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LE STANZE DEL VETRO
A joint project of Fondazione Giorgio Cini and Pentagram Stiftung

Venice, Island of San Giorgio Maggiore

13 September 2015 - 10 January 2016
Fulvio Bianconi at Venini
Curated by Marino Barovier
More than 300 works that retrace the creative genius of Fulvio Bianconi, the designer who during the 1950s marked the history of the famous Murano glass factory. 
An innovative graphic designer, illustrator, caricaturist, Fulvio Bianconi (Padua, 1915 – Milan, 1996) was one of the most prolific artists to work in collaboration with the Venini glassware company – especially during the Fifties – designing pieces that would become true icons of Murano artistic glassmaking. The exhibition Fulvio Bianconi at Venini, curated by Marino Barovier, will open to the public on the Island of San Giorgio Maggiore on September 13th, 2015 and will run until January 10th, 2016. It is the fourth exhibition dedicated to the history of the Venini glassware company, organized by LE STANZE DEL VETRO, a long-term cultural initiative launched by Fondazione Giorgio Cini and Pentagram Stiftung devoted to the study and the promotion of the art of glassmaking in the 20th and 21st centuries. 
With over 300 works, the exhibition Fulvio Bianconi at Venini aims to give a comprehensive description of the fruitful and long-lasting collaboration between the artist and the famous Murano glassware company. Fulvio Bianconi arrived in Murano in 1946 to design perfume bottles for the company Gi.vi.emme. He then began his collaboration with Venini, which would continue until the mid Fifties and episodically during the Sixties, and then again between the end of the Eighties and the early Nineties. During all those years Bianconi and Paolo Venini established a fruitful relationship, based on mutual respect and enthusiasm, which led Bianconi to have a strong influence on the production of the glassware company. Bianconi focussed on pieces with sophisticated shapes, characterized by strong colours, designing striking works, some of which sum up the enthusiasm of the “fabulous” Fifties, and later became true icons of Murano glassmaking. 

Thanks to the unprecedented documentation from the Venini Archive and to the collaboration with private collectors, as well as with Italian and foreign museums, the exhibition Fulvio Bianconi at Venini features the complete glass production designed by Bianconi for the Venini glassware company. Many of these works were acclaimed at the Venice Biennale and at the Milan Triennale, as well as at other travelling exhibitions in Europe and the USA during the Fifties, and reveal Bianconi’s extraordinary curiosity and innovative skills, his interest in the use of bold colours as well as his ironic and playful creative nature. 

Among the many works on display visitors will be able to admire the famous fazzoletto vases. This vase – of which several variations were available in terms of dimension, shape and type of glass - was the result of the personal and direct exchange of views between Bianconi and Paolo Venini; the fazzoletto vase was soon acquired by museums of decorative arts worldwide as a fine example of Murano artistic glassmaking. There are also a number of striking series, in particular: ‘Patches’ (a macchie) from 1950, characterized by the abstract decorative patterns in opaque glass that pictorially stand out on the thick crystal glass of the vase; ‘Mermaids and Nudes’ (Sirene e Nudi) also from 1950, in crystal monochrome glass; ‘Holes’ (forati ) from 1951-52, in opaque glass with striking colours, featuring unusual volumes, which are almost like sculptures.
Most of the glass works designed by Fulvio Bianconi show strong - but at the same time calibrated - colours. Particularly well received was the series ‘Patchwork’ (Pezzati), 1950-51, made of multi-coloured mosaic with crystal-clear glass tesserae, combined in different ways and named after cities or continents (Paris, America, Stockholm, Istanbul and Venice). Striking colours denote other magnificent pieces such as the vases with ‘Horizontal bands’ (a fasce orizzontali), 1950 and 1953-56, and those with ‘Vertical bands’ (a fasce verticali), 1950-51, in which the colours are arranged in either a contrasting or modulated scheme, as in the evocative colouring of the ‘Segments’ (spicchi) series, 1953-57. Particularly interesting are the so-called ‘Scottish’ pieces (scozzesi), 1954-1957, which are extremely rare, featuring very vivid fabrics of interwoven glass canes, moulded into innovative and elaborate shapes. 

The ‘Italian carnival figures’ (Maschere italiane) series is surely among Bianconi’s most distintive glass production. The series was exhibited at the 1948 Biennale, featuring about ten playful and ironic figurines in polychrome glass, drawing inspiration from the Commedia dell’arte. Bianconi later added other motifs to the series, ranging from regional costumes to period costumes, from the Pulcinellas of Tiepolo’s paintings to African female figures with colourful dresses in murrine glass. 

On display are also the glass animals (1953 ca.), combining virtuoso Murano glassmaking techniques with Bianconi’s joie de vivre and his extraordinary wit. The lively and slender figurines from the beat series date from the Sixties (1967). 

To coincide with the exhibition Fulvio Bianconi at Venini, Skira will publish for LE STANZE DEL VETRO the first complete “catalogue raisonné” of Fulvio Bianconi’s works for the Venini glassware company, edited by Marino Barovier with Carla Sonego. 

Furthermore, for this fourth exhibition dedicated to the Venini glassware company, film director Gian Luigi Calderone has made a documentary film entitled: ‘La Commedia dell’Arte di Fulvio Bianconi’, which tells the story of the post-war Venini glass production by this versatile, resourceful and prolific artist. The film will be on sale at the bookshop of LE STANZE DEL VETRO. 

As for the previous shows, free guided tours will be offered to the visitors of the exhibition Fulvio Bianconi at Venini (from September 19th, 2015), along with free educational programs for primary and secondary schools (from October 1st, 2015). Also, Sunday outings for families (‘SUNglassDAY’) and a special educational program for young visitors and glass lovers (‘Fuso-Fuso!!’) will be organized. The educational program of LE STANZE DEL VETRO is curated by Artsystem.

Further information about the exhibitions, projects and activities of LE STANZE DEL VETRO is available on the new website www.lestanzedelvetro.org, which has been completely restyled. LE STANZE DEL VETRO is now also on Facebook. 

Concurrently with the exhibition Fulvio Bianconi at Venini, the ‘Glass Tea House Mondrian’ by Japanese artist Hiroshi Sugimoto will be open to the public on San Giorgio Island. The ‘Glass Tea House Mondrian’, adjacent to LE STANZE DEL VETRO, is Hiroshi Sugimoto’s first architectural project in Venice.
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How to reach LE STANZE DEL VETRO:
To reach the Island of San Giorgio Maggiore you can take the Actv vaporetto (water bus) no. 2 to the San Giorgio stop from various starting points: 

San Zaccaria (journey time approx. 3 minutes) 

Railway station (spprox. 45 minutes) 

Piazzale Roma (approx. 40 minutes) 

Tronchetto (approx. 35 minutes) 
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T: +39 041 2710280 
www.cini.it
LE STANZE DEL VETRO
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Biographical notes
Fulvio Bianconi (Padua, 1915 – Milan, 1996), an innovative graphic designer and illustrator, spent his childhood in Venice. At the end of the 1920s he got acquainted with Murano glassmaking and worked on the island as an apprentice in a decorative workshop. He distinguished himself as a talented caricaturist and moved to Milan during the mid Thirties. Thanks to Cesare Zavattini and Dino Villani he entered the world of graphic design and advertising illustration, and thereby came in contact with many companies. He started collaborating with firms such as Motta, and later on with publishing houses like Mondadori, Garzanti (for which he worked regularly until 1975) and Rizzoli. He made frescos for the Galtrucco shops and for the pavilions of the Milan Trade Fair. He also worked for Gi.vi.emme, FIAT, Marzotto, HMV, Pathé, Columbia, Pirelli and Rai. He went to Murano in 1946 to learn more about glass after he was commissioned to design perfume bottles by Gi.vi.emme. Bianconi established a privileged relationship with Paolo Venini, based on mutual esteem and enthusiasm, which led Bianconi to have a strong influence on the production of the glassware company until the mid Fifties and episodically during the Sixties (around 1967), and then again between the end of the Eighties and the early Nineties.

Bianconi occasionally collaborated with other furnaces, and as of 1958 he exhibited his glass works at the Danese Gallery in Milan, part of which were produced at the I.V.R. Mazzega glassware company. During the Fifties Bianconi was a designer for Gino Cenedese & C., and starting from the Sixties for Vetreria Vistosi (1963) and Vetreria Galliano Ferro (1966). He also collaborated with Seguso Vetri d’Arte (1978), Toso Vetri d’Arte (1983) and Vetreria de Majo (1991-92).
Educational programs and guided tours
As for the previous shows, free guided tours will be offered to the visitors of the exhibition Fulvio Bianconi at Venini (from September 19th, 2015), along with free educational programs for primary and secondary schools (from October 1st, 2015). The educational program of LE STANZE DEL VETRO is curated by Artsystem. 

Educational activities
Each class of students will be taken on a guided tour of LE STANZE DEL VETRO to discover the works on display, followed by a workshop, with the support of visual, tactile and multimedia tools, adapted to different age-groups of students.

Students will explore the inspirational potential of glass, the craftmanship and the creative process behind each piece, with particular attention to the colours and details of the works on show, placing them in the historical context of the 1950s.

The complete 2015/2016 educational program of LE STANZE DEL VETRO, with detailed information on the activities for different age-groups, will be available for download from October 1st, 2015 on the website of LE STANZE DEL VETRO at www.lestanzedelvetro.org
Sunday activities for families and young visitors
Sunday outings for families (‘SUNglassDAY’) will resume in November (on the 8th, 15th, 22nd and 29th): a guided tour for adults, teens and children to discover the most interesting aspects of Fulvio Bianconi’s glass work. During these tours young visitors will be involved in special activities.

‘Fuso-Fuso!!’, the special educational program for young visitors and glass lovers, will also resume in November, in the presence of experienced glass masters and designers, to learn more about Fulvio Bianconi’s glass work.
All these activities are free of charge. Advance booking is required.
Please call the toll-free number 800662477 (Monday to Friday from 10am to 5pm) or send an e-mail to: artsystem@artsystem.it. 

Starting on September 19th, 2015 and throughout the exhibition guided tours without reservation will be available on Saturdays and Sundays at 11 am in English and at 3.00 pm in Italian. Detailed information on the activities for different student age-groups, teenagers and families will be available on www.lestanzedelvetro.org from October 1st, 2015.
Pasquale Gagliardi
Secretary General, Giorgio Cini Foundation
At only three years from its foundation, it is already possible to talk of the ‘tradition’ of the ‘LE STANZE DEL VETRO’, so rich and varied has been the range of cultural events organised in the context of this project. In accordance with this ‘tradition’, each exhibition with its corresponding catalogue is prepared and accompanied by a research project. The most remarkable and least visible part of this research activity is carried out by the curator and his closest collaborators and involves the collection, analysis, interpretation and cataloguing of all the information available or obtainable about the production of the artist to whom the exhibition is dedicated; in addition to this, there is the more conspicuous event, an international study symposium during which the most qualified scholars working on the artist analyse his personality and compare and contrast their ideas about the distinctive features of his works. Usually, the reports presented on the occasion of such a gathering are published in the magazines edited by the Istituto di Storia dell’Arte of the Cini Foundation or as essays included in the exhibition catalogue, so that the catalogue — besides being the ‘annotated catalogue’ of the artist’s glass production and an important assistance for visitors to the exhibition — also becomes an autonomous and qualified vehicle of scholarly reflection. 

This is particularly true in the case of Fulvio Bianconi. The exhibition catalogue dedicated to him contains — in addition to the introductory essay by Marino Barovier on the glass pieces designed by Bianconi per Venini, the most precious fruit of the long preparatory work to which I have referred — essays that throw light on the history of the Venini glassworks and Murano glass in general (such as the account of the travelling exhibition Italy at Work in the early 1950s), or which illustrate questions of great importance for the history of culture, such as the role of commissions in the creative process: with regard to this, see the essay by Rosa Barovier Mentasti Le occasioni perdute di Fulvio Bianconi (The missed opportunities of Fulvio Bianconi), which discusses the ability of Paolo Venini to filter and control the ‘chaotic genius’ of Bianconi, correctly directing the creativity of the designer towards a co-herent sequence of collections. 

But, above all, the need for illustrating an eclectic and versatile personality such as that of Bianconi — designer, graphic artist, illustrator, caricaturist — has led the curator to include in the catalogue essays that analyse the intellectual climate that influenced Bianconi’s work (see the acute discussion by Carla Sonego of Bianconi’s relationships with the milieux of the artistic avant-garde in Milan: Munari and abstract art, Fontana and Spatialism), but also essays which have nothing to do with the glass pieces designed by Bianconi for Venini but deal with other aspects of his artistic production, promoting awareness of Bianconi’s achievements in media other than that of glass (see, in particular, the essay by Cristina Beltrami L’innato virtuosismo del Bianconi illustratore — The innate virtuosity of Bianconi as an illustrator). I must express, also in the name of the President, Giovanni Bazoli, and the Steering Committee of the Giorgio Cini Foundation, our great appreciation to Marino Barovier — who has, yet again, curated this exhibition with his usual unremitting care for every detail —, to David Landau — who watches over the ‘LE STANZE DEL VETRO’ with passion and discretion — and to all those who, in their different roles, have contributed to producing an event that has fulfilled all the requisites to remain, like those preceding it, in the memory of each one of us.
Pentagram Stiftung and the Venini exhibitions at LE STANZE DEL VETRO
David Landau 

Pentagram Stiftung

As we reach with Bianconi the fourth instalment of the Venini story in our cycle of exhibitions devoted to this great company, one can start identifying more clearly the common thread among them. We have shown the creations of designers who were, in all possible ways, very different from one another. Martinuzzi was fundamentally a sculptor, an artist of volume, Scarpa the absolute, pure designer, the man of form, and Buzzi the architect or, without in any way wishing to put him down, the brilliant decorator, the man of colour and surface. Bianconi was the illustrator, the witty, lively, reporter of the entertaining or even funny side of life. Each one of them used glass in a completely different way, and bent it to his desires and to his needs. Nothing really binds the works they each made for Venini. And yet, as soon as you see any one of those vases, bowls, plates, figurines, objects for the house, you immediately think of Venini. There is a ‘style’, an elegance, a purity and seriousness of intent, a professionalism and flair in their execution, which altogether makes it inevitable that, however different they are, they cannot but have been made by Venini. And what is that common thread then? Obviously, it is Paolo Venini, the deus ex machina throughout this story, the sure eye, the confident guide, the daring but experienced pilot of this fast-running enterprise. As Paolo Venini grew in confidence after the war, we look increasingly forward to celebrating his extraordinary fruitful and exciting maturity in this and the next exhibition. Bianconi brought a smile back to Venini after the dramatic war years, and Paolo Venini made always sure that it would never turn into uncontrolled laughter. We enjoy the wit, light heartedness, and elegance of Bianconi’s designs with gratitude to him and to Paolo Venini for the gift they have left us.
“Guai a scuminssiar col vero...” Fulvio Bianconi at the Venini glassworks in the 1950s
Marino Barovier

Curator of Fulvio Bianconi at Venini
Murano and the art of glass came almost by accident into Fulvio Bianconi’s life in the immediate post-war years and slotted into his artistic career as a creative opportunity, becoming a passion to which he would constantly devote himself for the rest of his life, with extraordinary results. Born in Padua in 1915 into a family that united a tradition of craftsmanship with a love for music (his grandfather was a cooper and his musical father, in addition to his labour in the workshop, played and taught the horn at the Fenice Theatre), Bianconi, at the age of seven, moved to Venice with his family, where he would live until the first half of the 1930s. In an interview in 1972, recalling how he loved music and colour, but more than anything else, shape, he added: ‘I was six or seven years old and, I remember, I used to look at my grandfather’s casks and tubs, a flat-iron or a napoletana coffee-maker and I would say to myself: one day I too will make something just as beautiful!’.

In Venice he completed his primary education, followed by studies at the Carmini art school, where he learned the basic graphic techniques, exploiting his natural talent and predisposition for drawing. Because of this extraordinary ability of his, when he was about fourteen years of age, he worked as a decorator of glass in a workshop , and was able to count on the support and competence of skilled workers such as Michele Pinto. Afterwards, he followed the courses of the Accademia di Belle Arti.

Having moved to Milan around 1934, due to his meeting with Cesare Zavattini and Dino Villani, he came into contact with the most recent research and developments in the area of graphics and illustration. Here he became fully integrated, exploiting his versatile personality which allowed him to work successfully in fields ranging from shop-window dressing to advertising, for firms such as Motta. 

Among the various contacts supplied by Dino Villani was that with Gi.vi.emme, a perfume and cosmetics firm for which, he began ‘to study pages of advertising [...] tackling the theme of the elegant female figure’, succeeding in a short time in dealing with it ‘as very few others had succeeded before him’. In the Interwar period, Gi.vi.emme commissioned him to participate in the production of a new series of perfumes inspired by the four seasons and to deal with advertising insertions and the packaging and design of bottles to be made in Murano glass, so giving a personal interpretation to the firm’s motto Il bello nella donna è fatto di niente (Beauty in a woman is a thing of nothing). 

Gi.vi.emme’s commission therefore took the artist to Murano (c. 1946), where he had the opportunity of becoming familiar with the furnace of Paolo Venini and deepening his knowledge of blown glass. At Venini’s, which after the events of the war was undergoing reorganisation, he could count on a highly skilled workforce that enabled him to become more confident with regard to the different processing techniques.

Among these, for example, there was the technique which made it possible to obtain very fine ribbing (rigadin and rigadin ritorto) with the use of an open metal mould, which the artist used for the perfume bottles Memory of Spring, Memory of Summer, Memory of Autumn and Memory of Winter. These are not just ‘elegant’ containers but objects with a great decorative impact, designed as artefacts with an autonomous figurative value, almost regardless of their principal function, as the phrase ‘a gift for life’ which appeared in an advertising page would also seem to indicate. Produced in iridised transparent glass, they are in the shape of a stylised female body in a long dress with a headdress-stopper and, according to the scent, vary both in the design and delicate shades of colour.

The direct contact with the world of glass and the Venini glassworks proved to be fundamental for the career of Fulvio Bianconi, an original and enthusiastic artist with a fertile imagination and ‘exceptional versatility’, but at the same time a restless spirit, who became captivated so to speak by the matter of Murano.

‘Guai a scuminssiar col vero, se ti scuminssi nol te mola più’, he declared some ten years later on the occasion of one of his glass exhibitions at the Galleria Danese of Milan in 1958, during which he did not fail to recall his meeting with Paolo Venini, ‘who was able to bring glass up to date, who wanted to make modern glass’. Venini himself was so fascinated by Bianconi’s vitality and creativity that he built up a special relationship with him which led to an exceptional level of cooperation between the two, characterised by a certain continuity up to the second half of the 1950s or thereabouts. Subsequently, even after the death of its founder (1959), during the 1960s and again in the late 1980s, Bianconi produced other glass pieces at the Venini glassworks.

The first results of this partnership were seen as early as 1947, a time at which the presence of Carlo Scarpa, who in the pre-war years had contributed actively to life at the furnace, was diminishing because of his professional commitments, which would soon take over completely. Paolo Venini therefore saw in Bianconi a special partner in a position to capture, to make his own and to bring to the furnace the ferments of renewal animating the artistic milieux of Milan, and also Venice, in which Bianconi moved.

Much more important, however, was the work carried out for the Venice Biennale which in 1948, after a standstill of six years due to the war, resumed its activities with an exhibition devoted to the figurative arts and again presented the decorative art exhibitions which since 1932 had been held in the Venice pavilion. On this occasion also, Paolo Venini opted to participate with non-traditional productions predominantly comprising artefacts of an ornamental kind, some of which were created by the ceramicist Tyra Lundgren (three snakes) and others by Fulvio Bianconi. The principal nucleus of the exhibition was constituted by the twelve Maschere italiane (Italian popular theatre stock characters) by Bianconi which, arranged in groups as if in a sort of toy theatre, occupied a great amount of the space assigned to the firm. Returning to the Murano tradition of glass figurines, particularly fashionable in the 1930s, the artist proposed a playful and ironic reinterpretation, creating a series of characters inspired by the commedia dell’arte. 

The theme, which at the time enjoyed a certain dissemination in artistic circles, was treated freely and with that quasi-caricatural spirit which recurs frequently in the work of Bianconi the illustrator. The characters, produced in lattimo glass and polychrome glass, are not simple reiterations of well established models but are represented, each one in a different position and with a certain nonchalance, in far-from-static poses which seem to communicate the vitality and specific attributes of each of them. 

These results, which continued to be very successful in the following years also, arose from, the excellent understanding that Bianconi had achieved with the master glassmakers, with whom he had established an important relationship based on mutual esteem. ‘To work there in cooperation with the master glassmaker, create a Venetian glass there: this is my great ambition’, the artist would still declare in the late 1950s.

‘Today it is Bianconi who suggests things to Boboli and Ermete, who guides them and uses them as if their hands were his. Yesterday, in the 18th century, he could even have been a Tiepolo’, said Leonardo Borgese in 1949 on the occasion of an exhibition in the Galleria del Naviglio in Milan, where the Commedia dell’arte figurines were also exhibited. The critic was referring to Arturo Biasutto, called Boboli and Ermete Toso, called Faxioloni, outstanding master glassmakers, who put their specific skills at the disposal of the artist, giving shape to his pieces and finding with him the best solutions for executing them. In particular, Boboli devoted himself mainly to the execution of the figurines, succeeding in making himself the interpreter of their author and endowing them with that gestural character and expressiveness desired by Bianconi, to be appreciated in, among other things, the accurate rendering of the little hands. 
The production of figurines, a completely unusual departure for the Venini glassworks, which up to that time, besides the ‘traditional’ repertoire, had only animals and plants in its catalogue, was not limited to the Maschere italiane but was soon extended to other subjects, such as the extremely colourful Musicanti (Musicians) (1948–49); these, as if alluding to an autobiographical theme, depict four band players together with the conductor of an orchestra. To this were added the Mori (Moors) (1948– 49), a series essentially comprising candlestick figurines characterised by a contrast between white (lattimo) and black glass, some of which were inspired by the ‘moretti veneziani’ made of painted wood, generally used as torch holders.

Of an entirely different kind is the small series of fantasy animals, called Chagall, the artist on whom Bianconi seems to have drawn when designing them. Produced in iridised crystal glass, with finishings in coloured glass, these very rare pieces consist of fantasy figures born out of a singular union between elements taken from the animal world and mythology. Among these, one model stands out by having the body of a horse and the head of a cock (Catalogue No. 2924), while in another the design is that of a hybrid between a mermaid and a dancing ballerina (No. 2926).

These artefacts were seen at the important travelling exhibition Italy at Work, held in the United States between 1950 and 1953, where a new collection of figurines devoted to regional costumes was also exhibited. This was a series of little statues in mostly transparent polychrome glass, for the execution of which Bianconi had repeated recourse also to traditional techniques such as glass with zanfirico (twisted filigree) canes with multi-coloured, variously interwoven threads or a rete (net-like), used in some details of the garments and in the execution of the garments themselves.

Produced in quite large dimensions (from 34 to 40 centimetres high), but also in a smaller series (about 25 centimetres), the figurines had been designed as a sort of amusing souvenir for the foreign market. At this event, the Venini glassworks also participated with different variants of the vase Fazzoletto (Handkerchief) (1949–50), destined shortly to become an icon of Venetian glass of the 1950s. The model was born out of the collaboration between Bianconi and Paolo Venini, who had wanted to give a Murano interpretation to the Cartoccio vase designed by Pietro Chiesa and produced by FontanaArte in the 1930s with heat-bending of industrial sheets. With the use of this process, a vase was obtained with a characteristic undulating outline, a form also found in ancient Roman glasswork. 

The first models of this series were the roundish ones without points on the rims, the form of which, very similar to those of FontanaArte, was obtained, first by cutting a sphere in half, after blowing, and then by compressing the walls. After this a specific metal mould with sectors was prepared, using which, and with the help of a palette, the typical movement of the vase was obtained, with folds of different depths. In addition, to individualise the form, models were produced with irregular rims with points just hinted at or with large emphasized points (cf. Nos. 2986, 4215) which gave the piece expressiveness and plastic value, particularly evident in the case of objects in monochrome incamiciato glass (a layer of lattimo glass between two layers of transparent glass) or glass with two colours. Many were the variants of the Fazzoletto included in the catalogue: from small vases used as bonbonnières to ones with an oblong structure and oval base which were produced with various glass techniques such as, in addition to the incamiciato, transparent glass, glass with polychrome canes and, above all, glass with zanfirico canes, which better than others perhaps, evoked the lace and embroidery of Venice.

At Italy at Work some mermaids in blown glass were also exhibited, part of a series of artefacts of a figurative kind, with marine subjects such as mermaids and fish. These artefacts are characterised by a technique made of an applied network of lattimo threads in relief on a transparent surface, usually in greenish glass. The theme of the female body returns several times in the artist’s work. In this latter series (Nudes) and in the two models of bathers shown in the American exhibition, it is tackled openly, while in other productions it emerges through details such as little relief effects suggesting breasts (see pezzati a tessere triangolari — patchwork with triangular tesserae — and merletti — lace work) or with forms suggesting the pelvis and legs (see merletti). Significant examples of Bianconi’s artistic research could also be appreciated on the occasion of the 25th Venice Biennale (1950) in which the Venini glassworks participated with, among other things, a ‘group of glass pieces based on the chromatic fantasies of Fulvio Bianconi’, which once again elicited the enthusiastic appreciation of Giuseppe Dell’Oro and contributed to the winning of the diploma of honour by the firm. Among these works, the series of vases with macchie (patches) is characterised by the abstract decoration in dark amethyst glass — sometimes associated with inserts of coloured glass (red, lattimo, sapphire or green) — which, standing out on the thick transparent glass, give the works a heightened pictorial value. 

These represented the first results of the research that the artist was carrying out on colour — one of the specific aspects of Murano glass — revisiting certain processing techniques to obtain new modes of expression and new glass techniques. Thanks to his repeated presence at the furnace, he had acquired ever more confidence with the material and had been able to familiarise himself with, the work of Scarpa of the early 1940s (like the tessuto [fabric] vases and the vases a fili [with threads] and a fasce [with bands]) and also the drawings sent by Gio Ponti to Venini in 1946 for a series of table services for the firm A.P.E.M..

Developing these investigations in a totally personal way and working on the potentialities of glass with several colours and on possible chromatic combinations, he had designed artefacts characterised by techniques with horizontal bands (No. 4315), vertical bands (No. 4317) and polychrome tesserae variously arranged and/or applied (Nos. 4316, 4318, 4319), which would give rise to as many series. In particular this latter type of technique may be considered as a development of the proposal by Ponti of 1946 for a service of ‘pezzente’ (beggar) glasses and bottle, so called because of the presence of ‘pezze’ (patches) of various colours on the walls of the pieces like the patches that used to be sewn on to threadbare clothes.

Further variations on the theme were to be appreciated the following year (1951) at the 9th Triennale of Milan, which devoted an entire pavilion to glass, designed specifically by Roberto Menghi. In the showcases arranged along the glass wall looking on to the park — where ‘those pieces which [stood] out better due to transparency were put — a well furnished collection of pezzati pieces were to be seen, with multicoloured tesserae constituting the walls of the vases. To produce them, the tesserae, obtained from a cane flattened into a tape and cold-cut, were arranged in a mosaic pattern on a fire stone. Once put into the oven, through the effect of the heat, these became welded together forming a glass technique which then was closed into a cylinder to be worked, with blowing and heat-modelling, according to the desired form. The tesserae in general were quadrangular or rectangular in form, but later some rare pieces were also produced with triangular elements or tiny bits of glass, achieving particularly fascinating chromatic effects.

The originality of the series was not limited, however, to its characteristic technique since with it Bianconi generally associated unusual forms, with a flattened cross-section, particularly irregular and marked by soft lines, sometimes interrupted by constrictions and protrusions. The great success encountered by this type of artefact, above all on the international market, led Venini to increase the variety of models by using designs with a simplified structure, already present in its repertory.

The pezzati were proposed in different chromatic combinations, identified by the names of cities or continents, among which the most famous is doubtless the extremely vivacious Paris (pagliesco, red, green, sapphire). The pictorial rendering and impact of the variant America (pagliesco, yellow, black, green) is also notable, while Stockholm (mole-grey, pink, wine-coloured, aquamarine), Venice (ash-grey, sky-blue, wine-coloured, cyclamen) and Istanbul (yellow, white, mole-grey, violet) are characterised by their delicate colours, with more homogeneous tones. At the Triennale, besides the pezzati, there were also new vases with vertical bands in the execution of which the artist had recourse to two different methods, one providing for the application of coloured canes to the wall, the other where the wall itself was obtained by bringing and welding polychrome canes together, even ones of different dimensions (No. 4407).

A variation on this latter procedure had also led to the production of the scozzesi a canne ritorte vases (Scottish vases with Twisted Canes) (1951), so called because of the characteristic lozenge technique seen through the transparency of the material. Horizontal bands of transparent glass, united using the incalmo technique, marked the series of that name, of which an example could be seen in the display cases looking on to the Sempione Park side by side with Bianconi’s other highly coloured glass pieces. In a third show window, there were other artefacts of a totally different kind: these were glass piece with flowers, with the decoration included in the wall of the piece, where in the majority of cases the figurative theme was treated with great pictorial freedom. 

If in 1951 in Milan examples of figurines with regional costumes, and a Harlequin couple, were also to be seen, much space was devoted at the 26th Biennale of Venice in 1952 to the ‘puppets of Tiepolo’. These were nine new statuettes in lattimo glass, with finishings in black glass, which Bianconi was inspired to design by the Pulcinellas (Punch characters) present in the frescoes of Giandomenico Tiepolo, kept at Ca’ Rezzonico and coming from his villa at Zianigo. At the same time as his study of forms and glass techniques for vases, the artist had continued to devote himself to this kind of production which in 1950, had become enriched by the series of the Months and by the period costumes produced by using, in one case, gilded lattimo and, in the other, ivory-coloured glass combined with black.

Bianconi’s versatility was also evident in the series of vases with perforations (forati) or holes, also called Moore, which, having already been published in the magazine Die Schaulade in December 1951 on the occasion of the Frankfurt Fair, were exhibited at the Venice Biennale of 1952 and, in short, in many of the numerous exhibitions devoted to glass that were held during the 1950s both in the United States and in Europe. The presence of holes in the wall of the vase became widespread in Murano glass productions particularly at the beginning of the decade, very probably also suggested by the work of Henry Moore, exhibited at the Biennale in 1948. On the other hand, as early as the mid-1930s, Dino Martens had produced some works characterised by a hole in the body of the vase for the Salviati glassworks, and had again proposed this detail in the glass pieces for Aureliano Toso from 1950.

The theme, however, was interpreted with great originality by Bianconi because of the way in which he designed ‘the hole’ — of which he varied the size, the number and the position in the body of the piece — the soft but at the same time rigorous lines of the vases and the singular monochrome colours obtained with the transparent layered glass. To a certain degree, this series may be influenced by Nordic design, of which the artist may have taken some account, also on the indications of Paolo Venini who had developed profitable financial relationships with the Northern European market.

In the following years Bianconi designed new series of glass pieces, further developing his research on colours and their possible combinations. For example, the glass pieces with bands of colour wrapped round the wall and covering the entire object, repeating a pre-established chromatic sequence, go back to 1953. The new scozzesi vases, an example of which appeared in January 1954 in the magazine Fortune together with other glass pieces by Bianconi illustrating Venini productions, owe their distinctiveness to the use of variously crossed polychrome glass canes and/or filaments, as though proposing in terms of colour the interwoven pattern of the a rete (netted) series.

While the spicchi (segments) series (1953–57), produced by the heat-joining of broad vertical bands was proposed in faded but delicate shades, the scozzesi with their compound geometric forms (1954– 1957) are characterised by a high degree of chromatic exuberance. To produce them the factory specifically manufactured so-called ‘a fermo’ moulds (moulds in which the glass cannot be turned), producing vases that seem to arise out of a controlled deformation of complex geometric volumes. Because of this appearance, as well as their extraordinary technique combining twisted bands, horizontal bands and a wrapping of lattimo threads, they represent an exceptional synthesis of the artistic experience of Bianconi the glassmaker at the Venini glassworks in the 1950s, based on research and driven by great enthusiasm.
Exhibited Works
Room 1
Fazzoletti, 1949-50
The Fazzoletti (handkerchiefs) series of vases is one of the most characteristic Venini productions of the 1950s, and became something of an icon of Murano glass of the time, particularly internationally. The series grew out of an association between Fulvio Bianconi and Paolo Venini, who had wanted to re-interpret the Cartoccio (cornet) vase, designed in the 1930s by Pietro Chiesa for FontanaArte and executed by the hot folding of industrial glass sheets. Most probably the first Fazzoletti were roundish with tipless rims, the form of which — already present in ancient Roman glasswork and similar to that of the Cartocci of FontanaArte — was produced, first by cutting the blown ball of glass in half and then by compressing its walls. Later, a specific metal mould with separate segments was prepared. With this and with the help also of a palette, the typical undulating movement of the vase was obtained, with folds of differing depth. The greater part of the models are characterised, however, by irregular rims with points either just hinted at or with long accentuated points giving the piece expressiveness and plastic value. There are many variants of the Fazzoletto: from little vases used as bonbonnières, to others with an oblong structure and oval base. They were produced in different glass techniques, such as transparent glass, incamiciato (cased) glass, glass with polychrome canes and, above all, glass with zanfirico (twisted filigree) canes, particularly evocative of the lace and embroidery of Venice.
The Four Seasons Perfume Bottles For Gi.vi.emme, 1947
Between 1946 and 1947 Bianconi designed for Gi.vi.emme (G.V.M.), a Lombard perfume company founded by Giuseppe Visconti di Modrone, bottles for four essential oils evoking the four seasons: Reminiscences of Winter, Reminiscences of Autumn, Reminiscences of Spring and Reminiscences of Summer. The bottles are in the form of a stylised anthropomorphic silhouette based on a narrow-waisted female shape, with a long gown, headdress (stopper) and arms that vary according to the perfume. The four models are also characterised by their delicate shades, each calling to mind the period of the year represented by each bottle: verdognolo (lime-green) for spring, pagliesco (strawcoloured) for summer, amethyst for autumn and silver for winter.
Room 2
Mermaids, decoro a rete, nudes, 1950
During 1950 Bianconi produced a series of artefacts in blown glass of a figurative kind, some dealing with marine subjects (mermaids and fish) — also treated in a playful way — others developing the theme of the female body. Some examples were exhibited successfully at the important travelling exhibition Italy at Work, held in the United States between 1950 and 1953. Many of these pieces are characterised by a technique consisting of an applied netting of lattimo threads standing out on a transparent surface, usually in greenish glass. Other models are noteworthy for the festoons of Phoenician decorations which, like the netting decorations, are also used in vases with soft, simple lines. The theme of the female body is developed by Bianconi through a connected series of variants starting with ‘representations’ of a more realistic kind and moving to pieces with a very basic form, sometimes produced in monochrome transparent glass. In some cases he designs the figure with only the upper part of the thighs, which become a double support base (see for example model No. 4205); in others he eliminates details, working on the theme of the vase with two mouths (No. 4207) but, in particular, on that of the woman-bottle (Nos. 4206, 4209, etc.). These artefacts are characterised by their sculptural value, particularly clear in the figures of bathers, reclining as if lying in the sun.
Room 3
A macchie, 1950
The a macchie (with patches) series of vases was exhibited on the occasion of the 25th Biennale of Venice in 1950. It includes artefacts in transparent colourless glass or in different shades of yellow, with flattened cross-sections, mostly oval, characterized by decorations in dark amethyst glass — sometimes together with insertions of coloured glass (red, lattimo, sapphire or green) — included within the wall. Pieces with abstract decorative compositions also form part of the series, with superimposed macchie and/ or irregular glass filaments, but also vases with motifs of a figurative kind, showing stylised, almost primitive, features (stork, ‘blackstick-figures’, etc.) and in some cases deliberately infantile features (sun/moon), produced in dark amethyst and lattimo glass. Among the subjects are also the master glassmakers themselves, depicted with blow pipe, in a standing position or sitting on their stool, perhaps the artist’s homage to the makers of his glass pieces. In some cases the decoration is developed around the wall of the piece, in others it is on the main face or, in most cases, on two opposite sides. Of particular significance are the vases with decorations of an abstract kind, which are of great pictorial value and testify to the author’s interest in the most significant Italian artistic developments of the 1950s, particularly those taking place in Milan and Venice.
Room 4
A fiori, 1951
The a fiori (‘with flowers’) pieces were exhibited at the 9th Triennale of Milan (1951) and are characterised by their polychrome floral decorations standing out on a thick body. In the series there are some models in crystal decorated by murrine (hot-worked mosaic glass) in the form of lattimo and amethyst daisies, originally designed for a French customer, and others, generally in coloured transparent glass with delicate or faded shades, where the figurative theme is treated pictorially with considerable freedom. In the latter case, the highly expressive decorative composition is obtained by using filaments, murrine and pieces of coloured glass, mostly included within the wall of the piece, sometimes applied to it.
A fasce orizzontali e fasce verticali, 1950-56
The series with horizontal bands includes vases and bottles in coloured transparent glass with the characteristic opaque decoration wound around the piece and included within the wall. These are in general broad irregular bands (from two to four) in a colour contrasting with that of the body, applied in such a way that their extremities overlap. The first examples were seen in 1950 at the 25th Biennale of Venice, while a second series was exhibited in 1956 at the same Venice event. Bianconi also used a similar technique in the pieces with vertical bands which were exhibited at the 9th Triennale of Milan (1951). To produce them he used two different methods, one which involved the application of coloured canes to the wall, the other where the wall itself was obtained by bringing the polychrome canes together and hot-welding them, including canes of different dimensions. In the first case the pieces, usually produced in transparent glass, also feature compound geometric forms, while in the second the artefacts have a softer, more irregular design with the exception of some models with quadrangular cross-sections, where the four walls are composed of as many ‘bands’ of different colours.
A fasce di colore, 1953
The a fasce di colore (with bands of colour) pieces feature a glass technique formed by a succession of irregular horizontal bands repeated in accordance with a pre-established chromatic sequence and covering the entire piece, itself made of crystal. The most common combination of colours was green, sapphire, black and red. To produce this series, characterised also by the rotundity of the forms, designs based on an unusual reconsideration of some pieces already present in the catalogue of the glassworks were used, in addition to original models. Two examples of a fasce di colore pieces, together with others of Bianconi’s glass works, were exhibited at the 12th Triennale of Milan in 1960, on the occasion of the commemorative exhibition dedicated to Paolo Venini.
Room 5
With applied tesserae and pezzati, 1950-54
Among the most evocative artefacts designed by Bianconi for Venini are those featuring glass tesserae, which the artist used in various ways to obtain results of great chromatic brilliance. Among these there are, for example, pieces with variously arranged applied polychrome tesserae, exhibited at the 25th Venice Biennale of 1950, an event at which a first example of pezzato (patchwork) glass was exhibited, where the tesserae themselves form the wall of the piece. To produce these pezzati, which enjoyed public acclaim, the tesserae were first obtained from a cane flattened into a tape and cold-cut, and then arranged in a mosaic pattern on a fire stone. Once in the oven the effect of the heat welded the tesserae together forming a glass pattern, which was then enclosed in a cylinder to be worked, with blowing and hot-modelling, into the desired form. Most of the pieces in the series are in transparent glass, but there are also examples with opaque tesserae made out of canes with a lattimo nucleus. Later some rare pieces were also produced with triangular elements or tiny bits of glass. For the pezzati, Bianconi generally opted for unusual forms with flattened cross-sections, which were particularly irregular and were characterised by soft lines, the latter sometimes being interrupted by constrictions and protrusions. The success encountered by this type of artefact led the Venini firm to increase and diversify its models by using designs with a simplified structure, already present in its stock. The pezzati were proposed in different chromatic combinations, identified by the names of cities or continents (Paris: pagliesco (straw-coloured), red, green, sapphire; America: pagliesco, yellow, black, green; Stockholm: mole-grey, pink, wine-coloured, aquamarine; Venice: ash-grey, sky-blue, wine-coloured, cyclamen; Istanbul: yellow, white, mole-grey, violet).
Room 6
Scozzesi twisted cane (1951), netted (1953-57), with composite geometric forms (1954-57)
One of the first examples of a scozzese (Scottish pieces) is represented by a vase in transparent glass with polychrome twisted canes — exhibited at the 9th Triennale of Milan (1951) — which owes its name to the characteristic lozenge weave seen through the transparency of the material. Much more numerous, however, are the scozzese series with coloured, variously crossed glass canes and/or filaments, standing out on a colourless crystal wall. One of these vases appeared in a photograph published in the American magazine Fortune of January 1954, but many scozzesi pieces were also exhibited internationally in the later 1950s, and enjoyed a notable success. They were produced with various decorations, such as a vase with an orthogonal weave, another one with a decoration formed by the crossing of vertical canes with canes wrapped in a spiral around the body of the piece, and yet another with diagonal and vertical canes. Only a few examples are known, however, of the scozzesi with compound geometric forms marked by decidedly unusual volumetric arrangements and an extraordinary chromatic exuberance, due to the intertwining of twisted polychrome bands and wrapped-round lattimo threads with horizontal bands of coloured glass. To produce them, after the singular polychrome weaves had been obtained, they were modelled by the blowing technique in specifically shaped moulds called a fermo (in which the glass cannot be turned), made to give the vases the required structure.

Forati or buchi, 1951-52
The forati or buchi (holed or with holes) vases owe their name to the presence of one or more holes. The vases are monochrome transparent in compound glass with several layers of colour, allowing for singularly subtle colour effects, identified by equally unusual names (grass, foliage, ocean, plum, etc.). In designing this series Bianconi tackled the theme of the ‘vase with a hole’, also inspired by the work of Henry Moore, which was widely known in Murano at the time. His interpretation, however, was one of great originality, evident in the way in which he designed the particular feature varying its size, number and position in the body of the piece. The artefacts are also defined by their soft but at the same time rigorous forms, which in some cases have a playful appearance. All in all, these pieces show the influence of Nordic design, of which the artist may have taken account following the indications of Paolo Venini, who had established profitable relationships with the North-European market. The series was exhibited in Italy at the Venice Biennale of 1952, but featured repeatedly at international exhibitions, particularly in Europe, where it enjoyed significant success.
A incalmo, 1951
In the design of new glass pieces for Venini, Fulvio Bianconi also wanted to experiment with the difficult incalmo technique (joining of two separately blown shapes while still hot). Using this technique he produced three different models, some of which were exhibited at the 9th Triennale of Milan (1951). They were in transparent glass with three colours united by a double incalmo but, while two of them were geometrical, the third was in the shape of an irregular pyramid. The glass wall was in two colours obtained by uniting two hemispheres under heat, making the rims of the blown pieces, which had the same circumference, adhere together. In the case of a double incalmo the operation was repeated.

Spicchi, 1953-57
The spicchi (segments) series includes some vases and bowls featuring a glass technique with broad vertical bands having variable cross-sections, produced by hot-joining flattened canes of coloured transparent glass, which then formed the wall of the piece. The models are characterised by the softness and roundness of their mostly irregular forms, designed to accentuate the typical movement of the bands that become dilated where the body bulges due to the effect of the blowing. The series, which can be seen as a significant elaboration of the 1951 pieces with vertical bands, was produced with refined chromatic combinations, playing on shades of pink and blue, but also other combinations which had now become codified, like America (pagliesco, yellow, black, green) and Istanbul (yellow, white, mole-grey, violet).
The 1960s
Following his return to Venini in the second half of the 1960s, Bianconi designed and proposed new vases and figurines for the glassworks, which after the death of Paolo Venini (1959) were managed by his son-in-law, Ludovico De Santillana, supported by Ginette Gignous, the founder’s widow. Among the vases was the series Informale, the Sassi (Stones) and the Bigoli (a Venetian type of pasta), artefacts with basic lines but generally fluid and irregular shapes, which interpreted the artistic ferments and the demands of the taste of that decade. In particular, the Informali were obtained by blowing into a special mould described as ‘a fermo’. The design of the pieces suggests a female nude, of which the torso or pelvis is depicted, together with the thighs. The Sassi series includes objects made of blocks of glass that have been shaped when hot and refined after cooling. They have flared bodies, large rounded rims, protruding to varying degrees, and cavities with irregular depressions visible through the transparent material. These pieces are finished by various types of cold work, generally more marked on the body to accentuate the rotundity of the rim, emphasized by a horizontal band. In the monochrome versions, the band is obtained with a different type of groove, in others there is a strip of opaque (red or lattimo) glass included in the wall of the vase.
Merletto, 1953
The little series of Merletto (lace) pieces is witness to Bianconi’s desire to try out a traditional Murano technique like that of glass with murrine, of which he was able to give a personal and refined interpretation, using it to produce pieces with original forms. Apart from a quadrangular bowl, these were anthropomorphic vases, showing in a stylised way sometimes the bust, sometimes the pelvis of the female torso. Their characteristic feature is the precious glass technique with lattimo and crystal murrine, usually included in a wall of crystal glass. For this series Bianconi studied two different types of murrina, one with a ciliate spiral, the other with concentric ‘stars’. It is probable that this series, documented by rare examples and period photographs, never entered the catalogue of the glassworks.
Pietradura, 1951
The pietradura (hard stone) series comprises six vases of varying sizes with a singular flecked glass pattern recalling the streaked appearance of stones such as onyx, agate and lapis lazuli. The impression left by such a technique is close to that of the ancient chalcedony glass, of which there were many Murano reproductions in the 19th century, as documented by those kept in the Museo del Vetro of Murano. Around 1930 Napoleone Martinuzzi, in some pieces for Venini, contributed a new version by designing the mescolato (blended) glass. In the case of the pietradura pieces, the characteristic ‘variegated festooning’ seems to be born of a free interpretation of the Phoenician decoration technique used by Fulvio Bianconi to decorate some of his vases in the shape of a woman. For this reason, in addition to the irregularity of their forms — something they have in common with other Bianconi-designed artefacts (see for example the pezzati) — the series is attributed to the intervention of Fulvio Bianconi who, looking with new eyes at examples of the Murano tradition, obtained glass patterns with original chromatic effects.

Room 7
Commedia dell’arte, 1947-48
The figurines of the Commedia dell’arte (Italian popular theatre) are one of Bianconi’s most characteristic productions for Venini. The series, originally consisting of twelve elements to which the female version of Tartaglia was soon added, was exhibited at the 24th Biennale of Venice (1948), where it was noticeable for its originality. Returning to the Murano tradition of glass figurines, which had been particularly fashionable in the 1930s, the artist proposed a playful and ironic re-interpretation, dealing in a quasi-caricatural spirit with the theme of the maschere (stock characters of the Italian popular theatre), which at that time had been a popular one in artistic circles. These are figurines in lattimo and polychrome glass depicting some of the types in the Commedia almost as acrobats. Bianconi’s point of reference is mostly the character of the Zanni, the wily deceitful servant personified in the Arlecchino (Harlequin) of Bergamo, for example. The latter is depicted both in a standing position and as Arlecchino ginnasta (Harlequin the gymnast) and as accompanied by Arlecchina, his female counterpart. Then there are the Brighella from Bergamo, the Meneghino from Milan, curiously upside down, the Neapolitan Pulcinella and the Sicilian Peppe Nappa. The avaricious Venetian merchant, Pantalone, also belongs to the series with his daughter Rosaura, as do the bespectacled Dr Tartaglia, Capitan Fracassa and Giangurgolo, strangely playing a concertina. Bianconi’s characters are not only a simple reproduction of established iconographic models, for while there is a clear reference to these, he designed them with the utmost liberty, each one in a different position, with attitudes and colours that express the essential vitality of each individual character.
Tiepoli, 1952
The Tiepoli or Tiepolo puppets series are six figurines in lattimo glass, with small detailing in black glass, which Bianconi was inspired to design by the Pulcinellas in the frescoes by Giandomenico  Tiepolo, kept at Ca’ Rezzonico and coming from his villa at Zianigo, near Mirano (Venice). The figurines, exhibited at the 26th Biennale of Venice (1952), have a characteristic cone-shaped hat and a black half-mask with a big nose. They are wearing trousers in rigadin ritorto together with a long jacket which does not hide the hunchback or the prominent belly. The series also includes two little lattimo vases decorated with a black mask which, together with a lattimo balustrade, often appeared in the many period photographs that document the series.
Corridor
Accessories, 1947-50
On the occasion of the 8th Triennale of Milan (1947), Bianconi, acting as interpreter of the wishes of Paolo Venini, who had wanted to protest against what he saw as strictures imposed on the participants to the exhibition, designed some pieces of an exclusively decorative kind, in the form of female and male accessories inspired by the fashion of the 19th century, such as gloves, hats, etc., which were produced in crystal with lattimo finishings, or in lattimo glass. Presumably as a result of this, various models of gloves in lattimo would soon enter the catalogue to be used as table accessories, such as the fruit bowls or flower stands of the same material — made up of a hand holding a little vase — reminding one of ceramic artefacts designed by Gio Ponti. Of a highly ironic kind, on the other hand, are the shoe in black glass and the fan-vase, which were exhibited at the 25th Biennale of Venice in 1950.

Fantasy animals, circus and exotic figurines, 1948-49
The little series of fantasy animals — called ‘Chagall’, after the artist to whom Bianconi seems to have looked for inspiration in their design — includes pieces in iridised crystal with finishings in coloured glass, the form of which is determined by the weird coupling between elements drawn from the animal world or mythology. One of these models, for example, features the body of a horse and the head of a cock (catalogue No. 2924), while another one is a hybrid between a mermaid and a dancing ballerina (No. 2926). Few examples of the series, which is mostly documented by factory drawings and period photographs, have been traced, and few also are the surviving pieces in polychrome glass inspired by circus and exotic themes, which were included in the catalogue in the same period (1948–49).
Moors, 1948-49
The Mori series includes both figurines in polychrome glass depicting servants carrying containers in their hands or on their heads, and candle-holder figurines in lattimo and black or in polychrome glass. Some of the latter are inspired by the 18th-century ‘moretti veneziani’ made of painted wood, generally used as torch holders. To define the clothes and liveries of the candlestick characters, Bianconi in some cases used filaments wrapped around the body of the piece, obtaining a lined bichrome texture, while in others he used the technique of the rigadin (ribbing) or rigadin ritorto (twisted ribbing) to achieve a surface marked by thin ribbing.
Musicians, 1948-49
The Musicanti, which seem to allude to an autobiographical theme, depict four band players together with their conductor, produced in opaque polychrome glass. These are three players of wind instruments and a percussionist — attired, like the conductor, in uniforms — each of these differing from the others by chromatic combinations playing on the contrast between red, green, and sapphire. The series also includes three little candlesticks, largely reproducing in their form the musical instruments of the band.

Regional costumes, 1940-50
These are figurines dedicated to Italian costumes, represented by male and female figures in ‘characteristic’ clothes freely inspired by the towns of Naples, Rome, Florence and Venice and by the regional clothes of Sardinia and Sicily. In addition to these characters, generally produced in fairly sizeable dimensions (from 34 to 40 cm in height), there are also other models of female figurines of a smaller size (c. 25 cm), with unidentified regional costumes. Designed as a kind of souvenir for the foreign market, the statuettes were produced in polychrome glass, mostly transparent, and with the use of traditional techniques such as glass with zanfirico (twisted filigree) canes with multi-coloured and variously intertwined threads or threads arranged in a network, used in some details of the clothing or for the dress as a whole. The use of these processes contributed to accentuating their ‘Venetian’ quality, particularly appreciated internationally.
Period costumes, 1950
This series includes couples of figurines with clothes inspired by the fashion of various periods. Particularly well known are the statuettes devoted to the 16th century, the 18th century, the ‘Empire’ style and the 1850s, which were executed in ivory and black glass. In general these are amusing depictions of characters portrayed in an almost caricatural way, whose clothes are designed with great care and produced with different techniques, with the application also of vertical or horizontal glass filaments or filaments arranged in a network.
Months, 1950
The series devoted to the Months comprises twelve male figurines produced in gilded lattimo (milk glass) with details in opaque polychrome glass. They are dressed in tunics finished with thin rigadin lines, and trousers with lozenges in relief obtained with the ballotton technique, which uses a metal mould with small pyramidal points and a square base. The characters are depicted in positions and attitudes alluding to different periods of the year. In most cases the iconography refers to ‘seasonal’ activities — the harvest (June), grape pressing (October), etc. — or to festivities such as Christmas (December) or Carnival (February), according to ideas that recall certain decorations of Gio Ponti for the Richard Ginori ceramic factory, in particular for the series Four Seasons or the series Bacco (Bacchus). In other cases the depiction of the month is linked to idioms such as ‘Aprile, dolce dormire’ (‘April, sweet sleep’) or ‘Maggio, mese dei fiori’ (‘May, month of the flowers’) or activities such as fishing (July) or hunting (September).
Figurines with tesserae, figurines with murrine, 1953-54
In the early 1950s Bianconi returned to the character of Arlecchino (Harlequin) for the production of new lively figures with faces in lattimo, characterised by clothes in pezzato (patchwork) glass, mostly in the ‘Paris’ variant (pagliesco [i.e. straw-coloured], red, sapphire and green). This series, which includes five different Harlequins together with a Pantalone, was, as an exception, also executed in glass with little triangular tesserae and with an opaque glass technique formed by ‘c’-murrine. Other Harlequins, male and female, however, are defined in particular by the precious and vividly coloured costumes in glass with transparent murrine with oblong motifs and peacock spots or lozenges. The greater part of the latter statuettes also differ by the extreme simplification of the figure and its components. In particular, the face is reduced to a transparent murrina, outlined in amethyst, with the features in lattimo and amethyst. 
African figurines, 1954
Bianconi also used glass with murrine in the series depicting African women of regal appearance. These are six different models of sizeable dimensions (42–45 cm in height) and deliberately primitive-style design, inspired by ebony statuettes, which he interprets using a colour scheme where the female bodies, in black glass, are attired in clothes in glass with murrine, striking both because of their variegated texture and the brilliant chromatic combinations. Every model is differentiated not only by the style and colours of the dress and the posture of the figure but also by the different type of head-dress and hair style studied by the artist with particular attention.
Filigree figurines, 1957
This small series depicts seven characters of different ages produced in glass with lattimo filigree canes used in the various figurines whether in combination with black glass or with lattimo, or with both, achieving singular contrasts between the transparent texture and the opacity of the black glass and the lattimo. In designing this series Bianconi had recourse for the most part to his now consolidated repertoire, using for example the figure of Pantalone to represent a man well advanced in years, while the adult couple seems a reinterpretation of the male and female Harlequins.
Grotteschi, 1957
The series of grotesques consists of six models of figurines in lattimo glass inspired by the deformed statuary in the complex of the 18th-century Villa Palagonia in Bagheria (Palermo). These are three musicians and three other characters depicted standing or seated and for the most part having in common a characteristic head-gear (a sort of cross between a cocked hat and a fur hat) showing a texture with lozenges in relief obtained using the ballotton technique. This technique also defines the long jackets of four of the characters, while the other two are wearing clothes, also deliberately over-long, refined by thin rigadin veining.
Animals, 1954

Towards the mid-1950s, Bianconi enriched the Venini bestiary with different models, among which the series devoted to aquatic birds drawn in simple lines, some parrots and the series of farmyard animals looking happy and high-spirited. In all these cases the pieces are united by the refinement of the glass technique. For the aquatic birds he nonchalantly used both lattimo filigree canes and an original variant of the Phoenician decoration — the ‘fenicio pisegà’ (pizzicato [pinced] Phoenician) — with which he obtained a white undulating variegated texture standing out on the transparent body. Bianconi again had recourse to the Phoenician decoration to allude to the plumage of the other animals, produced in polychrome opaque glass. The cock and hen are an exception, having mostly been produced in lattimo with thin twisted ribbing (rigadin ritorto) and decorated by a multi-coloured thread wound around the body.
Lighting, 1951
Because of the success enjoyed by the glass designed by Fulvio Bianconi, the glassworks featured some of the techniques he adopted also in standard and table lamps. The standard lamps have a glass pattern with vertical bands, horizontal bands — obtained here by the juxtaposition of glass elements in two different colours — and with a decoration of irregular coloured bands. It has not been possible to ascertain if the artist intervened in the design of these models, characterised furthermore by the continuity between the supporting base and the shaft.
LE STANZE DEL VETRO
A cultural project and an exhibition space dedicated to the study and the promotion 

of modern and contemporary glass making.
LE STANZE DEL VETRO is a joint venture involving Fondazione Giorgio Cini and Pentagram Stiftung, a Swiss-based, non-profit Foundation and it is both a cultural project and an exhibition space, designed by New York-based architect Annabelle Selldorf. 

The purpose of LE STANZE DEL VETRO is to focus on the history and the use of glass in 20th and 21st century Art in order to bring this medium back into the center of the attention and discussion within the international Art scene.

The cultural initiatives of LE STANZE DEL VETRO focus not only on contemporary artists who have used glass as their artistic medium, but also on the main producers and on the major glass collections in the world. For this reason, two exhibitions are staged each year until 2021 on the Island of San Giorgio Maggiore. One in the Spring, dedicated to the use of glass in 20th and 21st century Art and Design, the second in the Autumn, dedicated to the talented people who have designed objects for the Venini glassware company in the 20th century. Each annual exhibition of Venini glass is accompanied by a Catalogue Raisonné published by Skira and available at the bookshop of LE STANZE DEL VETRO.

Alongside these initiatives, a series of special, often site-specific projects are organized involving contemporary artists (Swiss artist Not Vital in 2013, and Japanese artist Hiroshi Sugimoto in 2014), who are invited to work with glass, either prefabricated or specially produced by craftsmen from Venice. The result is a large site-specific installation, coupled with the design of a small limited-edition object produced in Murano and sold at the bookshop to support the activities organized and promoted by LE STANZE DEL VETRO.

In addition to this, LE STANZE DEL VETRO has set up a Study Centre dedicated to research in the field of artistic glass, together with a general archive of Venetian glass, a series of scholarships specifically addressed to researchers interested in the topic and a series of seminars, conferences and workshops for scholars and artists interested in the history, technology and development of the art of glassmaking.

LE STANZE DEL VETRO has adopted a model often found in English-speaking countries of free access to museums based on the idea that cultural heritage belongs to the community. That is why the admission to the exhibitions, the tours and the educational activities are free of charge. 
The Glass Study Centre 
In the framework of LE STANZE DEL VETRO project, in 2012 the Giorgio Cini Foundation, as part of its own Institute of Art History and with the support of Pentagram Stiftung, started the Centro Studi del Vetro [Glass Study Center] with the aim of progressively setting up an General Archive of Venetian Glass, which would be at the disposal of the national and international scientific community and would relaunch and enhance the art of glassmaking, particularly that of the 20th Century. 

To do so it is pursuing various activities among which the gradual construction of a General Archive of Venetian Glass – mainly consisting of drawings, designs, correspondences and photographs from the Murano glassworks, to be made available to the scholarly community and for use in developing the art of glassmaking – the creation of a Specialised Glass Library within the art history library; the organisation of periodical exhibitions as well as seminars, conferences and workshops for scholars and artists interested in the history, technology and development of the art of glassmaking.

As of 2014 the Institute of Art History, under the direction of Luca Massimo Barbero, is focusing on building up and making use of its archives, which include some unique items worldwide, and enhancing the Glass Study Centre Library. The archives of contemporary artists active on Murano have recently been acquired and digitised for consultation. The artists concerned are Ginny Ruffner (52 projects), Peter Shire (38 projects) and Emanuel Babled (over 16 large-scale projects). Moreover, the Dino Martens Archive has been digitised for the Aureliano Toso glassworks (345 designs for Biennales, Milan Triennials and international exhibitions such as Brussels, Cairo, etc.) for the period 1940 to 1965. 

Over the next few months the Glass Study Centre will digitise the archive of the artist Vinicio Vianello (1923-1999). A key figure in the “Spatialism” movement, he was a great experimenter with glass (see, for example, his celebrated “Atomici” vases) as well as with lighting and designs, which he exhibited several times at the Venice Biennale and the Milan Triennial; in 1957 he was awarded the Golden Compass. All of the Vianello documentation will be made available for consultation: 323 rolls each containing original drawings, tracing papers and projects, 820 photographs, index cards, reproductions of works, and 14 CDs with the complete press cuttings and publications on his production of art glass.

The forthcoming issues of Saggi e Memorie, a magazine published by the Institute of Art History, will include a new section on the applied arts with the publication of the proceedings from the conferences on Napoleone Martinuzzi and Tomaso Buzzi, organized by the Institute of Art History through the Glass Study Centre. The importance and special role of the Cini Foundation Glass Study Centre is highlighted by the fact it attracts scholars from all over the world and its relations with major international institutions.

The Glass Study Centre Archive and Library are open to the public by appointment, from Monday to Friday: 9.30 am – 1.00 pm; 2.00 – 5.00 pm

