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ART FOR LEISURE ARCHITECTURE:
ARTWORKS COMMISSIONED FOR HOTELS IN
ISTRIA AND THE KVARNER GULF IN THE 1960S

The rise of mass tourism in Istria and the Kvarner Gulf took place decades
before the Second World War, but the golden age of Croatian and Yugo-
slav tourism occurred in the postwar years, with the state regulation of
workers' leisure time. In postwar Istria and the Kvarner Gulf, tourism was
one of the most important economic activities, which led to the construc-
tion of numerous workers' resorts during the 1950s (the period of social
tourism), as well as resort towns, complexes, camps, and hotels during the
1960s and 1970s (with the rise of commercial tourism). The development
of tourism infrastructure in postwar Yugoslavia depended on several key
factors. After initially adopting the Soviet political and economic model,
Yugoslavia distanced itself following the 1948 break with the USSR, which
gradually led to increased Western influence, financial aid, and a degree
of ideological liberalisation. During the early 1950s, state decentralisation
and workers' (later social) self-management were introduced, and market
liberalisation and the gradual acceptance of consumer culture created a
specific framework for tourism that combined Eastern and Western mod-
els. Yugoslavia's ambivalent position in the Cold War, together with the
establishment of new political and economic ties through the founding
of the Non-Aligned Movement in 1961, shaped the country's often-cit-
ed unique “third way". Consequently, newly built tourism facilities were
expected to reflect the modern achievements of the young state and its
socio-economic progress. Tourism, and therefore tourism architecture,
thus embodied a combination of economic, cultural, and ideological as-
pirations.

In parallel with the socio-political and economic development of the
country during the 1950s and 1960s, the synthesis of all the arts (archi-
tecture, painting, sculpture, and applied arts/design) was advocated at all
levels of governance, as well as in professional art associations, especially
for newly constructed socially owned buildings. Hotels and other tourist
facilities were also affected by these initiatives, which led to close collab-
oration between architects and artists in an effort to create a “total work
of art.” Considerable investments also shaped the development of leisure
architecture in Istria and the Kvarner Gulf, where architects and artists
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A brief history
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in Croatia,
Istria, and the
Kvarner Gulf

similarly applied a synthesis approach. Based on archival, periodical, and
field research, this article presents the socio-historical circumstances of
tourism and tourist architecture and art in the 1960s in Istria and the
Kvarner Gulf. Through several hotel case studies, it asks how, by whom,
and through which modalities artworks were commissioned or acquired
for hotel interiors, as well as which types of works were selected and
why." The article also explores the relationship between architecture and
art, and the role of investors and the state in shaping the narratives sur-
rounding these artworks, all set within the broader context of the inter-
nationalisation of Yugoslav tourism.

The process of democratising and popularising travel, which began be-
fore the Second World War, underwent significant growth during the
1950s and 1960s in both the general European and Yugoslav contexts
(the leisure boom), with tourism becoming a clear symbol of a more lib-
eral consumer culture.? In postwar Europe, including Yugoslavia, tourism
emerged as one of the most important economic and social phenom-
ena. As such, the development of tourism architecture, infrastructure,
and interior art and design was closely tied to the country's economic,
cultural, and foreign policy agendas.

The development of tourism in Yugoslavia, including Croatia, unfolded
in three distinct phases. In the first phase (1947-1951), under the influ-
ence of the Five-Year Plan and the Soviet economic model, state priori-
ties were focused on the development of heavy industry, whereas tour-
ism, as a tertiary sector, was largely marginalised.? The second phase
began following the 1948 break with the USSR, the easing of ideological
pressure, and the introduction of workers' self-management in 1950.
This period saw the emergence of social tourism, driven by the legal
recognition of the right to paid annual leave as early as 1946, along with
the construction of state-run workers' resorts and private holiday homes
along the Adriatic coast, supported by subsidised accommodation and
travel allowances (regres).* The third phase, starting in the mid-1960s,
marked a shift from social to commercial and mass tourism, propelled
by a series of social, political, and economic reforms. These included
the construction and regulation of the Adriatic Highway, the 1963 “deci-
sion to abolish visa requirements for all countries with which Yugoslavia
maintained diplomatic relations,” the adoption of state strategies such
as the Seven-Year Tourism Development Plan (1964), and the establish-
ment of numerous hospitality schools, training courses, lectures, and
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professional journals dedicated to tourism and hospitality, which sup-
ported the growth of both private facilities and “commercial tourism in
socially owned enterprises.” In the golden decade of Croatian tourism
(1965-1975), which coincided with the third phase of Yugoslavia's eco-
nomic development, tourism and hospitality became leading sectors,
reflecting the country’'s domestic and foreign policy efforts to adopt a
“Western model” of consumer and commercial culture as a marker of so-
cio-economic progress.” During the 1960s and 1970s, tourism became
a key instrument of modernisation, a source of foreign capital, and an
expression of the ideological and economic aspirations of the Yugoslav
authorities - integrating elements of Western consumer culture into the
socialist context of Yugoslavia.

The contradictions inherent in the convergence of the socialist economic
model and consumerism reflect the broader ideological framework and
Cold War dynamics of the period. Studies show that tourism during the
1950s and 1960s acted as an instrument of cultural diplomacy aimed at
foreign, predominantly Western, visitors.®2 From the end of the Second
World War, Yugoslavia, despite adopting the Soviet model of governance,
remained open to international tourism.” Following the Informbiro Res-
olution, when the state sought to justify its legitimacy both to domestic
audiences and to Western governments, tourism was largely directed
toward domestic, social forms, but the 1950s saw a steady increase
in foreign visitors.' The authorities’ interest in international tourism
mirrored Yugoslavia's foreign policy: the conflict with Moscow, despite
security and espionage concerns, led to a focus on tourists from the
West (particularly Western Europe, the United States, and Scandinavia),
and the mid-1950s normalization of relations with Soviet bloc countries
corresponded with an increase in visitors from that region.” Moreover,
the government viewed the policy of non-alignment not only as a factor
in the development of international tourism but also as an ideological
representation of its convictions (brotherhood, unity, and peace).'> New
agreements with foreign travel agencies across the West, the opening
of borders in the 1960s, and the launch of a plan for the development
of tourism along the Adriatic coast (the upper and lower Adriatic), initi-
ated in 1967 in cooperation with the United Nations Development Pro-
gramme and the Yugoslav government, demonstrate the interweaving of
Yugoslav and Western political and economic interests.” In this context,
tourist architecture served the authorities as a stage for everyday dip-
lomatic interactions and as a prerequisite for the country’s economic
prosperity.
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The aforementioned economic and so-

Figure 1. Jugoslavig,
Carta Turistica, tourist
map depicting Istria
and Kvarner, 1969.
Source: Hrvatski muzej
turizma, inv. no. HMT-
602.

cio-political circumstances also had an im-
pact on Istria and the Kvarner Gulf [Figure
1], which experienced a high level of tour-
ism development in the postwar period,
building on a long-standing tourism tradi-
tion shaped by favourable geographical,
climatic, and transportation conditions. Its
complex nineteenth- and twentieth-century
history, transportation infrastructure, and
proximity to Central European countries fa-
cilitated the early development of tourism.™
Although tourism progress resumed after
the Second World War, it was temporarily
interrupted until 1954 due to the exodus
and resettlement of the Italian population,
postwar reconstruction, the nationalization
of hospitality facilities, and the division of
the Free Territory of Trieste into Zones A
and B." Following market liberalisation in
the 1950s and 1960s, decentralised tour-
ism policy shifted toward foreign markets,
and international overnight stays soon sur-
passed domestic ones.” By 1981, the Kvar-
ner Gulf, with seventy-eight tourist destinations, and Istria, with forty-two,
were among the most developed tourist regions in Yugoslavia."”
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Among the many towns and settlements, Pula and Rijeka emerge as the
largest and most significant economic, administrative, and social centres.
However, for the purposes of this research, greater relevance is attribut-
ed to towns such as Opatija, which retained its status as an established
tourist centre in the postwar period due to its long-standing tradition of
health and hospitality tourism, as well as Pore¢, Rovinj, and Umag with
their century-long tradition.'® The postwar tourism boom in these towns
was marked by construction of 144 holiday resorts in Istria by 1975."°
During the “golden age” of tourism, numerous accommodation and an-
cillary facilities were built, including A-, B-, and C-category hotels, camp-
sites, holiday resorts, and recreational and entertainment centres. The
period also witnessed the establishment and expansion of major hotel
and tourism companies, such as Kvarner, Istraturist, Jadran, Jadrantur-
ist, Mosc¢enicka Draga, Plava Laguna, Rabac, Riviera, Slavija, and Progres-
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and furnishing

Valalta, which invested in hotel complexes. As socially owned enterprises
with both an economic and ideological role, they were included in state
initiatives for art in public spaces. Although the Istrian peninsula is divid-
ed among three countries today, and the Kvarner Gulf region adminis-
tratively includes Gorski Kotar, due to the abundance of examples, this
research focuses on the Croatian part of Istria. A selection of cases has
been analysed, highlighting various modes of furnishing, acquisition, and
commissioning, as well as the diverse use of media and artistic expres-
sion in tourist architecture.?°

Building on interwar practices, as in both Eastern and Western bloc coun-
tries, the interior design of buildings reflected two fundamental princi-
ples: one rooted in the artistic-theoretical vision of a “synthesis of the
arts,” and the other linked to state initiatives allocating a percentage of
investment budgets to artworks. In the Yugoslav and international con-
text, the idea of synthesising all arts in the postwar period implied the
unification of painting, sculpture, design, and architecture into a single,
total work of art.?' The idea of synthesis is grounded in the theoretical
concepts and practices of nineteenth- and early twentieth-century art-
ists,?? and it underpins the modernist notion of a synthesis of the arts.
Within the framework of postwar neoconstructivism and neoconcretism,
Le Corbusier conceived this synthesis as the unification of painting and
sculpture under architecture.?® Alongside Le Corbusier, other architects
and theorists associated with CIAM promoted the idea of synthesis, as
well as artistic groups such as Espace, Forma Uno, and MAC.#

It was precisely these artists, theorists, and architects that inspired the
Zagreb-based painters, sculptors, and architects in the group EXAT 51
(Experimental Atelier 51), who approached abstract art and the synthesis
of the arts not only as a project of total spatial aestheticisation but also
as a means of social transformation.?> Members of EXAT 51 played a key
role in establishing the Studio for Industrial Design (Studio za industrij-
sko oblikovanje, SIO), which promoted the creation of a modern standard
through well-designed industrial objects and environments.?® Several
members of EXAT and SIO, such as Ivan Picelj, Vjenceslav Richter, and
Aleksandar Srnec, were also active in the international New Tendencies
movement, engaging with neoconstructivist, neoconcretist, kinetic, opti-
cal, and computer art.?’ In light of the theoretical principles of these art-
ists and groups, many advocated the integration of architecture and the
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visual arts. However, this was by no means exclusive to them; many other
artists working in both figurative and abstract art similarly engaged in
these practices because the state, from its inception, actively promoted
interior design in public buildings (including hotels) for ideological, eco-
nomic, and social purposes.?®

The practice of commissioning artworks and furnishing public spaces in
Croatia and Yugoslavia changed and intensified after the Second World
War. With the establishment and political structuring of Yugoslavia, the
state became the primary commissioner of artworks intended for pub-
lic spaces and institutions.?® Although individuals and certain communi-
ties could, in principle, purchase or commission artworks, acquisitions
and commissions were predominantly carried out through government
bodies at the federal and republic levels,*® via dedicated committees or
juries responsible for evaluating and approving the acquisition or com-
mission.?" Therefore, cultural policy and legal and regulatory frameworks,
in addition to various forms of cultural institutionalisation (such as de-
partments for agitation and propaganda, cultural authorities at the fed-
eral and republic levels, independent cultural institutions, professional
associations of visual artists, and other associations and cooperatives)
played a crucial role in the acquisition and commissioning of artworks.
For the purposes of this article, this process can be broadly categorised
into two types: acquisitions and commissions of artworks.

Acquisitions were usually organised and carried out by acquisition commit-
tees at the federal, republic, and local levels of government, but artworks
could also be purchased through cultural development fund committees,
via direct acquisition from the artist, and, less frequently, through private
acquisition.® Acquisitions were generally made for artworks not specifical-
ly created for a particular building. However, as the examples in this arti-
cle show, in some cases there is a clear connection between the subject
matter of the artwork and the specific space. On the other hand, artworks
commissioned for newly built or renovated buildings (such as schools, hos-
pitals, administrative buildings, and hotels) were usually procured through
competitions (tenders, either open or closed) and evaluated by tender
committees.® Because commission tenders were usually organised for
artworks intended for specific spaces, several initiatives and by-laws were
introduced in Croatia and Yugoslavia concerning the allocation of a per-
centage of investment construction project budgets for artwork.*

Although no official law mandating the allocation of a percentage of in-
vestment construction budgets for artworks was enacted in Yugosla-
via, during the 1950s and 1960s several drafts of regulations, laws, and
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recommendations were developed as guidelines for furnishing public
buildings with artworks.® These initiatives were led by ministries, secre-
tariats, and associations such as the Association of Fine Artists of Yugo-
slavia (SLUJ) and the Association of Fine Artists of Croatia (ULUH), aiming
to regulate the commissioning of artworks and the allocation of a fixed
percentage of funds for visual art within the investment construction proj-
ects.® The efforts of these associations, along with legal and regulatory
acts, addressed these topics in a complex and detailed manner. The fol-
lowing key points can be highlighted: these documents primarily aimed
to define the status of public buildings (administrative buildings, institu-
tions, and enterprises), the status of public artworks (oil paintings, mu-
rals, frescoes, mosaics, tapestries, reliefs, sculptures, and stained glass),
the work of federal and republic committees, the role of juries and the
organisation of competitions, and the percentage of construction invest-
ment to be allocated for artworks — most commonly set at 1%. Hotels
were also considered public (or social) institutions, and a percentage to
be set aside for artworks - generally around 1% — was likewise proposed
for them, particularly in the case of tourist facilities, lower-category hotels,
holiday resorts, bathing establishments, mountain lodges, tourist offices,
and similar establishments.?” However, the percentage varied and could
range from 3% to 5% in the case of top-tier hotels, or the A category.® This
effectively placed hotels at the same level as monumental buildings, such
as national assembly halls. The goals of such initiatives varied, but the
most common justification for furnishing public institutions with artworks
included the humanisation of living and work spaces, presentation of the
state, the development of contemporary art, and the realisation of the
synthesis of all the arts (painting, sculpture, design, and architecture), with
the aim of stimulating the economy or securing the livelihood and social
status of artists.* These very goals guided artists, architects, art historians,
and commissioners in the construction and furnishing of numerous new
hotels across Croatia - including Istria and the Kvarner Gulf - during the
golden age of Croatian tourism development.

The following pages present a select number of examples from the area
to illustrate the various modalities of acquisition and commissioning,
the various types of artworks (paintings, sculptures, reliefs, prints, mo-
saics, and stained glass), and the roles of architects, artists, large ho-
tel companies, and the state in shaping modern hotels on the Adriatic
coast, particularly in Istria and the Kvarner Gulf. The examples are or-
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Figure 2.

Aleksandar Rukavina,
reliefs by the pool, Hotel
Adriatic, Umag, 1967.
Source: “Kamen Pazin,”
Arhitektura,

nos. 107-108 (1970).

ganised topographically, starting from
northern to southern Istria and then
from the western to eastern Kvarner
Gulf. The following case studies highlight
instances in which modern artistic ex-
perimentation, the humanisation of lei-
sure architecture, state presentation to
foreign tourists, and support for artists
are evident.

Starting from northern lIstria, one of the
most notable examples is the artistic
furnishing of the Hotel Adriatic, located
at the tip of the Punta resort in Umag.
In 1964 the newly established Istratur-
ist hotel and tourism company, respon-
sible for the coastal area of Novigrad,
Savudrija, and Umag, invested in the construction of the eleven-storey
Hotel Adriatic, based on a design by the Umag-based architect lljko
Zlatar and carried out by Industrogradnja.*’ As a first-class A-category
hotel, it featured modern common areas such as a nightclub, casino,
aperitif bar, and seawater swimming pool. Several artists were commis-
sioned for the interior and exterior decoration. One of them was the
Umag sculptor Aleksandar Rukavina (pseudonym Zohar), who created
multiple works for the hotel.#' During the 1960s, Rukavina worked on
a series of relief compositions for the interiors of public institutions in
Istria, but his first experience integrating sculpture into architecture
took place precisely at the Hotel Adriatic.*? In 1967, he was tasked with
decorating the walls of the indoor pool, where he created white stone
reliefs featuring sea and human themes [Figure 2].# The reliefs fea-
ture stylised figures of a nude woman and man, a fish, and a seahorse,
rendered in a refined and slightly geometric style, with at times varying
degrees of mimesis. Rukavina adapted the work to the space in both
format and composition, placing the elements on vertically oriented
panels that echoed the wall perforations surrounding the indoor pool.
Following this commission, in 1970, Istraturist commissioned Rukavina
to decorate the hotel bar, for which he created figurative reliefs organ-
ised into two thematic cycles: Duga (The Rainbow), based on a story
by Dinko Simunovi¢, and a cycle with ethnographic elements.* In his
reliefs, Rukavina employed stylised figuration to convey a narrative
encompassing the hardships of everyday life, local traditions, and the
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region’s history. In addition to these reliefs, the aperitif bar was deco-
rated with paintings by Sesti¢ and Batusi¢, and the hotel restaurant fea-
tured a figurative mosaic by the painter and sculptor Maria Benedetti
Kerzi¢, depicting the goddess Fortuna and a ship at sea.*> Outside the
hotel, near the road entrance, a sculpture by Janez Pirnat NejaSmi¢ was
installed in 1966 as part of an initiative by Aleksandar Rukavina and the
Municipality of Buje: Groznjan, grad umjetnika (Groznjan, the Town of Art-
ists).“® These works reveal that the investors were public enterprises as
well as local authorities, and that the aim of both the commissioners
and the artists was to present the region’s history, customs, and iden-
tity through art, using a clear visual language, narration, integration of
interior and exterior through form and content, and the installation of
artworks in shared areas.

Many examples in Porec testify to the importance of the town as a tourist
destination in postwar Croatia. After the construction of social tourism
infrastructure during the 1950s, Porec entered a phase of mass tourism
primarily aimed at foreign visitors. This period was characterised by the
establishment of two major hotel companies - Riviera (1953) and Plava
Laguna (1957) - which oversaw the construction of numerous accom-
modation facilities.*” One of Riviera’s most notable projects is the Hotel
Neptun (1967-1968) in Pore¢, designed by the architect Julije De Luca
as an example of successful architectural interpolation.*® De Luca, who
already had experience in interior design, opted to include works by the
renowned Croatian sculptor Dusan DZzamonja in the hotel's main restau-
rant. For the restaurant wall, the sculptor created an abstract wooden
relief [Figure 3] in which he mul-
tiplied segments of circular forms
composed of small  wooden
beams, producing a rhythmic and
vibrating structure that harmon-
ised with the white grid pattern
of De Luca's ceiling design.*® One
of these reliefs is still preserved
today in the restaurant interior

Figure 3. Dusan DZamonja,

relief in Hotel Neptun, Porec, 1968.
Source: “Hotel Neptun u Porecu,”
Covjek i prostor, no. 194 (1969).
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of the hotel, now known as Valamar Riviera, along with a metal relief in
which the artist repeated the grid pattern and incorporated hemispher-
ical forms. In addition to Dzamonja, another prominent artist and mem-
ber of the postwar group EXAT 51 contributed to shaping the hotel's
identity. This was Aleksandar Srnec, who was responsible for the visual
identity of the hotel.*® Both the Riviera hotel company and the architect
De Luca chose not only to engage those artists who had produced nu-
merous public artworks across Croatia during the 1950s and 1960s, but
also leading figures of abstract art whose works would resonate with the
modern tastes of foreign - largely Western - tourists.

Alongside Riviera, Plava Laguna was the most important hotel company
in PoreC and its surroundings, and it actively promoted the synthesis
of all the arts in its hotel construction projects. Starting in 1965, Plava
Laguna invested in the construction of several hotels and tourist en-
tertainment centres in the Zelena Laguna area (Parentium Hotel, 1966;
Lotos hotels: Zorna, Plavi, Gran Vista, and Istra, 1967; International Club,
1967).>" These developments emerged during what was described as
“the most successful investment cycle in the entire history of Plava Lagu-
na’s operations.”?

The Parentium Hotel, designed by Branko Znidarec and built between
1966 and 1967, was also equipped with numerous artworks, many of
which are still preserved in its newly renovated interior. Edo Murti¢ cre-
ated four oil paintings that are located at the reception desk and in the
dining area of the Parentium Hotel.> In 1969, he also created an abstract
enamel composition [Figure 4] for the dining room. At the centre of the
composition, on a blue background, energetic lines in black, blue, red,
yellow, green, and orange converge - colours whose intensity enlivens
the space. Dusan DZzamonja contributed a sculpture for the hotel lobby,
Tomo Geric created paintings, Goranka Vrus Murti¢ made tapestries, and
the furniture was designed by Mirjana Simanovi¢.5 In addition to these
interior works, sculptures were also installed outdoors. Josip Dimini¢, the
artist behind numerous monuments found throughout Istria, created the
sculpture [starski vol - spomenik poljima Istre (Istrian Ox - A Monument to
the Fields of Istria; 1967-1977, Figure 5), located in front of the Parenti-
um Hotel.>> The piece represents the strength and resilience of the ro-
bust body of the Istrian native cattle breed known as the boscarin. Creat-
ed without a pedestal, it appears to emerge and grow directly out of the
red Istrian soil. However, considering its form, dedication, and title, the
sculpture seems to harmonise more naturally with the landscape, earth,
and pine forest than with the modern architectural complex of the tourist
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Figure 4. Edo Murtic, enamel composition, Hotel Parentium, Porec, 1969. Source: Hotel Parentium:
Plava laguna, Porec, Jugoslavija, tourist brochure.

Figure 5. Josip Diminic, Istarski vol - spomenik poljima Istre (Istrian Ox - A Monument to the Fields of Istria),
Hotel Parentium, Porec, 1967-1977. Photo: Patricia Pocanic, 2024.
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Figure 6. Edo Murtic,
Obelisci (Obelisks), Hotel
Parentium, Porec, 1967.
Photo: Patricia Pocanic,
2024.

resort. In addition to these works, in 1967
Plava Laguna commissioned Murti¢ to
Create a unique series of sculptural mosa-
ics [Figure 6] in a valley near the Parenti-
um Hotel, nestled among pine forests and
archaeological sites.*® Murti¢ created 140
square metres of mosaic surfaces mount-
ed on twelve faces of reinforced concrete
obelisks, each fourteen metres tall, form-
ing a unified sculptural group. He was
assisted in creating this complex project
by workers from the Zagreb-based Novo-
gradnja construction company.®” Murti¢
had long been envisioning and sketch-
ing out such a concept,*® finally bringing
it to realisation at Zelena Laguna. He
translated the dynamism of his brush-
strokes and colour palette - white, grey,
vivid red, blue, and orange - from paint-
ing into sculpture, a process that took six
months.> By bringing his work into open
space, Murti¢ created a dynamic, site-spe-
cific artwork that shifts appearances with
each change of perspective. The three
vertical structures blend harmoniously
into the landscape of the surrounding
pine forest while also standing out as vi-
sual markers within the newly built tourist
resort near PoreC. The choice of mosaic as a medium should certainly be
understood within the context of Murti¢'s broader oeuvre and his other
interior works, but it can also be interpreted in relation to the history of the
city. Porec has a long-standing tradition of mosaic-making, with the most
renowned examples found in the Euphrasian Basilica. This connection is
more than a distant analogy, as evidenced by another 1967 commission
from Plava Laguna. The company commissioned the sculptor Nenad Kriv-
i€ to recreate some of the most significant mosaics of the Porec region
on the walls of the “Istrian Atrium” of the Hotel Plava Laguna, based on a
selection by Antun Sonje, the director of the Pore¢ Regional Museum.® In
these cases, similar modes of commissioning artworks were employed:
the commissioner was primarily the company, sometimes in coordination
with municipal authorities and professionals. Engaged artists ranged from
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Figure 7. Raul Goldoni,
glass wall, Hotel Eden,
Rovinj, ca. 1970. Photo:
Patricia Pocanic,

2019. Today, the wall

is concealed behind a
reception-area partition.

locally trained, academy-educated practitioners to prominent figures such
as Edo Murti¢, who produced the largest number of abstract works for
public institution interiors across Croatia and, later, in some Soviet Bloc
countries. In addition, the involvement of another SIO member, Mirjana
Simanovi¢, indicate the establishment of a modern standard in hotels. The
partial preservation of these artworks (particularly site-specific pieces) and
the fact that recent renovations have not maintained the integrity of the
original concepts indicate limited appreciation of their significance.

The Rovinj area also features numerous examples of artistic furnishings
in hotel and resort interiors, with the Jadran hotel company (founded in
1953)°" having played a significant role in the acquisition and commis-
sioning of artworks for hotel interiors in the region. One notable exam-
ple was Jadran’s investment in the interior of the Hotel Eden in Rovinj. In
1969, the architect Ivo Bartoli¢, who also designed the newly built Hotel
Istra and its interior on nearby Red Island (Crveni otok), invited the ar-
chitect Miroslav Begovic¢ to collaborate on the design of the Hotel Eden
in Rovinj.?? Completed in 1971, the hotel layout was a composition of
broken-up volumes harmoniously integrated into the surrounding land-
scape. In the early 1970s, the renowned art-
ists Edo Murti¢ and Raul Goldoni - who had
previously collaborated on numerous public
interior projects during the 1950s and 1960s
- integrated their works directly into the archi-
tecture of the hotel.®® Acting as a kind of artistic
coordinator, Goldoni developed the interior de-
sign concept for the hotel's communal spaces.
As part of this design, he created a decorative
glass wall [Figure 7], similar in colour and form
to his work in the House of Socio-Political Or-
ganisations (Zgrada drustveno-politickih orga-
nizacija) in Zagreb. The wall positioned behind
the central reception desk featured convex and
concave glass cubes in varying shades of blue,
forming a transparent surface that not only
let light into the adjacent office space but also
transformed the interior throughout the day as
the light refracted through the prisms. Murti¢'s
colourful tapestry [Figure 8], today displayed in
the ground-floor breakfast room, is composed
of abstract shapes and vibrant zigzag lines that
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Figure 8. Edo Murtic, tapestry, Hotel Eden, Rovinj, 1970. Photo: Patricia Pocanic, 2026.

Figure 9. Tapestry attributed to Edo Murtic, Hotel Eden, Rovinj. Photo: Patricia Pocanic, 2026.
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Figure 10. Zlatko Prica,
mosaic on the wall of
the indoor swimming
pool, Hotel Eden, Rovinj,
1971. Photo: Patricia
Pocanic, 2026.

Figure 117.

Dusan DZzamonja,
sculpture in front

of Hotel Eden, Rovinj.
Photo: Patricia Pocanic,
2026,

vertically slice across the multicoloured surface. Together with another
smaller tapestry [Figure 9], now located near the wellness area, it repre-
sented the artist's new explorations in the early 1970s. Alongside these
works, the wall of the indoor swimming pool still features a mosaic [Fig-
ure 10] by Zlatko Prica, who also created a monumental mosaic for the
House of Socio-Political Organisations. Dusan Dzamonja is represented
by an abstract metal sculpture [Figure 11] placed in front of the hotel.
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The works in the Hotel Eden testify to a continuity of abstract experimen-
tation in interior design, as well as the ongoing collaboration between
Goldoni, Murti¢, Prica and DZzamonja across numerous projects. Unfortu-
nately, the latest renovation, with a new reception area, blocks the view
of Goldoni's work, undermining the original interior concept and its play
of light.

The Jadran hotel company was also responsible for an initiative that fur-
ther sheds light on the process of purchasing and commissioning art for
hotel interiors. During the 1960s, Jadran established collaboration with
artists from the Rovinj art colony, and in 1969 it acquired 670 artworks
(mostly oil paintings and watercolours) to furnish the common areas and
guest rooms of its hotels.** This example illustrates the synthesis of the
arts as a means of supporting artists’ welfare. Many artworks in Yugosla-
via were purchased to secure the social and material position of artists,
who relied on state acquisitions to provide means for living and produc-
ing their work. Although this model was often criticised by profession-
als, who argued that it could compromise the quality of artistic output,®
such initiatives were generally viewed positively because they were part
of a supervised state-managed programme. According to contemporary
newspapers, this purchase was “the largest one-time acquisition of art-
works ever made by a Yugoslav company.”® The acquired works were by
artists such as Vilko Seferov, Ljubo §kr|jug, Stojan Aralica, Ljubo Ivanci¢,
Vasilije Jordan, Zdenka Bali¢, Zora Mati¢, and Bruno Mascarelli.*” The art-
ists were highly satisfied with the collaboration because it provided them
with steady work and financial security, and the company acquired the
artworks at very favourable prices.®® The initiative was praised by Pero
Djeteli¢, a representative of the Republic Secretariat for Education and
Culture, who regarded this as a model of good practice. He emphasised
the secretariat’s view that other companies should invest in artwork be-
cause it offers “the most direct connection to our culture and art."®® The
artists involved in this acquisition constitute the cultural milieu of Rovinj
and were long-term participants in the colony, carrying out several public
initiatives in the 1960s to secure their livelihoods.”® Although such acqui-
sitions could compromise artistic quality and were often motivated by ex-
trinsic concerns (i.e., economic security), they remain significant, especial-
ly given that many uncontrolled direct purchases from artists occurred
simultaneously. Unfortunately, it is not known which works were acquired
or whether they have been preserved.

In Istria and the Kvarner Gulf, several other companies also played a sig-
nificant role, such as Rabac, MoScenicka Draga, Kvarner, and Jadran. For
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some of them - such as the Rabac hotel and hospitality company - the
work of architects such as Zdravko Bregovac played a key role. Bregovac
created numerous examples of tourist architecture that, at the time, pro-
voked strong reactions from professional circles. His work within the firm
Opatija-projekt transformed and innovated tourist architecture through-
out Croatia. As a member of EXAT 51, he upheld the ideal of a synthesis of
all the arts. In many hotels built during the 1960s, he personally designed
the interiors (including the furniture) and actively encouraged and per-
suaded investors to include artworks in hotel interiors.”" In the interiors of
these hotels, he engaged numerous artists, including members of the SIO
such as Aleksandar Srnec, Boris Dogan, and Inge KostinCer-Bregovac.”?

Bregovac's contribution to Opatija’s tourist architecture tradition was the
Hotel Ambasador, built between 1964 and 1966, during the peak of Yu-
goslav commercial tourism.” Designed by the architectural office Opati-
ja-projekt, with the Kvarner hotel company from Opatija as the investor,
and construction carried out by the Jadran construction company from
Rijeka, the hotel is a prominent example of modern architecture.” Its
typology, design, and execution were intended to meet contemporary
tourism standards in both form and function. Classified as an A-category
hotel, it was conceived as a luxurious building for both domestic and for-
eign guests. Its lavish character was further enhanced by a rich selection
of artworks integrated into the architectural design of the interior.

Among the artists involved in designing the interior of the Hotel Am-
basador were Zlatko Bourek, Boris Dogan, DuSsan Dzamonja, Ivo Kalina,
Diana Kosec, Inge Kostincer-Bregovac, Zvonimir Loncari¢, Edo Murti¢,
Sime Peri¢, Ivan Picelj, Aleksandar Srnec, and Milan Vulpe. These were
established painters, sculptors, and designers, most of whom had previ-
ous experience furnishing public buildings during the 1950s and, more
specifically, tourist architecture during the 1960s. With the investor’s ap-
proval, Bregovac selected the artistic collaborators, and the art historian
and critic Boris Vizintin served as the artistic advisor in the selection of
works for the hotel's interior design.”® The artworks created for the hotel
interior served various functions and largely reflected architectural re-
lationships and the intended use of specific spaces. Some of the works,
through their freeform style and relaxed interpretation of content, direct-
ly echoed the function of the areas they were designed for. For instance,
Zlatko Bourek created six panels of black-and-white drawings with a hu-
morous undertone for the aperitif bar interior. Boris Dogan created the
wall painting Leptiri umiru sa suncem (Butterflies Die with the Sun) for the
hotel's Golden Salon - a figurative depiction of butterflies on a golden
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Figure 12.

Zvonimir Loncaric,
mosaic on the wall of the
indoor/winter swimming
pool, Hotel Ambasador,
Opatija, 1966.

Photo: Patricia Pocanic,
2022.

background, linking the salon’s prestigious character with his own artistic
explorations. Dogan also produced a ceramic series of 120 tiles featur-
ing humorous and grotesque culinary elements and themes for the so-
called Red Restaurant. Zvonimir Loncari¢ was the creator of what is today
the only artwork preserved in its original location: a mosaic [Figure 12]
depicting an underwater mythological world, created on the wall of the
indoor swimming pool. His distinctive sense of humour, irony, simplified
elements, and formal synthesis are evident in this work as well, which
thematically relates to the surrounding environment.

The hotel also features several abstract works created by notable repre-
sentatives of abstract sculpture and painting, such as Dusan Dzamonja
and Edo Murti¢, as well as members of EXAT 51, SIO, and the New Ten-
dencies movement, including Ivan Picelj and Aleksandar Srnec. Dzamonja
placed a sculptural composition [Figure 13] on the wall of the bridge-sa-
lon, consisting of repeating chain links and a wooden centre. This simple,
refined, and abstract solution, according to Dzamonja's concept, was in
direct communication with the interior because the positioning of the
work (determined before its creation) allowed for a dance of light and
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Figure 13.

Dusan Dzamonja, relief
in the bridge salon, Hotel
Ambasador, Opatija,
1966. Source: Vanda EkI,
“Likovniki in notranja
arhitektura opatijskega
hotela Ambasador,”
Sinteza: revija za likovno
kulturo, nos. 5-6 (1967).

Figure 14. lvan Picelj,
wall painting in the
restaurant, Hotel
Ambasador, Opatija,
1966. Source: Vanda EkI,
“Likovniki in notranja
arhitektura opatijskega
hotela Ambasador,”
Sinteza: revija za likovno
kulturo, nos. 5-6 (1967).
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shadow. Picelj created a wall painting [Figure 14] for the interior of the
Golden Restaurant on a laminated veneer board, where he repeated a
modular unit of circles intersected by lines growing thinner from the cen-
tre to the edge, which then repeats horizontally and vertically, at right
angles, giving the entire composition a sense of movement. In this way,
Picelj explored programming qualities within the context of the New Ten-
dencies movement. In the night bar adjacent to the sunroom (also known
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Figure 15.

Aleksandar Srnec,
relief in the night bar,
Hotel Ambasador,
Opatija, 1966. Source:
Vanda EKI, “Likovniki in
notranja arhitektura
opatijskega hotela
Ambasador,” Sinteza:
revija za likovno kulturo,
nos. 5-6 (April 1967).

as the dancing area), Srnec covered the wall with a metal relief [Figure
15] made of yellow and grey strips of varying heights. The relief main-
tains Srnec’s post-EXAT research, in which he uses his experience with
geometric abstraction as a tool in considering the analytical dissection of
forms. Depending on the penetration of light into the interior, the relief
dynamically altered the space in various ways. The established painter
and muralist Edo Murti¢ painted the wall in the so-called American Bar
[Figure 16] and also created two oil paintings for the hotel's restaurant.
These are examples of gestural abstraction, in which Murti¢ used strong
brushstrokes and intense colours to complement the ambience intended
for foreign visitors (in both name and function). The idea of a synthetic
integration of art and architecture, as seen in these examples, was also
reflected in product design. Bregovac's vision of the synthesis of all the
arts was reflected in his commissioning of artists for the modern graphic
design (Milan Vulpe), uniforms, and work attire (Inge Kostincer-Bregovac
and Diana Kosec). For the interior furnishings, Bregovac engaged local
craftsmen and sourced electronic devices and furniture predominantly
from domestic, Yugoslav factories.’”®

In addition, copies of renowned Yugoslav medieval frescoes were com-
missioned for the banquet hall and the mezzanine ceremonial hall. These
were created by Sime Peri¢, based on frescoes from Sopocani, Nerezi,
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Figure 16. Edo Murtic,
mural in the American
Bar, Hotel Ambasador,
Opatija, 1966. Source:
CCN-images Archive.

Rakotule, and Beram. This use of a historical narrative within the frame-
work of the modern synthesis of the arts can be attributed to Yugoslav
cultural policy. In the late 1940s and 1950s, copies of medieval frescoes
from across Yugoslavia were made for the newly opened Gallery of Fres-
coes in Belgrade and for Yugoslav medieval art exhibitions abroad in the
postwar years.”” Frescoes, along with other medieval art, played a central
role in the state's cultural diplomacy, and these exhibitions were seen
as a platform to affirm the historical and artistic significance of the art
of the unified people’s republics, as well as the ideological aspirations
of the state.”® Thus, the display of fresco copies from various parts of
Yugoslavia reflects the effort to provide historical legitimacy to the newly
formed socialist state in the eyes of foreign tourists. Examples from the
Hotel Ambasador indicate that high modernism, as well as neo-avant-gar-
de tendencies, programmatic art, and visual research of the 1960s, were
not only intended for the “sacred” spaces of museums and galleries. In
fact, contemporary art could be seen by domestic visitors and, even more
importantly for the state, by foreign tourists. On the other hand, the walls
of the hotel were seen as a platform for the affirmation and presentation
of the state and its history. Modernist artistic language and fresco copies
were both employed to appeal to and “educate” Western tourists, signal-
ling Yugoslavia's modernity and historical importance.
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Figure 17. Boris Dogan, mural in the buffet, Uvala Scott, Kraljevica, 1967. Photo: Patricia Pocanic, 2022.

Artworks were also used to equip numerous hotels in the Kvarner Gulf area, in towns such as Ri-
jeka, Crikvenica, Kraljevica, and Novi Vinodolski, and on the islands. A large number of artists were
involved in furnishing the interior of the award-winning hotel complex Uvala Scott (Scott Bay),
located near Kraljevica. The project was developed by the Civil Engineering Design Institute (GPZ)
between 1966 and 1967, with Igor Emili serving as the chief architect (alongside a team of twen-
ty-one collaborators).” Emili designed a coastal settlement that was both urbanistically organised
and articulated through modernist architecture. He conceived a fully functional town, with small
apartment units at varying levels and with all necessary communal facilities &

To furnish the large number of rooms, the architect and the investor engaged a wide range of
artists. In the central building, the artistic collaborators were Mario Cerne, Boris Dogan, Stevan
Luketi¢, and Sime Vulas.®' Boris Dogan created a polyptych for the café, featuring a narrative
about the life of Alexander Scott (who owned the bay in the nineteenth century) across six panels
using intricate drawing techniques.®? In the buffet area of the central section, Dogan also created
a ceramic wall decoration with marine and mythological elements [Figure 17], which is still pre-
served in the interior. Because the buffet overlooks the sega, the artist aimed to integrate the work
into its surroundings. In the large dining hall, two works were incorporated into the architecture
as sculptural treatment of the wall surface: Sime Vulas created a wall composed of vertically ar-
ranged wooden segments, and Stevan Luketi¢ designed a composition of metal geometric forms
that animate the space through the effects of light and remain remarkably contemporary.t® In the
tavern and at the reception area, sculptural reliefs were created by Vladimir “Vlado” Potocnjak,
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Figure 18. Viadimir
Potocnjak, Pomorski
Cicak (Coastal Thistle),
Uvala Scott, Kraljevica,
1967-1968. Source:
Frankovic¢, “Hotel ‘Uvala
Scott’”

a self-taught painter and sculptor who spent
his entire working life in Rijeka and produced
an impressive number of works in the interi-
ors of public buildings throughout the Kvarner
Gulf region.®* In the tavern, he installed Morsko
dno (Seabed, 1968), a large-scale wooden relief
sculpture (18 m2) made of charred wood, full of
indentations, imprints, shapes, and figures that
form a depiction of the seabed.®> In addition to
this piece, for the reception area Potocnjak cre-
ated the panel Pomorski Cicak (Coastal Thistle,
1968; Figure 18) on Formica sheets.® The two-
part panel features a symmetrically arranged
thistle - a frequent element in his painting and
sculpture, which he explored both figurative-
ly and abstractly, always aiming to evoke the
aged and dried quality of the flower scorched
by the blazing sun.®” In the main reception
area, Zdenko Balabani¢ created a decorative
panel depicting scenes of Rijeka’s bourgeois life, horsemen, and the City
Tower.® In the exclusive club, artworks were created by Bogdan Borci¢,
Boris Dogan, Francina Dolenc, DuSsan Dzamonja, Oton Gliha, Ivo Kalina,
Nives Kavuri¢-Kurtovi¢, Ivan Lackovi¢, lvan Lovrenci¢, Edo Murti¢, Zlatko
Prica, and Josip VeStek.® Each artist interpreted the theme of the white
horse in his or her own distinctive visual approach. Although all the art-
works were based in figuration, they ranged from realistic to abstract
variations. The chosen theme referred to the history of the bay, specifi-
cally the biography of Alexander Scott, who built a summer residence, a
fisherman’s house, and a stable there in the first half of the nineteenth
century. The current fate of these works remains unclear, and at the time
of this research it was not possible to establish their exact condition or
location. The works by Dogan and Luketi¢ appear to have been preserved
within the interior, likely due to their integration into the architecture, and
Potocnjak's work at the reception desk seems to have been partially re-
tained. Nevertheless, the artworks created for the interior of Uvala Scott
stand as a strong example of an attempt at the synthesis of all arts, both
formally and thematically - thus achieving a fusion of art and life, particu-
larly within this architectural concept of a self-contained town.
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Cases of the artistic furnishing of hotel interiors in Istria and the Kvarner
Gulf in the years after the Second World War reflect the socio-historical
and economic circumstances of the period, Yugoslavia's foreign policy,
various modalities of art commissioning, and the role of the state and so-
cially owned enterprises. They also reveal the varied motivations behind
the continuous advocacy for integrating artworks into leisure architec-
ture along the Adriatic coast. Considering the state’s foreign policy and
its focus on international visitors, particularly in the 1960s and 1970s,
the architecture and furnishings of newly built hotels were adapted to
the tastes of modern tourists, primarily from the West. Artworks were
commissioned or acquired through several models: by investors, through
direct acquisitions between architects and artists, or via initiatives by
cultural institutions, local and state authorities, and artists organised
through art colonies.

The artists selected for commissions and acquisitions can be grouped
into three main categories: 1) academy-trained artists connected to a
town in the region of the commission (e.g., the sculptors Josip Dimini¢
and Aleksandar Rukavina completed a series of commissions in Istria; in
Rovinj, works were acquired from artists associated with the Rovinj Art
Colony; and Edo Murti¢ carried out numerous commissions in Istria and
the Kvarner Gulf in the late 1960s, eventually settling there); 2) artists
who established their profile through numerous large-scale state com-
missions for monuments and public institution interiors, such as Dusan
Dzamonja, Edo Murti¢, and Raul Goldoni; and 3) artists, architects, and
designers who were members of groups such as EXAT 51, SIO, and the
New Tendencies movement, and who, beyond commissions, advocated
for the synthesis of all the arts and the integration of architecture and
art according to modern, plastic principles (e.g., Zdravko Bregovac, lvan
Picelj, and Aleksandar Srnec). Although there were some artists outside
these categories, this classification makes it possible to draw several
conclusions. In addition to academy training and public recognition, lo-
cal contacts and personal networks were important in selecting artists.
Furthermore, experience with numerous high-profile state commissions
contributed to their selection. Finally, the choice of artists whose work
was rooted in new, neo-avant-garde approaches to integrating art and life
reflects both the sensitivity of the state and investors to new forms of art,
as well as the working conditions of artists, whose projects could often
be realised only with state support. It is also important to note that the
research does not include the artists’ reflections on state commissions,
except in relation to specific projects they carried out. Nevertheless, it

286



is noteworthy that some artists, such as Dimini¢, Rukavina, Murti¢, and
Dzamonja, recorded artworks created for interiors in their biographies
and catalogues, whereas others, such as Picelj and Srnec, did so to a less-
er extent (though this may reflect individual diligence). However, given
the lack of information and discussion of state commissions in reviews of
their oeuvres, it appears that such commissions were often secondary in
their artistic research priorities. It can be assumed that the involvement
of multiple stakeholders (architects, investors, and authorities) dimin-
ished the perceived value of the artists’ individual contributions.

The motivation for furnishing hotels can be identified in four main pa-
rameters: modern artistic exploration, the humanisation of spaces, state
presentation, and the welfare of artists. In almost all of the examples pre-
sented, the commissioners respected the artists’ modernist expression
(from figuration and abstraction to optical investigations), and it can be
concluded that this artistic freedom was further supported by the desire
to build hotels in line with contemporary, mostly Western standards. Fur-
thermore, the furnishing of hotel common areas, accessible to both local
residents and tourists, as well as the execution of large-scale in-situ works,
attest to the ideological and artistic commitment to the humanisation of
public spaces. This formed part of broader artistic advocacy for the syn-
thesis of all the arts, which intensified in the postwar period in many coun-
tries of the East and West. These efforts were accompanied by Yugoslav
state ambitions to humanise living spaces and workspaces, as well as to
bring art into direct contact with the masses for the purpose of public
enlightenment. The form and content of the artworks largely reflect state
presentation and the connection between tourism and foreign policy. The
need for state presentation is evident in the funding of A- and B-category
hotels, which featured works aligned with modern artistic trends, includ-
ing frequently debated abstraction and contemporary visual experiments.
This was part of the state’s strategy to present itself to foreign visitors
as a nation capable of successfully competing with the Western market.
Comparing these examples with other cases in the interiors of public insti-
tutions (e.g., schools, hospitals, and administrative buildings) in Croatia,”
one can observe that modern art, including neo-avant-garde works, was
generally more widely accepted in leisure architecture, as in the case of
major state commissions for administrative buildings. However, one does
not find examples of socialist realism or themes commemorating recent
history (e.g., the National Liberation Struggle), prominent figures, or specif-
ic events, as is the case in public buildings for larger public use (e.g., hos-
pitals and educational institutions). Nevertheless, ideological ambitions to
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promote fraternity, unity, and a shared historical narrative are evident in
the appropriation and commissioning of ancient and medieval heritage.
In examples such as the commissioning of mosaic replicas in the Plava
Laguna hotels in Porec or frescoes in the Hotel Ambasador in Opatija, the
artworks were selected to reinforce the historical legitimacy of the young
multinational socialist state. The concept of the synthesis of the arts and
state presentation were also reflected in the procurement of materials,
electronic devices, and other equipment, and industrial design, most of
which were sourced from Yugoslav factories, thereby supporting domestic
production and demonstrating its capacity to create high-quality interiors.
Finally, the motivation for furnishing hotel interiors can also be seen in
the ambition to ensure artists’ welfare. Cases such as the Rovinj-based
Jadran Company, which organised and oversaw the acquisition of numer-
ous works from prominent artists associated with the Rovinj Art Colony,
demonstrate how such initiatives served both to secure the quality of the
artworks and to support the livelihood of the artists. For all these rea-
sons, it is evident that the artworks acquired or commissioned for hotel
interiors during the 1960s in Istria and the Kvarner Gulf, and throughout
Croatia and Yugoslavia, reveal a complex intersection of modern artistic
research, humanisation of spaces, state presentation, and concern for art-
ists’ welfare.

This work was supported in part by the Croatian Science Foundation un-
der the project IP-2022-10-9843, Representation, Development, Educa-
tion, Participation — Art in Society in 19th-21st Centuries.
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Povzetek

Umetnost za turisti¢no arhitekturo: umetniska dela,
naro€ena za hotele v Istri in Kvarnerju v Sestdesetih letih
20. stoletja

Na vrhuncu jugoslovanskega mnozi¢nega turizma v Sestdesetih in se-
demdesetih letih 20. stoletja so bili v Istri in Kvarnerju zgrajeni Stevilni
hoteli, turisticni kompleksi in kampi, ki so trajno preoblikovali krajino,
gospodarstvo in vsakdanje Zivljenje lokalnih skupnosti. Razvoj turisticne
infrastrukture je potekal vzporedno z reformami jugoslovanske zunanje
in notranje politike, z liberalizacijo trga ter postopnim sprejemanjem po-
trosniske kulture.

Razvoj turizma v povojni Jugoslaviji in na Hrvaskem je potekal v treh fa-
zah; zadnji dve sta zaznamovali prehod od socialnega h komercialnemu
in mnozicnemu turizmu. V zlatem desetletju hrvaskega turizma, v letih
od 1965 do 1975, so bile ustanovljene organizacije, zdruzenja in revije,
posvecene turizmu in gostinstvy, s Cimer se je spodbujal razvoj zasebnih
nastanitev, hkrati pa tudi komercialnega turizma v okviru druzbenih pod-
jetij. V tem obdobju je turizem postal pomemben instrument moderniza-
cije, kljucni vir tujega kapitala ter izraz ideoloskih in gospodarskih tezenj
jugoslovanskih oblasti.

Dolga tradicija turizma v Istri in Kvarnerju je bila rezultat kompleksnih zgo-
dovinskih procesov, razvite prometne infrastrukture in blizine srednje-
evropskih drzav. Po drugi svetovni vojni so bili na tem obmocju zgrajeni
Stevilni turisti¢ni objekti, obenem pa so bila ustanovljena ali obnovljena
velika hotelsko-turisti¢na podjetja, kot so Kvarner, Jadran in Plava Laguna.
Z vlaganji v hotelske komplekse so ta podjetja odigrala klju¢no viogo pri
razvoju turisti¢ne infrastrukture.

Vzporedno z druzbenopoliticnim in gospodarskim razvojem drzave se je
sistemati¢no uveljavljala ideja sinteze vseh umetnosti - arhitekture, slikar-
stva, kiparstva in oblikovanja -, zlasti v novozgrajenih objektih v druzbeni
lasti. Ta prizadevanja so zajela tudi turisticno arhitekturo ter spodbudila
intenzivno sodelovanje med arhitekti in umetniki, usmerjeno v oblikovanje
celostne umetnine. V povojnem obdobju je drzava postala glavni narocnik
umetniskih del, odkupiin narocila pa so potekali prek drzavnih organov na

zvezni in republiski ravni oziroma prek posebnih komisij in odborov. Po-
membno vliogo so imeli kulturna politika, institucionalizirane oblike kulture
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in zakonski predpisi, ki so dolocali delez investicijskih sredstev, namenije-
nih za financiranje umetniskih del.

Na podlagi tega konteksta ter arhivskih in terenskih raziskav, pa tudi
analize soCasne periodike, so v poglavju obravnavani modeli narocanja
umetniskih del za hotelske interierje, motivi za takSna narocila ter vioga
umetnikov, arhitektov, investitorjev in drzave pri oblikovanju njihovih po-
menov. Poglavje je zasnovano v geografskem zaporedju od severne Istre
proti Kvarnerju, analiziranih pa je vec izbranih primerov: umetniska dela
v hotelu Adriatic v Umagu, hotelih Neptun in Parentium v Porecu, hotelu
Eden v Rovinju, hotelu Ambasador v Opatiji ter v hotelskem kompleksu
Uvala Scott pri Kraljevici. Pri vsakem primeru so predstavljeni osnovni po-
datki in okolisCine gradnje hotela, sledita analiza in interpretacija umetni-
Skih del.

Izbrani primeri razkrivajo vecCplastne pomene, ki presegajo zgolj estetsko
funkcijo umetnosti. Umetniska dela v hotelskih interierjih so bila naroce-
na in odkupliena na razlicne nacine: prek investitorjev, z neposrednim
sodelovanjem arhitektov in umetnikov ali na pobudo kulturnih ustanov,
lokalnih in drzavnih organov ter umetnikov, povezanih z likovnimi koloni-
jami. Med avtoriji, ki so bili angazirani, so bili akademsko izobrazeni ume-
tniki z izkuSnjami na tem podrocju umetnisSkega delovanja, ki so si ugled
zgradili s Stevilnimi drzavnimi narocili, pa tudi umetniki, arhitekti in obliko-
valci, zbrani okoli necavantgardnih umetniskih skupin in gibanj. Motivi za
opremljanje hotelskih interierjev z umetniskimi deli so bili vecplastni: dela
so lahko predstavljala sodobno umetnisko raziskovanje, prispevala k hu-
manizaciji prostora, sodelovala pri reprezentaciji drzave ter umetnikom
zagotavljala ekonomski in druzbeni polozaj. Umetniska dela, narocena in
odkupljena za hotelske interierje v Istri in Kvarnerju v Sestdesetih letih 20.
stoletja, zato pricajo o kompleksnem razmerju med umetnisko produkci-
join drzavo.
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A substantial body of postwar art created for institutional
environments remains hidden in plain sight: in schools, hospitals,
municipal offices, factories, hotels, shops, and other spaces of
everyday life. Some works remain intact, others survive in altered
interiors or as partial material remains, and still others are known
only through scattered archival records, photographs, and uncertain
memories. Many have been
covered, relocated, destroyed
or forgotten, even though they
formed an important part of
postwar public space and visual
culture.

This volume contributes to

the transnational study of art
commissioned for public institutions, a field that remains unevenly
researched across national contexts. The chapters show how
institutions used art to shape their environments and how later
changes in use or ownership affected the works' meanings and
prospects for preservation.





