordeliers, Paris

2007 Sculpture Biénnale, The Hague, De Twee
Pauwen Gallery, Hague
2006 The 2nd Beijing International Art Biennial

2005, Beijing Tras Fashion Lab, Barcelone



2003
2002
2001

2000

1997

1995

1994

1985-1995
1993

1992

1988
1987-88-90-91
1987

1986
1986-1988

incasanat Antikvar Salonu, Paris
Heykallar bulvari, Haaga

incasanat Antikvar Salonu, Paris

M(iasir incasanat yarmarkasi, Rotterdam
Fukusima Prefekturasi incasanat Muzeyi,
Yaponiya

Donjon esplanadi, Sent-Jenevyev de Bua
Frankfurt yarmarkasi, Almaniya

“Gazan adam” Kraliyyat Sarayinin bagi,
Paris

Heykallar kegidi, Sent-Emilyon, Fransa
Rasmlar ekspozisiyasi, Beatriks Enea, Anglet
IV Avropa Heykallar Triennall, Bitkilar bagi,
Paris

Mont-de-Marsan heykallari

Beynalxalq Miiasir incasanat Yarmarkasi
(F.1.A.C), Paris

osas Paris yarmarkalarinda istirak
incasanat Dialogu Milli Qalereyasi, Sofiya
Buga basi, Anglet, Fransa

Poct Muzeyi, Paris

Anje salonu, Fransa

Qranada Muzeyi "Qarsiya Lorka ithaf ",
Ispaniya

Valyadolid Muzeyi, Ispaniya

Kasa Velaskes, Madrid

2004

2003
2002
2001

2000

1997

1995

1994
1985-1995
1993

1992

1988
1987-88-90-91
1987

1986
1986-1988

Fair "Realism 04." Amsterdam Living Room
Antique Fine Arts, Paris Boulevard of
Sculptures, Hague

Living Room Antique Fine Arts, Paris
Contemporary Art Fair, Rotterdam
Fukushima Prefectural Museum of Art,
Japan

Esplanade of the Keep, Sainte Geneviéve des
Bois Frankfurt Fair, Germany

"The Walking Man" Garden of the Palais
Royal, Paris

Course sculptures, Saint-Emilion, France
Exhibition of Drawings, Beatrix Enea, Anglet
IV European Triennial of Sculpture, Garden
of Plants, Paris

Sculptures Mont-de-Marsan F.I.A.C, Paris
Took part in the main Parisian fairs

Art Dialogue National Gallery, Sofia
Bull-Head, Anglet, France

The Postal Museum, Paris

Salon of Angers, France

Granada Museum "Homage to Garcia,”
Spain

Museum of Valladolid, Spain

Casa Veldzquez, Madrid
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