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NEVEN 5EGVIC: POVODOM OTVORENJA IZLOzBE

Do ie Rau| Goldoni umjetnicki izuzetno nadaren osjetio sam f.sucudevetstotinatridesetisedme kada smo u splitskom

Salonu Galic zajednicki izlagali svoje likovne prvijence.

Da, bilo ie to u Saionu Galic tom divnom centra nizo generaciia hrvatskih umietnika. Reprezentativnesi skrornne

izlozbe (po opremi): Vidovica, Tartaglie, Misea i drugih, bill su za nas dozivl|a|i nal™eg ra"ga
dina Splita imala ie svoie zariste. Poslije je za nas dosao Zagreb, Salon Ulrich i a emi|a.

Sve su to bile zarisne tocke iedne umjetnicke skole slikarstva, kiparstva XrenLica"’lugusta
nim uvjetima, ali koja je imala jaku potporu u intelektualnom dijelu svoje sr ’
Cesarca, Miroslava Krleze, Ranka Marinkovica, Marka Ristica, Jure Kas „

-k | Od Ivana Mestrovica, Antuna Augustmcica,Razvijala se tako u mnogim smjerovima zagrebacka likovna s o a. Uzelca do Lea Juneka, Krste He-
Frana Krsinica, Drage Iblera, ill Emanuela Vidovica, Manna Tartag ie- . impozantnog broja m|a<3ih i starijih
gedusica, Eda Murtica, Zlatka Price, Koste Angeli Radovanija,

umjetnika. Rasla je ta umjetnost u svojoj sredini noseci fermente

I Raul Goldoni usao ie u taj likovni krug unijevsi svoju profinjenost do sad nepremas

.. viziiama iednog kristalno cistog v.zualnog svi|eta.Jedan izuzetni senzibilitet koji upravo titra na svoji tpnoban oun

- - - uootriiebiti. Njegov put do ovih stakala je tegoban, punUmjetnost posebne provenijencije, ako se ova njec smije slikara designera, dekoratera do ovih sublimmh
teskoca, ali i jednog goldonijevskog optimizma. Bio je to put si a ' nal likovni svijet ma|o pozna.

»O i. - l. h_tski rrm PU.
Stoga nije izbio u prvi plan nase avangarde. stao | sb/ara
blicitetu, ali neograniceno otvoren prema svi|etu u ko,em ziv ,

On tom svijetu daje neizmjerno mnogo: Ijepotu!

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

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

achievements together in the Galic-Salon in Split.

Yes, it was in the Galic Salon, that wonderful centre of generations of Croatian artists. The representative but mo­
dest (in equipment) exhibitions of Vidovic, Tartaglia, Mise 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 lljka Gorencevic,

August Cesarec, Miroslav Krleza, Ranko Marinkovic, Marko Ristic, Jure Kastelan and others.

Thus the Zagreb school of fine arts developed in many directions, from Ivan Mestrovic, Antun Augustincic, Fran
Krsinic, Drago Ibler, or Emanuel Vidovic, Marin Tartaglia, Milivoj Uzelac to Leo Junek, Krsto Hegedusid, Edo Mur-
tic, Zlatko Pnca, Kosta Angeli Radovani, Vojo Bakic and a considerable number of older and younger artists. 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 a 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 creates in his

own way.

But he gives this world a measureless value: beauty!
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igrom udova koji povecava ekspresiju »premjestanja
po svijetu« do dojmljivih i jedva mjerljivih razmjera. Vr-
lo slozena zamisao prizivala je i novu tehnologiju: onaz
kao i u slucaju Goldonijevih staklenih proziraca, nije od-
vojena od iskustva posebnih zanata i znanja. Livci stakla
zamijenjeni su bravarima i tehnicarima. Duh koji stuje
tvar ofvara sebi mogucnosti u beskraj. On je u stanju da
razvije, suradujuci, lijepa oblicja materije, ali i vlastite
stavove koji su nezamislivi izvan subjektivnosti umjetni-
ka. Galop Goldonijevih Konjanika mogao bi izazvati ne-
podnosljivu buku, zbog broja i protezitosti nogu sto u
neizvjesnost nose zanesene konjanike, kada nad citavim
tim sklopom-oklopom ne bi titrale strune one ciste svjet-
losti kakve zaticemo u njegovim staklima kako rade u

prozirnoj tisini tvari.

VLADIMIR MALEKOVIC: RAUL GOLDONI

From the very beginning I have had a special attitude
towards Goldoni's works in glass: these fossils of diluvial
ice — I 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 subordina­
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 flowing? How to realize breakthroughs of solid
matter within fluidity: those sandy cracks, those painted

archipelagoes in the sea of glass?

VLADIMIR MALEKOVIC: RAUL GOLDONI

r>(nn?Ptka sam imao neki poseban odnos prema Goldonijevim staklima:KS °diluvijalnog leda - moram reci da je to najtesce asocnacna -

•5m daiem i svojom konzerviranom sv|ezinom mogu zadovolpti na|-
tananiju prijemljivost promatraca. Goldonijeva muranska plashka djel^e,
naime istovremeno na porok ocgu ko,e poz.va na setn|U po kra^.c.ma?zuzetnih zadovoljstava i bogatih promiena detaIja, kao i duh os|etlpv

no promjenu tvari i na otpore koje ona pruza nakanama preobhkovan|a.
Ovn drama- sukob rezistentne materiie stakla i formativne volje umjetnika,
doh sada pred nama savrseno iasno i, moglo br se kazati, potpuno pro-
vidna Odsutan je glavni pokretac preobrazbe: vatra ah su ostala trupla
nienog plamenog temperamenta. Osta e su izohipse b.vse z.tkosh, slOlevi
hladenia i, konacno, obrubi bielutaka kop se podreduje stvaraocevoi volp
da predodredenosti elemenata dade neki svo| obbk.
Knn u svakom pravom umjetnickom djelu i u Goldonijevim staklima ima

k taine- kako to ideja oblika okameniuje se |os u protocnom stanju
Kako se ostvaruju u zitkosti proboji krutih stvari: one pjeskovite

napukline, oni obojeni arhipelazi u moru stakla?

PRIZME UNUTARNJIH RASVJETA

Vecina Goldonijevih stakala jesu zaledeni akvariji u kojima pliva fauna
svjetlosti. To nastanjivanje forme staklo ne preuzima izravno; umjetniku

. • urnna uloga pridodavanja smisla i Ije-
je i kod najbezlicnijih oblut±:t°SS elemenata, ukoliko se zeliizbjeci
pote. Nista se ne moze prepus iti °?nl dena lz elektncmh peci, Goldoni
obezlicenje tvari. Kad se ona hladi, iz zarezom na osjetljivom miestu
intervenira nekim uleknucem, pr° staklo zivi od njemu imanen m
njenog senzibiliziranog tijela.
liepota. na ovoj izlozbi stakala koji
Ali Goldoni se time ne zadovoliav^ vrste: to su prizme unutarnjih ra-
pakao vatre razbijaju u spektar drugI j|i zivotm|a, ima stavova kop
svjeta. U tim skulpturama, lubamama c JdoVlSnih mogucnosti stakla. Ove
izrastaju iz umjetnikove nakane al ' opreku drugim d|eima s ove
kriptoskulpture rastiru oko sebe n ,a$njci najcisce, he °n' |- j
izlozbe koja otvoreno istupaju a, -eno, Pun° s*raha p . raSnrostire
I toko staklo postaje zlokobno ^koC®" r'otiv, se st°k'° P,
skom sudbinom. U formi obll?t.°'jh ruku, zracl !z n|.e^° strpljivog
gotovo nezavisno od volje coviekov.h „ ml|eni|ima svog strplpvog

koje je materija pripremala za 0
cekanja. Drozeta grcem koji potresa co-

u Ota ,uba„i ; tav.
v'eka. Ona nosi stigmate ne vise Go|dom|a s. 1 o£udnim uvjetima
' mferna nesretne svi,esti All u da ob|iki>l °
D K.on|anicima on napusta na , ..inhjr0/ v 50 • npnotaljenja i hladenja; .°va -!ik%Ss^ri;ane samo iednim ne9°

sta u prostoru kretniama koje nisU
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il^umi nationsPRISMS OF INNER .n the fauna of light is swimming. This dwelling within form

lasses are frozen aquanurn5 most shapeless pebbles the artist’s role of attributing meaningMost of Goldonis g glass: even wi the elements, if one wants to avoid the depersonification
is not directly assu™ Nothing can be left to rnace, Goldoni intervenes with a dent, punch or scratch on a
and beauty is assur^-$ |eaVing the electa the beauties inherent in it.
of matter. W > e 1 * '-fizec| body. Then g as worfcs in glass, at this exhibition, which break the hell of fire into
sensitive spo o that: there are som illuminations. In these sculptures, human or animal skulls,
But Goldoni does n __ these afe pnsms 0 . but a|s0 out of the monstrous possibilities of glass. These
a spectrum of ano out of the artist s i are opposed to the other works exhibited alongside
there are att,tude^ ^spread fear around themse^es,^ e,hedonjstjc beauty.
cryptoscund up openly 'lke messengers with human destiny. Conversely, in the form of a pebble,

»-* "■ be°u,y prepar,d byWhettner9fo^SnPnunriation°over the millennia of tts parent shakes man |f cQrries stigmafa
mOttL il rip of skulls and nudes, matter is per V • fern0 of hapless consciousness. But other desires
With'nf‘ heXme thro h which it has passed, but al o o the cQn_
?:?™r n Goldoni9 work. In the Norsemen*  he

Hian three metres high, grows in space by virtue of move-*.?? nJ’of °meltinq and cooling: this large sculpture,,?rather, by the play of limbs which enhances the expression
JeXhich are not suggested by merely a smgle bodo but rathe

of > transfer about the world*  to an ^Pre^e ad f forms jn g| it j t isolated f theexperience
for a new technology; as m the case of Goldo by ]ocksmlths and technicians. The spirit which re-
of special crafts and skills. G^^.^^for itself. It can develop - by cooperating - beautiful shapes but
spects matter opens up countless possibilities -d the artisfs subjectivity. The gallop of Goldoni s »Horsemen«
also its own attitudes which are unimaginable o t °f |egs fhat carry fhe enthralled horsemen
could cause unbearable noise because ot the num assemb|y.sheath _ of the strings of pure light, such

mZs wh^h™Ze in the transparent silence of matter.
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VLAD° BUlAN^= *VOD  |Z B10GRAF|je

zavrsio o^no^nu 'skohH 1919, gdje je

Godine 193?'1 p razredu gimnaziie)k0V-U umi6t"'»t i slika.

cicim Sxs,a,^j:r 7e'dn>k^e
cicem, Cirom Culicem Nevennm T Pe!ri^e"i> Petrom Dev-
S'Om Izloibu ie otvorio^Cvito F^'
Matunrao je 1938 ; u
nih umjetnosti u Zaqrebua?>!e’?te.j9odine Akademiju likov-
fesora Krste Heqedus 6n h St ck? d^c,P,ine polazi kod pro-
fesora Mqrinq fartaglie 1942^™^ k diploT,ra b°d pro’
R>mu, studira i stice< nova iskustva ’ K°° Student b°raV‘ U

mlaJih Uhrva^sk%e^Uii1Hne|Vri,emie-LSt-udl*a' uPoznaie veliki broi
tociie i oKJ u &X l̂ektUalaCa

iedinica Snlfi °d'az'..u Partizane gdje u saslavu vojnih istarskih
sacuvano i ° P^r ,zanskoi stampi, lz tog plodnog vremenasacuvano ,e nazalost vrlo mala Galdonijevih d|ela.
PlT°„bil'txan 19if5- ' do 1947' radi u Zagrebu u OLIKPRO-
,, 'j1la- ,l|Ovnol propagandi (plakati, prostorne intervenci|e,
uredenje kongresmh dvorana...) i kontinuirano slika.
Godine 1947 postaje likovni urednik Nakladnog zavoda Hr-
vatske i tada pocinje njegov rad na podrucju likovne opreme
knjige u uvjetima industrijske grafike: ilustrira, prelama i
oprema razlicite edicije i uz sfrucne suradnike oblikuje i siste-
matizira razlicite biblioteke Nakladnog zavoda Hrvatske.
U oyom periodu (1947 do 1951) treba izdvojiti Goldonijeve
neobjavljene iiustracije »Buna na Dahije«, i ilustraciie poeme
»Ko lipa u inju« 2ivka Jelicica — obje izlagane u Klubu knji-
zevnika Hrvatske 1951. na izlozbi sa Zlatkom Pricom.

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

U veljaci 1951. sa Zlatkom Pricom prireduje svoju prvu samo-
stalnu izlozbu (Klub knjizevnika Hrvatske) koju je olvorio
Krsto Hegedusic.

Paralelno 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
I. P. Mladost gdje radi do 1963. kao likovni urednik.

Godine 1951 s arhitetkom Mihajlom Jankovicem — Mikom radi
na realizaciji centralne loze na Stadionu JNA u Beogradu. Iz-
raduje veliku fresku. S arhitetkom Aljosom 2ankom 1952. rea-
lizira zidne kompozicije u Vojnom odmaralistu u Voloskom i
u Vojnoj akademiji u Beogradu. Iste godine s arhitektima
Zdenkom Kolacijom i Zdenkom Silom izvodi zidnu kompozi-
ciju u Klubu pomoraca u Rijeci, a s arhitektom Nevenom 5eg-
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 Dorna JNA u Zagrebu, u kojem realizira i
dvije muralne kompozicije, a s arhitektom Budom Prvanom
1954. u Hvarskoj lozi izvodi zidnu sliku na temu Hektorovi-
cevog epskog spjeva Ribanje i ribarsko prigovaranje.

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

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

Od godine 1958. kontinuirano radi u staklu. »Nacrte za pred­
mete od stakla realizirao je u Staklarni »Boris Kidric« u Ro-
gaskoj Slatini (izvodac duhac objekata od obojenog kri-
stalnog stakla: St|epan Bracun)«', sto ga je dovelo do proble-
ma industrijskog oblikovanja stakla, tj. do programirania niza
predmeta za masovnu proizvodnju.

Godine 1959. dobiva Drugu nagradu 2. zagrebackog trijenala
primijenjene um|etnosti za projekt stakla i Nagradu grada
Zagreba za industri|.ko oblikovanje. U Kavani zagrebackoq
nebodera izraduie u tehnici inkrustacije zbuke zidnu kom-
pozici|u. Godine 1960. djeluje kao nastavnik oblikovanja i
obrade stakla u Steklarskoi soli u Rogaskoj Slatini.

i Durdica Comisso, Kalolog izloibe Raula Goldonija »Oblici u slaklu<
Muzej za umielnosl i obrl, Zagreb, 1967.

U proljece 1961. pryi put se susrece s radom muranskih stak-
iara i pocinje s realizaeijama prvih skulptorskih forma u staklu.
S qrupom umjetnjka: Ivanom Sebaljem, Ivanom Sabolicem i
Valeriiem Michieliem prireduje u listopadu 1961, u svom ate-
Ijeu, izlozbu: Susreti u atelieru.
Od godine 1962. do 1971. kontinuirano radi u staklarskoj ra-
dionici Alfreda Barbimja u Muranu skulptorske kompozicije
u staklu, gd|e stice dragoejena radna iskustva o narocitim
likovnim mogucnostima rada u staklu.
Izbor skulptura iz tog vremena pokazan je na njegovoj iz­
lozbi »Oblici u staklu« u Muzeju za umjetnost i obrt u pro­
ljece 1967. godine. Godine 1963. postaje docent na Akademiji
likovnih umjetnosti u Zagrebu.
Od 1963—1965. radi kao vanjski suradnik Tvornice stakla
»Kristal« u Samoboru i projektira niz predmeta u staklu za
serijsku proizvodnju.
Godine 1963.^ u Jugokeramici upoznaje proces rada u industrij-
skoj keramici i kroz eksperimentalne pokusaje stice iskustva
o razlicitim mogucnostima primjene novih tehnoloskih postu-
paka u domeni keramike u zantjevima suvremenog likovnog
izraza. U tom radu najuze suraduje s inzinjerom Mijom Pe-
rosicem. Stecena iskustva primijenjuie na velikom keramickom
zidu 1964. u Osnovnoj skoli Marsal Tito na Visu. Projektant:
arhitekt Neven Segvic.
Uz obradu stakla u Muranu i Rogaskoj Slatini, u periodu
1963—1968, intenzivno se bavi keramikom.
Od godine 1964. u Muranu, u Tvornici Venini, povremeno radi
na realizaciji projekata upotrebnog stakla.
Godine 1967. postaje stalni suradnik Steklarne »Boris Kidrica
u Rogaskoj Slatini i s inzinjerom Vojom Dinovskim organizira
i postavlja novi proizvodni 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 Munchenu na medunarodnoj izlozbi »Form
und Qualitat« gdje dobiva Zlatnu medalju bavarske vlade za
skulpturu u staklu, a u Petrinji, u Domu kulture, izvodi zidnu
kompozieiju u keramici.
Jedan je od cetrnaestorice osnivaca Galerije Forum, Centra
za kulturu i informaeije Zagreba.
Godine 1969. s arhitektima Androm Cicin-Sainom i 2arkom
Vincekom radi na projektu interijera Hotela Libertas u Du-
brovniku. Taj zadatak nametnuo mu je zahtjev rjesavanja
citavog niza dizajnerskog programa koji obuhvacaju: beton,
drvo, metal, staklo, keramiku i tekstil. Ti programi realizirani
su u periodu 1970—1972. godine.

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

Godine 1970. ucestvuje na Drugom medunarodnom susretu u
Vela Luci. Godine 1971. izvodi 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, te projektira »Kqnja-
nike« skulpturu velikih dimenzija u metaliziranoj plastici i
zeljezu.

U Galeriji Forum, u studenom 1971. izlaze na izlozbi »5est
partizana slikara«.

Godine 1972. ucestvuje na medunarodnom likovnom susretu
Glass Symposium u Zurichu, gdje je i koreferator, i ucestvuje
na medunarodnoj izlozbi »Glass heute Kunst oder Hand-
werk?« u Museumu Bellerive u Zurichu. Ista izlozba prene-
sena je 1972. u Kunsverein u Ludwigshafenu na Rajni, i 1973.
u Kunsthaus am Museum u Kolnu.

Godine 1972—1973. u Muranu, u radnionici Livio Seguso radi
na skulpturama u staklu, iz kqjih ce rezultirati skulpture u
metalu. Skulpture, ertezi i studije oyog periodo izlozene su
u Galeriji Forum, Zagreb od 5. travnja do 3. svibnja 1974.

U istom periodu realizira »Konjanike«.

U proljece 1973. (travanj — svibanj) izlaze na medunarodnoj
izlozbi international Glass Sculpture® u Lowe Art Museumu u
Miamiu.

Godine 1973—1974. nastavlja suradnju s arhjtektima na likov­
noj sintezi i uz pedagoski rad na zagrebackoj Akademiji li­
kovnih umjetnosti nastavlja s radom na skulpturi i slikarstvu.
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VLADO BU2ANCIC: BIOGRAPHICAL OUTLINE

RAUL GOLDONI was born in Spit on 27 January, 1919. He
also attended primary and high school in the same'city.
He showed interest in fine arts, and painted, while still in
high school.
In 1937 (while he was in the 7th grade of high school) he
exhibited for the first time in Split, at the Galic Salon, with
a group of high school students (Andro Cidin-Sain, Cvi'ieta
Job, Alfred Petricic, Petar Devcic, Ciro Culic, Neven Segvic
Antun Maslo ...). The exhibition was opened by Cvito Fiskovid
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 Hegedusic, 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 many young Croatian and
Yugoslav left-wing intellectuals, and took part in their acti­
vities.
In 1944 he joined the partisan forces and worked in the par­
tisan press section of the Istrian military units. Unfortunately
few od Goldoni’s works from that prolific period have been
preserved to date.
He was 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 layouts, arrangement of
congress halls...), and painted continuously.

1947 he became the arts editor of the Nakladni ^av°d
‘ ........ ' -nd that was the

In 1947 he became the arts editor of the Nakladni Zav°°
Hrvatske (Publishing Institute of Croatia , and that was the
beginning of his work in the field of book layout in industrial
printing coditions-. he illustrated, made up and laid out various
ed' ions and, together with other co-workers, designed and
?Xe?lai!Zed ,several libraries published by the Nakladni
Zavod Hrvatske.
ouah^tn^k 1947 to 1951 period is concerned, due mention
the9 thpm °f Goldoni’s unpublished illustration
and ? ?-he >>Revo!t Against the Turkish Governors^
_  both pyk-L??1 jns f°r 2ivo Jelicic s poem »Hut in ^e .
an exhibit'blted at f.he Croatian Writers’ Club in 1951, at
In Piran tn«ofkesen*e|d *°9ether  with Zlatko Prica. ,of plein-air^1 Wl^ ^d° Murtic, he worked on a number
? ? e'n‘a,r 'andscape paintings.
first independent*  tO|??ber W'tb ^latko Prica, he staPe^iobV
which waP$ ooenerTk lbl1J.l0n (at the Croatian Writers
Ain opened by Krsto Hegedusic.
>ayo9, Goldoni also^sho f°J paintin9 and 9raphlCaonbfine
arts synthesis. S° shov/ed great interest in work on r

then — unti°f1963 Zavod Hrvatske until 1951, and
arts editor. a* ^e Mladost Publishing Agency,

1952' ,O9e,her With her9peoi^S“°me
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Dubrovnik. This task entailed a number of design programmes
involving concrete, wood, metal, glass, ceramics and fabrics
The programmes were realized between 1970 and 1972.
Goldoni took part in the first exhibition of the Forum Gallery
artists (the Gallery was opened on 14 July, 1969); he has also
participated at most exhibitions of the Gallery in the country
(Zagreb, L|ubl|ana, Manbor, Dubrovnik, Rijeka, Osijek...) and
abroad (Jacques Baruch Gallery, Chicago; Galleria Sagittaria,
Pordenone ...).
In 1969 he took part in the Second International Meeting in
Vela Luka. In 1971 he produced a tapestry for the congress
hall of the Libertas Hotel in Dubrovnik. In the same year, in
co-operation with architect Slavko Jelinek and painter Edo
Murtic, he realized the interior of the »Kreditna Banka« in
Zagreb, and designed the »Horsemen«, a large scale sculpture
in metallized plastics and iron.
In November, 1971, he took part in the »Six Partisan Painters«
exhibition held at the Forum Gallery.
In 1972 Goldoni took part in the international art meeting
»Glass Symposium# in Zurich (also as a co-rapporteur), and
at the international exhibition »Glass heute — Kunst oder
Handwerk?« at the Bellerive Museum in the same town. The
same exhibition was shown, in 1972, at the Kunstverein in
Ludwigshafen am Rhein and, in 1973, at the Kunsthaus am
Museum in Cologne.
|n 1972—1973, at the Livio 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 to 3 May, 1974.
In the same period he also realized his »Horsemen«.
In the spring of 1973 (April-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.

moral compositions at the Army Holiday Home
□nd at the Military Academy in «e,9.raa®- " •" _ncJ Zdenko
?n co operation with architects Zdenko and f Club

In 1953/54, he co-operated with o chdect Never. 9
the work on the interior design of the A my . .954

beer/chosen from’ Hektoravif s pTem .Fishing and Fishermen s

h°thePyears 1954 and 1955 he painted intensively in Volosko.
Main motifs: landscape, interior and still lite. . • .
In 1956 he began to work on representative unique objects
in glass; the design also entailed grinding and engraving, In
the same period, he also produced unique items in silver, in
co-operation with Professor Slavko Juric.
Since 1958 he has been working continuously with glass »He
realized his designs for glass objects at the Boris Kidric Glass
Works in Rogaska Slatina (the objects were produced by the
master coloured crystal blower Stjepan Bracun)«'. 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
facture.
tn 1959 he was awarded the Second Prize at the il Zagreb Trien­
nial of Applied Arts, 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 Sebalj, Ivan Sabolic and Valerio
Michieli.
From 1962 to 1971 he worked continuously, in the glass work­
shop of Alfredo Barbini in Murano, on sculptural compositions
in glass. Here he acquired precious experience about the
special art potential of work in glass.
The selection of sculptures from this period was presented at
Goldoni's exhibition »Forms in Glass#, staged at the Museum
of Arts and Crafts in the spring of 1967. In 1963 he became
assistant professor at the Academy of Fine Arts in Zagreb.
From 1963 to 1965 he worked as part-time associate of the
»Kristal« Glass 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 manufacture (at the »Jugokeramika« Works)
Through experimental attempts, Goldoni acquired experience
about the different possibilities of applying new technolo­
gical procedures in the production of ceramics, which would
match the modern requirements of artistic expression. In this
field he co-operated very closely with Mi[o Perosic. The
experience gained in this work was applied to the large ce­
ramic wall, made in 1964 for the »Marsal Tito« Primary School
on the island of Vis (designed by architect Neven Segvic).
The period 1963 to 1968 was spent on glass working in Mu­
rano and Rogaska Slatina, and intensive work with ceramics
Since 1964 he has occasionally been working — at the Venini
Works in Murano — on the implementation of designs of glass
objects for everyday use. y
In 1967 he became the standing associate of the »Boris Kid­
ric# Glass Works in Rogaska Slatina. Together with Vojo Di-
novski, he organized and implemented the new manufacturing
programme of the Works, organized the design service, and
himself designed a number of products. He has held this po­
sition to the present day (spring 1974). H
In 1968 he co-operated with architect Ivo Vitic in the work
on the interior of the Sociopolitical Organizations Building
in Zagreb. Here, for the first time, he tackled the layout of
the interior with designed elements.
In the same year, he exhibited at the international exhibition
»Form und Qualitat# in Munich, and was awarded the Gold
Medal of the Bavarian Government for sculpture in glass. In
Petrinja, he produced a ceramics wall composition at the
Culture Hall.
He was one of the fourteen founder members of the Forum
Gallery of the Culture and Information Centre, Zagreb.
In 1969, together with architects Andro Cicin-Sain and Zarko
Vincek, he designed the interiors of the Libertas Hotel in

1 Durdica Comisso, Catalogue of Raul Goldoni's exhibition »Forms in Glass«
Museum of Arts and Crafts, Zagreb, 1967.

RAUL GOLDONI: MOJA ISKUSTVA U STAKLU

Koreferat za Glass simposium Museum Bellerive,
Zurich, lieto 1972. razlozi naveli
Kad zelim retrospektivno da JS'la^on^a moram reci:
na trazenje mog izraza u mater i* osjetio da u njemu
za staklo sam se opred|elio onda kad sam < l>snovna elemen-
mogu savladati, sa relativnom sigurnoscu, tf materi|a
ta: svjetlo, volumen i prostor. U t®.m sredstava ko|a
stakla posvemu zadovoljaya, |er Sl.r.°^ dobodu izraza.
mi daje omogucava mojoj znatizelji pu yu, njje bu-
Nijedna materija u mojem ^ugogodisn|ern osnovna svoj-
dila toliko moju narav koliko staklo N|ena var.
stva: prozirnosti, obojenosti, krhkosti, krutost, fransforma-
Ijivosti njene amorfne mase, sam put do n|e njene
cije u volumen, organizirano svjetlo u n|Oj, Pa - 0jrektna
prostorne vrijednosti — motiviralo je moju tan I ’ nja o
pak obrada kod peci nosila je sa sobom nova jnteres.
njoj, i ona je dalje stalno pobudivala i napmjaia
U ovom slucaju zadrzao bih se samo oko abrade: .yHe raC|jo
tern duvanja u slobodnom prostoru, na cemu sam na|
nastojeci protumaciti najvise sebi, moj postupak. dmah
Taj, podvucimo, klasicni pristup obradi staklene l *jnas® kojj
me je privukao. On u sebi implicira i estetski elem m
od samog pocetka kontakta lule’ sa vrelom staklenom
prvim mjehuricem naduvanim u masi, dakle u samom p o_
qbrade, nastoji da se manifestira kao oblik sam set)l
Ijan, da se pojavi kao konkretna forma.
Buduci da staklena masa na luli ima tendenciju da s® .
prostoru pojayi kao obla forma, (vrlo je uocljiva kone i
sila, syaki brid izazvan mehanicki ima stalnu tendenc'N ,
se zaobli), smatrao sam da bi bilo koja intervencija u s ,
lediranja njene savrSeno napete povrsine bila abnorm *
u najmanju ruku nepotrebna, i da time qubi na svojoj posea-
nostt. °
Stoga iitav moj postupak pociva na onom diielu izvlacenja
Z5.UZ Onca-S° lulom.dok ona postane prisutna u slobodnom
rn&2nje ?e,9° ,zgu.b' sv°iu vlast'tost padom iz lu e -~
t|. obradujem |e dok se nalazi napeta na zeliezu Tu 1° staklo
mogu do zamislim kao v o I u m e n 1
Drugo neotudivo svojstvo stakla je a r o z i r n o s t. Da bi
n|u provoctrao uvqek rodim sa punim staklom "u sama struk-
tura stakla nagom moju paznju no unutrasnii sadrzai Sadrzai
ne rOZVI|0m n° fornti' napoXb nego ga Jgraduiem

’ Alot za puhanje stakla.
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u unutrasnjosf mase. Postupak obratno nego kod obrade u
keramict, metalu, drvu i kamenu.
Dogadaj postavljam i koncentriram, pri samom pocetku rada
na zacetak obliko time sam sadrzajni motiv nastaje u sredim
volumena i tako dobqam prvu jezgru. Nanosen em novog
stak|a na prvu |ezgru unutrasnje zbivanje poprima sve esen
cialmii oblik — posta|e sve vise samostalan oolik i po niemu
se definite u prostoru, oblik kao da postaje I idealno
samostalan a t idealno komunikativan s okolnim prostorom.
U stalnom nanosenju mase, unutrasnji sadrzaj gubi sve ak-
cidentalne elemente na sebi te zadrzava samo trajni oblik, samo
5’t YoluB?®9a. ‘ osnovne koordinate unutrasnje dinamike su-
drzaja. Gdlucujem se za sve kompaktniju 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 dulje podatna za obradu i dozvoljava mi stalnu kon-
trolu i interveneiju u procesu rada.
Da bi trajanju postupka dao vremensku vrijednost cak sam
svako nanasanje nove mase (stakla) naglasavao ili promje-
nom boje ili indiscencijom. Time bih naglasio vremensku di-
menziju nastajanja forme.
Preko ovih za mene bitnih radnih konstataeija, odnosa
materije i oblik a, nastaje citava moja metodologija
u realizaeiji zamisli.
Svijetlo — Polazeci od elementa prozirnosti, kao bitnog
elementa, masa stakla opticki kao i da ne postoji, ona postoji
samo u kvantitetu svijetla u njemu. Svijetlo definira njeno
postojanje u prostoru, kvantum svijetla zarobljenog krainjim
povrsmama oblika stalno je u pokretu pri minimalnoj pro-
mjeni 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 kretanje) se izmjenjuje te omo-
gucavaju totalitet dozivljaja u materiji stakla.
Vezu izmedu mene i staklara uspostavljam preko erteza,
zapravo preko niza erteza, a samo u nekim slucajevima i
trodimenzionalnim modelima. Nije rijetkost da za jednu za-
misao imam i po desetak erteza.
Prvu ideju, prvu viziju o dogadaju koji se namece, posta­
vljam u ertezu. Prve zamisli cesto su daleko od konkretne
predodzbe gotovog djela. Crtam sve do tie dok ne spojim sve
vidove materijala u kojem hocu da realiziram svqju viziju u
staklu, sve dotle dok mi se sva tri elementa — svijetlo, volu­
men, prostor — ne sjedine u jedinstveni organizam.
Zbog toga ertez za mene predstavlja bitan elemenat u
procesu rada.
Crtez, sam po sebi, niti je lijep niti ruzan, niti nosi elemente
vrijednosti u sebi, sam za sebe ne treba da predstavlja nista,
on je tesko shvatljiv, nema nikakve samostalne mogucnosti
komunikativnosti. Ali za mene on je bitan kao preduvjet za
mogucnost zivota materije. U materijalu on dobiva svoju vri-
jednost i svoju vlastitost, on bi tada trebao da zivi u njemu,
pa tek tako — posredno — mogu biti s njim zadovoljan. Tek
tada crtez organski pocinie zivjeti s materijalom. Postupak
dosljedne transformaeije ideja u realitet, postupak u kojem
sudjeluje i majstor staklar, slijedeci moju temeljnu koncepciju,
omogucuje totalitet dozivljaja.
Posto sam, preko niza erteza, zapravo moje partiture, pos-
tigao preduvjet spomenutog jedinstva, posto sam vjerujem
tako postigao jedmstveno izvadaca i mene, — staklo mi je
postalo narocito i viseznacno sredstvo izraza. Radi svega
toqa 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, Zurich,
summer 1972
If I am to determine retrospectively which reasons induced me
to seek my own form of expression in glass, then I have to
admit that I decided on glass when I felt that in it I could
master three basic elements 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 I 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 of the furnace gave me a new insight into
glass and further aroused and strained my interest.
Here I shall confine myself to the treatment of glass by blow­
ing, the method with which I have worked the most in an
attempt to explain my approach largely for my own benefit.
This classic approach to the treatment of glass mass held an

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 treatment, tends to be manifested as a form
complete in itself, as a concrete form. The glass mass on the
tube has a tendency 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
round), and therefore I 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 singularity by falling
out of the tube — i.e. I mould it while it is still tense on
the iron. At this stage I can imagine glass as a volume.
The other intrinsic quality of glass is transparence. In order
to evoke it I always work with full glass so that the glass
structure itself draws my attention to the inner substance. I do
not develop it on the external form, on the surface. I 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 I concentrate my idea on the
opening of the form so that the essential motif appears in the
middle of the volume and 1 obtain 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. I 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,
I indicate every new application of glass mass by a different
colour or by iridescence. In this way I 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 between 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 I have as many as ten drawings for one con­
ception.
The first idea, the first vision of the experience that imposes
itself is set down in a drawing. The first conceptions are often
far from the concrete idea of the finished work. I draw until I
can connect all aspects of the material in which I 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 nor ugly, it
carries no values of its own, it does not have to represen
anything, it is difficult to understand and has no mdepen en
possibility of communication. But it is essential for me as a
prerequisite for the possible life of the substance. The draw■ g
obtains its value and its quality in the material, it shou
in the material, and then — indirectly — I can be sai
with it. Only then does the drawing begin to live or9 . 7
with the material. The process of a logical trans1 .
ideas into reality, a process in which the master g z .
participates following my basic conception, enab es
get a total experience. , .
Having achieved the prerequisite for this unity ° ®
range of drawings and established the harmony manv-
glassmaker and myself, glass has become a .
sided means of expression for me. Because of a ,
material in all my previous experience has eve
attention as much as glass.

* a tool for glass blowing
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KATALOG

projekt 1970, realizacija 1972/73.
suradnici: akad, kipar Ljupce Antunovic
tehnolozi: Branko Janes i Bozo Blazevic
bravari: Stjepan Lovrencic i Oto Vidovic
zeljezo I metalizirana plastika 320 X 240
X 120 cm
Vlasnistvo: Hotel Libertas, Dubrovnik

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

3. SIVI TORZO, 1972.
muransko sivo i iridirano staklo
44 X 25 cm

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

5. TRAGOVI I, 1972/73.
muransko staklo, akvamarin svijeth —
iridirani 18,5 X 20 cm

6. TRAGOVI II, 1972/73.
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, kositar/srebro 25 X 25 X 23 cm

9. 2IVOTINJSKA LUBANJA, 1972/73.
metal, kositar/srebro 24x 14 cm

10. LE2ECI TORZO, 1972/73.
metal, kositar/srebro 24 X 16 cm

11. OSTACI, 1972/73.
muransko visebojno iridirano staklo
22,5 X 16 cm

12. MRCINA I, 1972/73.
muransko visebojno iridirano staklo
32 X 17 cm

13. MRCINA II, 1972/73.
muransko visebojno iridirano staklo
31,5 X 17,5 cm

14. MRCINA III, 1972/73.
muransko visebojno iridirano staklo
31 X 19 cm

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

16. MALA LUBANJA, 1972/73.
metal, kositar/srebro 21 X 11 cm

17. JANJECA LUBANJA, 1972/73.
metal, kositar/srebro 16 X 12 cm

26. Program za realizaciju staklo, 1972.
papir/ugljen/pastel, 70 x 35 cm

27 Program za realizaciju staklo, 1972.
papir/ugljen/flomaster/pastel, 70x 100 cm

28. Program za realizaciju staklo, 1972.
papir/ugljen/pastel, 70 x 75 cm

29. Program za realizaciju staklo, 1972.
papir/pastel, 70 x 90 cm

30. Program za realizaciju stakla, 1972.
papir/ugljen, 70x62 cm

31. Program za realizaciju stakla, 1972.
papir/ugljen/pastel, 70 x 59 cm

32. Program za realizaciju stakla, 1972.
papir/pastel/ugljen, 70x100 cm

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

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

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

36. Program za realizaciju stakla, 1972.
papir/pastel/ulje, 63 x 90 cm

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

38. Program za realizaciju stakla, 1972.
papir/ugljen/pastel, 64 x 64 cm

39. Program za realizaciju stakla, 1972.
papir/ugljen, 47 x 37 cm

Sva stakla izradena su u radionici (Fornace)
LIVIO SEGUSO, »Vetri d’arte«, Murano
Sve metalizirane skulpture obradili su ing.
Bozo BLA2EVIC i ing. Branko JANES.

CATALOGUE

1. HORSEMEN
design 1970, realized in 1972/1973
collaborators: Ljupce Antunovic, sculptor
Branko Janes and B. Blazevic,
technologists
S. Lovrencic and Oto Vidovic
locksmiths
iron/metallized plastics 320 x 240x120 cm
Property of Libertas Hotel, Dubrovnik

2. DISC, 1972
iridescent Murano glass 31 x 31 cm

3. GREY TORSO, 1972
Muran° 9,ass

18. IZVALJENI AKT I, 1972/73.
metal, kositar/srebro 36 X 19 cm

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

20. GLAVA 2IVOTINJE, 1972/73.
muransko visebojno iridirano staklo
17 X 11,5 cm

21. IZVALJENI AKT II, 1972/73.
metal, kositar/srebro 38 X 12 cm

22. 2UTA LUBANJA, 1972/73.
muransko viSebojno iridirano staklo
19 X 14,5 cm

23. LUBANJA, 1972/73.
metal, kositar/srebro 19x14,5 cm

24. Program za realizaciju stakla, 1972.
papir/ugljen/pastel, 70x75 cm

25. Program za realizaciju stakla, 1972, 

4. TORSO II, 1972
iridescent Murano glass 42 X 24 cm

5. TRACES I, 1972/73
Murano glass, aquamarine liaht
descent 18.5 X 20 cm 9 t — ,n.

6. TRACES II, 1972/73
Murano glass, aquamarine light -
iridescent 21 x 20.5 cm 9

7. REFRAIN, 1972/73
metal, tin/silver 18 x 10 cm

8. SITTING TORSO, 1972/73
metal, tin/silver 25 x 25 x 23

9. ANIMAL SKULL, 1972/73
metal, tin/silver 24 X 14

10. LYING TORSO, 1972/73
metal, tin/silver 24 X 16

11. RELICS, 1972/73
-^■coloured, iridescent Moro„0 glass

12. CARRION I, 1972/73
multicoloured, iridescent Murano glass
32 X 17 cm

13. CARRION II, 1972/73
multicoloured, iridescent Murano glass
31.5 x 17.5 cm

14. CARRION III, 1972/73
multicoloured, iridescent Murano glass
JI X 19cm

15. TRANSFORMATION, 1972/73
metal, tin/silver 38 X 24

16. SMALL SKULL, 72/73
metai, tin/silver 21 X 11

17. LAMB SKULL, 1972/73
metal, tin/silver 16 X 12

18. SPRAWLED ACT I, 1972/73
metal, tin/silver 36 X 19

19. GREEN SKULL, 1972/73
multicoloured, iridescent Murano glass
16.5 X 13

20. HEAD OF AN ANIMAL, 1972/73
multicoloured, iridescent Murano glass
17 X 11,5

21. SPRAWLED ACT II, 1972/73
metal, tin/silver 38 X 12

22. YELLOW SKULL, 1972/73
multicoloured, iridescent Murano glass
19 X 14.5

23. SKULL, 1972/73
metal, tin/silver 19 X 14.5

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

25. Programme to be realized in glass, 1972
paper/charcoal/pastel, 70x76 cm

26. Programme to be realized in glass, 1972
paper/charcoal/pastel, 70x35 cm

27. Programme to be realized in glass, 1972
paper/charcoal/feltip/pastel, 70x 100 cm

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

29. Programme to be realized in glass, 1972
paper/pastel, 70x90 cm

30. 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/pastel/charcoal, 70x 100 cm

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, 70x 100 cm

35. Programme to be realized in glass, 1972
paper/charcoal/pastel, 78 x 63 cm

36. Programme to be realized in glass, 1972
Paper/pastel/oil, 63 x 90 cm

Programme to be realized in glass, 1972
Paper/charcoal/pastel, 70x100 cm

oZ/?6 to be realized in glass, 1972
Paper/charcoal/pastel, 64x64 cm

PopeT/dia6 f°ibe realized in 9|ass' 1972
Paper/charcoal, 47 x 37 cm

workshop (Fn?,PtUr?S Were made 'n the
d’arte«, PMurarnnoCe) UV,° SEGUSO' »Vetri

BOZO BLAZ2E\/|!5u’ptures were finalized by
VIC and BRANKO JANES.

postava izlozbe
arrangement

Izdavac
Publisher

Za izdavaca
For the publisher

Urednik kataloga
Catalogue editor

Predgovor
Introduction writers

Biografija i likovna
Biography and artistic

Plakat
Poster design

Fotografije
Photographs

Prijevod na engleski
Translation into English

Tehnicka postava izlozbe
Technical arrangement of exhibition

Tehnicki urednik kataloga
Technical editor of the catalogue

Kliseji
Cliches

Tisak plakata
Printing of posters

Tisak
Print

Naklada
Edition

GALERIJA FORUM
Centra za kulturu i informacije Zagreba

Dragomir PRIJIC

Vlado BU2ANCIC

Neven SEGVIC
Vladimir MALEKOVIC
Raul GOLDONI

Vlado BU2ANCIC

Branimir BAKOVlC

Branimir BAKOVlC

Vlasta JAKIC i Janko PARAVIC

Perusko BOGDANIC
Branimir CILIC

Ivo TR2AN

Stamparski zavod »Ognjen PRICA«, Zagreb

Sitotisak Centra za kulturu i informacije
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