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B ook e l iki izuzetno nadaren osjetio sam fisuéudeve!sfohnatndesehsedme kada smo u splitsk
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izlozbe (po opremi) \:: G.Ullc tom divnom centry niza generacijo hrvatskih umijetnika. Reprezentativne i skromne

dina Splita imal s I ?wée' Tartaglie, Miea i drugih, bili su za nas dozivijaji najviseg ranga a intelektualna omla-
a |e svole Zaridte. Poslije je za nas do%ao Zagreb, Salon Ulrich i Akademija.

Sve su to bile 3q :
nim uvieti ® Zarifne fotke jedne umjetnicke 3kole slikarstva, kiparstva i arhitekture koja se razvijala u vrlo sloze-
g i i i 1 H . . . i P
A | I;:o, ali koja je imalg jaku potporu u intelektualnom dijelu svoje sredine. Od lljka Gorencevita, Augusta
esar i : :
ca, Miroslava Krleze, Ranka Marinkoviéa, Marka Ristiéa, Jure Kastelana i drugih.
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FC‘ZV'lﬂlc .se tako u mnogim smierovima zagrebacka likovna skola. Od lvana Mestroviéa, Antuna Augustingica,
rcnclKr§|n|ca, Drage Iblera, ili Emanuela Vidoviéa, Marina Tartaglie, Milivoja Uzelca do Lea Juneka, Krste He-
gedusi¢ca, Eda Murtiéa, Zlatka Price, Koste Angeli Radovaniia, Voje Bakiéa i impozantnog broja mladih i starijih

umijetnika. Rasla je ta umietnost u svojoj sredini nose¢i fermente sutrasnjice.

| Raul Goldoni usao je u taj likovni krug unijevi svoju profinjenost do sad nepremasenu.

Jedan izuzetni senzibilitet koii upravo titra na svojim viziiama iednog kristalno &istog vizualnog svijeta.

Umijetnost posebne provenijencije, ako se ova rijec smije upotrijebiti. Njegov put do ovih stakala je tegoban, pun

tetkoca, ali i jednog goldonijevskog optimizma. Bio je to put slikara, designera, dekoratera do ovih sublimnih

likovnih viziia. Sve $to je zapoéeo umio je dovesti do preciznosti, do rafinmana kakav nat likovni svijet malo pozna.

Stoga nije izbio u prvi plan nase avangarde. Ostao e v sieni svoje bogate linosti hermetski zatvoren prema pu-

blicitetu, ali neograniceno ofvoren prema svijetu u kojem Zivi, kojeg stvara.

On tom svijetu daje neizmjerno mnogo: liepotu!

NEVEN SEGVIC: AT THE INAUGURATION OF RAUL GOLDONI'S EXPOSITION

It was in 1937 that | became aware of Raul Goldoni's exceptional talent as we were exhibiting our first artistic

achievements together in the Galié-Salon in Split.

Yes, it was in the Gali¢ Salon, that wonderful centre of generations of Croatian artists. The representative but mo-
dest (in equipment) exhibitions of Vidovi¢, Tartaglia, Mi%e and others were very great experiences for us, and a
focus for the intellectual youth of Split. After that we came to Zagreb, to the Ulrich Salon and the Academy.

All these were focal points for the school of painting, sculpture and architecture which was developing under
very complex conditions, but which had strong support from its intellectual environment: from llika Gorencevi,

August Cesarec, Miroslav Krleza, Ranko Marinkovi¢, Marko Risti¢, Jure Kaitelan and others.

Thus the Zagreb school of fine arts developed in many directions, from Ivan Mestrovi¢, Antun Augustin&i¢, Fran
Kréini¢, Drago Ibler, or Emanuel Vidovié, Marin Tartaglia, Milivoj Uzelac to Leo Junek, Krsto Hegedudi¢, Edo Mur-
ti¢, Zlatko Prica, Kosta Angeli Radovani, Vojo Baki¢ and a considerable number of older and younger arfists. This

art grew out of its own environment and carried the ferment of the future.

Raul Goldoni, too, has entered this arts circle contributing his subtlety that remains unsurpassed today. A specific
sensibility that vibrates in its visions of a crystal pure visual world.

Art of @ particular provenance, if one may use that word. His path towards these glass sculptures has been trying,
full of difficulties but also full of optimism. It was a painter's, and decorator's path to sublime plastic visions. Eve-
rything he began he was able to bring to a preciseness,to a refinement rarely known in our artistic world.

He has not, therefore, ascended to the front ranks of our avant-garde. He has remained in the shadow of his rich
personality, hermetically closed to publicity but absolutely open to the world he lives in, the world he creafes in his
own way-

But he gives this world a measureless value: beauty!




VLADIMIR MALEKOVIC: RAUL GOLDON
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igrom udove koii poveéava ekspresiju »premjestanija
po svijetu« do dojmljivih i jedva mijerljivih razmjera. Vr-
lo slozena zamisao prizivala je i novu tehnologiju: ong,
koo i u slu€aju Goldonijevih staklenih proziraca, nije od-
vojena od iskustva posebnih zanata i znanja. Livei stakla
zamijenjeni su bravarima i tehni€arima. Duh koji stuje
tvar otvara sebi mogucnosti u beskraj. On je u stanju da
razvije, suradujuéi, lijepa obli€¢ja materije, ali i vlastite
stavove koji su nezamislivi izvan subjektivnosti umjetni-
ka. Galop Goldonijevih Konjanika mogao bi izazvati ne-
podnosliivu buku, zbog broja i protezitosti nogu 3to u
neizviesnost nose zanesene konjanike, kada nad E&tavim
tim sklopom-oklopom ne bi titrale strune one Eiste svijet-
losti kakve zatiemo u njegovim staklima kako rade u
prozirnoj tisini tvari.

VLADIMIR MALEKOVIC: RAUL GOLDONI

From the very beginning | have had a special attitude
towards Goldoni's works in glass: these fossils of diluvial
ice — | must say that this is most frequently an association
— can satisfy, with their glitter and conserved freshness,
even the most refined receptiveness of the viewer. Na-
mely, Goldoni's Murano plastics influence simultaneously
the vice of the eyes which they invite for a walk amidst
landscapes of exceptional pleasures and rich changes of
detail, the spirit sensitive to the change of matter, and
the resistance which matter puts up against the intentions
of re-shaping.

This drama: the conflict between the resistant matter of
the glass and the artist's formative will is now before us,
clear and, one could say, completely transparent. The
prime mover of change — fire — is absent, but the
bodies wrought by its fiery temperament are there. So
are the contours of the former fluidity, the layers of
cooling and, finally, the edges of the pebbles surbordina-
ted to the artist's will to give a form of his own
to the predetermination of the elements.

As any other true work of art, Goldoni's »glasses¢ have
a secret: how can an idea of form be petrified while mat-
ter is still flowing2 How to realize breakthroughs of solid
matter within fluidity: those sandy cracks, those painted
archipelagoes in the sea of glass?

|1




A%

..PRIISMS OF INNER ILLUMINATIONS

ciums in which the fauna of light is swimming. This dwelling within form

" von with the most shapeless pebbles the artist's role of attribuin ;
is not directly 055“"‘." by ﬂ'!e gloss.bZV‘Tgﬁ to the fire of the ele")e_ntsr if one wants to avoid the depersgonr;?;r;;zg
and beauty is assured: Nothing can the electric furnace, Goldoni intervenes with a dent, punch or scratch on A
of matter. While it cools, after I;a;mgThen glass lives on the beauties inherent in it.
sensitive spat of 1t e -Y.there are some works in glass, at this exhibition, which break the hell of fire into
But Goldoni does mot stop at thﬁi- are prisms of inner illuminations. In these sculptures, human or animal TH
a spectrum of another kind — ;’-sz the artist’s intention but also out of the monstrous possibilities of e
e e guf ¢ around themselves; they are opposed fo the other works exhibited alongside
cryptosculptures seem to sprea }eqﬁke messengers of the purest, hedonistic beauty.
with them, which stund_ up ope‘_'l ?d full of fear associated with human de.sfiny. Conversely, in the form of a pebble
Thus glass becomes on‘unoutsl-yn;;g\e;\d‘;nﬂy of the will of human hands, light radiates out of it, beauty prepared b
wh;n g;ossosrf;j:gz‘?o:‘?w;r fhz millennia of its patient waiting. . .
i fr £ skulls and nudes, matter is permeated by a spasm which shakes man. It carries the stigmata not
Within the cycle o hs u T (ms passed, but also of the |nfefnq of h_ap|ess consciousness. But other desires
only of the f!Gmé tldr::igs ootk In the »Horsemen, he gives up his infention to shopf: in the unfavourable con-
= app?or |l? ?md cooling: this large sculpture, more than three metres high, grows In space by virtue of move-
?n’te':t:swiic’}?ear:‘?aot suggested by merely a single bodd but, rather, by the play of limbs which enhunges the expression
f wtransfer about the world« to an impressive and hardly measurable scale. The very complex idea also called
?or am:esw technology; as in the case of Goldoni's transparent forms in glass, it is not isolated from the experience
of special crafts and skills. G‘assworkers. _h‘ove been replaced by 1o|cksm|th; and techn‘lcucms. The spirit which re-
spects matter opens up countless possibilities for'nself. It cqnldeve op — by cooperating — becur!ful shapes but
also its own attitudes which are unimaginable outside the artist's subjectivity. The gallop of Goldoni's »Horsemenc
could cause unbearable noise because of the number and str_etch of the legs that carry Hu-e enthralled horsemen
into uncertainty, if there were no vibration — above the entire us_sembly-sheafh — of the strings of pure light, such
as found in his works in glass which operate in the transparent silence of matter.
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iedinlir;z ]En4r;1i odlazi y partizane gdje u saslavu vojnih istarskih

saéuvano e U parfizanskoj tampi, Iz tog plodnog vremena
v i& nazalost vrlo malo Goldonijevih djela.

Demobiliziran

le 1945. i do 1947. radi v Zagrebu u OLIKPRO-
PL : A ! . radi v Zagreobu U
Nred e Iltov"o' propagandi (plakati, prostorne intervencile,
enje kongresnih dvorana...) i kontinuirano slika.

Godine 1947 postaje likovni urednik Nakladnog zavoda Hr-
vatske | tada pofinje njegov rad na podruéju likovne opreme
knjige u uvjetima _industrijske grafike: ilustrira, prelama i
oprema razliCite edicije i uz strucne suradnike oblikuje i siste-
matizira razliéite biblioteke Nakladnog zavoda Hrvatske.

U ovom periodu (1947 do 1951) treba izdvojiti Goldonijeve
neobjavljene ilustracije »Buna na Dahije«, i ilustraciie poeme
»Koliba v injuc Zivka lelicica — obje izlagane u Klubu knji-
Zevnika Hrvatske 1951. na izlozbi sa Zlatkom Pricom.

SI'Edom Murticem radi u plain-air-u, u Piranu, ciklus pejzaznih
slika.

U veljaéi 1951. sa Zlatkom Pricom prireduje svoju prvu samo-
stalnu izlozbu (Klub knjizevnika Hrvatske) koju |e oivorio
Krsto Hegedusic.

Paraleino sa interesom za slikarstvo i graficku opremu knjige
Goldoni pokazuje ne manji interes za rad na likovnoj sintezi.

U Nakladnom zavodu Hrvatske radi do 1951. kad prelazi u
|. P. Mladost gdie radi do 1963. kao likovni urednik.

Godine 1951 s arhitetkom Mihajlom Jankovicem — Mikom radi
na realizaciji centralne loze na Stadionu JNA u Beogradu. lz-
raduje veliku fresku. S arhitetkom Aljosom Zankom 1952. rea-
lizira zidne kompozicije u Vojnom odmaralidtu v Voloskom 1
u Voinoj akademiji u_Beogradu. Iste godine s arhitektima
Zdenkom Kolacijom i Zdenkom Silom izvodi zidnu kompozi-
ciju u Kluby pomoraca u Rlig_ci, a s arhitektom Ne_avenom Seg-
vicem radi na interijeru knjizare Mladosti u llici 7, Zagreb.
Godine 1953. izraduje u kombiniranoj tehnici zidnu sliku u
Brodarskom institutu u Zagrebu.

S arhitektom Nevenom Segvicem godine 1953/54 radi na
uredenju interijera Dorr]c"JNA U Zag;ebu, v kojem realizira |
dvije muralne kompozicile, a s arhitektom Budom Prvanom
1954. u Hvarskoj lozi izvodi zidnu sliku na temu Hektorovi-
cevog epskog spleva Ribanje i ribarsko prigovaranje.

Godine 1954/55 intenzivno slika u Voloskom. Glavni motivi:
pejzaz, interijer i mrive prirode.

Godine 1956 pocinje raditi u stakly reprezentativne unikaine
predmete, oblikuje ih, obraduje brusenjem i gravurom. Uspo-
redo s radom na staklu radi v srebru razne unikatne predme-
te, u suradniji s profesorom Slavkom Juricem.

Od godine 1958. kor_lﬁ_nuiru_no radi v staklu. »Nacrie za pred-
mete od stakla realizirao je u Staklarni »Boris Kidric« u Ro-
gaskoj Slatini (izvodaé — duhac objekata od obojenog kri-
slalnog stakla: Stiepan Braéun)«!, sto ga je dovelo Jo proble-
ma industrijskog oblikovanja stakla, ti. do programirania niza
predmeta za masovny proizvodnju. ;

Godine 1959. dobiva Drugu nagrady 2. zagrebaékog firijenala
primiie"ie"e pm|eingsﬁ za proield stakla i Nagradu grada
Zagreba zd industrij_ko oblikovanje. U Kavani zagrebackog
nebodera izraduje u tehnici inkrustacije zbuke zidnu kom-
poziclju. Godine 1960. djeluje kao nastavnik oblikovanja i
obrade stakla u Steklarskoj Soli u Rogaskoj Slatini.
RENENEN

i purdica Comisso, Kalalog izlotbe Raula Goldonija +Oblici u slaklue,
Muze] z0 umjelnost i obrt, Zagreb, 1947.

[

U prolieca 1961. prvi put se susrece s radem muranskih stak-
iara i pocinje s realizacijama prvih skulptorskih forma u staklu.
S arupom umietnika: Ilvanom Sebaliem, lvanom Sabolidem i
Valerijem Michieliem prireduje u listopadu 1961, u svom ate-
lieu, izloZbu: Susrefi u atelieru.

Od godine 1962. do 1971. kontinvirano radi u staklarskoj ra-
dionici Alfreda Barbinija u Muranu skulptorske kompozicije
u staklu, gdje stice dragociena radna iskustva o naroéitim
likovnim mogucnostima rada u staklu.

Izbor skulptura iz tog vremena pokazan je na njegovoj iz-
lozbi »Oblici u staklu« v Muzeju za umijetnost i obrt u pro-
ljece 1967. godine. Godine 1963. postaje docent na Akademiji
likovnih umjetnosti v Zagrebu.

Od 1963—1965. radi kao vanjski suradnik Tvornice stakla
»Kristal« u Samoboru i projektira niz predmeta u stoklu za
serijsku proizvodnju.

Godine 1963. u Jugokeramici upoznaje proces rada u industrij-
skoj keramici i kroz eksperimentalne pokuiaje stice iskustva
o razliéitim moguénostima primjene novih tehnoloskih postu-
paka u domeni keramike u zahtjevima suvremenog likovnog
izraza. U tom radu najuze suraduje s inzinjerom Mijom Pe-
rosicem. Stecena iskustva primijenjuie na velikom keramickam
zidu 1964. u Osnovnoj skoli Marsal Tito na Visu. Projektant:
arhitekt Neven Segvic.

Uz obradu stakla u Muranu i Rogaskoj Slatini, u periodu
1963—1948, intenzivno se bavi keramikom.

Od godine 1964. u Muranu, u Tvornici Venini, povremeno radi
na realizaciji projekata upoirebnog stakla.

Godine 1967. postaje stalni suradnik Steklarne »Boris Kidric«
u Rogaskoj Slatini i s inZinjerom Vojom Binovskim organizira
i postavlja novi proizvedni program Steklarne, organizira
sluzbu dizajna i sam kreira niz proizvoda. U tom svojstvu
ostaje do danas (proljece 1974.).

Godine 1968. suraduje s arhitektom Ivom Viticem na interijeru
Zgrade drustveno politickih organizaciia u Zagrebu, gdje prvi
puta s dizajniranim elementima u staklu rijeSava interijer.

Iste godine izlaze u Minchenu na medunarodnoj izlozbi »Form
und Qualitat« gdje dobiva Zlatnu medalju bavarske vlade za
skulpturu u stakly, a u Petrinji, v Domu kulture, izvodi zidnu
kompoziciju u keramici.

Jedan je od Eetrnaestorice osnivaéa Galerije Forum, Centra
za kulturu i informacije Zagreba.

Godine 1969. s arhitektima Androm Ciéin-Sainom i Zarkom
Vincekom radi na projektu interijera Hotela Libertas u Du-
brovniku. Taj zadatak nametnuo mu je zahtjev riesavanja
éitavog niza dizajnerskog programa koji obuhvacaju: beton,
drvo, metal, staklo, keramiku 1 tekstil. Ti programi realizirani
su u periodu 1970—1972. godine.

Ucestvuje na Prvoj izlozbi umijetnika Galerije Forum (otvore-
nje Galerije Forum 14. 7. 1969.) i na vedini izlozbi Galerije
u zemlji (Zagreb, Ljubljana, Maribor, Dubrovnik, Rijeka, Osi-
iek...) i u svijetu (Jacques Baruch Gallery, Chicago, Galleria
Sagittaria, Pordenone...) do danas.

Godine 1970. uéestvuje na Drugom medunarodnom susretu u
Vela Luci. Godine 1971. izvadi tapiseriju u Kongresnoj dvorani
hotela Libertas, Dubrovnik. Iste godine s arhitektom Slavkom
Jelinekom i slikarom Edom Murticem realizira interijer Kre-
ditne banke u Vlaskoj ulici u Zagrebu, fe projektira »Konja-
nike« skulpturu velikih dimenzija u metaliziranoj plastici i
Zeljezu.

U Galeriji Forum, u studenom 1971. izlaZe na izloZbi »Sest
partizana slikara«.

Godine 1972. uéestvuje na medunarodnom likovnom susrety
Glass Symposium u Zirichu, gdje je i koreferator, i uéestvuje
na medunarodnoj izlozbi »Glass heute Kunst oder Hand-
werk2¢« u Museumu Bellerive u Zorichu. Ista izlozba prene-
sena je 1972. v Kunsverein u Ludwigshafenu na Rajni, i 1973.
u Kunsthaus am Museum v Kélnu,

Godine 1972—1973. u Muranu, u radnionici Livio Segusa radi
na skulpturama u stakly, iz kojih ée rezultirati skulpture u
metaly. Skulpture, crtezi i studije ovog perioda izlozene su
u Galeriji Forum, Zagreb od 5. travnja do 3. svibnja 1974.

U istom periodu realizira »Konjanikes.

U proljeée 1973. {travonj — svibanj) izlaZze na medunarodnoj
izlozbi »international Glass Sculpture« u Lowe Art Museumu u
Miamiv.

Godine 1973—1974. nastavlja suradnju s arhitektima na likov-
noj sintezi i uz pedagoski rad na zagrebagkoj Akademii li-
kovnih umijetnosti nastavlja s radom na skulpturi i slikarstvu.



VLADO BUZANCIC: BIOGRAPHICAL OUTLINE

RAUL GOLDON! was born in Spit on 27 January, 1919, He
also aftended primary and high school in the same city.
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He showed interest in fine arts, and painted, while still in
high school.

In 1937 {while he was in the 7th

exhibited for the first time in Split, at the Gali¢ Salon, with
a group of high school students {(Andro Cicin-Sain, Cviieta
Job, Alfred Petrici¢, Petar Devéi¢, Ciro Culi¢, Neven Segvi¢,
Antun Maslo .. ). The exhibition was opened by Cvito Fiskovié,
He graduated from high school in 1938 and, in the same year,
enrolled at the Academy of Fine Arts in Zagreb. He attended
drawing courses held by Professor Krsto Hegedusi¢, and gra-
duated from painting in Professor Marin Tartaglia's class
in 1942. As student he lived in Rome where he acquired new
experience.

While at the Academy, he met man

Yugoslav left-wing intellectuals, and
vities.

grade of high school), he

y young Croatian and
took part in their acti-

In 1944 he joined the partisan forcgg and wprked in the par-
tisan press section of the Istrian military units. Unfortunately,

few od Goldoni's warks from thai prolific period have been
preserved to dafe.

He waos discharged from the armed forces in 1945. Up to 1947
he worked in Zagreb, at the OLIKPROP agency, as art pro-
paganda officer {posters, physical layouls, arrangement of
congress halls...), and painted continuously.

In 1947 he became the arts editor of the Nakladni Zsuvt?jz:
Hrvatske (Publishing Institute of Croatia), and that 'w; striai
beginning of his work in the field of book layout in In Urious
Printing coditions: he illustrated, made up and laid out V; and
editions and, together with other co-workers, designe
systematized

20\4 H EIGI IblOl es \|b h e |\I(Ikl0d|"
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Where the 1947 1o 195 eriod is concerned, due -’“e""22
ought ta made of Goﬂioni's unpublished illustrations o
the theme of the »Revolt Against the Turkish GoverrF‘oos":
and the illustrations for Zivo Jelici¢'s poem »Hut in i 51r at
— both exhibited at the Croatian Writers' Club in 1931,
fn exhibition presenteq together with Zlatko Prica. ber
n Piran, together with Edg Murti¢, he worked on a num
of iiem-ulr landscape paintings, d his
in Februa i i o 1ub,
frs indegznc}Ziv' together with Zlatko Prica, he stag

B Al . 7 Club);
E . s
which was openedekhlbmon (at the Croatian Writer

by Krsto Hegedusic.
ﬁ:;:?! M('5“oh|dhi§ inferests for painfing and graphical b?i(r:le(
b sy‘nlhesisf’m also showed great inferest in work on

1*:"“3“3;,;*];2; Nokladni Zavod Hrvatske until 1951; @1
arts editor. ~ ot the Mladost Publishing Agency:
In 1951, jogeth : :
worked on g'eeere:i,:: °°frchne

1A9%"2‘Y Stadium in

2 M he
¢t Mihajlo Jankovié-Mika: %
5% the centrollbox at the Yugos|°|n
) oelgrade, and paint fresco-

+ together with architect Aliol‘::m;o:\?w,o hI:rgginted som




: in Volosko,
mural compositions ot the Army Holiday |;I.orphee I:OHYC year,
and at the Military Academy in uelg‘:uoi. l‘ X and Zdenko
in co-operation with architects Zdenko oacl% ST Elub
Sila, he pointed a mural composition at the Seam .

S are] ther with architect Neven 3egovi¢ he wor

in Rijeka; together kshop in llica 7
on the interior design of the Mladost bookshop '
Zagreb. : .

|n9‘953 Goldonihpgi"{?' ir|\ ?_' c'on_xblriedgr;%chmque, a wall

infing at the Shipbuilding Institute in Zagreo. o
i 1958/54, he co-operated with architect Neven Segvic in
the work on the interior design of the Army Hall in 9.954'
where he also realized two mural compositions. lnLl 4,
together with architect Budo Prvan, he worked °'r“ the ho%?’:o
in Hvar and painted a mural composition, the theme having
been chosen from Hekiorovi€'s poem »Fishing and Fishermen's
Geossip«. b c
In Ihepyecrs 1954 and 1955 he painted intensively in Volosko.
Main motifs: landscape, interior and sfill lite. ) ;

In 195 he began fo work on represeniative unique objecs
in glass; the design also entailed grinding and engraving. In
the same period, he also produced wnique items in silver, In
co-operation with Professor Slavko Juric. b

Since 1958 he has been working continuously with glass. »He
realized his designs for glass objects at the "Boris Kidri¢' Glass
Works in Rogaska Slatina {the objects were produced by the
moster coloured crystal blower Stiepan Bra€un)<'. This work
led him to the field of industrial design of glass, i. e, the
programming of a series of objects tor large scale manu-
tacture.

In 1959 he was awarded the Second Prize at the Il Zagreb Trien-
nial of Applied Aris, for his glass design, and the Award of the
City of Zagreb for industrial design. In the same year he produ-
ced a wall composition, in the »Neboder« Cafe, in the mortar
incrustation technique. In 1960 he taught glass design and
working at the Glass Working School in Rogaska Slatina.
Spring 1961 marked his first encounter with the work of the
Murano glass masters, and the production of his first sculptu-
ral forms in glass.

In October, 1961, he staged an exhibition in his studio with
a group of other artists: Ivan 3ebalj, Ivan Sabolié¢ and Valerio
Michieli.

From 1962 to 1971 he worked confinuously, in the gla -
shop of Alfredo Barbini in Murano, on sczlpiural cgm;scaf\;?jgrl:s
In glass. Here he acquired precious experience about the
;Eecmll art potential of work in glass.

e selection of sculptures from this period was pre
Goldoni's exhibition sForms in Glcnss«’:,J staged at r:hesehr;ktjesiu?r:
of Arts ond Crafts in the spring of 1967. In 1963 he became
assistant professor af the Academy of Fine Aris in Zagreb
Frqm 1963 to 1965 he worked as part-time associate of fhe
»Knsigl« Qluss Works in Samobor, and designed a number
of objects in glass for serial manufacture.

1963 was devoted to getting familiar with the industrial pro-
cess of ceramics manutacture (at the »Jugokeramika« Wo?ks)
Through experimentdl attempts, Goldoni acquired experienc.
about the different Eossibililies of applying new 1echno|e
gical procedures in the production of ceramics which wo cIJd
match the modern requirements of artistic expr'ession In #1'
field he co-operated very closely with Mijo Perogic ThIs
experience gained in this work was applied fo the large 3
ramic wall, made in 1964 for the »Marsal Tito« Primg g hcei
on the island of Vis (designed by architect Neven Seg\?ilc‘] <
The period 1963 1o 1968 was spent on glass working i

rano and Rogaska Slatina, and intensive work with cerami )
\S'{/ncek1?64Mhe has occasi(})‘nolly been working — at the Ver:f:i

orks in Murano — on the implementati i
objects for everyday use. R I ot kan e ReeTs
In 1967 he became the standing associate of is Ki
rice. Glass Works in Rogaska Sgi!mino. Togeiher”::haagg’."o'(g'
novski, he organized and implemented the new mcnufacliur' o

programme of the Works, organized the design service mg
himself designed o number of products. He has held th; 5
sition to the present day (spring 1974). SRS
In 1968 he co-operated with architect Ivo Viti¢ |

on the interior of ihe Sociopolitical Orgcniz:ti(;r:\s’h;uiréprk
in Zagreb. Here, for the first time, he tackled the |ayo |Inc=
the interior with designed elements. PERIRE
In the same year, he exhibited at the internati ibiti
»Form und Qualitét« in Munich, and was 032351:; ?;:Ibg:ig
lgled_ul_ of hlhe Bu;ariuc;l Government for sculpture in glass. In
etrinja, he produced o ceramics wall compositi p
Sl e L
He was one of the fourteen founder members of

Gallery of the Culture and Information Centre, Zag::bf:orum
In 1969, together with archifects Andro Ciéin-3ain and Zarke
Vincek, he designed the inferiors of the Libertas Hotel i,

' Burdica Comisso, Calalogue of Roul Goldoni's exhibition xforms in Glasse
Museum of Aris and Crafls, Zagreb, 1967. il

Dubrovnik. This task entajled a n i

: > umber of design pro
.nhvolvmg concrete, wood, metal, glass, ceromicgs apndg;:g]rﬂis
The programmes were realized between 1970 and 1972. :

Goldoni took part in the first exhibiti

. ition of the F

artists (the Gallery was opened on 14 July, 1969)?'-}:’:1}]25:2?:;

parfmgaigd at most exhibitions of the Gallery in the countr

B ,(JLaigb'lﬂnan MOL'béf.“Dubrovnik, Rijeka, Osijek ...) and
roa ves Baruc i e 920

T’ordenone.c.l.J. allery, Chicago; Galleria Sagittaria,

in 1969 khe :Oo_ll<97g|ar}: in the Second In

Vela Luka. In e produced a tapest

hall of the Libertas Hotel in Dubrovni _S|,:Y,hf:rs;}:nee coencgrre]s:

co-operation with architect Slavko Jelinek and pcinzer Edo

MurllC'L_,) hedredql'?ed c}heh interior of the »Kreditna Banka« in

Zagreb, and designed the »Horsemene, a la

in metallized plastics and iron. rge scale sculpture

In November, 1971, he took part in the »Six Parti .
exhibition held at the Forum Gallery. x Fartisan Painters«

In 1972 Goldoni took part in the international art meeting
»Glass Symposiume¢ in Zurich (also as a co-rapporteur), and
at the international exhibition »Glass heute — Kunst oder
Handwerk2« at the Bellerive Museum in the same town. The
same exhibition was shown, in 1972, at the Kunsiverein in
Ludwigshafen am Rhein and, in 1973, at the Kunsthaus am
Museum in Cologne.

In 1972—1973, at the Llivio Seguso workshop in Murano, he
worked on sculptures in glass which would develop into sculp-
tures in metal. The sculptures, drawings and studies from this
period were shown at the Forum Gallery, in Zagreb, from
5 April 1o 3 May, 1974.

In the same period he also realized his »Horsemenc.

In the spring of 1973 (Apri-May), he exhibited at the inter-
national »lnternational Glass Sculpture« Exhibition held at the
Lowe Art Museum in Miami, Florida.

In the most recent years, 1973—74, he has continued his
co-operation with architects in the field of fine arts synthesis,
his teaching activities at the Zagreb Academy of Fine Arts,
and the pursuit of his artistic concerns — sculpture and paint-
ing.

ternational Meeting in

RAUL GOLDONI: MOJA ISKUSTVA U STAKLU

Koreferat za Glass simposium Museum Bellerive,
Ziirich, lieto 1972.

Kad Zelim retrospektivno da fiksiram koji su me razlozi naveli
na trazenje mog izraza u materiii stakla onda moram reci:
za staklo sam se opredielio onda kad sam osjetio da u njemu
mogu savladati, sa relativnom sigurnoscu, iri esnovna elemen-
ta: svietlo, volumen i prostor. U tom me slucaju materija
s‘Sﬂdu.posvemuVzodovolmva, jer siroki raspon sredstava koja
El--dsle omogucava mojoj znatizelji punu clobodu izraza.
djiloe fnoolikguﬁg'ls U mojem dugogodisnjem iskustvu, nije bu-
slva: prozIrnostli o"g"‘."' koliko staklo. Njena osnovna svoi-
liivosti njene o;norf‘)lenosh, krhkosti, krutosti, hladnoce, var-
cije u volumen, or ge_ mase, sam put do njene transforma-
prostorne vriie&nogi n_Iercnc_) .S"Ie“{) U njoj, pa sve do njene
pak obrada kod pei mo-IW".G'O je moju fantaziju. Direkina
nioj, i ona je dalic o "0S"a ie sa sobom nova soznania O
€ dalle stalno pobudivala i napinjaia moj interes.

U ovom sluéaj
G - :
o il Zeiso bt <o samo cho obods skl
nastojeci prot 0dnom prostory, na éemu sam najvise radio
umaciti najvise sebi, moj postupak.

Taj, podvucim et
me je privuko%. kécnm%m pristup obradi staklene mase odmah

0d samog pocetkqg k sebi implicira i estetski elemenat koii

Prvim miehuricem %nfaku? lule! sa vrelom staklenom masom,

obrade, nastojj dcnc uvanim y masi, dakle v samom pocetku

lian, da se pojayi kosg k':“alfetshrq kao oblik sam sebi dovo-
At nKre

Buduti do staklen na forma.

k a 0o 0
p_rlosforu Pojavi kao g‘tﬂchno luli ima tendencijy da se v
stla, svaki brid izazvan me(})]ramu, (vrlo je uoéljiva koneziiska

se zaobli), smatrgq sam d anicki ima stalnu tendenciju da
ediranja ‘njene sovrgén a bi bilo koja intervencija u smisiv
YU najmanjy ruky pe olnob napete povrsine bila abnormaina,
nosti, Polrebng, i dg fime gubi na svojoj poseb-

- Oi 0st -
mas upak o ; S
ALz |°"c°_§0 ﬁJlom dok %OCIVQ nNa onom diielu izvlacenja
(s rudu?e,gn"e dnego izgubi “sgoFi’W‘?ne_ prisutna v slobodnom
le dok se YOV viastitost padom iz lule —
gogu da zamislim kg r;a(qu E i
fUQo neotydi
| i VO svo e
n Provocirao uviiek Ifs('l\c,!ci) staklg RS 11 o st Da bi

fura sigk| P
[o] . 5 sa
ne razvijam Ldom MOju paznjy Punim staklom, ty sama struk-
Na vanjskoj fOrmiln 0 unuirasnii sadrzaj. Sadrza

7 asni

AT R @ povr ]
' Alat zg p"’\ﬂnia e ni, nego ga Ugrcdu'&lﬂ

U unutradnjost imase. Postupak

keramici, mlelolu, drvy | kcrﬁgnu?bmmo g e i
Dogadoj postavljam i koncentriram, pri samom pocetk d

na zacetak obilka, time sam sadrzajni motiy nastaje Uusrrecdlg;
volumena i1 tako dobijam prvu iezgru, Nanosenjem novo

stakla na prvu |ezgru unutrasnje zbivanje poprima sve eseng-
cialniji oblk — postaje sve vise samostalan oplik i po niemu
se definira u prostoru, oblik kao da postaje Fide'dlno
samostalan a | idealno komunikativan s okolnim prostorom.

U stalnom nanosenju mase, unutrasnji sadrzaj gubi sve ak-
cidentaine elemente na sebi te zadrzava samo trajni oblik, samo
bit volumena | osnovne koordinate unutrasnje dinamike su-
drzaja. Odluéujem se za sve kompakiniju masu, za puno sta-
klo koje novim nanasanjem raste do njenih tehnickih granica.
Postupak me prisiljava na duzi rad na jednom obliku, masa
se drzi dulie podatna za obraduy i dozvoljava mi stalnu kon-
trolu i intervenciju u procesu rada,

Da bi trajanju postupka dao vremensku vrijednost cak sam
svako nanasanje nove mase (stakla) naglasavao ili promije-
nom boje ili indiscencijom. Time bih naglasio vremensku di-
menziju nastajanja forme.

Preko ovih za mene bitnih radnih konstatacija, odnosa
materije i oblika, nastaje citava moja metodologija
u realizaciji zamisli.

Svijetlo — Polazeé¢i od elementa prozirnosti, kao bitnog
elementa, masa stakla opticki kao i da ne postoji, ona postoj
samo u kvantitetu svijetla u njemu. Svijetlo definira njeno
postojanje u prostoru, kvantum svijetla zarobljenog krajnjim
povrsinama oblika stalno je u pokretu pri minimalno| pro-
mieni kuta promatranja. To svjetlo stalan je pratilac volumena
mase. Ono svojim ritmom i svojim kretanjem odreduje krajnje
krajeve volumena kao sto volumen odreduje ritam i kretanje
svijetla. Jedan i drugi (ritam i krefanje) se 1zmjenjuje te omo-
gucavaju totalitet dozivljaja v matenji stakla.

Vezu izmedu mene i staklara uspostavljam preko crteza,
zapravo preko niza crteza, a samo u nekim sluéajevima |
trodimenzionalnim modelima. Nije rijetkost da za jednu za-
misao imam i po desetak crteza.

Prvu ideju, prvu viziju o dogadaju koji se namece, posta-
vljam u crtezu. Prve zamisli cesto su daleko od konkretne
predodzbe gotovog djela. Crtam sve dotle dok ne spojim sve
vidove materijala u kojem hocu da realiziram svoju viziju u
staklu, sve dotle dok mi se sva iri elementa — svijetlo, volu-
men, prostor — ne sjedine u jedinstveni organizam.

Zbog toga crtez za mene predstavlja bitan elemenat u
procesu rada.

Criez, sam po sebi, niti je lijep niti ruzan, niti nosi e_lern(_enfe
vrijednosti u sebi, sam za sebe ne treba da predstavlja nista,
on je fesko shvatliiv, nema nikakve samostalne mogucnosti
komunikativnosti. Ali za mene on je bitan kao preduviet za
moguénost Zivota mqteriie. U n"ncierl]alu on dobiva svoju vri-
jednost i svoju vlastitost, on bi tada trebao dao Zivi u njemu,
pa tek tako — posredno — mogu .b"' s n|1m'_zodovo||cn. Tek
tada crtez organski pocinie Zivieti s materijalom. Postupak
dosliedne transformacije ideja u realitet, postupak u kojem
sudjeluje i majstor stck_l'cr! slijedeci moju temelinu koncepcijy,
omogucuje tofalitet dozivljaja.

Poito sam, preko niza crteza, zapravo moje partiture, pos-
tigao preduviet spomenutog jedinstva, posto sam vjerujem

tako postigao jedinstveno izvadaéa i mene, — staklo mi je
postalo narocito i viseznaéno sredstvo izraza. Radi svega
toga mozda me nijedna materija — tokom mojeg dosadas-

njeg iskustva, nije toliko zaokupila koliko materija stakla.

RAUL GOLDONI: MY EXPERIENCE IN GLASS

Co-lecture for the Glass Symposium Museum Bellerive, Zirich,
summer 1972

|f | am to determine retrospectively which reasons induced me
to seek my own form of expression in glass, then | have to
admit that | decided on glass when | felt that in it | could
master three basic elemenis with relative assurance: light,
volume and space. In this respect glass entirely satisfies my
curiosity and gives me complete freedom of expression.

|n all my experience | have found no other material that
excites me to the extent that glass does. Its main characteristics:
transparence, colouration, fragility, hardness, coolness, the
illusiveness of its amorphous mass, the very way in which it
is transformed into a volume, the organised light in it and
its space value, all this has motivated my fantasy. And then
the direct use ot the furnace gave me o new insight infc;
glass and further aroused and sfrained my interest.

Here | shall confine myself to the treatment of glass by blow-
ing, the method with which | have worked thge mos;/ in an
attempt o explain my GpErooch largely for my own benefit.
This clossic approach to the treatment of glass mass held an

9

immediate appeal for me. It implies the aesthetic elements as
well, which, from the very first contact of the tube® with the
boiling glass mass, with the first bubble i. e. at the very be-
ginning of the treaiment, tends o be manifested as a form
complete in itself, as o concrete form. The glass mass on the
tube has a iendepcy to appear in space as a round form
(cohesive force being very much present so that every mecha-
nically provoked edge always shows a tendency to become
rounc}i, and therefore | feel that any interference with its
perfectly tense surface would be abnormal or at least unne-
cessary because the mass would then lose its distinctiveness,
My whole approach, therefore, is based on the drawing of
the mass out of the pot with the tube until it becomes present
in the open space, but before it loses its singulority by falling
out of the tube — i.e. | mould it while it is still tense on
the iron. At this stage | can imagine glass as a volume.

The other intrinsic quality of glass is transparence. In order
to evoke it | always work with full glass so that the glass
structure itself draws my attention to the inner substance. t do
not develop it on the external form, on the surface. | build it
into the inside of the mass. It is the opposite process to that
in ceramics, metal, wood or stone.

At the very outset of my work | concentrate my idea on the
opening of the form so that the essential motif appears in the
middle of the volume and | abtain the first core. By applying
new glass to the first core, the internal happening assumes a
shape that becomes more and more essential-it gradually be-
comes an independent shape defined in space, a shape that
seems to become ideally independent and also ideally com-
municative with the surrounding space. By continuous appli-
cation to the mass the internal quality loses all incidental
elements and retains only the permanent shape, the essence
of the volume and basic coordinates of the internal dynamics
of the substance. | decide on a more and more compact mass,
on full glass which grows through the new applications to its
technical limits. This process is forcing me to work longer on
one form, the mass remains flexible for treatment longer and
allows me to control it and to intervene throughout the whole
working process.

In order to give a time value to the duration of the process,
| indicate every new application of glass mass by a different
colour or by iridescence. In this way | accentuate the time
dimension of the creation of the form.

These working determinations which are essential to me —

the relation between substance and form — give rise to my
whole methodology in realizing my conception.
Light — Taking transparency as an essential element, it

seems as though the glass mass does not optically exist at all,
it exists only through the quantity of light in it. Light defines
its existence in space, the quantity of light imprisoned by the
marginal surfaces of the form is permanently in motion even
with only a minimal change in the angle of observation. Light
is a constant companion to the mass volume. Its rhythm and
motion determine the extreme limits of the volume just as the
volume determines the rhythm and motion of light. Rhythm and
volume substitute one another and enable us to witness a
complete experience in the glass substance.

The connection belween the glazier and myself is effected by
means of a drawing, or rather a whole range of drawings, and
only sometimes by means of threedimensional models. It often
happens that | have as many as ten drawings for one con-
ception. )

The first idea, the first vision of the experience that impases
itself is set down in a drawing. The first concefhons are often
far from the concrete idea of the finished work. | draw until |
can connect all aspects of the material in which | intend to
realize my vision in glass i.e. until all three elements — light,
volume, space — are joined into one united organism.
Drawing, therefore, is an essential element in my working
process. Drawing in itself is neither beautiful nar ugly, i
carries no values of ifs own, it does not have to feP":;:“:
anything, it is difficult to understand and has no indepe “a
possibility of communication. But it is essential for me as

Al - ; The drawing
prerequisite for the possible life of the substance._ :
obtains its value and its quality in the material, "bs:c,slggsfl;:;

in the material, and then — indirectly — | can
with it. Only then does the drawing begin to live orgﬂ’;;c“'o'
with the material. The process of a Ioilcol transforma '::iso
ideas info reality, a process in which the mcsterliam:;e 2
participates following my basic conception, enables

get a total experience.

Having achieved the prerequisite
rungegof drawings and established the harmony.
glassmaker and myself, gla
sided means of expression |
material in all my previous experiencé
attention as much as glass.

is unity th h a whoie
for this unity roggtween e

ss has become a special and many-
for me. Because of all this, no other
has ever arrested my

* a lool for glass blowing







KATALOG

. KONJANICI

: projekt 1970, realizaciia 1972/73. B
suradnici: akad, kipar Ljupée Aniunov!c_
tehnolozi: Branko Janed i Bozo Blazevic
bravari: Stiepan Lovrendic¢ i Oto Vidovic
seljezo | metalizirana plastika 320 X 240

X 120cm 4
Vlasnistvo: Hotel Libertas, Dubrovnik

2. DISK, 1972.
muransko iridirano staklo 31 X 31 cm

3. SIVI TORZO, 1972
muransko sivo i iridirano staklo

4 %X 25cm

4. TORZO 11, 1972.
muransko iridirano staklo 42 X 24 ¢cm

5. TRAGOVI |, 1972/73. 2N
muransko staklo, akvamarin svijetli —

iridirani 18,5 X 20 ¢cm

6. TRAGOVI 11, 1972/73. 4
muransko staklo- akvamarin svijetli —
iridirani 21 X 20,5 cm

7. REFREN, 1972/73.
metal, kositar/srebro 18 X 10 cm

8. SJEDECI TORZO 1972(73.
metal, kositarfsrebro 25 X 25 X 23¢cm

9. ZIVOTINISKA LUBANJA, 1972(73.
metal, kositarfsrebro 24X 14 cm

10. LEZECI TORZO, 1972(73.
metal, kositar/srebro 24 X 16 cm

11. OSTACI, 1972/73.
muransko visebojno iridirano staklo
25x16cm

12. MRCINA 1, 1972/73.
muransko visebojno iridirane siaklo
2% 17cm

13. MRCINA 1, 1972/73.
muransko visebojno iridirano staklo
31,5 17,5¢cm

14. MRCINA 111, 1972/73.
muransko visebojno iridiranc staklo
31 X 19cm

15. PREOBRAZBE, 1972/73.
metal, kositarfsrebro 38 X 24 cm

16. MALA LUBANIA, 1972/73.
metal, kositar/srebro 21 X 11 em

17. JANJECA LUBANJA, 197273,
metal, kositar/srebro 16 X 12cm

18. IZVALJENI AKT 1, 1972/73.
metal, kositarfsrebro 36 X 19 ¢m

19. ZELENA LUBANJA, 1972/73.
muransko videbojno iridirano staklo
16,5 X 13cm

20. GLAVA ZIVOTINJE, 1972/73.
muransko visebojno iridirano staklo
17 x 11,5¢cm

21. IZVALJEN] AKT il, 1972/73.
metal, kositar/srebro 38 X 12 ¢m

22. ZUTA LUBANJA, 1972/73.
muransko visebojna iridiranc staklo
19 % 14,5 cm

23. LUBANJA, 1972/73.
metal, kositarfsrebro 19 X 14,5 cm

24. Program za realizaciju stakla, 1972,
papirfuglien/pastel, 70 x 75 em

25. Program za realizaciju stakla, 1972.

o L e
26. Program za realizaciju stakla, \
papir/uglienlpcslel, 70%x 35 cm

izaciju stakla, 1972
97. Program za reglizaciju stakla, (
p:inrIuglienlflomcs!er/pcstel, 70x 100 em

28. Program za realizaciju stakla, 1972.
pupir}uglienlpuslel, 70 x75 cm

29. Program 2a reclizaciju staklo, 1972
papir/pastel, 70 x 90 cm

30. Progrom za realizacijy stakla, 1972.
papirfuglien, 70x 62 cm

3]. Program za realizaciju stakla, 1972.
papirfuglien/pastel, 70x 59 cm

32. Program za realizaciju stakla, 1972.
papir/pasteljuglien, 70 x 100 cm

33. Program za realizaciju stakla, 1972.
papir/pastelfuglien, 90 x 63 cm

34, Program za realizaciju stakla, 1972.
papirfuglien/pastel, 70 x 100 cm

35. Program za realizaciju stakla, 1972,
papirfuglien/pastel, 78 x 63 cm

36. Program za realizaciju stakla, 1972.
papirfpastelfulie, 63x 90 cm

37. Program za realizaciju stakla, 1972.
papirfuglien/pastel, 70 x 100 cm

38. Program za realizaciju stakla, 1972.
papirfuglien/paste!, 64 x 64 cm

39. Program za realizaciju stakla, 1972.
papirfuglien, 47 x 37 ¢m

Sva stakla izradena su u radionici [Fornace)
LIVIO SEGUSO, »Vetri d'artes, Murano

Sve metalizirane skulpture obradili su ing.
Bozo BLA2EVI¢ i ing. Branko JANES.

CATALOGUE

1. HORSEMEN
design 1970, realized in 19721973
collaborators: Ljiupce Antunovic, sculptor

Branko Jane$ and B. Blazevic,
technologists

S. Lovrenéi¢ and Oto Vidovic
locksmiths X

iron/metallized plastics 320¢240% 12
Properly of liberias Hotel, Dubrovnicl)(cm

72 .DlISC, 1972
iridescent Murano glass 31 x 31 ¢m
3. GREY TORSO, 1972
grey and iridescent
44 X 25¢cm
- TORSO 11, 1972
iridescent Murano glass 42 % 24 cm
5. TRACES |1, 1972/73
Murano glass, i i
descent IB.SXng::!mu”ne ol i
. TRACES (1, 1972773

Murano glass, aquamar; i
iridescent 21 X 20.5 ¢m b o

7. REFRAIN, 197273
metal, tinfsilver 18 x 10 cm

8. SITTING TORSO, 1972173
melal, tinfsilver 25 % 25 X 23

9. ANIMAL SKULL, 1972173
metal, tin/silver 24 x 14

10. LYING TORSO, 1972/73
metal, tinfsilver 24 % 14

Murano glass

PN

o~

11. RELICS, 197273

multicoloured, iridesce '
225 % 16 ¢cm i krono Blass

13.

19.

20.

e

22.

23

24.

25.

26.

27.

28.

29.

30.

. CARRION 1, 197273

multicoloured, iridescent Murano |
32X 17 em D

CARRION 11, 1972/73

multicoloured, iridescent Murano gl
31.5% 17.5 ¢m e

- CARRION 111, 1972773

multicoloured, iridescent Mura
B 4 n I
31 X 19cm Ko

- TRANSFORMATION, 1972/73

metal, tin/silver 38 % 24

. SMALL SKULL, 72/73

metai, tin/silver 21 X 11

- LAMB SKULL, 1972/73

metal, tin/silver 16 x 12

. SPRAWLED ACT |, 1972/73

metal, tin/silver 36 % 19
GREEN SKULL, 1972/73

multicoloured, iridescent Murano glgss
16.5 % 13 3

HEAD OF AN ANIMAL, 1972/73
multicoloured, iridescent Murano glass
7x115

SPRAWLED ACT 11, 1972/73
metal, tinfsilver 38 % 12

YELLOW SKULL, 1972/73
multicoloured, iridescent Murano glass
19 % 145

SKULL, 1972/73
metal, tin/silver 19 x 14.5

Programme to be realized in glass, 1972
paperfcharcoal/pastel, 70 x75 c¢m

Programme to be realized in glass, 1972
paper/charcoal/pastel, 70 x 76 cm

Programme to be realized in glass, 1972
paper/charcoal/pastel, 70 x 35 cm

Programme %o be realized in glass, 1972
paper/charcoal/feltip/pastel, 70 x 100 cm

Programme to be realized in glass, 1972
paper/charcoal/pastel, 70 x 75 cm

Programme to be realized in glass, 1972
paper/pastel, 70 x 90 cm

Programme to be realized in glass, 1972
paper/charcoal, 70 x 62 cm

31. Programme to be realized in glass, 1972
paper/charcoal/pastel, 70 x 59
32. Programme to be realized in glass, 1972
paper/pastelf{charcoal, 70 x 100 c¢m
33. Programme to be realized in glass, 1972
Paper/pastel/charcoal, 90 x 63 cm
34. Programme to be realized in glass, 1972
paper/charcoal/pastel, 70 x 100 cm
35. Programme to be realized in gloss, 1972
Paper/charcoal/pastel, 78 x 63 cm
3. Programme 1o be realized in glass, 1972
Paper/pastelfoil, 63 x 90 cm
3. P:Jgromme to be realized in glass, 1972
Paper/charcoal/pastel, 70 x 100 cm
38.
g?gmmme lo be realized in glass, 1972
Pericharcoal/pastel, 64 x 64 cm
. Program
Mme to be realized in glass, 1972
pUDerlchorcool, 47 x 37 ¢m
Al glg
wmksho:: (scmp“""s were made in the

darte, My "Ce) UVIO SEGUSO, sVelri

fdno,

All metallizeq

b2 SCU'thres e [y
(0} BLAZEVIC and BkrhTIEeOﬂJTL;zEZ.
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