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Lijepe boje su iz ;iste posude
Rumi, Mesnevija, I, 765.
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Beautiful colours come from a clean vessel
Rumi, Mathnawi, I, 765.
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Sve do nedavno, valja priznati, posmatrao sam djelo slikara Ismeta Rizvi`a u svjetlu
teku`e likovne prakse i teorije. To, uglavnom, zna;i da sam njegove akvarele do/ivljavao
kao likovne tvorevine koje su me impresionirale virtuoznim rje[avanjem i transpono-
vanjem motiva. Ismetu Rizvi`u dobro je pristajao epitet majstora, ne samo zato [to je
zaista maestralno slikao svoje akvarele nego i zato [to je njegova umjetnost bila bli/a
umjetnosti starijih majstora. Takvim sam ga razumijevao, znaju`i ne[to o akvarelu, toj
zahtjevnoj slikarskoj tehnici i aktuelnim pojavama u doma`oj sredini i [irem umjetni;-
kom okru/enju. Kao histori;ar umjetnosti, znao sam da Rizvi`evi akvareli ne pripadaju
modernim tendencijama, ;ime se obja[njavalo odsustvo Rizvi`evih radova na referent-
nim izlo/bama savremene umjetnosti. Ako i nije slovio kao avangardni umjetnik, Is-
met Rizvi` je bio omiljeni akvarelist i pejza/ist kod [iroke likovne publike i vlasnika pri-
vatnih zbirki slika. Takav status umjetnika uticao je na sve ve`i otklon zvani;ne kritike od
njegovog rada. Sve [ire prihvatanje, na jednoj, umanjivalo je zanimanje stru;njaka, na
drugoj strani. Razila/enje se pove`avalo i zastor je sve vi[e zaklanjao i lice i bi`e umjet-
nosti Ismeta Rizvi`a. Samo ponekad, u nekom kratkom susretu s umjetnikom, razmje-
njuju`i uobi;ajene rije;i, imao sam osje`aj da me trenutak obavezuje, da njegova blizina
nudi ljudskost, da je ovaj ;ovjek su[ta dobrota. Stoga se poslije, makar nakratko, javljala
mala zebnja, neka sumnja u va/e`e prosudbe. Znam da nisam nikad sebi postavio pravo
pitanje sudova i kriterija koji su se vremenom oblikovali i kao va/ili za njegove akvarele.
Umjetnik i njegovo djelo postojali su na na;in da se, s aspekta savremenih likovnih zbi-
vanja, nije moralo o njemu svakodnevno brinuti. Tako je to ostalo i kasnije. 

Ne znam da li se u tom smislu kod nekog ne[to promijenilo kada se saznalo da Ismet
Rizvi` vi[e nije me]u /ivim. U te[kim trenucima velike patnje i stradanja Sarajeva i Saraj-
lija i cijele Bosne, kad je grad zasipan granatama s okolnih brda, gdje je Ismet Rizvi` ne-
kad odlazio da slika svoje akvarele, za vrijeme sveop`eg pomra;enja, pogibelji i borbe,
Ismet Rizvi` je 9. decembra 1992. godine umro. U vijestima i sje`anjima na umjetnika i
njegovo djelo koje su objavili sarajevski mediji, kroz slike sumorne svakodnevnice, pro-
bijaju se sje`anja na njegove blistave akvarele. U povratku s d/enaze rahmetli Ismeta
Rizvi`a, u sivom danu koji je bio su[ta suprotnost njegovim akvarelima, "trpe`i mezare,
godine, imena i datume, studen i tjeskobu, ;ini mi se", ka/e Had/em Hajdarevi`, "da ovaj
grad, ova magla i posvema[nja bosanska tuga, ovo Sarajevo, te[ko mo/e biti oslobo-
]eno".        U zgusnutom mraku i velikoj tjeskobi zavr[io je svoj /ivot jedan ;ovjek kad je
posvuda ubijana ;ovje;nost, umro je jedan umjetnik boje i svjetla kad se sve pomra;ilo
i postalo crno."Daj, Bo/e, i lijepe i lahke smrti", imali su obi;aj re`i mudri ljudi i prije tog
stra[nog ratnog vremena. Lijepa smrt tada se u ratnom Sarajevu zaista ;inila kao milost
i oslobo]enje. 

Odlazak ovog umjetnika u vremenima kad je dnevno ginulo desetine gra]ana Sarajeva>
djece, ljudi koji se nisu imali kud skloniti, boraca na linijama odbrane grada mogao se
brzo zaboraviti pod utiscima dramati;nih zbivanja. Ali eto, i u takvom vremenu ime
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Popis izlo/bi u prilogu.
str. 320 - 325

Objavljeno u sedmi`nom listu
“Muslimanski glas”,

“Deblokada”, H. Hajdarevi`,
25. decembar 1992.
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It must be admitted that, until recently, I have observed the work of Ismet Rizvi` in the
light of the current visual artistic theory and practice. It, mostly, means that I have seen
his watercolour paintings as the visual artistic works, which impressed me with their vir-
tuoso solutions and a transposition of motifs. The epithet of master suited Ismet Rizvi`
fine not only because he painted his watercolour paintings in a masterly manner, but
also because his art was closer to the art of old masters. I have understood him in this
way, having known something about a watercolour painting, this highly demanding
painting technique and the prevailing occurrences in the Bosnian painting circles and in
a wider context. As an arts historian I knew that Rizvi`'s watercolour paintings did not
belong to the modern tendencies, which could explain the absence of Rizvi`'s works on
the reference exhibitions of contemporary arts     . If he was not known as an avant-ga-
rde artist, Ismet Rizvi` was a favourite watercolour painter and landscape painter among
the wide general public and the private collectors of paintings. Such a status as an artist
also meant that the official arts critics declined more and more to consider his work. The
more he was accepted on one side, it only decreased the experts' interest in him.
Differences became bigger, and the curtain covered more and more both the face and
the essence of Ismet Rizvi`'s art. Only at times, in a short encounter with the artist, hav-
ing exchanged the usual phrases, I had a feeling that the moment imposed upon me,
that his nearness offered humanity, that this man was made of all goodness. That is why,
even for a brief moment of time, a small anxiety about my own judgements came back
to me afterwards. I do know that I have never asked myself the real question about the
judgements and criteria that had been made in the course of time and that meant to be
valid for his watercolour paintings. The artist and his work existed in the way that, from
the point of view of contemporary artistic visual events, one did not have to worry about
him on a daily basis. It remained to be so even later on.

I do not know if something changed in some people when they learned that Ismet Rizvi`
was no longer among the living. In the difficult moments of great sufferings and ordeals
of Sarajevo and the whole of Bosnia, when the City was under the constant barrage of
shells from the nearby hills where Ismet Rizvi` had been going to paint his watercolour
works, during the overall eclipse, danger and fighting, Ismet Rizvi` died on December 9,
1992. In the news and recollections on the artist and his work, which the media in
Sarajevo published, the memories on his gleaming watercolour paintings broke through
the gloomy pictures of everyday sufferings. Having returned from the funeral ceremony
of the late Ismet Rizvi`, in a grey day that was a total contradiction to his watercolour
works, I have remembered the words of Had/em Hajdarevi`, who said that "having suf-
fered tombstones, years, names and dates, cold and anxiety, it seemed hard to imagine
that this town, this fog and ever-spreading Bosnian sadness, this Sarajevo, could be lib-
erated"        .  A man finished his life among the thick darkness and a great distress, when
humanity was killed everywhere. An artist of colour and light died when everything

List of exibitions on
pages 320 - 325

Published in the weekly,
*The Voice of Muslim*

as *Lifting the Siege*
by H. Hajdarevi`

December 25, 1992
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ovog ;ovjeka i umjetnika ostalo je u pameti, iako su zlo;ina;ki komandanti nare]ivali
svojim artiljercima da Sarajlijama "razvuku pamet". U maju 1993. godine dr. Mehmed
Javori`, ortoped u Klini;kom centru Ko[evo u Sarajevu, usred krvavih sarajevskih dana,
ka/e> "{to rat vi[e odmi;e, sve ;e[`e mislim na mog dragog profesora Ismeta Rizvi`a,
koji nam je stalno ponavljao> 'Djeco, vodite ra;una da nikad iza sebe ne ostavite smrdljiv
trag.' U/asan je ovaj rat. Evo, iz ove moje sobe gledam Poljine, gledam topovima u o;i i
ne znam da li `u biti /iv narednog sata, narednog jutra... Radi svoj posao i ne smetni s
uma rije;i profesora Rizvi`a." Tako je ve`ina ljudi koji su imali priliku susresti i upoz-
nati umjetnika imala osje`aj skladnosti izme]u rije;i, djela i same li;nosti umjetnika.
Skladnost se mogla zapaziti, zapa/anje je ostajalo na razini ;injenice koja nije iskori[tena
za osvjetljavanje njegovog slikarstva.

I sam sam imao osje`aj da se mo/e staviti znak jednakosti izme]u rije;i ;ovjek, umjet-
nik, djelo, da te rije;i ;ine jedinstvo koje ni[ta ne naru[ava. Ipak sam svoju pa/nju usmje-
rio prete/no prema stilsko-formativnoj analizi i tuma;enju Rizvi`evog djela. I kao [to se
de[ava svakom kriti;aru kad se na]e u prilici da pregleda i vrednuje /ivotno djelo jednog
umjetnika, bio sam ispunjen izuzetnim zadovoljstvom,  pa i uzbu]enjem. Takva prilika i
takav posao istra/iva;u otvaraju mogu`nost da i sam napravi jedan portret umjetnika
koji `e pru/iti mnogostrana lica i stanja stvarala;kog bi`a umjetnika. I kao [to je
uobi;ajeno u takvim prilikama, pregleda se sve [to je pristupa;no i sve [to je sa;uvano,
od najranijih do posljednjih radova, kako ona zna;ajnija djela tako i male skice, studije,
biografska i bibliografska gra]a. Pregled akvarela po;eo je u novembru 1996. i trajao je
do maja 1997. Otvaraju`i mapu po mapu uredno numerisanih i bri/ljivo slo/enih
Rizvi`evih akvarela, sticao sam sve ve`e po[tovanje prema ovom umjetniku i njegovom
radu. Nakon prvog pregleda velike zbirke akvarela, imao sam op`i dojam o puno`i opusa
i stvarala;koj izda[nosti Ismeta Rizvi`a, a ukazale su se i stilsko-formalne konture  razvo-
ja i nastanka opusa. 

“Trag profesora Ismeta Rizvi`a”
Dr. Mehmed Javori` Java,
“Oslobo]enje”, Sarajevo, 

3. maj 1993.
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became eclipsed and became pitch black. "May the God give us a nice and easy death" the
wise people had used to say even before the horrible war times. The nice death seemed at
that time to be an act of grace and liberation in the besieged and war-stricken Sarajevo.

At the times when tens of children, or the people who could not find a proper shelter, or
the soldiers who defended the town died every day, the death of the artist could have
been quickly forgotten under the impressions of dramatic events. However, even under
such times, the name of this man and artist remained in the mind although the criminal
commanders had given orders to their artillery to "spread the mind" of Sarajevo citizens.
In May 1993, Mehmed Javori`, MD, an orthopaedist in the University Hospital Centre
Ko[evo in Sarajevo, in the midst of terrible and bloody Sarajevo days, said> "As the war
continues, I think more often about my dear professor Ismet Rizvi`, who had used to tell
us repeatedly> 'My children, take care not to leave behind yourselves a smelly trace'. This
is a horrible war... Here, I can see from my room the Poljine Hill, I can see the cannons in
their eyes and I do not know if I am going to be alive the next hour, the next morning...
Do you own work, and never forget the words of professor Rizvi`" . The majority of
people, who had the opportunity to have met and known the artist, had a feeling of har-
mony between the words and works and the artist's very personality. The harmony
could have been observed, but the observation remained on the level of bare fact that
was not used for the illumination of his painting.

I myself had the feeling that the equation signed could be put between the words such
as a human being, artist, and work. These words created a unity that did not disturb any-
thing. Nevertheless, I focused my own attention primarily towards the stylistic and for-
mative analysis and interpretation of Rizvi`'s work. And, as it happens to any museum
expert or a critic when he or she faces the possibility to review and evaluate the life work
of an artist, I felt an extraordinary pleasure. I was even thrilled with excitement. Such an
opportunity and such a task can open up possibilities to a researcher to make, his her,
own portrait of an artist, which can offer the artist's multiple faces and states of his \ her
creative being. As it is customary in similar occasions, one should examine everything
that is accessible and everything preserved, from the earliest to the last works, both the
more important works and the small sketches, studies, biographical and bibliographical
material. The examination of watercolour paintings began in November 1996. It lasted
until May 1997. Having opened a map after map of neatly numbered and carefully fold-
ed Rizvi`'s watercolour paintings, I gained more and more respect towards this artist
and his work. After the first examination of the large collection of watercolour paintings,
I made the general impression about the fullness of his oeuvre and Ismet Rizvi`'s cre-
ative abundance. The stylistic and formal contours in the development of his oeuvre
also emerged. 

“The Trace of Professor Ismet Rizvi`”
by Mehmed Javori` Java, MD,
Daily “Oslobo]enje”,
May 3, 1993
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Svoje prve akvarele Ismet Rizvi` je izlagao krajem pedesetih godina na kolektivnim
izlo/bama Udru/enja likovnih umjetnika Bosne i Hercegovine, iako nije bio ;lanom ove
asocijacije. U;e[`e na ovim izlo/bama, koje su se odr/avale u Sarajevu, Zenici, Doboju,
Bijeljini, Beogradu, potrajalo je i poslije 1961, kada je Ismet Rizvi` zapo;eo studij na Vi[oj
pedago[koj [koli u Sarajevu, na Odsjeku za likovno obrazovanje i odgoj. Za studije na
kojima se obrazuju nastavnici likovnog odgoja umjetnik se odlu;io s malim zaka[nje-
njem jer se ranije bio odlu;io za poziv komercijaliste. Zato je bio zavr[io Trgova;ku
akademiju u Sarajevu i brzo se afirmisao u toj oblasti. Ali dok je rukovodio trgova;kim
poslovima u nekim firmama, imao je potrebu i da crta, slika, pravi karikature, koje
objavljuje u dnevnoj i periodi;noj [tampi. Ovu sklonost Rizvi` je stekao u porodici.
Njegov otac, Husein efendija Rizvi`, bio je vjerou;itelj u osnovnoj i trgova;koj [koli u
Mostaru. Govorio je turski i arapski i bio je poznati kaligraf.

Biti kaligraf zna;ilo je, nekad, posjedovati umije`e likovnog izraza uzvi[enih poruka
Kur'ana, koje su ispisivali u;eni ljudi. Kur'anske re;enice - ayyete - zapise duhovne verti-
kale, neke kratke a neke duge, trebalo je znati slo/iti u kaligrafsku sliku, tako]er lak[e ili
te/e ;itljivu, ali svakako impresivnu  po svojoj ;istoj likovnosti i ljepoti. U milenijskoj pro[-
losti islamske civilizacije gra]ene su velike d/amije, podizani su rasko[ni dvorci i palate,
nastajali su i razvijali se bajkoviti gradovi orijentalne fantazije, postajali pa nestajali u his-
torijskim burama i vremenskim ti[inama. Samo je kaligrafija, arapsko pismo, pismo
Objave, bilo i ostalo simbolom i konstantom Islama i njegove civilizacije i umjetnosti.
Ljepota grafema i slo/enih arabesknih i kaligrafskih slika nastala je u nadahnu`u sveto[`u
i potrebom za estetskim. Zato su kaligrafske tvorevine, sa;uvane u dijelovima ili cjelina-
ma, na gra]evinama, u rukopisima ili levhama, vrhunska ostvarenja umjetnika kaligrafa.

Biti kaligraf tridesetih godina dvadesetog stolje`a (u ;etrnaestom stolje`u po Hid/ri) u
Mostaru ili Sarajevu, u onda[njoj Jugoslaviji, zna;ilo je biti umjetnikom neke stare i
strane umjetnosti ili vje[takom neke stare discipline koja se nije mogla na`i u leksikoni-
ma klasike. Kaligrafija se odr/avala i razumijevala jo[ u starim muslimanskim porodica-
ma, koje su se i same pretapale u novi svijet i prihvatale sve vi[e novu umjetnost. U
mnogim ku`ama pismo Kur'ana ostalo je samo kao pismo vjerske identifikacije. U
mnogim porodicama bilo je jo[ starih rukopisa i dokumenata. Mnogi Bo[njaci su svoj
maternji govor zapisivali arabicom. Na zidovima starih ku`a bilo je jo[ levhi, starih slika.
Dok su se u modernom svijetu mladi umjetnici trudili da se izraze nefigurativnim
jezikom i da oblikuju nepredmetni svijet, na tim starim levhama i u tim starim ku`ama
takav jezik i izraz postojali su ve` stolje`ima. U Sarajevu tridesetih godina, u godinama
Ismetovog dje;a[tva, prvi slikari Bo[njaci sa akademskom naobrazbom iskazivali su svoj
talenat u figurativnim oblicima zaka[njelih evropskih pravaca (sezanizam, konstruk-
tivizam, socijalno-figurativni oblici). Kaligraf tridesetih godina u Mostaru, u Sarajevu, u
Bosni, mogao je biti primjerom /ive likovne apstrakcije i temeljom nekoj novoj apstrakciji. 
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Uobi;ajeno je da se pod
nazivom kaligraf
podrazumijeva poznavalac
nekoliko vrsta arapskog pisma
i koji je vje[t lijepom pisanju i
komponovanju arapskim
pismenima.
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Ismet Rizvi` exhibited his first watercolour paintings towards the end of the Fifties on
the collective exhibitions by the Association of Visual Artists of Bosnia and Herzegovina,
although he had not been a member of this Association. These exhibitions took place in
Sarajevo, Zenica, Doboj, Bijeljina and Belgrade. Rizvi` continued to take part in these
collective exhibitions even after 1961, when he began to study on the Higher
Pedagogical School in Sarajevo, Department for Visual Arts Education and Up-bringing.
The artist opted for the study of Arts teacher somewhat late, since he had already cho-
sen a vocation of sales specialist. He had completed the Trade Academy in Sarajevo and
soon became a prominent person in the field. However, while he was managing sales
deals in various companies, he had an urge to draw, paint, and make the first comic
sheets, which he published in the dailies and in some periodicals. Rizvi` acquired this
inclination in his own family. His father, Husein effendi Rizvi`, was a religious education
teacher in the primary school and the Trade School in Mostar. The father spoke Turkish
and Arabic. He was also a renowned calligrapher.

To be a calligrapher meant, once, to have possessed the skills of visual arts expression of
the venerable Qur'an messages, which had been written or copied by the learned men.
The Qur'anic sentences - ayets - the inscriptions of the spiritual vertical, some of them
short, and some of them long - had to be composed into a calligraphic picture. It could be
read easier or with more difficulty, but it was impressive in its clear visual artistic features
and beauty. The millennia long Islamic civilisation produced great mosques, magnificent
edifices and palaces had been built, dreamlike towns of Oriental fantasies emerged and
developed, but they also disappeared in the historical storms and the silences of time.
Only the calligraphy, the Arabic script, the script of the Revelation remained the symbol
and the constant of Islam and its civilisation and arts. The sanctity and the need for the
aesthetic principle inspired the beauty of graphemes and the complex calligraphic and
arabesque pictures. That is why the calligraphic artefacts, which have been preserved
either partially or as larger wholes, in the edifices, in manuscripts, or in inscriptions
(levha) can be considered as the utmost products by the artist calligraphers.

To be a calligrapher in the Thirties of 20th century AD (or in the Fourteenth century
according to Hijra) in Mostar or in Sarajevo, in the first Yugoslavia, meant to be an artist
of an ancient and foreign art, or the expert in the old craft or discipline that could not
have been found in the lexicon of the Classics. Calligraphy was kept and understood
only in the old Moslem families, who also melted into the new world and accepted more
and more the new art. The Qur'anic script remained in many houses only as the script of
religious identification. Many families still preserved the ancient manuscripts and docu-
ments. Many Bosniaks spoke in Bosnian, but used the Arabic script. There were many
old pictures, or levhas, on the old houses' walls. Whereas in the Modernist world the
young artists attempted to express themselves in a non-figurative language and to

27

Calligrapher – a person who knows
several types of Arabic letters, and
who is very skilled in handwriting
and composition of Arabic letters
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Imati oca kaligrafa moglo je za Ismeta biti va/no barem iz dva razloga. U prvom bi se
mogao potra/iti odgovor o porijeklu talenta Ismetovog, jer ne[to od estetske prirode
oca kaligrafa moglo je biti nekom supstancom Ismetovog dara. U drugom bi se moglo
na`i i [ire zna;enje. U o;evoj okolini, i tamo gdje je pou;avao drugu djecu, i kod ku`e,
gdje je pou;avao  svoju djecu, Muhsina i Ismeta, postojao je ambijent koji je mogao pod-
sticati mlade pouci i radu. Kao i u drugim ku`ama starih porodica i uglednijih ljudi, bilo
je puno predmeta lijepe izrade koje su pravili doma`i majstori, a dosta se donosilo iz
dalekog svijeta. I u ku`i Husein efendije Rizvi`a bilo je i starih lijepih `ilima, tkanih i ve-
zenih mahrama [to su na srgu musandare stajale kao slike, duboreznih tavanica i rafa,
intarziranih vrata i kutija, savatli (graviranog) posu]a i naravno, levhi         i starih rukopi-
sa. Ku`a oca kaligrafa, spolja jednostavna, zaklonjena zidovima avlija i utonula u zelenilu
ba[;i, u svojoj nutrini bila je puna uzora lijepog i plemenitog, ljudskoj prirodi potrebnog.
Ku`a kaligrafa Husein efendije  bila je prva [kola i odgojili[te mladom Ismetu. Njegov ta-
lenat imao je podsticaje u najranijoj mladosti u kulturi /ivotnog prostora gdje je vizualna
ili likovna kultura bila u harmoniji sa duhovnom kulturom. Ta dva ;inioca razvoja umjet-
nika Ismeta Rizvi`a, likovno i duhovno, oba u jedinstvu prisutna u ku`i oca kaligrafa,
pokaza`e se kasnije, bila su presudna za njegovu odluku da postane likovnim peda-
gogom i slikarom.

Na Vi[u pedago[ku [kolu Ismet se upisao ujesen 1961. To su bile godine kada je Hakija
Kulenovi`, akademski slikar i [ef Odsjeka za likovno obrazovanje i odgoj, ve` bio uveo
nove metode u nastavi likovnog odgoja po uzoru na francusku [kolu u Sevreu. Po[to je
napu[tena stara nastava crtanja koja je sputavala djecu u slobodnom izrazu, trebalo je
obrazovati nastavnike koji bi morali podsticati dje;ije stvarala[tvo u skladu s uzrastom
i psiho-fizi;kom razvijeno[`u djece. Na Odsjeku za likovno obrazovanje i odgoj stu-
denti u toku studija rade i akvarel - tehniku kojom se i djeca u nastavi ;esto slu/e. Ismet
je u tom dijelu programa studija na[ao i osjetio svoje mogu`nosti. Brzo se istakao
me]u studentima, upravo na zadacima koje su oni realizirali tehnikom akvarela (mrtva
priroda, figura, portret, slobodna kompozicija) pa se uspjelim radovima nametnuo
profesoru Kulenovi`u kao perspektivan umjetnik i saradnik u nastavi. Bilo je to vrijeme
velikog poleta u oblasti nastave likovnog odgoja, posebno u osnovnoj [koli, gdje su se
ubrzo pokazali izvanredni rezultati. Djeca su lahko prihvatila novi koncept predmeta i
metode rada, nalaze`i u tom predmetu prave mogu`nosti za svoj izraz. Crtali su i slikali
slobodno, smjelo, svojim osje`ajem. Oslobo]enom ma[tom djeca su oblikovala
neobi;an, novi svijet. U isto vrijeme, o;ekivalo se od nastavnika da otkrije i prepozna
;esto vrlo sa/ete i simboli;ne oblike dje;ijeg izraza. Izlo/be dje;ijih radova postale su
zanimljive likovnoj publici. Za likovnog pedagoga rad sa djecom zna;io je i njegovo
identificiranje sa ovim spontanim i iskrenim svijetom. To je bio izazov i za Ismeta
Rizvi`a pa se, umjesto rada na katedri, opredjeljuje za rad sa djecom.

Levha pisana na staklu - talik
koju je izradio Husein efendija Rizvi`
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shape non-representational world, such a language and expressions have existed for
centuries on those old levhas and in these old houses. In the years of Ismet's childhood,
the first Bosniak painters with the education completed in the Fine Arts Academies
expressed their talent in Sarajevo of the Thirties in the figurative forms of the delayed
European movements (Cesannisme, Constructivism, social and figurative forms). A cal-
ligrapher in the Thirties in Mostar, in Sarajevo, in Bosnia, could have been the example
of the living visual artistic abstraction, and the fundament for a new abstraction.
To have a father calligrapher might have been important for Ismet from, at least, two rea-
sons. The first one could, perhaps, offer an answer about the origin of Ismet's talent, since
something from the father calligrapher's aesthetic nature could have been a substance of
Ismet's gift. One could find the broader meaning in the second one. In the father's sur-
roundings, both there where he had taught the other children, and at home, where he
used to teach his own children, his sons Muhsin and Ismet, there was an ambience that
could instigate the young towards the learning and work. Like in the other old families'
houses, and those of the people of stature, there had been a number of artefacts, which
the local masters had been making. Many things were brought from abroad, from fara-
way countries. The house of Husein effendi Rizvi` also had old and beautiful carpets (kil-
ims), woven and embroidered kerchiefs, which stood like picture on a long bar (srg) hanging
on a carved wooden wardrobe (musandar), carved wooden ceilings and shelves (rafa), inla-
id doors and boxes, engraved (savatli) dishes made of copper, and, of course, levhas
and old manuscripts. The father calligrapher's house, simple from the outside, covered
by the yard's (avliya) walls and sunk into the green drapery of gardens, was full of original
beautiful examples, so necessary to a noble human nature. The house of Husein effendi,
the calligrapher, was the first school and the learning place for the young Ismet. His talent
had been supported from the earliest days of his youth in the living space culture, where
the visual artistic culture was in concord with the spiritual culture. It would turn out later
on that these two factors in the artistic development of Ismet Rizvi`, the visual artistic and
the spiritual ones, both present in unity in the house of his calligrapher father, had been
crucial for his decision to become an arts teacher and a painter.

Ismet enrolled into the Higher Pedagogical School in autumn 1961. These were the
years when Hakija Kulenovi`, the Academic painter and the Head of the Department of
Visual Arts Education and Upbringing, had already introduced the new methods in
teaching of visual arts, after the model of the French school at Sevres. Since the old fash-
ioned teaching of drawing, which had prevented the children from a free expression,
was cancelled, the teachers should have been taught in order to incite the children's cre-
ativity in accord with their age and psychophysical development. In the Department for
Visual Arts Education and Upbringing, in the course of their studies, the students
learned the watercolour technique. It is the technique that the children frequently used
during the visual arts classes. Ismet found himself in this part of his studies. He felt his

On the opposite page –  a levha
made by Husein effendi Rizvi`
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own potentials. He soon excelled among other students when the tasks were given
where the watercolour technique was supposed to be used (still life, figure, portrait, free
composition). His successful works imposed himself upon professor Kulenovi`. Ismet
was to become his teaching associate and the perspective artist. It was the time of great
enthusiasm in the field of visual arts teachings, in particular in primary schools, where
some extraordinary results were soon achieved. The children accepted easily the new
concept of this course and its working methods. They found in it the true potentials for
their own expression. They drew and painted freely, uninhibited, courageously, with the
full emotion. The children created the unusual, new worlds in their liberated imagina-
tion. At the same time, the teacher was supposed to discover and recognise often com-
pressed and symbolic forms of the children's expression. The exhibitions of children's
works appealed to the public that went to the visual arts exhibitions. Working with chil-
dren meant for an arts education teacher his own identification with this spontaneous
and sincere world. It was the challenge for Ismet Rizvi`, and, instead of opting for the
theory, he chose to work with the children.
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Karijeru nastavnika likovnog obrazovanja i odgoja Ismet Rizvi` je razvio u osnovnoj [koli
u Saburinoj (ranije O{ "Ivan Cankar"). Tu je radio od 1963. do 1982, kad se kona;no
odlu;io da djeluje kao samostalni umjetnik. Tokom dvije decenije rada u osnovnoj [koli
izveo je dvadeset generacija mladih, prate`i ih kroz nekoliko godina u vi[e odjeljenja.
Ismet je zna;ajan dio svog /ivota i rada posvetio tom mladom svijetu, ;ine`i ga sretnijim
i plemenitijim i upu`uju`i mnoge na stvarala;ki put.

U po;etku, za Ismeta je nastavni;ki rad bio va/niji i zahtijevao je od njega puniji svako-
dnevni anga/man koji ga je, istina, ispunjavao zadovoljstvom. {to je vrijeme odmicalo,
ne[to zbog reducirane nastave likovnog obrazovanja i odgoja u vi[im razredima
osnovnog obrazovanja, a vi[e zbog ja;anja osje`aja vlastite stvarala;ke vokacije, odnos
u zna;aju pedago[kog i stvarala;kog rada po;eo se mijenjati u korist drugog. Ono prvo
zanimanje postajalo je uobi;ajeno i nije vi[e tra/ilo veliku energiju, koju Ismet usmjera-
va prema slikanju. Postepeno se oprema, nabavlja ono [to je bilo najpotrebnije za rad. U
tim [ezdesetim godinama jo[ se osje`ala oskudica u dobrom slikarskom materijalu, ali
se ve` tada putovalo u druge zemlje, gdje su Rizvi`evi, Ismet i Mubera, tra/ili prodavnice
u kojima su se, sretni, lomili u nedoumici [ta da uzmu od izobilja> lijepih kistova koje su
birali, nje/no probavali na svojoj ruci. Tako i boje, kartone, pera, olovke. Evo jednog izvo-
da iz zapisa o njihovom putu u Italiju. "U Italiju smo i[li svake godine i to u prolje`e bismo
obi;no boravili samo u njoj, a u jesen smo i boravili i prolazili kroz Italiju za neko dalje
odredi[te", pri;a Mubera. "Pro[li smo je od njenih najplodnijih krajeva - Lombardije, do
najsiroma[nijih, Sicilije. Od Trsta je put vodio prema Veneciji. U Veneciju smo dolazili
svake godine dva puta i odsijedali u Venezia-Mestre, u pansionu  'Paris', u kojem smo
takore`i imali svoju sobu. Po;elo je to negdje od 1971, kada je pansion bio mali i neu-
gledan, vlasni[tvo jedne simpati;ne porodice> otac, majka i sin. Kako je turizam napre-
dovao, svake sljede`e godine bilo bi ne[to novo dodato u pansionu, tako je malo-poma-
lo prerastao u lijep i moderan hotel, a sin je postao gazda. Otada pa svake naredne
godine bili smo tamo rado vi]eni gosti. I u najve`oj turisti;koj sezoni imali smo sobu i
preno;i[te. Ujutro bismo kolima kretali za Veneciju, gdje bismo u velikoj gara/i ostavili
auto i vaporetom dolazili do San Marca. Obi[li bismo San Marco, razmijenili novac pa do
‘Testolinia’.         Ulazak u ‘Testolini’ bio je uvijek popra`en malim aplauzom od osoblja
trgovine, jer smo kroz dugi niz godina postali stari znanci.To su bili prijatni susreti.
Sandro, pa Mario, ljubazni mladi`i, kao i svi ostali. Trgovina je uvijek bila dobro snab-
djevena materijalima i sve [to bismo kupili ostavljali bismo do nave;er, kad bismo se
vra`ali u hotel. I to se tako ponavljalo danima, sve do kona;nog povratka,  kad bismo
svratili da ih pozdravimo, a oni da nama za/ele sretan put. Isti takvi susreti ponavljali su
se i u Venezia-Mestre, gdje je “Testolini” tako]er imao svoju dobro snabdjevenu  radnju.

Prodavnica sa slikarskim
materijalom
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Ismet Rizvi` developed his career as a primary school arts education teacher in the Primary
School "Saburina" (it had been formerly known as "Ivan Cankar Primary School"). He wor-
ked there from 1963 to 1982, when he finally made a decision to become an independent
artist. In the course of two decades in the primary school, he taught about twenty genera-
tions of the young people, having followed them for several years in a number of classes. Is-
met devoted a considerable part of his work and life to the young generation. He wanted to
make them all happier and nobler, and he directed many of his pupils to the path of creativity.

At the beginning, the teaching load was more important for Ismet. It was demanding
and asked him to dedicate to ithis full energy, but it filled him with content. As the time
passed, partly because the number of arts education classes became somewhat redu-
ced in the upper primary school grades and more because of his own feeling of creative
vocation, the creative work began to prevail over the education one. The first vocation
became routine one and did not ask enormous energy that Ismet has directed towards
painting. He gradually equipped himself and purchased what was the most necessary
for work. In the early Sixties, a shortage of good painting material was still felt. Luckily,
travels were possible abroad, where the Rizvi`s, Ismet and his wife Mubera, sought
shops where they were happy what to choose from a variety of nice brushes that they
selected and tested gently on their hands. The same happened with colours, canvases,
cardboards, styluses, and pens. Here is an excerpt from their travel to Italy. "We went
every year to Italy. In spring we just went there, whereas in the autumn we would stay
longer and went through Italy towards some other destination", retells Mubera Rizvi`.
"We covered the country from its most fertile lands in Lombardy to the poorest ones in
Sicily. The road went from Trieste to Venice. We came twice a year to Venice. We used
to stay in Venice-Mestre in a pension house De Paris, where we almost had a room of our
own.  It all started in 1971 when the pension was small and plain. The owners were a kind
and nice family> a father, a mother and a son. As the tourism developed, something new
was added every year to the pension. Gradually, it emerged into a nice but modern hotel,
and the son became the owner. From that period on, we were dear guests there. Even in
the peak of tourist season we had our room and bed. Every morning we would go by our
car to Venice. In a big garage we would leave our car, and on a small ferry (vaporetto)
reached the Plaza of San Marco. We would go around San Marco, changed the money,
and then walked to the Testolini .      The shopkeepers always followed our entrance in
the Testolini with a small applause, since in the long period of years, we had become old
acquaintances. These were the nice encounters with Sandro and Mario, kind young
men, as well as with all the others. The shop was always well stocked with materials.
Everything we bought was left until the evening, when we headed back to our hotel. It
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The artist materials shop
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Iako smje[tena u malom du`anu, isto tako dobro opskrbljena, naro;ito sitnim materi-
jalom, priborom za crtanje i slikanje, bila je i  'Cartoleria Accademia', situirana uz galeri-
ju Accademie, vlasni[tvo jedne stare gospo]e i kasnije njenog sina, sa kojima smo isto
tako bili dobri znanci." Sa izabranim materijalima      , kao s dragocjenostima, vra`ali su
se u svoj atelje. Po;etna neopremljenost vidi se i na ranim akvarelima, koji se mogu
ozna;iti kao najstariji i bez signatura. Budu`i da je postao rano svjestan ograni;enja onih
lo[ih akvarel-boja i papira neke doma`e proizvodnje, umjetnik je polagao veliku pa/nju
na opskrbu kvalitetnim materijalima. Atelje Ismeta Rizvi`a podsje`a zato danas na
radionicu, na ateljee starih majstora, u kojima se moglo na`i sve [ta bi zatrebalo maj-
storu u njegovom radu. U ateljeu, kad se pregledaju samo palete raznih oblika i veli;ina,
akvarel-boje najpoznatijih svjetskih proizvo]a;a, talijanski, francuski i japanski papiri,
buketi kistova u `upovima, ;ovjek ostaje zadivljen tom puno`om od pribora, alatki,
materijala koji i sami nude sliku o umjetniku, njegovoj velikoj ljubavi i posve`enosti
slikarstvu akvarela. Nekad, stari majstori su imali svoje brojne u;enike, koji su im poma-
gali u radu. Slika ateljea danas i stanje u ateljeu Ismeta Rizvi`a podsje`aju na neku ku`u,
radionicu, atelje, biblioteku-galeriju, u kojoj su dugo i vrijedno radili ljudi. A tu su radili
umjetnik i njegova supruga Mubera, koja je bila i njegov saputnik na mnogim putovanji-
ma po svijetu, i po zemljama Istoka, i po zemljama Zapada. Mubera je postala Ismetov
saradnik na mnogim poslovima u ateljeu, gdje se u ateljeu-radionici radilo sve>
odr/avanje, priprema pribora i materijala, spremanje i opremanje akvarela. Samo, kad je
Ismet slikao, Mubera se ;inila ne;ujnom i nevidljivom. 

Ismet Rizvi` nije ;esto izlagao. Na izlo/bama Udru/enja likovnih umjetnika Bosne i
Hercegovine, u kojemu je ;lanom postao 1963, izlagao je na ve`ini redovnih izlo/bi, ali
u;e[`a na izlo/bama u mjeri koju pokazuju podaci o njegovim kolektivnim i samostal-
nim izlo/bama u zemlji i inostranstvu, dozvoljavaju tvrdnju da je slikarstvo bilo njegova
neprekidna preokupacija. Isto tako, sada se to vidi po velikom  opusu, velikim dijelom
rasutom po brojnim privatnim zbirkama u zemlji i vani, da se Ismet ve` na po;etku svoje
slikarske karijere opredijelio za tehniku akvarela. Istina, u umjetnikovom opusu ima
zna;ajan broj pastela i crte/a, ali sve to je malo kad se uporedi s obimnom zbirkom
akvarela. Ismetovo opredjeljenje za akvarel datira od vremena gimnazijskih dana, a kas-
nije i na studiju, [to je uo;io i podr/ao njegov profesor Hakija Kulenovi`. Ne[to kasnije,
Kulenovi` je u katalogu Ismetove samostalne izlo/be u Ferrari napisao>" Ismet Rizvi` se
bavi jednom klasi;nom, u na[e vrijeme gotovo zaboravljenom, disciplinom akvarela.
Njegovi akvareli odlikuju se izvanrednom lako`om i svje/inom izraza, nadahnutim
osje`ajem atmosfere i svjetlosti i besprijekornom akvarelskom tehnikom... Rizvi` je
izuzetna stvarala;ka li;nost ne samo po izuzetnom opredjeljenju za tehniku akvarela,
nego kao slikar koji nagovje[tava romanti;nu renesansu ove plemenite likovne disci-
pline." Sli;nu konstataciju nalazimo u dnevnoj [tampi, poslije prve samostalne izlo/be
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H. Kulenovi`, predgovor u
katalogu samostalne izlo/be
Ismeta Rizvi`a, Ferrara 1970.

Popis materijala na str.377
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was repeated a day after a day until the final return, when we would come in to say good
bye, and they bid us farewell. The same encounters happened also in Venice-Mestre,
where the Testolini also had a well-stocked shop. Although situated in a small shop, the
Cartoleria Accademia, located next to the Academy Gallery was well supplied with the
small material and the drawing kit. An old lady and her son were the owners. We were
also good friends with them."  They returned to their atelier with the materials select-
ed as with the real treasures. The initial lack of equipment could be seen in the early
watercolour paintings, which could be denoted as the oldest ones and without signa-
tures. Having become aware very early about the limitations imposed by the bad water-
colours and papers made locally, the artist paid a particular attention for a procurement
of the quality materials. Ismet Rizvi`'s atelier today is reminiscent of a workshop, of the
old masters' ateliers, where one could find everything necessary to the master during his
work. If one would only glance at palettes of different shapes and sizes, the watercolours
manufactured by the most famous world manufacturers, the Italian, French and
Japanese papers, respectively, bundles of brushes in pots in the atelier, one remained
astonished by the fullness of materials, tools and equipment that can offer themselves a
picture about the artist, his great love and dedication to the watercolour painting.  At
times, the old masters had a number of pupils who helped them in their work. The pic-
ture of the atelier today, and the situation in Ismet Rizvi`'s atelier, reminds of a large
house, workshop, atelier, library and gallery where the people used to work diligently
and for a long time. It is the place where the artist and his wife Mubera worked. Mubera
was his companion during many travels all over the world. They visited both the coun-
tries in the East and in the West. Mubera became Ismet's associate in many tasks in the
atelier, where everything was done> a maintenance, a preparation of kit and materials, a
removal and finishing details on the watercolour paintings... Only when Ismet was paint-
ing, Mubera seemed to be invisible and inaudible.

Ismet Rizvi` did not exhibit often. He became the member of the Association of Visual
Artists of Bosnia and Herzegovina in 1963. He took part in the most of the Association's
regular exhibitions. However, as the available data could show, his participation in the
collective and individual exhibitions at home and abroad, allowed a claim that painting
remained his permanent preoccupation. It could also be seen in a large oeuvre scat-
tered mostly throughout numerous private collections in the country and abroad that
Ismet had opted for the watercolour technique from the very beginning of his painter's
career. It is true that there are a number of pastels and drawings in the artist's oeuvre,
but, when compared to the considerable amount of watercolour paintings, everything
else appeared to be small in numbers. As we have already seen, Ismet's choice for water-
colour painting could be traced, to, his student days. His professor Hakija Kulenovi`
observed his talent and supported him. Years later, he wrote in the catalogue for Ismet's
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Ismeta Rizvi`a 1964, godinu dana nakon [to je diplomirao na Vi[oj pedago[koj [koli> "U
sarajevskom umjetni;kom krugu mladih likovnih stvaralaca akvarel nije u/ivao gotovo
nikakvu podr[ku i, izuzev Rizvi`a, nema pristalica... U slu;aju Rizvi`a on nije sporedna
ve` osnovna i jedina preokupacija slikara a ne povremeni pratilac realizacija u ulju, tem-
peri, gva[u."

Za[to je Rizvi` odabrao ovu staru slikarsku tehniku i za[to je ostao tako dosljedno vezan
za akvarel u godinama kada su mladi umjetnici tragali za novim sredstvima i novim
oblicima izra/avanja| Odgovor daje umjetnik> "Ne znam kada i kako sam po;eo, ali se
sje`am da sam akvarel, kao svoju tehniku, zavolio rano, kao dje;ak,        i da sam se njime
intenzivnije bavio jo[ kao gimnazijalac. Ranije se smatralo da akvarel plijeni samim svo-
jim medijem. Me]utim, nije to tako. Akvarel kakav  ja nastojim i /elim da napravim je slo-
jevit a ipak prozra;an i ne zadr/ava se samo na jednostavnom i lahkom bilje/enju ve`
ima pretenziju slike sa svim njenim osobinama."

36

M. Karamehmedovi`,
Povratak akvarela, “Oslobo]enje”,

novembra 1964.

P. Mikuli`, Plavi bi;evi vedrine,
Svijet, 7. maj 1976, 13.

Iz ladice, u svojoj zubarskoj
ordinaciji, sada pokojni
gospodin Mirko Komosar ,
pru/io mi je po/utjelu kovertu
sa ove tri male sli;ice. Kako re;e,
stajale su tu blizu 23 godine,
a dobio ih je na dar od mog
supruga, koji je jo[ kao
gimnazijalac vrlo ;esto dolazio u
njegovu galeriju.
Mubera Rizvi`
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From a drawer, in his dentist’s
office, now late Mr. Mirko

Komosar, gave me a yellowish
envelope with these three small
paintings. As he said, they were

kept in there 23 years. He had
recived them as a gift from my

husband, who had been coming to
his gallery from his school days,

Mubera Rizvi`

exhibition in Ferrara, Italy, the following> "Ismet Rizvi` undertakes a classical discipline
of watercolour painting, which has been almost forgotten in our time. His watercolour
paintings are extremely light and fresh in their expression. They bear an inspired feeling
of atmosphere and light and a perfect painting technique... Rizvi` is an exceptional creative
person, not only because of his choice of watercolour paintings, but also a painter who
foreshadows a romantic revival of this noble visual arts' discipline"     .The similar statement
could be found in the daily newspapers after Ismet Rizvi`'s first independent exhibition. It
took place in 1964, a year after he had graduated from the Higher Pedagogical School. "In
the Sarajevo Circle of young artists, the watercolour painting did not almost have any sup-
port. Except for Rizvi`, it really does not have any supporters, but in Rizvi`'s case, it is not a
subsidiary but the basic and the painter's only preoccupation..."

Why Rizvi` chose this ancient painting technique and why did he remain so thoroughly
tied to the watercolour painting in the years when the young artists sought the new
means and the new forms of expression| The artist himself gives an answer> "I don't
know when and how I began, but I do remember that I fell in love with the watercolour
painting as my own technique very early, as a boy,        and that I worked in it when I was
in a Grammar School. It had been thought earlier that the watercolour painting could
appeal with its very medium. It is not so. The watercolour painting I try and want to make
is composed of many layers, yet it is still transparent. It does not refrain itself to a mere
and light recording, but it pretends to be a painting with all its features".
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P. Mikuli`, Blue whips
of brightness, “Svijet” Magazine,
May  7, 1976, p.13.

H. Kulenovi`, Introduction to 
the Catalogue of Independent
Exhibition by Ismet Rizvi`,
Ferrara , Italy, 1970

M. Karamehmedovi`, 
*A Return of Watercolour* 
Daily *Oslobo]enje*,
November, 1964
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Akvareli nastali na po;etku umjetnikove karijere slikani su u ne[to slobodnijem reali-
sti;ko-impresionisti;kom maniru i jedva da su se odvajali od radova [kolskih zadataka.
To pokazuju najstariji akvareli> mrtve prirode, vaze sa cvije`em, pejza/i, vedute grada.
To pokazuju i nazivi akvarela u katalogu prve samostalne izlo/be 1964.  (Ulica u no`i,
Oblaci nad gradom, Ispod Trebevi`a, Aleja u jesen, Sat i ru/e...). U tom  ranom razdoblju
Rizvi` se opredijelio za akvarel, ali jo[ nije bio izabrao predmet svojih akvarela. Moglo bi
se re`i da u tim najranijim akvarelima preovla]uje [ire zahva`ena tema pejza/a koju
umjetnik, ve` nakon prvih godina izlaganja, pro;i[`ava i reducira na bitno. To prepozna-
vanje bitnog pokazuju akvareli malog formata, ali sa [iroko i panoramski zahva`enim
predjelom u kojem umjetnik sve vi[e reducira i uklanja druge sadr/aje pejza/a. Najprije
prestaje zanimanje za arhitektonske motive, gradske vedute, dok za figurativne sadr/aje
nikad nije  imao interesa (sl.21, 23, 22). Kad slika ove motive ili ;istu prirodu, upotreb-
ljava boje bliske lokalnom tonu, jer umjetnik te/i prepoznati karakteristi;nu zelenu
gamu bosanskog pejza/a, kao i bogatstvo njegovih oblika. Tada je, dr/e`i se nekog
odre]enog motiva, izjavio> "Mislim da sam u njima dao jednu svoju vlastitu viziju Bosne,
sa svim onim njenim nemirom, prirodom u stalnom pokretu, arhitekturom koja nesta-
je. Tu se negdje ma[ta udaljila od onog posmatranog, negdje je bli/a, neki su radovi
nastali direktnim posmatranjem, a neki su pravljeni na osnovu sje`anja, skice. {to je
sje`anje dalje ono je sve neodre]enije i blje]e a poetsko upravo i po;inje tamo gdje
sje`anje i[;ezava."       Ubrzo potom, Rizvi` unosi nove elemente> atmosferu, fluidnu kom-
ponentu pejza/a kojom se stati;nost i fizi;nost pejza/a pokre`e i pejza/ ;ini /ivljim.
Fluidi otada postaju bitnim elementom slike i najzahvalnijim i najpoznatijim ;iniocem
akvarelske strukture. Uo;iv[i ovakve mogu`nosti akvarela na jednom nizu akvarela
manjeg formata,  Ismet Rizvi` se usmjerava prema ovakvim likovnim problemima, koje
`e otkrivati u pejza/u i koji `e postati prostorom i fenomenom prirode uop`e. 

Akvareli [ezdesetih godina ve` pokazuju  otklon od prvobitnog opredjeljenja i tematskog
i problemskog tra/enja. Bilo je to vrijeme kad se Ismet jo[ znao uhvatiti u zamku nekog
motiva sa starom arhitekturom, ali i tada krajolik sa rijekom, vegetacijom i nebom posta-
je najva/nijim motivom i inspiracijom. To pokazuju brojni primjeri. Akvarel Poleglo drve-
`e (sl. 37), nastao oko 1970, ozna;ava zrelost u tom nastojanju i pro;i[`avanju. U ovoj
fazi, krajem [ezdesetih godina, Rizvi` je uklonio ve`inu deskriptivnih elemenata motiva,
slobodnije transponuju`i predio. Predio nije postavljen na tradicionalan na;in, slijedom
pojma predjela po logici geostatike. Va/nije od toga je [to pejza/ni elementi, drve`e,
grane, stijene, nebo nagovje[tavaju jedan novi koncept slike pejza/a, odnosno prirode.
U sljede`oj fazi, krajem [ezdesetih i po;etkom sedamdesetih godina, Rizvi` je u;inio
novi korak u pro;i[`avanju i tematskom odre]enju. Tada se  potpuno oslobodio urbane
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The watercolour paintings made in the beginning of the artist's career had been painted in
a somewhat freer realistic and impressionistic manner. They could be hardly distinguished
from the works, which were the usual school assignments. The oldest watercolour painti-
ngs showed this tendency> still life, vases with flowers, landscapes, town views. The titles of
watercolour paintings in the catalogue for the First independent exhibition in 1964 also
showed it (Street at Night, Clouds over a Town, Under the Mount Trebevi`, Autumn Lane,
Clock and Roses...). Rizvi` opted for the watercolour painting in this early period, but he did
not yet choose the topic of his watercolour paintings. It can be said that a wider topic of
landscapes was dominant in the earliest watercolour paintings. The artist clarified and re-
duced his interest on the essential features after the first years of exhibiting his works. The
small format watercolour paintings show the recognition of the essential, but the artist re-
duces more and more other topics in his landscapes with his attitude to paint a wide pano-
rama of the tract.  He lost interest for the architectural motives and town views first, where-
as he never displayed any interest for figurative topics (Paintings Nos. 21, 23, 22). When
he paints these motives or a pure nature, the artist uses the colours near to the local tone,
since he tries to recognise the characteristic green colour in the Bosnian landscape, as well
as the richness of its forms. At that time, having stuck to a certain motif, he said> "I think
that I have given in them my own vision of Bosnia, with all its restlessness, the Nature on a
constant move, the vanishing architecture. The imagination distanced itself somewhere
from the observed things, it is closer there, and some works emerged after a direct percep-
tion, whereas the others had been made after the memories and sketches. As the memory
goes farther, it becomes more indefinite and paler, and the poetic quality begins there where
the memory fades away"        . Soon, Rizvi` introduces the new elements> atmosphere, a fluid
component of landscape, which sets its static, physical features in motion, and makes them
more vivacious. From that time on, the fluids became the important elements in the paint-
ing. They were the most appropriate and most famous element in the watercolour structure.
Having seen such watercolour potentials in a number of small format paintings, Ismet Rizvi`
concentrated on such visual artistic problems. He would discover them in a landscape. They
would become the space and the phenomenon of Nature in general.

The watercolour paintings in the Sixties display his removal from the initial choice and
the thematic and problematic search. It was the time when Ismet could still be caught in
a trap of a motif with the old architecture. Even then, the landscape with a river, vegeta-
tion and sky became his most important motif and inspiration. Examples abound. The
watercolour Flattened Trees (Painting No. 37), painted around 1970, denotes maturity
in his effort and purification. Towards the end of the Sixties, Rizvi` removed a majority
of descriptive motif elements in this stage. He transposed the tract more freely. The
tract was not placed in a traditional manner, where the logic of geostatics defines the
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spisak ukradenih slika na
str. 368 - 376

tematike. Takvo pro;i[`avanje koncepta moglo bi se dovesti u vezu i sa pojavama u
onovremenoj bosanskohercegova;koj umjetnosti, gdje je bilo primjera neke obnove
pejza/izma i duha neoromantizma. Interesovanje za pejza/ i za vrijeme dominacije no-
vih tendencija u savremenoj umjetnosti mo/e se razumjeti kao vid otpora umjetnika jed-
ne sredine prema pojavama uniformnosti i internacionalizacije jezika. Ili jednostavno,
kao vid vegetiranja jedne jake tradicije. U svakom razdoblju bilo je manje ili vi[e umjet-
nika koji su bili privu;eni magi;no[`u bosanskog krajolika.

Gledaju li se pejza/i Ismeta Rizvi`a, moglo bi se pomisliti da se opet radi o jednoj vrsti
romantizma, idili;ne /udnje za pribje/i[tem u prirodi bez tragova civilizacijskih naplavi-
na. Jedan nemali broj akvarela mogao je nastati u tom duhu, u radosti umjetnika kad
takve motive vidi, stvarno ili u svojoj imaginaciji. Kao i mnogi klasi;ni pejza/isti 19. sto-
lje`a, pravio je bilje[ke i skice u pejza/u, a svoje akvarele slikao je u ateljeu, izvode`i iz
jedne bilje[ke mnoge slike krajolika. Takvi Ismetovi akvareli nudili su radost susreta i
vi]enja te ;iste prirode. Slika izgubljene ljepote i otkrivene ;iste prirode privla;ila je
mnoge poznavaoce umjetnikovog slikarstva. Me]utim, pogled na ukupan opus ovog
umjetnika dozvoljava i druga;ije razumijevanje njegovih akvarela i njegove vizije
prirode. Smije se, uvjeren sam, govoriti i o jednoj vi[oj relaciji ;ovjeka i prirode. Ta relaci-
ja postaje sve uo;ljivija [to se vi[e prati razvoj umjetnika, rast opusa, dvojenje i mno/enje
oblika. Ovu fazu mogli bi ilustrovati akvareli kao [to su Predio krajem ljeta (sl. 39),
Planinski predio I (sl. 52), Razgovor u prirodi (sl. 38), Tri stabla (sl. 40) a potom i drugi,
zamalo druga;iji> Pejza/ iz sna (sl. 51), Predio u magli (sl. 374).

Ve`ina ovih akvarela predstavljaju pejza/ sa jo[ ;vrstim oblicima tla, stabala, kro[anja, a
svi su bliski po gami zeleno-zemljanih tonova, koji dominiraju i zadr/avaju se kao stanje
neposrednog do/ivljaja lokalnog tona. Tonovi zeleno-zemljane game razvijeni su u svoj
svojoj [irini pa se ima utisak da umjetnik /eli pokazati beskrajne mogu`nosti zelene ska-
le, kojom pro/ima i oblikuje sve sadr/aje krajolika. Na ovim akvarelima, ovim zelenim
tonovima, umjetnik nekad podvla;i plasti;nost oblika, nekad rasplinutost zelenih struk-
tura, kad njima sve protapa i pro/ima. Nekad se trudi da i u najsitnijim potezima sa;uva
;istotu nanesenog vodeno-zelenog tona. U svakom slu;aju, primjeri akvarela iz ovog
dijela opusa predstavljaju umjetnika koji je na[ao i odredio predmet istra/ivanja,
dovode`i akvarel na razinu ;istog likovnog jezika.
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issue of area.  It is more important to observe that the landscape elements, such as trees,
branches, rocks, sky, foreshadow a new concept of landscape painting and nature.
In his next stage, towards the end of Sixties and in the beginning of the Seventies, Rizvi`
made a new step towards the purification and thematic determination. It was then that he
liberated himself fully from urban topics. Such a conceptual purification could be con-
nected with the occasions in the then Bosnian-Herzegovinian art, where there were exam-
ples of a renewal of landscape paintings and the spirit of neo-Romanticism. The interest for
the landscape, even during the domination of new tendencies in the contemporary arts,
could be understood as a kind of resistance by the artists from one country against the uni-
formity and internationalisation of language. Or, simply, they could be seen as the aspect
of mere vegetation of a rather strong tradition. In every period, there were some artists,
who, more or less, had been inspired by the magic quality of the Bosnian landscape.

If one looked at Ismet Rizvi`'s landscapes, one could think that this was yet another kind of
Romanticism, an idyllic yearning for a refuge in the Nature without any traces of civilisation
artefacts. A number of such watercolour paintings could have been made in this spirit, in
the artist's joy when he sees such motives, either in reality or in his own imagination. Like
many classical 19th century landscape painters, he made notes and sketches in landscape.
He painted his watercolour works in his atelier, having taken out of a single note many
landscape paintings. Such Ismet's watercolour paintings offered a joy of meeting with the
nature and his acute observations. The picture of the lost beauty and discovered pure
nature attracted many connoisseurs of the artist's paintings. Nevertheless, a view of the
entire artist's work permits a different understanding of his watercolour paintings and his
vision of nature. I am convinced that one can speak about a higher relationship between a
human being and nature. Such a relationship becomes more obvious if one follows the
artist's development and the multiplication of his paintings. This stage can be illustrated by
the watercolour paintings such as A Tract Towards the End of Summer  (Painting No. 39),
A Mountainous Region I (Painting No. 52), A Conversation about Nature (Painting No. 38),
Three Trees (Painting No. 40), and, afterwards, slightly different> A Landscape from a
Dream (Painting No. 51), and The Tract in Fog (Painting No. 374).

The majority of these watercolour paintings represent a landscape with still shapes of soil,
trees, and treetops, and they are all close to each other because of the gamma of green and
earthen-like tones that happen to be domineering. They are kept as the state of immediate
sensation of a local tone. The green and earthen-like gamma tones have been developed in
all their width, so one has the impression that the artist wants to display the endless possi-
bilities of the green scale that shapes and suffuses all the landscape contents. The artist
sometimes underlines the plasticity of shape on these watercolour paintings, on these
green tones, and, sometimes, he emphasises the evanescence of green structures, when
he suffuses and waters everything with them. In any case, the watercolour paintings from
this opus represent the artist who has found and determined his topic of research, having
brought the watercolour painting to the level of pure visual artistic language.
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U sljede`oj fazi, koja se odvija u vrlo intenzivnoj djelatnosti krajem sedamdesetih godi-
na, umjetnik se odvaja od zelene skale lokalnog pejza/nog tonaliteta i ulazi u fazu slo-
bodne imaginacije i kolorizma. I to se postepeno de[ava u [irokom rasponu akvarela i
drugih rje[enja. U ovoj fazi vide se zapravo dva toka. U oba se deskriptivnost motiva
znatno transformira u slobodnu i ma[tovitu sliku predjela koji se vi[e ne mo/e  povezi-
vati sa odre]enim pejza/om. 

U jednom nizu akvarela ovog vremena i ovako slobodno interpretiranih pejza/a vidi se
nova paleta, koja se sastoji iz odnosa plavo-zelenih tonova. Ovu novu gamu hladnih
tonaliteta pokazuju Stari panj (sl. 54), Unutarnji pejza/ II (sl.58), Kamenjar I (sl.55),
Zelena stabla u [umi (sl. 56), Svitanje (sl. 57), Zalazak sunca (sl. 121) i mnogi drugi. Na
ovih nekoliko primjera vidljivo je, osim nove game, da se predio udaljio od svoje reali-
sti;nosti. I [to se umjetnik vi[e udaljavao od realnog pejza/a, a pribli/avao svom
"unutarnjem" pejza/u, sve vi[e se zamje`uje pokrenutost pejza/nih struktura, pa se slika
pejza/a sve vi[e doima kao centar nekog vrtlo/enja. Pravougaona forma akvarelskog
papira postaje ekranom nekih obojenih maglina, koje najprije s periferije bri[u deskrip-
tivni crte/, a zatim rastapaju ;vrste strukture, koje sa svih strana te/e stapanju u
sredi[njem vrtlogu. 

Ovu formalnu promjenu nije te[ko zapaziti i ona, istina, ima svoje mjesto u evoluciji stila
umjetnika, jer je to zapravo prvi poku[aj umjetnika da napusti klasi;no poimanje
akvarela i da se uputi u istra/ivanje nepoznatog. Ali to nepoznato nije samo nepoznato
u smislu likovne forme. To je bio trenutak kad je umjetnik, izgleda, predio kao fenomen
likovnosti na[eg odre]enog  prostora i podneblja po;eo razumijevati u smislu simboliz-
ma, u duhu "geografije simbolizma", u kojem se ogledaju neke razine vertikale geografi-
je simbolizma. Stupiv[i u predjele vode, zemlje, rastinja, neba i svjetla, umjetnik se prib-
li/io viziji svijeta i Univerzuma starih mudraca po kojima je to elementarno, vidljivo, onaj
sredi[nji dio geografije simbolizma koji oni nazivaju Srednji zapad, u kojem su vidljiva
nebesa, gdje je mije[ano svijetlo i tamno. Prostor i stanje izme]u Istoka ili ;iste svjetlosti
i Zapada, svijeta tmine i materijalnosti.

Pored ovih akvarela u zeleno-plavim tonovima, u drugom nizu akvarela iz iste faze
umjetnik je uklju;io i gamu jakih toplih, do plamenih tonova oran/a, /ute i sijenske
crvene. {to se ti;e samog motiva i pejza/nih elemenata, mo/e se uo;iti sli;na transfor-
macija i slobodna interpretacija, nekad mirnija, a nekad burna i plamena. Nova gama
jarkih toplih tonova u nekim akvarelima pokazuje stanje nekog tihog sagorijevanja
svekolikog svijeta. Takve prodore, pro/imanja, sjedinjenja ili borbe vodeno-vatrene i
zemljano-floralne prirode pokazuju akvareli> Senzibilna jesen (sl. 83), Rujna jesen
(sl.85), Rana jesen (sl.84).  Nekad se ove pojave iskazuju u eksplozijama, u /estokim
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In the next stage, which happened in a rather intensive activity towards the end of the
Seventies, the artist detached himself from the green scale of local landscape tonality and
entered the stage of a free imagination and colourism. It happened gradually within a
broad scope of watercolour paintings and other solutions. The descriptive nature of motif
transformed in both cases into a free and imaginative picture of tracts, which could not be
connected with any specific landscape.

In a series of watercolour paintings from this period and the freely interpreted landscapes one
could see a new palette that was comprised from the relationship between the blue and green
tones. This new gamma of cold tonalities could be seen in The Old Tree Stump (Painting No.
54), Interior Landscape II (Painting No. 58), Stony Landscape I (Painting No. 55), Green Trees
in the Woods (Painting No. 56), Daybreak (Painting No. 57), Sunset (Painting No. 121), and
in many others. In these few examples, except for the new gamma of tones, one could see that
the tract distanced itself from its realistic features. The more the artist moved away from the
real landscape, and came closer to his own "internal" landscape, the more one could see a
movement of landscape structures, so the picture of landscape appeared to be more and
more a centre of a whirl. The rectangular form of watercolour paper became a screen of
coloured foggy structures, which, firstly, effaced the descriptive drawing from the outskirts,
and dissolved the solid structures that wanted to be fused in the central whirlpool.
It is not difficult to notice this formal change. It is true that it has its rightful place in the evo-
lution of the artist's style. It was, in fact, the artist's attempt to abandon the classical under-
standing of watercolour painting and to go into the research of unknown. However, the
unknown is not just unknown in the sense of visual artistic form. It was the moment when
the artist, so it seems, began to understand the tract as a phenomenon of visual artistic
quality of our own space and surroundings in the sense of symbolism, in the sense of a
"geography of symbolism", where some levels of verticals in the geography of symbolism
could be reflected. Having entered the regions of water, earth, vegetation, sky and light, the
artist became closer to the vision of the world and Universe of the ancient sages. They
thought that this was elementary, visible, central portion of the geography of symbolism,
which they named as the Middle West, where the skies were visible and where the dark and
light mingled. It was the space and state between the East or the pure Light and the West,
the world of darkness and material features. 

In addition to these watercolour paintings in green and blue nuances, the artist included, in
the other series of watercolour paintings from the same stage, the gamma of very warm
nuances, which sometimes became the inflamed tones of orange, yellow and Sienna red.
As for the motif itself and the landscape elements, one could observe the similar transfor-
mation and the free interpretation. Sometimes, it was rather calm, and, at times, it was
stormy and full of flames. The new gamma of bright warm colours displays in some water-
colour paintings the state of quiet combustion of the entire world. Such breakthroughs of
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goru`im rasplinu`ima, [to ilustruju neki akvareli, kao Jesenji pejza/ s liticama (sl.92),
Jesenja simfonija (sl.93), Lebde`i predio II (sl.94). Sude`i po broju sa;uvanih akvarela
ove faze, Rizvi` se du/e slu/io gamom jakih plamenih tonova. Na nekim od njih umjet-
nik je postigao izuzetno jarke i goru`e harmonije, potaknute vjerovatno impresijama
jesenskog krajolika i vegetacije koja, u svojim cikli;nim mijenama,  usplamti, sagori i utih-
ne. U ve`ini ovih akvarela tonovi i nanosi kista postali su gusti, zemljani, zahva`eni
toplinom i /arom koji se [ire iznutra. Tako sve postaje  pro/eto tim stanjem unutarnje
vatre, koja mijenja krajolik, jednako stabla, travu, vodu, kamenje, stijene i nebo (Gorski
predio I sl.95). Vatra u materiji u;inila je da se sve [to se doimalo kao ;vrsto, sada doima
vatrom rastopljeno i pokrenuto. Voda i vatra, zeleno i crveno, hladno i toplo postali su
isto. Jedno, a da se nisu u slici ukupnosti izgubili. {tavi[e, oni ;ine jedno i sa svim onim
[ta ;ini sliku, u [ta su prodrli i u [ta su preobrazili sve drugo. 

U razdoblju kada je Ismet Rizvi` slikao intenzivnim tonovima, jarko crvenim, sme]im,
kad su se plavo-zeleni tonovi gotovo gubili ili opstaju`i samo da bi se njima podvukla
cjelovitost, harmonija, umjetnik se ponekad vra`ao klasi;nom akvarelu suzdr/anih
tonova, slikanih transparentnim nanosima, s malo pigmenta i puno vode. To su bili sve
rje]i slu;ajevi, recidivi klasi;nog poimanja akvarela koji su nestajali na putu potpunog
preobra/aja izraza. Ipak, kad se ima na umu ono [ta je najvrednije u cijelom opusu, ne bi
se mogli potpuno zanemariti akvareli kao [to su Pejza/ u zoru I i II (sl. 97, 98) i  Ak[amski
smiraj (sl.96). Na ovakvim akvarelima predio je zahva`en [irokom vizurom i naslikan
[iroko povezanim tonovima. Prevlast vodene supstance i velika suzdr/anost od pig-
menta daju prednost do/ivljaju atmosfere i stanjima tihih promjena u pejza/u. Iako su
ovi akvareli slikani potezima suzdr/ane pigmentiranosti, ostvarena je vizija nebeskog
prostranstva i svjetlosnih zbivanja, s primjetnim rasponom varijeteta od jedva uo;ljivih
luministi;kih fenomena do predstave neizmjernosti prirodnih sila (Izme]u sna i jave,
sl.99). Me]utim, povremeno vra`anje na mirniji i klasi;ni akvarel nije moglo zaustaviti
umjetnika u te/nji za novom predstavom pejza/a.

Kako je vrijeme odmicalo, u neprestanom radu umjetnika postepeno se sve vi[e otkriva
ovo drugo umjetnikovo vi]enje pejza/a i prirode uop`e. To je vi]enje prirode u njenom
stvaranju i primordijalnom stanju. O svijesti umjetnika o tom stanju prirode, koje bi tre-
balo shvatiti kao filozofsko i teolo[ko promi[ljanje i koje bi se moglo razumjeti poslje-
di;nim stanjem ili duhovnim aktivitetom, onom prethodnom likovnom interesu, svje-
do;i opet velik broj akvarela. Ova cjelina nastala je tokom osamdesetih godina i  pred-
stavlja novi kvalitetni pomak u Rizvi`evom opusu. {to se ti;e samog akvarela, umjetnik
se slu/i iskustvom ste;enim naro;ito u prethodnoj fazi. U ovoj fazi to je ve` potpuno
zreo postupak, s odlikama maestralnih pasa/a u kojima je umjetnik virtuozno vladanje
tehnikom zamijenio modulacijama dramskog nadahnu`a. 
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fusion, union and struggle between the water and fire, on one side, and the earth and veg-
etation, on the other side, could be seen in the watercolour paintings The Sensitive
Autumn (Painting No. 83), Dark Red Autumn (Painting No. 85), Early Autumn (Painting
No. 84). Sometimes these events could be displayed in explosions, in the fierce flames of
evanescence that could be illustrated by the watercolour paintings The Autumn
Landscape with Cliffs (Painting No. 92), The Autumn Symphony (Painting No. 93),
Floating Tract II (Painting No. 94). If judged by the number of preserved watercolour paint-
ings from this stage, Rizvi` used the bright and strong flames tones in his gamma for a
longer period of time. In some of his paintings the artist succeeded in reaching the
extremely hot and inflamed harmonies. They had been inspired, probably, by the impres-
sions of autumn landscapes and vegetation, which, in its cyclic changes, became inflamed,
burned down and became calm. In the majority of these watercolour paintings, the
nuances and the brush strokes became dense, earthen-like, and caught by the warmth and
fire that had spread from within. Everything became imbued with the state of internal fire,
which transformed the tract, regardless if it was a tree, grass, water, stones, rocks and a sky
(Mountainous Region, I Painting No. 95). The fire in the substance matter caused that
everything that might have appeared as solid, now seemed to have melted by fire and to be
on the move. Water and fire, green and red, cold and warm, became one and the same.
They became one without losing their features in the totality of a painting. What is more,
they constitute a single entity with all other components that form a painting, where they
managed to penetrate, and where they transformed everything else.

In the period when Ismet Rizvi` painted in intensive tones of hot red and brown, and when
the blue and green tones almost vanished (or they remained only to underline the whole-
ness and harmony in his paintings), the artist sometimes went back to the classical water-
colour painting, with its refrained tones, which had been painted in transparent layers, with
a lot of water and a minimum of pigment. These were the rare cases. They were the rem-
nants of the classical understanding of watercolour painting. They became lost on the
artist's way to transform entirely his artistic expression. Nevertheless, if one bears in mind
what seems to be the most valuable in the whole opus, one cannot altogether neglect such
watercolour paintings, such as Landscape at Dawn I & II (Paintings Nos. 97 and 98) and
The Evening Tranquillity (Painting No. 96). The tract was covered in a broad range on such
watercolour paintings. It was painted in widely connected tones. The domination of water
substance and the minimal use of pigment constitute an advantage to the understanding
of atmosphere and the changes in landscape. Although these watercolour paintings had
been painted with strokes of refrained pigmentation, the vision of wide blue skies and the
events of light were achieved in them. There was a visible range of varieties in them - from
hardly noticeable luminous phenomena to the presentation of infinite strength of natural
forces (Between the Dream and Reality, Painting No. 99). However, the occasional return
to the quiet and classical watercolour painting could not stop the artist in his endeavour to
make the new landscape presentation. 
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Ve` smo primijetili da neki akvareli u prethodnim cjelinama nagovje[tavaju pokrenutost
dijelova pejza/a, najprije s krajeva, a onda sve vi[e prema sredini. Pejza/, neki predio,
stvaran ili nestvaran, na kraju potpuno gubi svoju geofizi;ku statiku> dolje - gore, zem-
lja - nebo, ;vrsto - fluidno mijenjaju svoja svojstva i zna;enja. Po;etak ove tendencije i
izraza ozna;ava Himeri;ni pejza/, nastao oko 1975. (sl.80). Tu su elementi jo[ na svom
prirodnom mjestu, ali se u sredini akvarela javlja svjetlosno jezgro, koje `e ostati
;vori[tem centripetalnih sila. Pravi smisao ove promjene vidi se u ciklusu akvarela
osamdesetih godina, koji se izdvajaju od svih ovom novom ekspresijom. Dok smo sve
ranije akvarele Ismeta Rizvi`a mogli do/ivjeti u lirskom raspolo/enju i umjetnika pred-
staviti kao ;ovjeka koji stvaranjem, estetskim i likovnim stanjima svog bi`a te/i spozna-
ji lijepog u prirodi, onda ga u novom ciklusu do/ivljavamo kao vidovnjaka. Priroda u svo-
joj ukupnosti i ono [to se u njoj ;ovjeku ;inilo idili;nim, lirskim, kao datost Milosti,
bla/enstvo Ovoga svijeta, na ovim akvarelima i u Rizvi`evoj viziji uviru, nestaju u
vrtlo/enju  kosmi;kih sila. Vizija kraja| Suo;enje umjetnika s odre]enjem, nestankom,
odlaskom. S tim mislima i naslu`ivanjima umjetnik je slikao akvarele Imaginacija I i
Imaginacija II (sl. 73, 61). Ovakve vizije, ovakvo jasno i nagla[eno izra/eno jezgro
pokazuju mnogi akvareli ove faze,  kao Bivanje i nestajanje (sl. 74) ili No` (sl.75). 

Me]utim, neki akvareli sa istim ovakvim vrtlo/nim jezgrom mogli bi nuditi i druga;iju
umjetnikovu viziju. Umjesto vizije nestajanja, ovi akvareli kao da nastoje da poka/u
vra`anje u Jednotu, kao da tra/e ne[to od savr[enstva ;udesnog svijeta. Takvo zna;enje
mogli bi imati akvareli Prodor svjetla V (sl. 76), a naro;ito Predio Crysoprasa I (sl. 77).
Ovaj akvarel neposredno je inspirisan ljepotom minerala i ;ini se da umjetnik u njemu
otkriva prapo;etak ili prasliku zemlje, postanak boje obasjanjem i po;etak lijepog. U
svakom slu;aju, umjetnik je u ovoj fazi pred slikom svijeta, s pitanjem o nastajanju i
bivanju i nestajanju. Umjetnik, dosljedan svom metjeu, razvijenim elementima i
neposrednom gestom, govori o vje;nim pitanjima Bitka. Ciklus ovih akvarela ozna;ava i
izra/ava podudarnost stvarala;kog, formalno-estetskog i filozofskog poimanja svijeta
umjetnika. To je jedna od najzna;ajnijih ta;aka u opusu Ismeta Rizvi`a. Ovu skupinu
akvarela i fazu stanja i rada treba imati u vidu, jer iz nje je proiza[la jo[ jedna zna;ajna
cjelina - ciklus potpuno apstraktnih akvarela.
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As the time went by, the continuous artist's efforts displayed more and more this other
vision of landscape and the nature in general. It was the vision of nature in its state of cre-
ation and in its primordial state. A great number of watercolour paintings testify about the
artist's awareness about such state of nature. It should be understood as a philosophical or
theological pondering. It could also be understood as a consequence, or a spiritual activity,
to the previous visual artistic interests. This whole was made in the course of the Eighties.
It represented the new quality breakthrough in Rizvi`'s opus. As for the watercolour paint-
ing itself, the artist used the experience gained especially in the previous stage. In this
stage, it was the mature manner, with the features of masterly passages, where the artist
replaced his virtuoso use of technique with the modulations of dramatic inspiration. 

We have already observed that some watercolour paintings in the previous wholes fore-
shadowed the movement of landscape elements, firstly, from the outskirts, and, after-
wards, more and more towards the centre. The landscape, or a tract, either real or not, lost,
in the end, its geophysical statics> down - above, land - sky, solid - fluid. They all lost their
features and meanings. The beginning of this tendency marked the painting Chymaeraic
Landscape (Painting No. 80), which had been made about 1975. The elements remained
in the natural setting, but there was a luminous core that would remain the junction of cen-
tripetal forces. The real meaning of this change could be seen in the cycle of watercolour
paintings in the Eighties. They had to be singled out because of their new expression. If we
had experienced all the earlier watercolour paintings by Ismet Rizvi` in the lyrical mood,
and as representative of the artist as a person who strove with the aesthetic and visual artis-
tic states of his soul towards the cognition of beautiful in nature, we could take it as a seer
in his new cycle. The nature in its totality, and everything that seemed in it to be idyllic and
lyrical, as the given Grace, benefaction of this world, perish in the whirls of the cosmic
forces in these new watercolour paintings. Was it the vision of the end| Was it the artist's
meeting with the determination, disappearance, leaving| The artist painted his water-
colour paintings Imagination I and Imagination II (Paintings Nos. 73 & 61) with these
thoughts and presentiments. Many watercolour paintings from this stage showed such
visions, this clearly emphasised and expressed core, such as in Existence and
Disappearance (Painting No. 74), or Night (Painting No. 75).

Moreover, some watercolour paintings with the same whirlpool core could offer a different
artist's vision. Instead of the vision of disappearance, these watercolour paintings seem to
show the return into the Oneness, as if they seek something from the perfection of magical
world. Such a meaning could be found in the watercolour paintings The Breakthrough of
Light V (Painting No. 76), and, particularly, in  The Region of Chrysoprasa (Painting No. 77).
The beauty of minerals has immediately inspired this watercolour painting. It seems that the
artist discovers in it the primeval origins, or the earliest picture of earth, the beginning of
colour by light and the beginning of beautiful. In any case, the artist in this stage finds himself
confronted with the picture of the world, with the issue on a creation, existence and disap-
pearance. The artist, true to his own craft, speaks in developed elements and the immediate
gesture about the eternal questions of essence. The cycle of these watercolour paintings rep-
resents and expresses the congruity of the artist's creative, formal aesthetic and philosophi-
cal understanding of the world. This is one of the most prominent points in Ismet Rizvi`'s
opus. One must bear in mind this group of watercolour paintings, because it produced yet
another, more important whole - the cycle of totally abstract watercolour paintings.

47

19-65.QXD  13.10.03  12.36  Page 47



Prije nego [to je otvorio fazu ;iste apstrakcije i prije nego [to je doveo svoj akvarel do
krajnjih konsekvenci, umjetnik se, da bi ispitao mogu`nosti druga;ije tehnike, jo[ neko
vrijeme zadr/ao rade`i u domenu klasi;ne upotrebe akvarela. Radi se o jednoj fazi
slikanja akvarela heterogenih rje[enja, koji su nastali tako]er osamdesetih godina, a u
koje umjetnik uvodi nove podloge, papire rusti;ne fakture i tehniku slikanja na mokroj
podlozi. Dijelovi takvog postupka vide se i na prethodno predo;enoj skupini imagi-
narnih predjela i vjerovatno su bili povod umjetniku za [iri eksperiment. Sude`i po broju
izvedenih akvarela u ovom razdoblju i u novom tretmanu, to je trajalo ve`im dijelom
osamdesetih godina, [to je na kraju rezultiralo jednim novim ciklusom pejza/a, koji
predstavljaju prepoznatljivu cjelinu u umjetnikovom opusu. 

Primjeri traganja i eksperimentisanja pokazuju primjenu mnogih ranijih hromatskih
rje[enja, ovdje ozna;ene kao zeleno-plave harmonije, plavo-modre, ljubi;asto-crvene,
zeleno-narand/aste, crvene, crveno-sme]e, okerne. Sve na dvije vrste podloga> glatka
na schoellers "T" hammer i hrapava na fabriano papiru, te na dva na;ina slikanja. Iz ovog
[irokog eksperimenta Rizvi` je izvukao dvije pouke na kojima je nastao novi ciklus.
Pomo`u jedne je donio odluku da svoj akvarel cjelovito tretira tehnikom "mokro na
mokro". Pomo`u druge je uveo temu neba sa olovnim oblacima. Ovo se jasno vidi na
akvarelima Oblaci koji plove (sl. 110), Poslije ki[e I, (sl.111). Donje dijelove ova dva
akvarela umjetnik je slikao dodatnim potezima na ve` osu[ene tonove i na tradicional-
nije postavljene dijelove pejza/a, dok je nebo slikao dosljedno u maniru mokrih tonova.
Tema neba, nebeskog prostranstva, iluzionizma, kretanja atmosfere i dramatike svjetla
i tame, formulirana je i na jednom manjem akvarelu, Pejza/ s oblacima (sl.102), na
kojem je ovom sadr/aju umjetnik dao vi[e od tri ;etvrtine prostora slike.

Nova faza akvarela slikanih na mokroj podlozi mogla bi se sistematizovati po hro-
matskim osobinama u manje grupe srodnih tonaliteta, koje i nisu morale nastati kao
kompaktne cjeline. Neke od ovih ipak upu`uju na zaklju;ak da se umjetnik, u fazi
ovog postupka, dr/ao harmonije jednog preovla]uju`eg tona. Tako se mogu izdvo-
jiti akvareli sa zelenim skalama, akvareli sa sme]im, zatim skupine sa sivo-plavim i
plavo-ljubi;astim i kombinovanim tonskim skalama. Ovakva sistematizacija i pogled
na opus akvarela ove faze na mokroj podlozi podsje`a nas da je umjetnik tako i u tim
hromatskim smjerovima razvio i svoj raniji akvarel klasi;ne tehnike.

Me]utim, ovaj put zelene harmonije, modulirane malim dozama toplih i hladnih tono-
va, umjesto klasi;nom transparentno[`u, izvedene su nanosima kista, u kojem je voda
jako zasi`ena pigmentom, kako se vidi na akvarelu Suton III (sl.120), jednom od onih
koji dobro predstavljaju i svoju skupinu, i novu tehniku, i novi izraz. Bliski ovim akvareli-
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Before he opened up the stage of pure abstraction and brought his watercolour paintings
to the highest consequences, the artist had worked for a while in the domain of classical
use of watercolour painting in order to explore the other possibilities of his technique. It is
the stage that also took place in the Eighties. The artist painted heterogeneous solutions on
his watercolour paintings. He introduced new backdrops, such as the papers of rustic
structures and the painting technique on a wet surface. His execution could be already
partly seen in the previous group of imaginary tracts. They probably served the purpose for
the artist for a wider experiment. Having judged it from the number of painted watercolour
works in the Eighties, it lasted the better part of the period. In the end, the new cycle of land-
scapes was produced. They represented a recognisable whole in the artist's opus.

The examples of exploration and experimentation display the application of various chro-
matic solutions from earlier periods. They have been denoted here as blue and green har-
monies, light-blue, violet-red, green and orange, red, reddish-brown and ochre. They were
all done on two types of backdrops> the smooth one on a cartridge paper
(Schoellershammer), whereas the rough one was done on a Fabriano watercolour paper.
He also did two types of painting. Rizvi` drew two lessons from this wide experiment. They
became the basis for the new cycle. Having used one of them, he made a decision to treat
his watercolour painting with a technique wet on wet. Having used the other one, he intro-
duced the topic of sky with leaden clouds. This can be clearly seen on the watercolour
paintings Floating Clouds (Painting No. 110), and After the Rain I (Painting No. 111).  The
artist painted the lower parts of these two watercolour works with additional strokes on the
already dried tones and on the traditionally set parts of the landscape, whereas he painted
the sky consistently in the manner of wet tones. The theme of sky, the wide heavenly
expanse, illusionism, the movement of atmosphere and the dramatics of light and dark-
ness has been formulated in a smaller watercolour painting A Landscape with Clouds
(Painting No. 102), where the artist dedicated more than three quarters of the painting's
space to this element. 

The new stage of watercolour paintings painted on a wet surface could be made systemat-
ic according to the chromatic features into the smaller groups of similar tonalities, which
did not necessarily need to be made as the compact wholes. Some of them can lead to the
conclusion that the artist kept himself to the harmony of the most dominant tone in this
stage. One can single out the watercolour paintings with green scales, the watercolour
paintings with brown scales, and the groups with greyish-blue and blue-violet and com-
bined tonal scales. This systematic arrangement and a view on the watercolour paintings
opus on the wet surface reminds us that the artist developed his earlier watercolour paint-
ing of the classical technique even in these chromatic directions. 
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ma su akvareli sa sme]om i sme]e-zelenom skalom. U njima je umjetnik tvar zemlje
rasplinuo, u;iniv[i je te;nom. Mada su slikani gusto sme]im tonovima, ovi akvareli
pokazuju efekte tehnike slikanja na mokroj podlozi, koji daju akvarelu novu izra/ajnost
jer sna/nije isti;u atmosferu. U [irem dojmu budi se i sje`anje na barokne nizozemske
pejza/iste (Suton I, sl. 127, Tra;ak svjetla, sl. 128, Nadahnu`e, sl. 129). Vrativ[i se pej-
za/u kao ;udesnoj slici Prirode, izvori[tu lijepog, pozornici svjetlosnih zbivanja, umjet-
nik je /elio pokazati kako cikli;ne pojave svojim neumitnim redom nude mno[tvo
neponovljivih oblika, koji nisu samo fizi;ke prirode. Rizvi` je temu pejza/a u;inio cen-
tralnom, ne samo u svom opusu nego se i sam odredio kao slikar i ovog na[eg, bosan-
skog i jednog op`eg pejza/a [irokog zna;enja. 

U okviru istog postupka,  svojom gamom se izdvajaju akvareli slikani u skali sivo-pla-
vo-ljubi;astih tonova. Tama olovno sivog neba u ovim akvarelima, kao i zemni dio
pejza/a sa vegetacijom, pro/eti su ljubi;astim ozra;jem (Pred oluju II, sl. 147, Prodor
svjetla kroz ljubi;asto nebo, sl. 148). Ima nemali broj akvarela u koje je umjetnik uveo
i slo/enije harmonije, komponovane od [ireg spektra boja. Tako uspjelo pomirenje
slo/enih kombinacija boja i bogatiju harmonijsku puno`u pokazuje akvarel Svjetlost
kroz oblak (sl. 150). U ovom primjeru umjetnik je pomirio hromatsku raznolikost
jakim i pigmentom zasi`enim tonovima, utapaju`i sve to u olovno-ljubi;astu cjelinu.
Po sli;nim nastojanjima umjetnika isti;u se akvareli Pejza/ pred ki[u (sl. 130)< Pejza/
sa oblacima (sl. 149), slikani sme]e-ljubi;astim tonovima i sa vi[e rastvorenim pig-
mentnim strukturama. Slikaju`i akvarel Kroz gustu maglu (sl. 131), umjetnik je dos-
pio u situaciju da stapa i izjedna;ava i tonske i svjetlosne elemente u slici.

Treba re`i da u ovoj skupini akvarela slo/ene hromatike ima jo[ onih koji ispoljavaju
sli;ne vrijednosti, ali i takvih koji se izdvajaju i po nekoj zasebnosti. Sve ove skupine, koje
se raspoznaju po svojim hromatskim karakteristikama, povezuju akvareli s prete/no
plavo-sivim olovnim tonovima. Akvareli koji imaju ovakve tonalitete dose/u mo/da
najvi[i kvalitet u ovom maniru slikanja na mokroj podlozi i u nastojanju umjetnika da
upravlja procesima finih tokova vode i stapanja pigmentnih nanosa. Novina u ovom
na;inu slikanja akvarelom je u tome [to umjetnik ne defini[e akvarelski ton potezom
kista. U ovom postupku kist slu/i samo za doziranje koli;ine vode i pigmenta, od ;ega
ovisi [irina polja i intenzitet tona. Kona;an oblik formira se u postgestualnom procesu
(Olujno vrijeme, (sl. 134). Umjetnik se, ima se utisak, gotovo isklju;io u tom procesu
djelovanja fluida. Ali uvid u neke detalje i pogled na izuzetno delikatno tretiranje partija
i cjeline svjedo;i o njegovoj novoj ulozi. Novim postupkom pokretanja procesa ton-
sko-vodenih sinteza umjetnik je tokom osamdesetih godina svoj izraz pro[irio i u;inio
novim. Te domete u ovom duhu i stilu pokazuju akvareli {utnja prirode (sl. 135), Oblaci
nad jezerom (sl. 136), a naro;ito Pred oluju III (sl. 138). U ovom akvarelu, u olujnom
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However, this time the green harmonies modulated by the small doses of warm and cold
tones have been made by the brush strokes where the water was saturated a great deal
with pigment, and not in the classical transparent manner. It can be seen in the watercolour
painting Sunset III (Painting No. 120), one of those that represents both its own group, its
technique and expression. The watercolour paintings in brown and brownish-green
colours are close to the previous ones. The artist made the substance of earth liquid in
them. He made it evanescent. Although painted with dense brown tones, these water-
colour paintings display the effects reached by the wet surface painting technique. They
give the new expressiveness to the watercolour painting, because they emphasise the
atmosphere more strongly. In a wider impression, they are reminiscent of the Baroque
Dutch landscape painters (Sunset I, Painting No. 127, A Streak of Light, Painting No. 128,
Inspiration, Painting No. 129). Having come back to the landscape as a miraculous picture
of Nature, the source of beautiful, the stage of the light events, the artist wanted to show
how the cyclic phenomena offer a multitude of unrepeatable forms in their inevitable
order. These forms are not only of physical nature. Rizvi` made the landscape theme cen-
tral not only in his own opus, but became defined by it as a painter from our own, Bosnian
soil and the general landscape of wider meaning. 

Within the same manner, the watercolour paintings painted in the scale of grey, blue and
violet tones can also be singled out. The darkness of leaden and greyish sky on these water-
colour paintings, as well as the earth part in the landscapes with vegetation, have been
imbued with violet aura (Before the Storm II, Painting No. 147, A Breakthrough Of Light
Through the Violet Sky, Painting No. 148). There are a large number of watercolour paint-
ings where the artist introduced the more complex harmonies having composed them
from a wider colour spectrum. Such a successful balance between the complex colour
combinations and the richer harmonious fullness can be seen in the watercolour painting
Light through a Cloud (Painting No. 150). The artist managed to reconcile in this example
the chromatic variety with the strong, pigment-saturated tones, having immersed it all in a
leaden and violet whole. The similar artist's attempts can be singled out in the watercolour
paintings A Landscape before the Rain (Painting No. 130), A Landscape with Clouds
(Painting No. 149), which have been painted in brownish and violet tones and with the
more open pigment structures. Having painted the watercolour painting Through the
Thick Fog (Painting No. 131), the artist faced himself with a situation to fuse and to level
both the tonal and light elements in the picture.

It should be added that in this group of watercolour paintings of complex chromatics,
there are still watercolour paintings that display the similar qualities, but also those that
can be singled out because of their specific values. All these groups, which can be recog-
nised by their chromatic characteristics, have been connected by the watercolour paint-
ings with the dominant blue and grey, leaden tones. The watercolour paintings with such
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nebu je natopljeno isto toliko olovne te/ine koliko i u samom tlu. Umjetnik je u njemu
ostvario jednu monumentalnu viziju prirode, koja se mo/e usporediti s orkestracijama
slo/enih i dramati;nih kompozicija nekih velikih umjetnika. 

Kako cijeli opus Ismeta Rizvi`a ;ine akvareli, jer skoro sve [to je radio kao slikar uradio je
akvarelom, ipak bi se za akvarele slikane "mokro na mokro" moglo re`i da  predstavljaju
ne[to vi[e od svega ostalog. Mo/e li se re`i> akvareli nad akvarelima| Oni su sve sama
voda. "Sve iz vode" i sve u vodi. Slikar je, ;ini se, dostigao sam zenit slutnje i svojih hti-
jenja. Misteriju slike umjetnik je otvorio i rastvorio i njome zagospodario. Nije vi[e bio
izvan, ispred i oko. Sad je u[ao u bit. Sad je osjetio jedinstvo u onome [ta je ;inio, jedin-
stvo unutarnjeg i izvanjskog. 

Ovo dosegnu`e umjetnika i ovo svojstvo njegovih akvarela jedino su rijetki osjetili. Samo
u jednom o;itovanju nalazimo zabilje/eno ovo umjetnikovo otkrovenje. Povodom
samostalne izlo/be Ismeta Rizvi`a 1975. u Sarajevu, Melika Salihbegovi` je napisala> "U
meni, Rizvi`ev akvarel jest naro;ito po tome [to ra]a potrebu da o njemu govori neka
[ira umjetni;ka poetika. Posni kriti;arski govor zacijelo bi umanjio vrijednost onih
razlivenih i produbljenih duhovnih rezonanci koje ovaj slikar pobu]uje u nama daju`i
prirodnom hromatizmu svoj najintimnije do/ivljen zvuk i boju. Ako bismo zato po
ba[larovskim uputama po;eli ispitivati tu poetiku, tra/e`i osnovni motiv i fundamental-
nu boju Rizvi`evih slika, onda bismo ponajprije na[li Prirodu u zrcaljenju vode, kao
motiv koji sabire u sebe sva vi]enja. Priroda /eli da se vidi i zato je sebi stvorila vode -
podsje`am se Bachlardovog poetskog govora o vodi i snovima. Rizvi`evo slikarsko oko
nalazi to svoje ogledanje u vodenoj prirodi akvarela."
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nuances reach perhaps the highest quality in this manner of painting on the wet surface,
and in the artist's endeavour to control the processes of refined water streams and fusing
the pigment layers. The novelty in such a way of watercolour painting is in the artist's deci-
sion not to define the watercolour tone by the stroke of the brush. In this manner, the
brush serves the purpose only for the dosage of water and pigment. The width of field and
the tone intensity depend on it. The final form has been achieved in the post-gesture
process (Stormy Weather, Painting No. 134). It seems that the artist has detached himself
almost totally in this interaction of fluid. But, a view on details and the view on the excep-
tionally delicate treatment of certain parts and the whole provide a testimony about his
new role. In the course of the Eighties, the artist widened his expression and made it new
with this new procedure of engaging the processes of tone and water syntheses. The new
achievements in this spirit and style can be seen in the watercolour paintings The Silence
of Nature, Painting No.135, Clouds over the Lake, Painting No. 136, and notably Before the
Storm III, Painting No. 138. In this watercolour painting, the stormy skies have been satu-
rated by the same amount of leaden weight as it can be seen in the soil itself. The artist pro-
duced yet another monumental vision of nature in it. Some great artists can compare it to
the orchestration of complex and dramatic compositions.

Since the whole of Ismet Rizvi`'s opus has been comprised of watercolour paintings, because
all he had been doing as a painter was in watercolour painting technique, one could say that
his wet on wet  watercolour paintings represented something more than the others. Could
one say> watercolour paintings above “all other” watercolour paintings| They are all water.
Everything from water and everything in water. It seems that the artist reached the pinnacle of
his own doubts and desires. The artist opened up the mystery of a painting and became its
master. He was not any more outside, before or around it. He entered the essence now. He
felt the unity in what he had been doing, the unity of the internal with the external. 

Only the rare ones felt the artist's achievement and all the features of his watercolour paint-
ings. We found this revelation about the artist only in one article. It was Melika Salihbegovi`
who wrote on the occasion of Ismet Rizvi`'s independent exhibition in Sarajevo in 1975>
"In my mind, Rizvi`'s watercolour painting is, especially because it begets the need to speak
about him in terms of a wider artistic poetics. The dry critical discourse can, indeed, reduce
the value of these overflown and deepened spiritual resonances, that this artist incites in
ourselves having given to the natural chromaticism his most intimate sound and colour. If
we would begin, according to Bachelard's suggestions, to examine that poetics, looking for
the basic motif and fundamental colour of Rizvi`'s paintings, we would, firstly, find the
Nature in the water's mirror as the motif that coalesces in itself all the views. The Nature
wants to see itself and that is why it has created waters for itself - I am reminded of
Bachelard's poetic discourse on water and dreams. Rizvi`'s painter's eye finds this mirror-
ing in the watery nature of watercolour painting".
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M. Salihbegovi`, Painter's mirroring,
Sarajevo, 1975
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Iako se Ismet Rizvi` ranije pribli/avao apstrakciji, tek je u osamdesetim godinama u[ao
u podru;je ;iste apstrakcije. O [irini ispitivanja i mogu`nostima apstraktnog akvarela
svjedo;i velik broj studija manjeg i ve`eg formata. Ako se baci pogled na njih, sti;e se
dojam da su postale od mnogobrojnih proba tona, kojeg je umjetnik trebao upotrijebiti
na nekom svom akvarelu. Ako su neke tako zapo;ete, sigurno su kasnije ozbiljno treti-
rane i razvijene u cjelovite kompozicije. Me]utim, one koje su nastale u po;etku, od
slu;aja do slu;aja, brzo su pokrenule umjetnika da istra/uje u tom pravcu, [to mu nije
bilo te[ko, s obzirom na spomenute primjere ranijeg dodira s apstrakcijom. Naime, slo-
bodno naneseni tonovi razli;itog intenziteta  pokrenuli su imaginaciju umjetnika. Nekad
to imaginarno podsje`a na fragmente pejza/nih oblika, ali u ve`ini primjera umjetnik se
bavi fenomenom svjetla i boje. U svakom slu;aju, Rizvi` ;ak i na manjim formatima
posti/e iluziju kozmi;kih turbulencija. Odvajaju`i se od zemno-stati;kog svijeta, u
novim akvarelima ostvaruje spoj iluzionizma, lirskog i ekspresivnog duha (Studija,
sl.195, Prasak u [umi, sl. 188, Kretanje, sl.189). Neki su po zahvatu i strukturi gra]enja,
pa i ekspresiji, sli;ni apstraktnim akvarelima Vasilija Kandinskog. Radi se o pribli/ava-
nju Rizvi`eve razvojne putanje onoj kojom se Kandinski kretao u prvim decenijama
dvadesetog stolje`a. Ovu srodnost pokazuju Studije (sl. 204, 196, 171).

Nove mogu`nosti za svoj akvarel Rizvi` je otkrio kada je po;eo sa probama na japan-
skom papiru. To je bilo tokom osamdesetih godina, u posljednjoj deceniji njegova rada.
Slikanje akvarelom na japanskom papiru omogu`avalo je umjetniku postignu`e novog
kvaliteta tona. Koriste`i se iskustvom slikanja "mokro na mokro", kojim se postizalo pro-
tapanje i prodiranje jednog tonskog polja u drugo, Rizvi` je na japanskom papiru ove
procese unio i u dubinu papirne podloge. Japanski papir omogu`ava upijanje i prota-
panje vode i boje pa se i sama struktura papira javlja kao aktivni elemenat u formi i
ekspresiji. Kad je otkrio ove mogu`nosti japanskog papira, Rizvi` je na njemu provjerio i
svoja starija i novija rje[enja. Tako, dok je radio potpuno apstraktne akvarele, vra`ao se i
na ranije predstavljene pejza/e, manje ili vi[e realisti;ki rije[ene. Ipak, pejza/i slikani na
japanskom papiru nose jednu novu vrijednost i nude mnogo vi[e razu]enosti
akvarelske forme i strukture. Neki, kao Pejza/ u plavom (sl.300), sa plavim nebom i
olovno-plavim oblacima, nudi sna/an do/ivljaj nekog prahistorijskog stanja prirode i
prirodnih sila. Umjetnik je na njemu ostvario puno`u i mo` prirode u nekom ;istom,
iskonskom stanju, u kojem je ljudsko prisustvo  samo u prisutnosti oka i du[e. Jo[ dalj-
nje stanje prirode u vremenu njenog eteri;no-svjetlosnog stanja, pokazuju akvareli sa
suptilnijim tonskim vrijednostima, ostvarenim minimalnim tonskim nanosom, koji ipak
so;no natapa papir (sl. 302 i 303). 
Koriste`i se svojstvima japanskog papira, Rizvi` je po;eo da eksperimenti[e sa dvostranim
akvarelom. Slikaju`i jednu stranu i nanose`i ve`u ili manju koli;inu vode,  upravljao je na-
tapanjem i protapanjem tako [to je zaustavljao u odre]enom trenutku prodiranje vode i
boje. Akvareli su slikani mrljama i krupnim kapima, lokvicama vode i boje. Ovi akvareli
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Although Ismet Rizvi` had been coming closer to the abstraction in the earlier times, he
entered the area of pure abstraction only in the Eighties. The number of large and small for-
mat studies testify about the width of his explorations and the potentials of the watercolour
painting. If one casts a look on them, one gets the impression that they have emerged after
the many tests of tone, which the artist should have used in some of his watercolour paint-
ings. If some of them had been conceived in such a way, they were surely treated seriously
afterwards and developed in the whole compositions. However, those that had been made
in the beginning, inspired the artist quickly to explore in that direction. It was not so difficult
for him, because he had already displayed some examples of his dealings with the abstrac-
tion. Freely cast tones of different intensity instigated the artist's imagination. Sometimes
this imaginary feature is reminiscent of the landscape forms in fragments, but, in most
cases, the artist dealt with the phenomena of light and colour. In any case, Rizvi`, even in
smaller forms, reached the illusion of cosmic turbulences. Having detached himself from
the static earthly world, he attained the mixture of illusionism, lyrical and expressive spirit in
his new watercolour paintings (A Study, Painting No. 195, Blast in the Woods, Painting
No.188, Movement, Painting No.189). Some of them were similar to the abstract water-
colour paintings of Vassily Kandinsky according to the gesture and structure of their con-
struction, and even according to their expression. Rizvi`'s development path came closer to
the path that Kandinsky had taken in the first decades of the Twentieth century. This simi-
larity can be seen in the studies Nos. 204, 196 and 171, respectively. 

Rizvi` discovered the new potentials for his watercolour painting when he began with tests
on a Japanese paper. It was in the Eighties, in the last decade of his work. Having painted on
the Japanese paper, the artist could achieve the new tonal quality. Having relied on his own
experience with the technique wet on wet, where the fusion and inter-penetration of one
tonal field into the other had been attained, Rizvi` brought these processes into the depth
of paper backdrop on the Japanese paper. Japanese paper allows soaking and saturation of
water and colour, so the very structure of paper becomes the structural element in the
form and expression. When he discovered these new possibilities of the Japanese paper,
Rizvi` checked on it his older and more recent works. As he was working on the entirely
abstract watercolour paintings, he went back to the earlier landscapes that had been, more
or less, painted in a realistic manner. However, the landscapes painted on the Japanese
paper brought a new value. They offered much more indented watercolour painting form
and structure. Some of them, Landscape in blue (Painting No. 300), with the blue sky and
leaden and blue clouds, offered a strong feeling of a pre-historic state of Nature and natu-
ral forces. The artist achieved the fullness and power of nature in its pure and primordial
state, where the human presence can be seen only in the presence of eye and soul.  Further
more, the state of Nature in the times of its ethereal and luminous state can be seen in the
watercolour paintings with the subtle tonal values. They were achieved with the minimal
tonal layer, but they still soaked the paper fully (Paintings Nos. 302 and 303).
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imaju lice i nali;je, bolje re`i i jednu, i drugu stranu, od kojih svaka mo/e biti primarna i
sekundarna (sl. 293, 295). 

Da je umjetnik tokom osamdesetih godina ;esto eksperimentisao, pokazuju dva
akvarela slikana na prethodno zgu/vanom papiru. Dok je u onim dvostruko slikanim
akvarelima tragao za koloristi;kim finesama [to ih stvaraju /ilice i kapilari papira, na ova
dva je /elio koristiti plasti;nu i rusti;nu nervaturu papira, koja `e doprinijeti novoj
ekspresivnosti i snazi akvarela. Iako nije produ/io eksperimentisati u ovom pravcu, ova
dva akvarela (sl. 304, 305) pokazuju umjetnikov odnos prema zna;aju podloge i na;in
kako je ona uklju;ena u cjelovit izraz. Naravno, za Rizvi`a se mo/e tvrditi kako je za nje-
gov rad, za njegov akvarel sve zna;ajno - slikarska sredstva, materijali, posebno boje, ali
u ovoj fazi njegovog rada materijali su postali gotovo primarno ekspresivno gradivo.

Po[to je na dva prethodna akvarela slikao na rusti;nom zgu/vanom papiru, druga dva
slikao je na transparentnoj pau;inastoj podlozi papira sa tekstilnim vlaknima (sl. 316,
317).        Kao da nam sa ova dva akvarela umjetnik ho`e re`i da se akvarel mo/e slikati
na ni;emu, kao da akvarel mo/e stajati sam u svom eteri;nom stanju u prostoru. Rizvi`
je sa ovim primjerima samo nazna;io mogu`nosti akvarela i potrebu istra/ivanja u svim
pravcima. Dokaze o mogu`nostima akvarela u domenu ;iste likovnosti, kao i dokaze u
gra]enju i razlaganju svog izraza, ostavio nam je u ne[to ve`em broju akvarela slikanih
na tankom, gotovo transparentnom japanskom papiru, koji ima vidljive /ilice, vlakna,
slam;ice i kon;i`e. Sude`i po pripremljenosti za rad na ovakvom papiru, mogao se
o;ekivati mnogo istrajniji rad i obimniji rezultat, ali je to, izbijanjem rata a ubrzo i smr`u,
ostalo neostvareno. Samo desetak akvarela slikanih na ovakvom papiru ukazuje na
izvanredne mogu`nosti. Ovi akvareli (sl. 311, 312) nastali su u domenu ;iste apstrakci-
je, u najljep[im i najosjetljivijim odnosima svijetlo-sme]ih i okernih tonova, kojima
umjetnik, nakon tolikih zelenih, zeleno-plavih, sme]e-narand/astih vatrometa,
naslu`uje zemlju kao toplu postelju, zemlju rastvorenu kao du[u, zemlju kao ishodi[te i
uto;i[te svega. Pa/ljivo lavirani sme]i i okerni tonovi, u beskrajnim varijacijama i stanji-
ma u ovoj cjelini akvarela, dosti/u ;esto na granicu i[;eznu`a, a umjetnik kao da zemnu
tvar vodom vra`a u nevidljivo. 

U ovakvim akvarelima, a sli;nih te/nji ima i u drugim skupinama bogatog Rizvi`evog
opusa, mogu se na`i dodiri s aktuelnim umjetni;kim kretanjima. Nisu to direktno
preuzeti elementi ni svjesno slije]ene aktuelne pojave. Ismet Rizvi` se kre`e unutar svog
svijeta i razvoja svog izraza i samo u nekim ta;kama tih njegovih kretanja ili stanja dolazi
do zbli/avanja i podudarnosti sa savremenim umjetni;kim zbivanjima. To pokazuju
akvareli posljednje faze, nastali u [irokoj lepezi apstraktnih rje[enja koja se kre`u  od
ta[izma i jake ekspresivnosti do minimal-arta. 

Ovom poku[aju sistematizacije i osvjetljivanja velikog opusa akvarela Ismeta Rizvi`a tre-

Japanski papir, Hoso,
Masa, Kozu<

vidi popis materijala na str.377
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Having used the Japanese paper's features, Rizvi` began experimenting with the dou-
ble-faced watercolour paper. Having painted one side first and bringing to it a smaller or
bigger quantity of water, he directed soaking and saturating by having halted the pene-
tration of water and colour at a given moment. The watercolour paintings were painted
in large drops and blots and small puddles of water and colour. These watercolour paint-
ings had both the front and back side, or, even better, both sides, where each one of
them could be equally the primary and secondary ones (Paintings Nos. 293 and 295).

Two watercolour paintings, painted on the previously wrinkled paper, proved that the
artist experimented often throughout the Eighties. While in the doubly painted water-
colour paintings he searched for the colourist nuances that had been made by the paper's
veins and capillaries, he wanted to use the paper's plastic and rustic nerve structure on the
latter two, which could contribute to watercolour painting's expressiveness and strength.
Although he did not continue with his experiments in this direction, these two watercolour
paintings (Paintings Nos. 304 and 305) show the artist's standpoint towards the impor-
tance of backdrop and the manner with which it had been integrated into the overall
expression. Naturally, one could claim for Rizvi` that everything was important for his work
- his painter's means, materials, in particular the colours, but, in this stage of his work, the
materials became almost the primary expressive features.

Since he had painted the previous two watercolour paintings on the rustic wrinkled paper,
he painted the other two on a paper's transparent, web-like backdrop with textile fibres
(Paintings Nos. 316 and 317).          As if the author wanted to tell us that a watercolour paint-
ing could have been on nothing, as if the watercolour painting could stand alone in it own
ethereal state in space. Rizvi` only touched the potentials of watercolour painting in these
two examples and the need to explore in all directions. He left the proofs about the water-
colour paintings' potentials in the field of pure visual artistic qualities, as well as the proofs
about the construction and destruction of his expression, in a number of watercolour
paintings, which had been painted on a thin, almost transparent Japanese paper that had
some visible, small veins, fibres, straws and threads. Having judged according to the prepa-
ration to work on such a paper, one could expect the more persistent work and consider-
able results, but the war and the consequent death prevented them. Only ten or so water-
colour paintings that had been painted on such a paper showed the extraordinary possi-
bilities. These watercolour paintings (Paintings Nos. 311, 312) had been created in the field
of pure abstraction, in the most exquisite and most sensitive relations between the light
brown and ochre tones. After so many green, greenish blue, and warm and brown bonfires
of colours, the artist almost felt the earth as a warm bed, the earth opened up as a soul, or
the earth as the final point of origin and the refuge for everything. Carefully painted brown
and ochre nuances in the endless variations and states in the totality of watercolour paint-

Japanese paper,
Hoso, Masa, Kozu<

see the list of materials
on page 377
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balo bi dodati nekoliko podataka o njegovom radu. Iako u ovom poku[aju predstavlja-
nja cjelovitog opusa umjetnika nije bilo posebnog osvrta na njegove crte/e i pastele, jer
je umjetnik svu svoju stvarala;ku misao usmjerio prema akvarelu, zama[an broj crte/a i
pastela  mogu dati dopunsku informaciju o ovom umjetniku, tim prije [to i u ovim
tehnikama slikar nije iza[ao izvan svog tematskog interesa - prirode.

Rizvi` je osjetio potrebu da stanje oblika i materije, koje je postizao akvarelskim nata-
panjem, povremeno vrati u stanje koje je bilo bli/e njihovoj primarnoj fizi;koj prirodi.
Zato se slu/io modelacijom i [rafurama, snopovima brzih poteza kojima je /elio vratiti
;vrsto`u oblicima. Pri poku[aju pomirenja ili obuhvatanja razli;itih  prirodnih i likovnih
struktura, Rizvi` je u jednom trenutku upotrijebio pastel na na;in da je njegov linearizam
omek[ao pa su pastelne ;estice davale oblicima neku nedefiniranu koronu, izmaglicu ili
sfumato. Najzad, u jednom broju pastela potez kredom poni[tavao je slikanjem prstom,
mrljama, vra`aju`i se opet ;isto slikarskim efektima. O svom do/ivljaju ove slikarske
tehnike Rizvi` ka/e>

"Pastel sam po;eo raditi zato [to je potpuno suprotan akvarelu. Akvarel je po svojoj
prirodi mokar, pastel je suh. Akvarel je pogodan za prikazivanje zraka, vode i vegetacije,
tj. za bilje/enje prirode u njenoj nestalnosti i promjenjivosti - pastel za ono [to je u priro-
di postojanije, [to du/e zadr/ava svoj oblik> kamen, zemlja, zid. Poku[avam da izmirim
ova dva medija. Treperenje svjetla je mogu`e posti`i i nano[enjem laganih slojeva
pastelne pra[ine. Tako isto se mo/e do`i i do akvarelske transparentnosti u pastelu. Sam
je poslu[niji od akvarela, trpi nano[enje u vi[e slojeva, ali se, naravno, u tome ne smije
pretjerivati..."
Zahva`eni Rizvi`evom slikom prirode i impresionirani obimom ostvarenja, skoro da
nismo imali potrebu lociranja njegovog djela u umjetni;ke prilike i sredinu u kojoj je
djelovao. Rizvi`evi akvareli, kao [to je ve` re;eno, nastali su u sferi misli i djelovanja
jedne izrazito individualne pozicije umjetnika. Ipak, valjalo bi ukazati na zna;aj
Rizvi`evog rada i cijelog opusa za tradiciju slikanja akvarelom u Bosni i Hercegovini.
Ova tradicija nije ni mala, ni bezna;ajna, a razvili su je, pored ostalih, i neki poznatiji
umjetnici. U duhu evropske umjetnosti akvarelom su slikali najprije stranci potkraj
osmanske vlasti u Bosni i Hercegovini, a naro;ito za vrijeme i neposredno poslije
Austrougaske okupacije. Tada su nastale prave male zbirke akvarela austrougarskih
slikara, [kolovanih i amatera, vojnika i ;asnika, koji su zabilje/ili scene borbi aus-
trougarske vojske i Bosanaca, posebno oko Sarajeva i po pojedinim dijelovima grada,
izgled mjesta, predjela, ljudi, no[nji i obi;aja. Akvarelom su se vrlo uspje[no slu/ili i prvi
akademski obrazovani doma`i slikari. U fundusima umjetni;kih institucija i u privat-
nim zbirkama kao dragocjenosti se ;uvaju  akvareli Gabrijela Jurki`a, Petra {aina,
Todora {vraki`a, Romana Petrovi`a, Ismeta Mujezinovi`a, Mice Todorovi` i drugih.
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P. Mikuli`, Plavi bi;evi vedrine,
Svijet, 7.  maja 1976, 13.
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ing often came to the edge of disappearance. It seemed that the artist brought back the
earthly matter into the invisible with his treatment of water.

One could find some connecting points with the contemporary artistic movements in these
watercolour paintings. Similar tendencies could be found in other groups of Rizvi`'s abun-
dant opus. These elements had not been directly assumed. He did not follow consciously
the contemporary events. Ismet Rizvi` moved within his own world and the development of
his own expression. Only at some points in his movements there were similarities, or he
came closer to the contemporary artistic occurrences. The last stage watercolour paintings
showed it. They were painted in a wide spectrum of abstract notions. They displayed the
span from tacheism and strong expressiveness to the minimal art.

This attempt to present a systematic illumination of Ismet Rizvi`'s great watercolour
paintings' opus should be supplemented by some facts about his work. Although the
attempt did not pay particular attention to the artist's drawings and pastels, since the
artist had directed all his creative energy to the watercolour paintings, a considerable
number of drawings and pastels could offer an additional piece of information about the
artist, for he had never gone out his thematic interest - nature.

Rizvi` felt the need to, at times, bring back the state of form and matter (which he had been
doing by watercolour saturation) into the state closer to their primary physical nature. That
is why he used modulations and crosshatches, the bundles of quick strokes with which he
wanted to bring the solidity to his forms. Having tried to balance or to encompass the dif-
ferent natural and visual structures, Rizvi` used the pastel in one moment in the way that its
linear features became soft. The pastel particles gave the shapes an undefined aura, mist or
sfumato. Finally, in a number of pastels, he denied the chalk strokes by his thumb painting
and blotches, and returned to the pure painting effects. The way he has experienced this
painting technique, can be seen in the following remark>

"I began to work in pastel because it was totally opposite to the watercolour painting. The
watercolour painting is wet by its nature, whereas the pastel was dry. The watercolour paint-
ing was suitable for the presentation of air, water and vegetation, or for a description of nature
in its instability and changing - whereas the pastel fitted for what was more constant in nature,
what kept its form for a longer period of time> a stone, earth and wall. I try to balance these two
mediums. The easy layers of pastel dust could achieve flickering of daylight. One can also
reach the watercolour transparency in pastel. The pastel is more obedient than the water-
colour painting. It can endure multiple layers, but, of course, one should not overdo it".

Having endeavoured to present Rizvi`'s picturing of Nature and impressed by the scope
of his works, we almost did not have the need to locate his work in the artistic occurrences
and the environment where he worked. Rizvi`'s watercolour paintings, as it has been said

P. Mikuli`, Blue whips
of brightness, “Svijet” Magazine, 
May  7,1976, p.13.
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Akvarel je opstao i u kasnijim vremenima (Fuad Arifhod/i`) a onda je i znatno unapri-
je]en u istra/ivanjima koja su preduzimali slikari mla]ih generacija> Kemal {irbegovi`,
Tomislav Dugonji`, Ljubomir Per;inli`, Hasan Su`eska, Emir Dragulj, Salim Obrali`,
Sead :erkez. Rizvi`evim akvarelima, kako obimom tako i djelatno[`u, akvarelom kao
osnovnim umjetni;kim opredjeljenjem, tradicija akvarela u Bosni i Hercegovini vidljivo
je unaprije]ena. 

Potpuniju predstavu o umjetniku daju podaci iz biografije iz koje se vidi da je Rizvi`
zna;ajne podsticaje nalazio i u brojnim putovanjima. To, naravno, nisu bila putovanja
da bi se podsticaji na[li u motivima [irom svijeta. Pored svih dojmova, Ismet je ostao
kod svog pejza/a, svoje prirode i svoje vizije svijeta. Putovanja su predstavljala priliku
za zadovoljavanje njegove intelektualne znati/elje i du[evne potrebe. Ismet je uvijek
putovao s Muberom, svojom suprugom, koja zauzima va/no mjesto u njegovom
/ivotu i radu kakvo su imale i supruge nekih poznatih umjetnika. Mubera je vremenom
preuzela i sve poslove organizovanja putovanja. Na putovanjima Ismet i Mubera su
zajedno ljep[e do/ivljavali svijet. Ta putovanja zapo;ela su krajem [ezdesetih godina u
tri pravca> evropske zemlje, zemlje Istoka i zemlje Magreba. U neke i vi[ekratno. Iz
zabilje[ki koje je napravila Mubera vidi se da su u evropskim zemljama, posebno u
Italiji, spajali dvoje> nabavku materijala i upoznavanje sa zemljom, njenim gradovima,
muzejima i galerijama. Vidi se da nisu propustili ni jednu zna;ajnu galeriju ili muzej te
da su to bile prilike u kojima se umjetnik suo;avao s djelima velikih umjetnika "svih vre-
mena i prostora". 

U zemljama Istoka i Magreba tra/ili su i nalazili druge kulturno-civilizacijske primjere,
posebno primjere duhovne povezanosti umjetnika, njegove porodice i tradicije, njegove
zavi;ajne sredine s tradicijom dalekih prostora Istoka. Jedan susret na jednom takvom
putovanju lijepo ilustruje ne[to od tih civilizacijskih razlika i specifi;nosti. Evo jedne
Muberine bilje[ke>

"Prvo na[e putovanje u inostranstvo bilo je u Tursku, u julu i augustu 1966. godine, za
Edirne i Istanbul. Obi[li smo na[e ro]ake Pand/e, koji su imali radnju u Kapali-;ar[iji.
Ovdje je interesantno spomenuti jedno poznanstvo sa profesorom iz Danske, iz
Aalborga, koga smo sreli u kupeu voza kojim smo putovali sa {ukrijom Njuhovi`em.
Luis Hojgard tada je mogao imati pedeset i koju godinu i stalno je od tog susreta bio s
nama u dru[tvu u obilascima grada, d/amija, muzeja, trgovina, na dugim [etnjama, u
kafanama, gdje je probao pu[iti nargilu ili piti mastiku, u restoranima i u kupovinama. To
je trajalo sve do zemljotresa u Ada Pazaru, a onda smo se rastali. Mi u Bugarsku, na
Zlatne Pijeske, a on u Be;. Od tada pa do dana[njih dana traje to lijepo poznanstvo s pro-
fesorom iz Aalborga. 

Profesor Luis Hojgard je dolazio kod nas u Sarajevo 1971. i 1973. godine. Dok smo [etali
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elsewhere in the text, emerged in the sphere of a strong artist's individual position.
However, the importance of Rizvi`'s work and his entire opus for the watercolour paint-
ing tradition in Bosnia and Herzegovina should be pointed out. This was not the insignif-
icant tradition. Among others, some well-known artists developed it. In the spirit of
European art, it was the foreign painters who painted in watercolours towards the end of
the Ottoman rule in Bosnia and Herzegovina, and, especially, during and after the Austro-
Hungarian occupation of the country. At that time, the small collections of watercolour
paintings had been made by some Austro-Hungarian painters, both the educated ones
and the amateurs, soldiers and officers, who recorded the scenes of fighting between the
invading Austro-Hungarian army and the Bosnians, notably around Sarajevo and its
quarters. They also painted the places, tracts, people, their national costumes and cus-
toms. The first educated local painters also used with success the watercolour painting
technique. The public arts collections and the private collections kept as treasures the
watercolour paintings by Gabrijel Jurki`, Petar {ain, Todor {vraki`, Roman Petrovi`,
Ismet Mujezinovi`, Mica Todorovi` and the others. The watercolour painting remained in
the later periods. It was improved a great deal in the experiments by the younger genera-
tions painters, such as> Kemal {irbegovi`, Tomislav Dugonji`, Ljubomir Per;inli`, Hasan
Su`eska, Fuad Arifhod/i`, Emir Dragulj, Salim Obrali`, Sead :erkez, and Nihad Ze;evi`.
With Rizvi`'s watercolour paintings, both in terms of their number and his activities in
watercolour painting as his primary artistic vocation, the watercolour painting tradition in
Bosnia and Herzegovina had become greatly advanced.

The more complete picture about the artist can be seen from the data in his biography.
It can be seen from them that Rizvi` found more important inspiration from his numer-
ous travels. Of course, the travels did not serve the purpose for finding motives all over
the world. In addition to all impressions acquired, Ismet remained with his own land-
scape, his nature and his vision of the world. The travels meant an opportunity to satis-
fy his intellectual curiosity and spiritual needs. Ismet always travelled with his wife
Mubera, who had a prominent place in his work and life as some of the famous artists'
spouses had had in the past. In time, Mubera took over all the preparations for their trav-
els. Ismet and Mubera experienced the world in the more beautiful way. The travels
began towards the end of the Sixties. They went into three directions> European coun-
tries, the countries in the East and the countries of the Arabic Maghreb. They went to
some countries several times. It can be seen from Mubera's notes that they tried to com-
bine the two in the European countries, in particular in Italy> to purchase the material
and to become acquainted with the country, its towns, museums and art galleries. They
did not miss any important gallery or museum. These were the occasions for the artist
to become confronted with the great masters' works of all times and countries.

In the countries of the East and in Maghreb, they searched for and found other cultural
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Ba[;ar[ijom, mnogi prolaznici su nas pozdravljali, a ;esto i zastajali da popri;aju s nama.
Luis je to posmatrao i upitao Ismeta doslovce> 'Ko su svi ti ljudi s kojima se pozdravljate
i pri;ate|' Rekli smo mu da su to prijatelji. On se iskreno nasmijao i rekao> 'Sretni ste vi
ljudi kada imate toliko prijatelja ovdje, a ja u Aalborgu imam samo jednog.' Vrlo ;esto
smo se, u godinama koje su prolazile, toga sje`ali, a danas, kada je rat odnio mnoge pri-
jatelje, pogotovo."

Ismet Rizvi` je jedan od rijetkih Bo[njaka koji je mogao praviti mostove tako velikih
duhovnih raspona koje su ;inili svijet Sikstine u Rimu i Mevlevijine tekije u Konji.
Odrastao me]u vertikalama munara, sahat-kula i tornjeva, lahko je prepoznavao sli;ne
oblike u tornjevima Bologne, Ferrare, Firence i Fesa, kao [to je bio u stanju osjetiti i
razumjeti vrijednosti Tarnerovih akvarela, perzijskih minijatura ili japanskih akvarela.
Ismet Rizvi` je napisao i jednu studiju o perzijskim minijaturama, ali ona je epizodna u
odnosu na stanje permanentne, svjesne aktuelne i tradicijske povezanosti njegova bi`a
sa Istokom. "Te[ko je biti pred Rizvi`evim slikama a odolijevati osje`aju duhovne veze
Istoka i du[e ovoga umjetnika. Te[ko je odoljeti podsje`anju da nam je akvarel do[ao sa
te strane svjetlosti i bu]enja. I sa strane meditacije kojoj je neznana bilo kakva povreda
meditiranog predmeta od strane ;ovjeka. Iz prvog vrela buja izuzetna Rizvi`eva ;ulnost
za atmosferske fenomene koji su, uza svu svoju fizikalnost, znak da i sama materija pos-
jeduje svoje podru;je nedosanjanoga, svoje podru;je irealnoga. Na drugom izvoru
njeguje on kaligrafsku prefinjenost svoga slikarskog gesta."

U ovom zapa/anju istaknuta je mogu`a bliskost Rizvi`evih akvarela i akvarela starih i
dalekih majstora Istoka, Kine, Japana, kao i Rizvi`eva osjetljivost i suptilnost orijentalnih
akvarela i minijatura. Ali konstatacija duboke veze Istoka i du[e ovog umjetnika ima i
vi[e zna;enje. Istok za Rizvi`a zna;i mnogo [ire i dublje izvori[te od Kine i Japana.
Akvarel je, dobro je re;eno, do[ao sa te strane svjetlosti i bu]enja. Akvarel se poima kao
slika svjetlosti. Cijeli put koji je pre[ao Ismet Rizvi` u svojim akvarelima svjedo;i o te/nji
umjetnika da akvarelom oslika tragove za;udne svjetlosti. Nije li i du[a ovog umjetnika
postajala sve vi[e obasjanom|

S re;enim i zapisanim nikad se ne mo/e do`i do potpunog zadovoljstva. Trebalo bi nas-
tojati doku;iti to svjetlo, to ne[to u Rizvi`evoj izmaglici, "ne[to [to dopu[ta nezamislivom
da ustraje". Umjetnost nas samo ponese i nikad ne znamo dokle nismo stigli. Rizvi`evo
djelo, veliki opus akvarela, danas ve`im dijelom rasut po zbirkama [irom svijeta, bi`e
povodom novih poku[aja razumijevanja i tuma;enja. Osim re;enog, u;injeno je prvo
spremanje i napravljen je prvi prijedlog sistematizacije obimnog opusa ovog umjetnika. 

Ima se dojam da je to djelo koje `e privla;iti nove istra/iva;e, da je djelo Ismeta Rizvi`a
zna;ajno za sredinu u kojoj je nastalo i za svijet umjetnosti koji je njime pro[iren. U ovom
prvom pristupu ukupnom opusu Ismeta Rizvi`a mo/e se utvrditi barem neke od vrijed-

M. Salihbegovi`, Slikarevo
zrcaljenje, predgovor za kata-
log samostalne izlo/be,
Sarajevo 1975.

19-65.QXD  13.10.03  12.36  Page 62



63

and civilisation examples.  They were interested in the spiritual connection between the
artist, his family and his home country tradition with the tradition of the East. A meeting
during one of these travels illustrates nicely something from these civilisation differ-
ences and specific traits. It comes from Mubera' notes>

"Our first travel abroad was to Turkey. It took place in July and August 1966. We went to
Edirne and Istanbul. We visited our cousins, the Pand/a family, who had their shops in
the Kapali Bazaar in Istanbul. During the trip, we met a professor from Aalborg in
Denmark in our train compartment that we shared with Mr. {ukrija Njuhovi`. Mr. Luis
Hojgart could be fifty or so. From that meeting on the train, he kept us company during
our tours of the city, or during our visits to the mosques, museums, shops, or during our
long walks. He also came with us to coffee shops, where he tried to smoke a water-pipe
(nargileh), drink grapes brandy (mastika) in the restaurants, or, simply, come to shop
with us. It all lasted until the earthquake at Ada Pazar. We parted afterwards. We went to
Bulgaria, to Zlatni Pyasci, and he left for Vienna. We kept in touch and cherish the friend-
ship with the professor from Aalborg to these days.

Professor Luis Hojgard came to visit us in Sarajevo in 1971 and 1973. While we were
walking on Ba[;ar[ija, many passers-by would greet us and talked to us. Luis watched it
all and literally asked Ismet> "Who are all these people you greet and talk to|" We said
they were our friends.  He laughed earnestly and said> "You are so fortunate people to
have so many friends here. I have only one in Aalborg". We often remembered his words
in the years afterwards, and particularly now, when the war took so many friends".

Ismet Rizvi` was one of these Bosniaks who could build bridges between such great spir-
itual spans that made the world of Capela Sistina in Rome and Mawlawija's tekke in
Konya. Having grown up among the vertical minarets and tower-clocks and other towers,
he recognised easily the similar shapes in the towers of Bologna, Ferrara, Florence and Fez
in the same manner he was able to feel and understand the values of Turner's watercolour
paintings, Persian miniatures or Japanese watercolour works. Ismet Rizvi` wrote a study
on the Persian miniatures, but it was an episode in comparison to his state of permanent,
conscious and tradition linkage of his being with the East. "It is difficult to stand in front of
Rizvi`'s paintings and resist the feeling of spiritual connection between the East and this
artist's soul. It is hard to resist reminiscences that the watercolour painting had come
from that side of light and awakening. And from the side of meditation that could not hurt
any meditated object by a human being. Rizvi`'s sensuality for atmospheric phenomena
springs forth from the first source. In addition to all this physical quality, it is the sign that
the matter itself possesses its own domain of half-dreamed, its own domain of non-real.
In the other source he cherishes the calligraphic finesse of his painter's gesture".

This observation emphasises the possible closeness of Rizvi`'s watercolour paintings

M. Salihbegovi`,
Painter's mirroring,
Sarajevo ,1975
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nosti i karakteristika djela ovog umjetnika> cijelo djelo je nastalo iz Prirode, a Priroda u
svojoj elementarnosti postoji slikom akvarela. 

Akvarelom se Rizvi` bavio od po;etka do kraja. Po[to je prou;io  literaturu o akvarelu i
upoznao djela velikih majstora engleskog i japanskog akvarela,  imaju`i temelje i u tradi-
ciji akvarela u umjetnosti Bosne i Hercegovine, Ismet Rizvi` je razvio svoj akvarel u
rasponu i oblicima koji svjedo;e o umjetnikovoj gesti i stilu i stavu.

Ali akvareli Ismeta Rizvi`a jesu i ne[to drugo. Kako je ve` re;eno, djela nastala iz
Prirode jesu njena supstancijalna slika koja je mogu`a, naslu`uju`a i vidljiva samo u
vizijama i osjetilima umjetnika. Rizvi`evi akvareli nas pokre`u prema daljem i vi[em
iskonskom. Njegova Priroda, bez ljudi, bez ljudskih nastambi, bez o/iljaka koje ;ini
civilizacija u njoj, svjesno je izabrana Priroda. Umjetnik jeste putovao, snimao, slikao
u pejza/u, prou;avao je i slikao minerale, ali njegovi akvareli, prije svega, zrcale njegov
unutra[nji pejza/, u kojem se susre`e, stapa s tom akvarelskom natopinom i nebesko,
i vegetativno, i zemno, i svjetlosno u Op`e i Jedinstveno. Rizvi`evi akvareli su dragulji
likovnosti, onoga vidljivog i imaginarnog, [to u obi;nosti ne mo/emo da spojimo.
Ismet Rizvi`, u beskrajnom tonsko-hromatskom laviranju, svjedo;i da du[a umjetni-
ka mo/e izraziti Lijepo, koje obasjava Ovaj svijet i koje samo obdareni i nadahnuti vide
i dose/u u svojim mislima i djelima.

Ibrahim Krzovi`
U Sarajevu, juni 1997. - januar 1999.
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with the watercolour paintings by the ancient and distant masters from the East, China
and Japan, Rizvi`'s sensitivity and subtlety of the Oriental watercolour paintings and
miniatures. But, the deep connection between the East and this artist's soul has multiple
meanings. The East for Rizvi` meant a wider and deeper origin than China and Japan. It
has been well said that a watercolour painting came from that side of light and awaken-
ing. The watercolour painting seems to be like the picture of light. The whole road cov-
ered by Ismet Rizvi` in his watercolour paintings testifies about the artist's yearning to
paint with his watercolour paintings some traces of that miraculous light.  Did not the
artist's soul also become more and lit in the process|

One can never be satisfied with the uttered and written word. One should strive to reach
that light, that something in Rizvi`'s mist, "something that allows the unthinkable to per-
sist". Art just carries us away and we never know until we reach the destination. Rizvi`'s
oeuvre, his great watercolour paintings opus nowadays mostly scattered in the collec-
tions all over the world, would become the reason for the new attempts of understand-
ing and interpretation. Next to the already said, the first inventory was made, and the
first suggestion to present the systematic structure of this artist's substantial opus.

One had the impression that his work would attract the new researchers that Ismet Rizvi`'s
works have been important both for the environment where they had been made and for the
world of art improved by them. In this first attempt to cover the entire Ismet Rizvi`'s opus, at
least some of its values and characteristics could be affirmed> the entire work sprang from the
nature, and the Nature in its elementary state existed in the watercolour painting.

Rizvi` worked on watercolour painting from the beginning to the very end. After he had
studied the literature about watercolour painting and after he had become acquainted
with the works by great masters of English and Japanese watercolour painting, and hav-
ing had his foundations in the watercolour painting tradition in the arts of Bosnia and
Herzegovina, Ismet Rizvi` developed his watercolour painting in the span and forms
that testified about the artist's gesture, style and attitude.

But, Ismet Rizvi`'s watercolour paintings are also something else. As it has already been said,
the works that emerged from Nature are its substantial picture. It is possible and visible only
in the artists' visions and senses. Rizvi`'s watercolour paintings move us towards the more ele-
vated and superior primordial condition. His Nature, without people and without human
lodgings, without the scars that the civilisation inflicts on it, is the consciously chosen Nature.
The artist did travel, took photos, painted in landscape, studied and painted the minerals, but
his watercolour paintings, above all, mirror his interior landscape where the heavens and veg-
etation, earth and light, meet and fuse with the watercolour saturation into the Overall and
Unique. Rizvi`'s watercolour paintings are the gems of visual art, of the visible and imaginary,
which we usually cannot fuse together. In the endless tonal and chromatic vacillation Ismet
Rizvi` testifies that the artist's soul can express the beautiful that lightens this world and that
only the talented and inspired ones can see and reach in their thoughts and works.

Ibrahim Krzovi`
In Sarajevo, June 1997 - January 1999
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1. MORI_A HAN\THE MORI_ FAMILY INN
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2. STARA KU_A U SARAJEVU \ OLD HOUSE IN SARAJEVO
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3. POGLED NA SARAJEVO \ VIEW ON SARAJEVO
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4. RU?E U VAZNI IV \ ROSES IN VASE IV
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5. BIJELE RU?E \ WHITE ROSES
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6. RU?E U VAZNI I \ ROSES IN VASE I
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7. MRTVA PRIRODA III \ STILL LIFE III
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8. MRTVA PRIRODA IV \ STILL LIFE IV
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9. STARI ZID \ OLD WALL
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10. OSUN:ANI ZID \ SUNSHINE ON THE WALL
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11. PARK UZ MILJACKU \ PARK BY THE MILJACKA RIVER
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12. DRVE_E UZ OGRADU \ TREES BY THE FENCE
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13. ZIMA II \ WINTER II
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14. PEJZA? UZ RIJEKU I PUT \ LANDSCAPE BY THE RIVER AND ROAD

66-R-323  13.10.03  12.38  Page 81



15.BRE?ULJCI I BRDA \ SLOPES AND HILLS
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16. DRVE_E U PARKU \ TREES AT THE PARK
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17. RAVNI:ARSKI PREDIO \ LOWLANDS
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18. STARE KU_E \ OLD HOUSES
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19. ISPOD I IZNAD BRE?ULJKA \ BENEATH AND ABOVE SLOPE
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20. KULA U PO:ITELJU I \ TOWER IN PO:ITELJ I
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21. BRDSKI PREDIO \ HILLS
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22. NASELJE U MAGLI \ SETTLEMENT IN THE MIST
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23. BRE?ULJCI \ SLOPES

66-R-323  13.10.03  12.38  Page 90



24. BRDA I LJUBI:ASTI OBLACI \ HILLS AND VIOLET CLOUDS
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25. CVIJE_E III \ FLOWERS III
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26. POGLED NA GRAD \ VIEW AT THE CITY
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27. DRVE_E  U PEJZA?U \ TREES IN THE LANDSCAPE
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28. KU_E U SARAJEVU \ HOUSES IN SARAJEVO
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29. PARK U SARAJEVU \ PARK IN SARAJEVO 
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30. KULA U PO:ITELJU II \ TOWER IN PO:ITELJ II
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31. STARA KU_A \ OLD HOUSE
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32. KU_E U STAROJ MAHALI I \ HOUSES IN THE OLD TOWN QUARTER I
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33. KU_E U STAROJ MAHALI lI \ HOUSES IN THE OLD TOWN QUARTER Il
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34. BEMBA{A\BEMBA{A, QUARTER IN TSARAJEVO
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35. BEGOVINA U MAGLI \ BEY'S ESTATE IN THE MIST
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36. PO:ITELJ
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37. POLEGLO DRVE_E \ LAID FLAT TREES
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38. RAZGOVOR U PRIRODI \ CONVERSATION IN THE NATURE
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39. PREDIO KRAJEM LJETA \ SCENERY AT THE END OF THE SUMMER
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40. TRI STABLA \ THREE TREES
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41. MAGLA JESENJEG PEJZA?A \ MIST OF THE AUTUMN LANDSCAPE
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42. JESENJA ELEGIJA \ AUTUMN ELEGY
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43. LEBDE_I PREDIO I \ FLOATING SCENERY I
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44. PEJZA? OBAVIJEN MAGLOM \ LANDSCAPE WRAPPED IN THE MIST
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45. {UMOVITI PREDIO U MAGLI \  WOODLAND IN THE MIST
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46. U SMIRAJ DANA \ TWILIGHT OF THE DAY
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47. CRVENI PEJZA? I \ RED LANDSCAPE I
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48. CRVENI PEJZA? II \ RED LANDSCAPE II
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49. ZELENO-SME}I PEJZA? \ GREEN - BROWN LANDSCAPE
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50. SNENI PEJZA? \ SOMNOLENT LANDSCAPE
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51. PEJZA? IZ SNA \ LANDSCAPE FROM THE DREAM
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52. PLANINSKI PREDIO I \ MOUNTAIN SCENERY I
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53. PEJZA? SA LJUBI:ASTO-TIRKIZNIM NEBOM \  LANDSCAPE WITH PURPLE -TURQUOISE SKY
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54. STARI PANJ \OLD TREE STUMP
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55. KAMENJAR I \ ROCKY GROUND I
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56. ZELENA STABLA U {UMI \ GREEN TREES IN THE WOODS
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57. SVITANJE \ DAWNING
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58. UNUTRA{NJI PEJZA? II \ INTERIOR LANDSCAPE II
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59. U PREDVE:ERJE I \ IN THE EARLY EVENING I
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60. KRAJOLIK U JESEN \ SCENERY IN THE AUTUMN
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61. IMAGINACIJA II \ IMAGINATION II

66-R-323  13.10.03  12.39  Page 133



62. OBORENO DRVO \ FELLED TREE
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63. TAJANSTVENI PREDIO \ MYSTERIOUS SCENERY
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64. PEJZA? VI \  LANDSCAPE VI
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65. NAJAKVARELSKIJI PEJZA? \ THE MOST WATERCOLOUR LANDSCAPE
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66. PREDIO SA KAMENJEM \ SCENERY WITH THE ROCKS
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67. RA}ANJE SUNCA \ SUNRISE
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68. KROZ {UMU I \ THROUGH THE WOODS I
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69. PRIRODA KOJA SE MIJENJA \ NATURE THAT CHANGES
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70. KROZ MAGLU \ THROUGH THE MIST
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71. NA RUBU SNA I STVARNOSTI \ AT THE EDGE OF DREAM AND REALITY
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72. IMAGINACIJA IIl\ IMAGINATION IIl
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73. IMAGINACIJA I \ IMAGINATION I
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74. BIVANJE I NESTAJANJE \ BEING AND DISAPPEARING
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75. NO_ \ THE NIGHT
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76. PRODOR SVJETLA V \ BREAK OF THE LIGHT V
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77. PREDIO CHRYSOPRASA I \ CHRYSOPRAS  A SCENERY  I
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78. PREDIO CHRYSOPRASA II \ CHRYSOPRAS  A SCENERY II
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79. PREDIO U SAMO_I \ SCENERY IN THE LONELINESS
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80. HIMERI:NI PEJZA? \ CHIMERIC LANDSCAPE
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81. SJE_ANJE NA JESEN II \ AUTUMN MEMORY II
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82. POETI:NI PEJZA? \ POETIC LANDSCAPE
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83. SENZIBILNA JESEN \ SENSITIVE AUTUMN
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84. RANA JESEN \ EARLY AUTUMN
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85. RUJNA JESEN \ DARK RED AUTUMN
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86. UZBUDLJIVA JESEN \ EXCITING AUTUMN
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87. ILUMINACIJA \ ILLUMINATION
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88. SANJIVA JESEN \ SLEEPY AUTUMN

66-R-323  13.10.03  12.39  Page 163



89. KASNA JESEN\ LATE AUTUMN
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90. GORSKI PREDIO SA VODOM \ MOUNTAIN SCENERY WITH WATER
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91. CRVENA FANTAZIJA \ RED FANTASY
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92. JESENJI PEJZA? SA LITICAMA \ AUTUMN LANDSCAPE WITH CLIFFS
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93. JESENJA SIMFONIJA \ AUTUMN SYMPHONY
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94. LEBDE_I PREDIO II \ FLOATING SCENERY II
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95. GORSKI PREDIO I \ MOUNTAIN SCENERY II
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96. AK{AMSKI SMIRAJ \ DUSK
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97. PEJZA? U ZORU I \ LANDSCAPE IN DAWN I
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98. PEJZA? U ZORU II \ LANDSCAPE IN DAWN II
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99. IZME}U  SNA I JAVE \ BETWEEN DREAM  AND REALITY
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100. IZVIRANJE II \ SPRINGING OUT II
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101. PEJZA? VII \ LANDSCAPE VII
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102. PEJZA? SA OBLACIMA \ LANDSCAPE WITH CLOUDS
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103. NARAN:ASTI PEJZA? \ ORANGE LANDSCAPE
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104. PRED OLUJU V \ BEFORE THE STORM V
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105. POSLIJE KI{E III \ AFTER  THE RAIN III
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106. MIRNO-NEMIRNI PREDIO \ PEACEFUL - RESTLESS  SCENERY
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107. ITI{INA KRAJOLIKA \ STILLNESS OF THE SCENERY

66-R-323  13.10.03  12.39  Page 184



108. GOVOR PRIRODE \ SPEECH OF THE NATURE
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109. PROLAZNOST \ EPHEMERALITY
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110. OBLACI KOJI PLOVE \ SAILING CLOUDS
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111. POSLIJE KI{E I \ AFTER THE RAIN I
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112. SVJETLO IZME}U STIJENA \ LIGHT BETWEEN THE ROCKS
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113. ZELENI SKLAD \ GREEN HARMONY
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114. GUSTA {UMA U MAGLI \ THICK FOREST IN THE MIST
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115. SMARAGDNI PEJZA? \ EMERALD LANDSCAPE
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116. IMPRESIVNI PEJZA? \ IMPRESSIVE LANDSCAPE

66-R-323  13.10.03  12.39  Page 193



117. PRED OLUJU IV \ BEFORE THE STORM IV
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118. PREDIO SA PADINAMA \ SCENERY WITH THE SLOPES
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119. PEJZA? NO_U \ LANDSCAPE IN THE NIGHT
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120. SUTON III \ EVENING TWILIGHT III
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121. ZALAZAK SUNCA \ SUNSET
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122. MAGLI:ASTI OBLACI NAD RIJEKOM \ MISTY  CLOUDS ABOVE THE RIVER
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123. OLUJNI OBLACI \ STORMY CLOUDS
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124. SUTON II \ EVENING TWILIGHT II
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125. KRAJOLIK KOJI LEBDI \ FLOATING SCENERY 
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126. PEJZA? POSLIJE OLUJE \ LANDSCAPE AFTER THE RAIN
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127. SUTON I \ EVENING TWILIGHT I
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128. TRA:AK SVJETLA \  BEAM  OF LIGHT
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129. NADAHNU_E \ INSPIRATION
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130. PEJZA? PRED KI{U \ LANDSCAPE BEFORE THE RAIN

66-R-323  13.10.03  12.39  Page 207



131. KROZ GUSTU MAGLU \  THROUGH THE THICK MIST
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132. U PREDVE:ERJE II \ IN THE EARLY EVENING II
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133. POSLIJE KI{E II \ AFTER THE RAIN II
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134. OLUJNO VRIJEME \ STORMY WEATHER
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135. {UTNJA PRIRODE \ SILENCE OF THE NATURE
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136. OBLACI NAD JEZEROM \ CLOUDS ABOVE THE LAKE
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137. PLAVA RAPSODIJA \ BLUE RHAPSODY
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138. PRED OLUJU III \ BEFORE THE STORM III
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139. LJUBI:ASTI PREDIO \ PURPLE SCENERY
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140. TAJNOVITI PEJZA? \ MYSTERIOUS LANDSCAPE
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141. HARMONIJA U LJUBI:ASTOM \ HARMONY IN THE PURPLE
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142. VAZDU{ASTI PREDIO \ AIRY SCENERY
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143. ZALAZAK SUNCA \ SUNSET
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144. LJUBI:ASTA FANTAZIJA \ PURPLE FANTASY
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145. OBLACI \ CLOUDS
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146. SUMRAK \ TWILIGHT

66-R-323  13.10.03  12.39  Page 223



147.  PRED OLUJU II \ BEFORE THE STORM II

66-R-323  13.10.03  12.39  Page 224



1.48.  PRODOR SVJETLA KROZ LJUBI:ASTO NEBO \  BREAK OF LIGHT THROUGH PURPLE SKY
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149. PEJZA? SA OBLACIMA \ LANDSCAPE WITH CLOUDS
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150. SVJETLOST KROZ OBLAKE \ LIGHT THROUGH CLOUDS
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151. NASTANAK PEJZA?A \ EMERGENCE OF LANDSCAPE
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152. PLAVI PEJZA? \  BLUE LANDSCAPE
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153. POGLED IZVANA \VIEW FROM OUTSIDE
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154. PEJZA? U JESEN \ LANDSCAPE IN AUTUMN
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155. PEJZA? U MASLINASTOJ BOJI \ LANDSCAPE IN OLIVE-GREEN COLOUR
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156. PEJZA? \ LANDSCAPE
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157. POGLED IZNUTRA \ VIEW FROM INSIDE
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158. PEJZA? \ LANDSCAPE
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159. STUDIJA I \ STUDY I
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160. STUDIJA II \ STUDY Il
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161. STUDIJA III \ STUDY Ill
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162. STUDIJA IV \ STUDY IV
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163. STUDIJA V \ STUDY V
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164. STUDIJA VI \ STUDY Vl
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165. STUDIJA \ STUDY 
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166. STUDIJA \ STUDY 
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167. STUDIJA \ STUDY 
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168. STUDIJA \ STUDY 
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169. STUDIJA \ STUDY 
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170. STUDIJA \ STUDY 
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171. STUDIJA \ STUDY 
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172. STUDIJA \ STUDY 
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173. STUDIJA \ STUDY 
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174. STUDIJA \ STUDY 
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175. STUDIJA \ STUDY 
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176. STUDIJA \ STUDY 
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177. STUDIJA \ STUDY
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178. STUDIJA \ STUDY 
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179. STUDIJA \ STUDY 
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180. STUDIJA \ STUDY 
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181. STUDIJA \ STUDY 
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182. STUDIJA \ STUDY 
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183. STUDIJA \ STUDY 
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184. STUDIJA \ STUDY 
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185. STUDIJA \ STUDY 
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186. STUDIJA \ STUDY 
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187. STUDIJA \ STUDY 

66-R-323  13.10.03  12.39  Page 268



188. PRASAK U {UMI \ A BURST IN THE WOODS
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189. KRETANJE \ MOVEMENT
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190. STUDIJA \ STUDY
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191. STUDIJA \ STUDY
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192. STUDIJA \ STUDY
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193. STUDIJA \ STUDY
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194. STUDIJA \ STUDY
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195. STUDIJA \ STUDY
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196. STUDIJA \ STUDY
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197. STUDIJA \ STUDY
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198. STUDIJA \ STUDY

66-R-323  13.10.03  12.39  Page 279



199. STUDIJA \ STUDY

66-R-323  13.10.03  12.39  Page 280



200. STUDIJA \ STUDY
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201. STUDIJA \ STUDY
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202. STUDIJA \ STUDY
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203. STUDIJA \ STUDY
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204. STUDIJA \ STUDY
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205. PEJZA? \  LANDSCAPE
Pastel
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206. NASELJE-PEJZA? \ SETTLEMENT -LANDSCAPE
Pastel
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207. IZME}U BRDA \ BETWEEN THE HILLS
Kombinovana tehnika \ Combined technique
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208.  KRO{NJA DRVETA \  CROWN OF A TREE
Kombinovana tehnika \ Combined technique
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209. PROPLANCI \ CLEARINGS
Pastel
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210. SUHE GRANE \ DRY BRANCHES
Pastel
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211. PLANINSKI PREDIO I \ MOUNTAIN SCENERY I
Pastel
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212. PLANINSKI PREDIO II \ MOUNTAIN SCENERY Ii
Pastel
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213. PLANINSKI DETALJI \ MOUNTAIN DETAIL I
Pastel
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214. PLANINSKI DETALJ Il  \ MOUNTAIN DETAIL Il
Pastel
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215. JESENJA IMPRESIJA I \ AUTUMN IMPRESSION I
Kombinovana tehnika \ Combined technique
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216. JESENJI SKLAD \  AUTUMN HARMONY
Kombinovana tehnika \ Combined technique
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217. JESENJA HARMONIJA I \  AUTUMN HARMONY I
Kombinovana tehnika \ Combined technique

66-R-323  13.10.03  12.39  Page 300



218. JESENJA HARMONIJA II \ AUTUMN HARMONY Il
Kombinovana tehnika \ Combined technique
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219. GRMLJE \ BUSHES
Kombinovana tehnika \ Combined technique
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220. STRMI PREDIO U PLANINI \ SLOPE SCENERY IN THE MOUNTAIN
Kombinovana tehnika \ Combined technique
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2
21. NA VJETRU \  IN THE WIND

Kombinovana tehnika \ Combined technique
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222. U RAVNICI \ AT THE LOWLANDS
Kombinovana tehnika \ Combined technique

66-R-323  13.10.03  12.39  Page 305



223. ROMANTI:NI PREDIO \ ROMANTIC SCENERY
Kombinovana tehnika \ Combined technique
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224. STUDIJA I \ STUDY I
Kombinovana tehnika \ Combined technique
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225. STUDIJA II \ STUDY Il
Kombinovana tehnika \ Combined technique
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226. STUDIJA III \ STUDY III
Kombinovana tehnika \ Combined technique
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227. STUDIJA IV \ STU
Kombinovana tehnika \ Combined techniqueDY IV
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228. STUDIJA V \ STUDY IV
Kombinovana tehnika \ Combined technique
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229. STUDIJA VI \ STUDY Vl
Kombinovana tehnika \ Combined technique
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230. STUDIJA VII \ STUDY Vll
Pastel
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231.  STUDIJA VIII \ STUDY Vlll
Kombinovana tehnika \ Combined technique
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232. CRTE? I \ DRAWING I
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233. CRTE? II \ DRAWING lI
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234. CRTE? III \ DRAWING llI
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235. NIZ PADINU \ DOWN THE SLOPE
Crte/ \ Draing
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236. NA MALOM BRDU \ ON THE LITTLE HILL
Crte/ \ Draing
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237.IZME}U STABALA \ BETWEEN THE TREES
Crte/ \ Draing
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Ismet Rizvi` je ro]en 6. februara 1933. go-
dine u Mostaru. Od svog ranog djetinjstva
/ivio je u Sarajevu, gdje se [kolovao i pro-
veo cijeli /ivotni i radni vijek.
Osnovnu [kolu i Prvu mu[ku gimnaziju za-
vr[io je 1947. godine, a Trgova;ku akade-
miju 1950. godine. Ubrzo je dobio posao mla-
]eg komercijaliste u trgova;kom preduze-

`u "{ipad" i "Veletrgovina". Za nedjeljne li-
stove ":i;ak" i "Je/" radio je crte/e, ilustra-
cije i karikature. 
Vojni rok je slu/io u Zagrebu od 1953. do
1954. godine. Po povratku u Sarajevo po-
novo je radio u komercijalnoj struci, sve do
1961, kada je upisao redovni studij na Vi-
[oj pedago[koj [koli u Sarajevu, Odsjek za
likovnu umjetnost.
Diplomirao je 1963. godine i dobio stalno
mjesto nastavnika likovnog obrazovanja i
odgoja u Osnovnoj [koli "Ivan Cankar". Po-
slije dvije decenije rada u [koli, sti;e 1982.
godine zvanje samostalnog umjetnika, a od
1989. godine imao je invalidsku penziju. 
Savez zajednica za kulturu Sarajevo, u
svom obrazlo/enju za dodjelu statusa slo-
bodnog umjetnika Ismetu Rizvi`u isti;e>

Ismet Rizvi` was born on 6 February 1933
in Mostar. Since his early childhood until
his death in 1992 he lived and worked in
Sarajevo. 
He graduated from elementary school
and "Prva mu[ka gimnazija" in 1947, and
from Academy of Commerce Sarajevo in
1950. He started to work as a junior com-

mercial clerk at "{ipad" and "Veletrgo-
vina" commercial companies shortly after
his graduation. He made sketches, illus-
trations and cartoons for weekly maga-
zines ":i;ak" and "Je/".
He served his military service term in Zagreb
from 1953 to 1954. Upon his return to
Sarajevo, he was re-employed by the com-
mercial sector until 1961, when he started to

Otac Husein efendija \ Father Husein effendi

Majka Habiba hanuma Musakadi`
\ Mother Habiba hanum Musakadi`

U igri na snijegu \ Playing in the snow
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"Ve` punih dvadesetpet godina Ismet
Rizvi` prisutan je u likovnom stvarala[tvu
Bosne i Hercegovine. Njegova prva izlaga-
nja datiraju jo[ od 1958. godine te sa naiz-
mjeni;nim podsticajem volje i upornosti
uspio je izgraditi vlastiti na;in likovnog
izra/avanja. Samostalne Rizvi`eve izlo/be
razotkrivaju nam transformativni senzibi-
litet ovog autora. Vjeran pejza/ima bogate
bosanske vegetacije i starih urbanih pros-
tora, Rizvi` svoju poetizaciju vje[to unosi u
strukturu svojih slika, razotkrivaju`i ugo]aj
do/ivljaja ve` zaboravljenih strasti. Eks-
presivnost, transparentnost boje, tekstura
podloge papira, skoro da su principijelna
na;ela akvarela kao tehnike, sa kojima se
Rizvi` suptilno poigrava na[im ;ulima, tru-
de`i se da nas nijednom gestom ne udalji
iz dobro postignute ravnote/e. 

Izuzetan je zna;aj Rizvi`evog pedago[kog
rada, prili;an broj godina proveden u nas-
tavi, potvrdio je ovog autora kao vrsnog
pedagoga. Njegov senzibilitet i bogato stva-
rala;ko iskustvo, unosili su svje/inu i nove
pristupe likovnom vaspitanju. Kao jedan
od autora ud/benika za likovni odgoj, dao
je svoj puni udio, sintetiziraju`i kreativni

study at the Department for Visual Arts,
Teacher Training College Sarajevo.
He graduated in 1963, and was offered a
full-time visual arts teacher post at "Ivan
Cankar" Elementary School Sarajevo.
After two decades of work at this school,
he was granted the status of a freelance
artist in 1982, and as of 1989 was granted
disability allowance. 
The Union of Artists' Associations of
Sarajevo stated the following in its expla-
nation for awarding Ismet Rizvi` the sta-
tus of a free lance artist "For twenty five
years now Ismet Rizvi` has been present
in the artistic life of Bosnia and
Herzegovina. His first exhibitions have
dated from 1958. Having combined his
strong will and persistency, he managed
to build his specific style of artistic
expression. The exhibitions of the works
of Ismet Rizvi` show a transformative sen-
sibility of this author. Faithful to rich
Bosnian landscapes and old urban set-
tings, Rizvi` skillfully introduces his poet-
ics into the structure of his paintings, dis-
covering the pleasure of sensation of the
past passions. Expressiveness, colour

Sa bratom Muhsinom, ses-
trom Munirom Selimi` i

njenim sinom Hazimom \
With the brother Muhsin,

and the sister Munira
Selimi` and her son Hazim

Ismet i Mubera 1958 Na Babi`a
ba[`i \ Ismet and Muebera
1958 At the Babi`a ba[`a
quarters in Sarajevo

U “Saburinoj” [koli sa ]acima \ In the
“Saburina” Primary School with his pupils

1966. u salonu “Lik” \ 
1966 In the “Lik” Gallery
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rad i iskustvo pedagoga. Moglo bi se dugo
analizirati ovo podru;je Rizvi`evog djelo-
vanja o kome svjedo;e brojna priznanja,
kako njemu kao pedagogu, tako i njegov-
im u;enicima."

Tako je povodom izlo/be "Likovno stvara-
la[tvo djece Bosne i Hercegovine" 1974.
godine dobio priznanje kao nastavnik, a
priznanja su dobili i njegovi u;enici iz
osnovne [kole "Ivan Cankar." I povodom
izlo/be "Mladi voljenom gradu" dobio je
nagradu "Malih novina". U;estvuju`i u pri-
premi i realizacijama mnogobrojnih iz-
lo/bi dje;ijeg likovnog stvara[tva na koji-
ma su izlagali svoje radove i njegovi u;e-
nici, radio je na izradi kataloga, postavka-
ma izlo/bi, u /irijima za izbor radova kao i
na predstavljanju postignutih rezultata li-
kovnog odgoja i obrazovanja u okviru stru-
;nih aktiva, okruglih stolova, seminarima
za nastavnike ili za [iru javnost.
Bio je ;lan Saveza dru[tava likovnih peda-
goga Bosne i Hercegovine i Republi;kog i

transparency, the texture of paper back-
ground, represent the very principles of
watercolour technique. Rizvi` is using
those in a subtle manner to play with our
senses, while trying with no single gesture

to take us too far away from the overall
good balance reached in his works. His
pedagogical work is of an extraordinary
importance. This author proved himself
as an excellent pedagogue through many
years of his teaching experience. His sen-
sibility and rich creative experience intro-
duced freshness and new approaches to
visual arts education. Being one of the
authors of a course book on painting, he
gave his full contribution to it, while mak-
ing a synthesis of his creative work and
teaching experience. This area of Rizvi`'
work may be analysed again and again.
Many awards won by both himself and his
pupils prove  this statement."
Due to "The Children's paintings in Bosnia
and Herzegovina" Exhibition in 1974 he
was awarded for his teaching, and his
pupils from "Ivan Cankar" Elementary
School were also awarded for their work.
In addition to this, on the occasion of the
exhibition entitled "The Young to their
beloved city" he was awarded by the "Male
novine" magazine. While participating in

Na Ba[;ar[iji \ In the Ba[;ar[ija 
part of Sarajevo

Sa suprugom Muberom na
izletu \ On an excursion

with his wife Mubera 

U Blagaju \ At Blagaj 
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Nacionalnog komiteta INSEA od 1966.
godine. 
:lan Udru/enja likovnih umjetnika Bosne i
Hercegovine je od 1963. godine. Tokom
tridesetpet godina umjetni;kog rada u;es-
tvovao je na velikom broju kolektivnih iz-
lo/bi i priredio je 9 samostalnih. Vi[e puta,
u razdoblju od 1965. do 1974. u;estvovao
je u radu Umjetni;ke kolonije Po;itelj.
{ezdesetih godina radio je na likovnim
rje[enjima filmskih [pica za "Sutjeska
film".
Godine 1966. Ismet Rizvi` je dobio sti-
pendiju Fonda "Mo[e Pijade" za boravak u
Londonu, u trajanju od mjesec dana. Bo-
ravio je i u Poljskoj 1969. godine u okolini
Bialowie/a, gdje su ga, kao gosta, pozvali
poljski pleneristi. Sva ostala putovanja, u
vremenu od 1965. do 1992. godine u
evropske, azijske i afri;ke zemlje i gradove,

preparation and implementation of many
exhibitions of children's paintings where
he exhibited his works together with
those of his pupils, Rizvi` also helped with
preparation of catalogues, exhibition set-
tings, and was a member of selection
juries. He presented his results at profes-
sional fora, round tables, and seminars for
teachers and wider public.
He was a member of the Artists'
Association of Bosnia and Herzegovina
since 1963. During the thirty-five years of

his artistic work he participated in many
collective exhibitions and prepared 9 one-
man exhibitions. Several times, from 1965
to 1974, he participated in the work of the
Po;itelj Artistic Colony. During the 1965
he was making opening credits for
"Sutjeska film" Sarajevo movies. 
In 1966 Ismet Rizvi` was awarded with a
scholarship by "Mo[a Pijade" Fund to stay
in London for a month. He stayed in
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Kenitra, Maroko, trgovci grn;arijom, 1973 \ Kenitra, Morocco, Pottery traders, 1973

:esme Alyy – Teheran, Iran, u
dru[tvu sa mje[tanima, 1972 \
:esme Alyy  - Teheran, Iran,
together with local residents, 1972

Pamukkale, Turska, 1974 \
Pamukkale, Turkey, 1974 
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poduzimana su samoinicijativno u cilju i sa
/eljom da se upozna umjetnost i kultura
[irih svjetskih prostora. 
Umro je 9. decembra 1992. godine.
Osim u umjetni;kim galerijama i muzeji-
ma, velik broj Ismetovih slika nalazi se u
privatnim zbirkama u Italiji (Duo Aldo,
Ferrara), Austriji (R. i Alfred Mayer, Wien),

u Danskoj (L.H. Sorensen, Aalborg), u
{paniji, Portugalu, {vajcarskoj, Njema;-koj
(Unfallchirurgische Klinik Chefarzt, Prof.
Dr. med. Echtermeyer, Minden), Americi
(B. i Dr. A.Gaon, California, USA), Indiji itd.
Ismet Rizvi` poti;e iz ugledne porodice.
Odlu;uju`i uticaj na njegovo formiranje
imao je otac Husein, [to pokazuju i podaci
o njemu. Ro]en je 1882. godine u Po-
dhumu (Dolina Neretvice). Poslije zavr-[e-
ne osnovne [kole i konji;ke medrese,
oti[ao je u Sarajevo i upisao se u Gazi

Poland in 1969, in the vicinity of
Bialowie/, where he was invited by Polish
pleinairists. Other travels from 1965 to
1972 to European, Asian and African
countries were undertaken upon Ismet's
own initiative following his wish  to study
art and culture in a wider  context.
He died on 9 December 1992.
Apart from the artistic galleries and muse-
ums, a number of Ismet's paintings are kept

in private collections in Italy (Duo Aldo, Fe-
rrara), Austria (R. & Alfred Mayer, Vienna),
Denmark (L.H. Sorensen, Aalborg), Spain,
Portugal, Switzerland, Germany (Unfal-
lchirurgische Klinik Chefarzt, Prof. Dr. med
Echtermeyer, Minden), USA (B. and Dr. A.
Gaon, California, USA), India, etc.
Ismet Rizvi` came from a respectable fami-
ly. His father Husein made the decisive
influence on his personality. Husein Rizvi`
was born in 1882 at Podhum (the Neretvica
valley). After finishing elementary school
and Madrasah at Konjic, he went to Sara-
jevo and started to study at Gazi Husrev-
bey Madrasah (Kur[umlija), which he
attended for eight years (1895-1903).

Sa brati;inom Selmom \
With his niece Selma

U ateljeu \ In the atelier

sa bratom Muhsinom i Kasimom
Suljevi`em \ With brother

Muhsin and Kasim Suljevi`
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Husrev-begovu medresu (Kur[umliju),
koju je poha]ao osam godina (1895-
1903). Uporedo sa u;enjem u ovoj me-
dresi, u istom roku, zavr[io je i U;iteljsku
[kolu. Kasnije, 1924. godine, polo/io je
stru;ni ispit za vjerou;itelja na gra]anskim
[kolama. Prvu slu/bu je imao u Gora/du
1906. godine, ali je ve` 1908. bio prem-
je[ten u Mostar. Na mostarskoj srednjoj
[koli, izme]u ostalih predmeta, predavao
je islamsku kaligrafiju. Uporedo predaje
na Prvoj i Drugoj osnovnoj te na
Trgova;koj [koli. U Sarajevo je premje-
[ten 1935. godine i postavljen za vjero-
u;itelja na Gra]anskoj i Osnovnoj [koli u
Logavinoj ulici, gdje ostaje do odlaska u
mirovinu, 1942. godine. U Gazi Husrev-
begovoj /enskoj medresi predavao je
islamsku kaligrafiju sve do 1949. godine.
Govorio je turski i arapski jezik. Umro je
1952. godine u Sarajevu.

Parallel to studying at this Madrasah, he
also graduated from Teachers' College.
Later, in 1924, he passed the professional
exam to become a teacher of religion in
state schools. His first service was in
Gora/de in 1906, but in 1908 he was trans-
fered to Mostar. He was a teacher of Islamic
Calligraphy at Mostar Secondary School. In
addition, he was teaching at the First and
Second Primary and at Trade School,
Mostar. He was transfered to Sarajevo in
1935 and appointed a religion teacher at
"Civic" and Primary School at Logavina
Street. He was working there until his retire-
ment in 1942. He was a teacher of Islamic
Calligraphy at Gazi Husrev-bey Female
Madrasah until 1949. He spoke Turkish
and Arabic. He died in 1952 in Sarajevo. 

Slajd snimci Ismeta Rizvi`a iz
ba[te u Sarajevu  sedamdesetih
godina \ Ismet Rizvi`’s slide
photos from his garden in
Sarajevo, in 1970s

Dva autoportreta snimljena u stanu \ Two self-portraits 
photographed in his apartment 
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SAMOSTALNE IZLO?BE

Izlo/beni paviljon,
14-24. novembar, Sarajevo

Galleria del Forziere,
18-31. januar, Ferrara, Italija

Galleria del Forziere,
17-30. oktobar, Ferrara, Italija

Izlo/beni paviljon,
6-16. decembar, Sarajevo

Sala Mostre Teatro Boldini,
10-31. januar, Ferrara, Italija

"Collegium Artisticum", salon "Lik",
1-15. oktobar, Sarajevo

Galerija "Prisma",
14. april -3. maj, Be;, Austrija

Kulturna manifestacija "Slovo Gor;ina"
Galerija "Branko {otra",
29. septembar -10. oktobar, Stolac

Galerie Strudlof,
17. septembar - 7. oktobar,
Be;, Austrija

ONE-MAN EXHIBITIONS

Exhibition Pavilion,
14-24 November, Sarajevo

Galleria del Forziere,
18-31 January, Ferrara, Italy

Galleria del Forziere,
17-30 October, Ferrara, Italy

Exhibition Pavilion,
6-16 December, Sarajevo,

Mostre Teatro Boldini Hall,
10-31 January, Ferrara, Italy

"Collegium Artisticum", "Lik" Exhibition Hall,
1-15 October, Sarajevo

"Prisma" Gallery,
14 April-3 May, Vienna, Austria

Cultural Event "The Word of Gor;in" 
"Branko {otra" Gallery,
29 September-10 October, Stolac

Galerie Strudlof,
17 September - 7 October,
Vienna, Austria

1964

1969

1970

1975

1984

1985

1986

1989

1996
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KOLEKTIVNE IZLO?BE

XXXXVV  iizzlloo//bbaa  UUddrruu//eennjjaa  lliikkoovvnniihh  uummjjeettnniikkaa
BBoossnnee  ii  HHeerrcceeggoovviinnee  ((UULLUUBBiiHH--aa))

Sarajevo, Umjetni;ki paviljon

Doboj-Tuzla

Derventa

PPookkrreettnnaa  iizzlloo//bbaa  UULLUUBBiiHH--aa

Mostar

XXXXVVIIIIII  iizzlloo//bbaa  UULLUUBBiiHH--aa

Sarajevo, Umjetni;ki paviljon

Beograd, Umjetni;ki paviljon

IIzzlloo//bbaa  UULLUUBBiiHH--aa

Bijeljina

Sarajevo, Umjetni;ki paviljon

IIzzlloo//bbaa  UULLUUBBiiHH--aa,,  ppoommoo`̀  SSkkoopplljjuu
Sarajevo, Umjetni;ki paviljon

IIzzlloo//bbaa  UULLUUBBiiHH--aa

Sarajevo, Umjetni;ki paviljon

Biha`

Mostar, Radni;ki univerzitet na Rondou

JJuubbiillaarrnnaa  iizzlloo//bbaa  UULLUUBBiiHH--aa  ''6655..

Sarajevo, Radni;ki univerzitet
"}uro }akovi`" *

Svi gornji podaci kori[teni iz kataloga
Akvareli dvadesetog vijeka u
Bosni  i   Hercegovini,
Umjetni;ka galerija BiH, Sarajevo,
5. decembar 1967. - 10. oktobar 1968.

COLLECTIVE EXHIBITIONS

XXXXVV  EExxhhiibbiittiioonn  ooff  tthhee  AAssssoocciiaattiioonn  ooff  VViissuuaall
AArrttiissttss  ooff  BBoossnniiaa  aanndd  HHeerrzzeeggoovviinnaa**  

Sarajevo, Artistic Pavilion

Doboj-Tuzla

Derventa

UULLUUBBiiHH  MMoobbiillee  EExxhhiibbiittiioonn
Mostar

UULLUUBBiiHH  XXXXVVIIIIII  EExxhhiibbiittiioonn

Sarajevo, Artistic Pavilion

Belgrade, Artistic Pavilion

UULLUUBBiiHH  EExxhhiibbiittiioonn

Bijeljina

Sarajevo, Artistic Pavilion

UULLUUBBiiHH  EExxhhiibbiittiioonn  hheellpp  ffoorr  SSkkoopplljjee

Sarajevo, Artistic Pavilion

UULLUUBBiiHH  EExxhhiibbiittiioonn

Sarajevo, Artistic Pavilion

Biha`

Mostar, Workers’ University at Rondo

AAnnnniivveerrssaarryy  UULLUUBBiiHH  EExxhhiibbiittiioonn  11996655

Sarajevo, Workers' University
"}uro }akovi`" *

All the above mentioned data come from the
Catalogue Watercolour paintings of the twentieth
century in Bosnia and Herzegovina,
The National Gallery of Bosnia and Herzegovina,
Sarajevo, December 5,1967 - October 10 ,1968

1957

1958

1959

1960

1963

1964

1965

in further text> ULUBiH - "Udru/enje
likovnih umjetnika BiH"
(Visual Artists Association of Bosnia
anh Herzegovina )
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IIzzlloo//bbaa  UULLUUBBiiHH--aa

Sarajevo, Umjetni;ki paviljon

Mostar, Radni;ki univerzitet na Rondou

PPrrvvaa  iizzlloo//bbaa  KKoolloonniijjee  PPoo;;iitteelljj

Sarajevo, Umjetni;ki paviljon

Mostar, Dom kulture na Rondou

:apljina

IIzzlloo//bbaa  UULLUUBBiiHH--aa

Sarajevo, Umjetni;ki paviljon

Mostar, Radni;ki univerzitet

IIzzlloo//bbaa  AAkkvvaarreellii  XXXX  vviijjeekkaa
uu  BBoossnnii  ii  HHeerrcceeggoovviinnii,,

Sarajevo
Umjetni;ka galerija Bosne i Hercegovine

IIzzlloo//bbaa  UULLUUBBiiHH--aa

Sarajevo, Umjetni;ki paviljon

Mostar, Radni;ki univerzitet

IIzzlloo//bbaa  AAkkvvaarreellii  XXXX  vviijjeekkaa
uu  BBoossnnii  ii  HHeerrcceeggoovviinnii

Banja Luka, Dom kulture

Mostar, Radni;ki univerzitet

IIzzlloo//bbaa  UULLUUBBiiHH--aa,,  PPooddrruu//nniiccaa

Sarajevo, Radni;ki univerzitet
"}uro }akovi`"

IIzzlloo//bbaa  sslliikkaarraassttvvoo,,  ggrraaffiikkaa,,  sskkuullppttuurraa

Umjetni;ke galerije BiH,
Ekspozitura Mostar, Dom kulture

DDrruuggaa  iizzlloo//bbaa  KKoolloonniijjee  PPoo;;iitteelljj,,

Beograd, Galerija kulturnog centra

Subotica, Galerija "Likovni susreti"

Mostar, Dom kulture

TTrree`̀aa  iizzlloo//bbaa  KKoolloonniijjee  PPoo;;iitteelljj

Mostar, Radni;ki univerzitet,

Sarajevo, Umjetni;ki paviljon

UULLUUBBiiHH  EExxhhiibbiittiioonn

Sarajevo, Artistic Pavilion

Mostar, Workers’ University at Rondo

TThhee  FFiirrsstt  EExxhhiibbiittiioonn  ooff  PPoo;;iitteelljj  AArrttiissttiicc  CCoolloonnyy

Sarajevo, Artistic Pavilion

Mostar, Culture Hall at Rondo

:apljina

UULLUUBBiiHH  EExxhhiibbiittiioonn

Sarajevo, Artistic Pavilion

Mostar, Workers’ University at Rondo

EExxhhiibbiittiioonn  WWaatteerrccoolloouurr    ppaaiinnttiinnggss  ooff  tthhee
TTwweennttiieetthh  cceennttuurryy  iinn  BBoossnniiaa  aanndd  HHeerrzzeeggoovviinnaa,,
Sarajevo
The National Gallery of Bosnia and Herzegovina

UULLUUBBiiHH  EExxhhiibbiittiioonn

Sarajevo, Artistic Pavilion

Mostar,Workers’ University at Rondo

EExxhhiibbiittiioonn  WWaatteerrccoolloouurr    ppaaiinnttiinnggss  ooff  tthhee
TTwweennttiieetthh  cceennttuurryy  iinn  BBoossnniiaa  aanndd  HHeerrzzeeggoovviinnaa

Banja Luka, Culture Hall

Mostar, Workers’ University at Rondo

UULLUUBBiiHH  BBrraanncchh  EExxhhiibbiittiioonn

Sarajevo, Workers' University
"}uro }akovi`"

EExxhhiibbiittiioonn  PPaaiinnttiinngg,,  GGrraapphhiicc,,  SSccuullppttuurree

The National Gallery of Bosnia and Herzegovina 
Mostar Branch, “Culture Hall”

TThhee  SSeeccoonndd  PPoo;;iitteelljj  CCoolloonnyy  EExxhhiibbiittiioonn,,

Belgrade, Cultural Centre Gallery, 

Subotica, "Likovni susreti" Gallery

Mostar, Culture Hall

TThhee  TThhiirrdd  EExxhhiibbiittiioonn  ooff  PPoo;;iitteelljj  AArrttiissttiicc  CCoolloonnyy,,

Mostar, Workers' University,

Sarajevo, Artistic Pavilion

1966

1967

1968

1969

1970
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IIzzlloo//bbaa  UULLUUBBiiHH--aa

Sarajevo,
Radni;ki univerzitet "}uro }akovi`"

IIzzlloo//bbaa  UULLUUBBiiHH--aa

Sarajevo,
Radni;ki univerzitet "}uro }akovi`"

IIzzlloo//bbaa  UULLUUBBiiHH--aa    ''7733..

Sarajevo,
Radni;ki univerzitet "}uro }akovi`"

DDeesseett  ggooddiinnaa  UUmmjjeettnnii;;kkee  kkoolloonniijjee  PPoo;;iitteelljj

Sarajevo, Umjetni;ki paviljon
"Collegium Artisticum"

Tuzla, Galerija jugoslovenskog portreta

Banja Luka, Kastel, Kamena ku`a

Mostar, Umjetni;ka galerija, Dom kulture

:apljina

IIzzlloo//bbaa  UULLUUBBiiHH--aa    ''7755..

Sarajevo, Umjetni;ki paviljon
"Collegium Artisticum"

IIzzlloo//bbaa  SSaarraajjeevvoo  uu  ddjjeelliimmaa  lliikkoovvnniihh
uummjjeettnniikkaa,,  oorrggaanniizzaattoorr  MMuuzzeejj  ggrraaddaa  SSaarraajjeevvaa

Sarajevo, Umjetni;ki paviljon
"Collegium Artisticum"

IIzzlloo//bbaa  UULLUUBBiiHH  11994455--11997766..

Sarajevo, Umjetni;ki paviljon
"Collegium Artisticum",

IIzzlloo//bbaa  UULLUUBBiiHH  ''7766..  SSttaallnnaa  ppoossttaavvkkaa

Sarajevo, Umjetni;ka galerija
Bosne i Hercegovine

IIzzlloo//bbaa  UULLUUBBiiHH--aa  ((aapprriill))

Sarajevo, Umjetni;ki paviljon
"Collegium Artisticum"

IIzzlloo//bbaa  UULLUUBBiiHH--aa  ((ddeecceemmbbaarr))

Sarajevo, Umjetni;ki paviljon
"Collegium Artisticum" 

UULLUUBBiiHH  EExxhhiibbiittiioonn

Sarajevo,
"}uro }akovi`" Workers' University

UULLUUBBiiHH  EExxhhiibbiittiioonn

Sarajevo,
"}uro }akovi`" Workers' University

UULLUUBBiiHH  11997733  EExxhhiibbiittiioonn

Sarajevo,
"}uro }akovi`" Workers' University

TTeenn  yyeeaarrss  ooff  PPoo;;iitteelljj  AArrttiissttiicc  CCoolloonnyy

Sarajevo, Artistic Pavilion
"Collegium Artisticum"

Tuzla, Yugoslav Portrait Gallery

Banja Luka, Kastel, Stone House

Mostar, Artistic Gallery, Culture Hall

:apljina

UULLUUBBiiHH  11997755  EExxhhiibbiittiioonn

Sarajevo, Artistic Pavilion
"Collegium Artisticum"

EExxhhiibbiittiioonn  ""SSaarraajjeevvoo  iinn  vviissuuaall  aarrttiissttss''  wwoorrkkss""
oorrggaanniisseedd  bbyy  SSaarraajjeevvoo  CCiittyy  MMuusseeuumm

Sarajevo, Artistic Pavilion
"Collegium Artisticum",

UULLUUBBiiHH  EExxhhiibbiittiioonn  11994455--11997766  

Sarajevo, Artistic Pavilion
"Collegium Artisticum",

UULLUUBBiiHH  11997766  EExxhhiibbiittiioonn..  

Sarajevo, The National Gallery of
Bosnia and Herzegovina

UULLUUBBiiHH  EExxhhiibbiittiioonn  ((AApprriill))

Sarajevo, Artistic Pavilion
"Collegium Artisticum" 

UULLUUBBiiHH  EExxhhiibbiittiioonn  ((DDeecceemmbbeerr))
Sarajevo, Artistic Pavilion
"Collegium Artisticum"

1971

1972

1973

1976

1978

1974-75
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XXVV  ggooddiinnaa  UUmmjjeettnnii;;kkee  kkoolloonniijjee  PPoo;;iitteelljj
11996644--11997799..

Sarajevo, Umjetni;ki paviljon
"Collegium Artisticum"

BBiieennnnaallee  aakkvvaarreellaa  JJuuggoossllaavviijjee,,  KKaarrlloovvaacc  ''8811..
uu  ssppoommeenn  SSllaavvee  RRaa[[kkaajj,,  KKaarrlloovvaacc,,

Umjetni;ka galerija "Vjekoslav Karas"

IIzzlloo//bbaa  UULLUUBBiiHH--aa  ''8811..  

Sarajevo, Umjetni;ki paviljon
"Collegium Artisticum"

IIzzlloo//bbaa  uu;;eessnniikkaa  ""SSllaavviinnoo  pprroolljjee`̀ee""  ,,

Ozalj, Likovna kolonija

IIzzlloo//bbaa  UULLUUBBiiHH  ''8833..

Revijalna izlo/ba uz obilje/avanje
Dana Republike, Sarajevo,
Umjetni;ki paviljon "Collegium Artisticum"

IIzzlloo//bbaa  UULLUUBBiiHH--aa
zzaa  ZZiimmsskkee  oolliimmppiijjsskkee  iiggrree  ‘‘8844

Sarajevo, Umjetni;ki paviljon
"Collegium Artisticum"

KKoolleekkttiivvnnaa  iizzlloo//bbaa  aakkvvaarreelliissttaa
""SSllaavviinnoo  pprroolljjee`̀ee""

Ozalj, putuju`a

::eettrrddeesseett  ggooddiinnaa  UUddrruu//eennjjaa  lliikkoovvnniihh
uummjjeettnniikkaa  BBoossnnee  ii  HHeerrcceeggoovviinnee

Sarajevo, Umjetni;ki paviljon
"Collegium Artisticum"

LLiikkoovvnnii  uummjjeettnniiccii  BBeemmbbaa[[ii

Sarajevo,
Radni;ki univerzitet "}uro }akovi`"

AAuukkcciijjaa  lliikkoovvnniihh  ddjjeellaa  

Sarajevo, Dom mladih, Skenderija,

Prodajna galerija "Domicil", Mostar

IIzzlloo//bbaa  MMaallii  ffoorrmmaatt,,  ;;llaannoovvii  UUddrruu//eennjjaa
lliikkoovvnniihh  uummjjeettnniikkaa  SSaarraajjeevvaa

Sarajevo, Galerija Novi hram

XXVV  yyeeaarrss  ooff  PPoo;;iitteelljj  AArrttiissttiicc  CCoolloonnyy,,
11996644--11997799

Sarajevo, Artistic Pavilion
"Collegium Artisticum"

BBiieennnniiaall  WWaatteerrccoolloouurr  ppaaiinnttiinnggss  ooff  YYuuggoossllaavviiaa,,
KKaarrlloovvaacc  11998811  iinn  mmeemmoorryy  ooff  SSllaavvaa  RRaa[[kkaajj

Karlovac, Artistic Gallery "Vjekoslav Karas", 

UULLUUBBiiHH  11998811  EExxhhiibbiittiioonn

Sarajevo, Artistic Pavilion
"Collegium Artisticum"

""SSllaavvaa''ss  SSpprriinngg""  ppaarrttiicciippaannttss''  eexxhhiibbiittiioonn,,

Ozalj, Visual Arts Colony

UULLUUBBiiHH  11998833  EExxhhiibbiittiioonn

Celebrating the Day of the Republic,
Sarajevo,
Artistic Pavilion "Collegium Artisticum" 

UULLUUBBiiHH  EExxhhiibbiittiioonn  ttoo  mmaarrkk
tthhee  WWiinntteerr  OOllyymmppiicc  GGaammeess  SSaarraajjeevvoo  11998844,,

Sarajevo, Artistic Pavilion
"Collegium Artisticum"

CCoolllleeccttiivvee  EExxhhiibbiittiioonn  ooff  WWaatteerrccoouulloouurr  ppaaiinntteerrss
““SSllaavvaa''ss  SSpprriinngg””
Ozalj, Mobile exhibition 

FFoorrttyy  yyeeaarrss  ooff  tthhee  AAssssoocciiaattiioonn  ooff  VViissuuaall  AArrttiissttss
ooff  BBoossnniiaa  aanndd  HHeerrzzeeggoovviinnaa

Sarajevo, Artistic Pavilion
"Collegium Artisticum"

VViissuuaall  aarrttiissttss  ttoo  BBeemmbbaa[[aa

Sarajevo,
"}uro }akovi`" Workers' University

AAuuccttiioonn  ooff  vviissuuaall  aarrttss  wwoorrkkss

Sarajevo, “Youth Hall” Skenderija, 

Commercial Gallery "Domicil", Mostar

EExxhhiibbiittiioonn  SSmmaallll  FFoorrmmaatt  bbyy  tthhee  AAssssoocciiaattiioonn  ooff
VViissuuaall  AArrttiissttss  ooff  SSaarraajjeevvoo  mmeemmbbeerrss

Sarajevo, "New Temple" Gallery 

1979

1981

1982

1983

1985

1986

1987
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LLiikkoovvnnaa  kkoolloonniijjaa  BBoovvcc

Nova Gorica

IIzzlloo//bbaa  aakkvvaarreellaa

Sarajevo, Galerija Fontana

IIzzlloo//bbaa  ""SSaarraajjeevvsskkii  kkrruugg""

Rovinj, Galerija "Brana"

Galerija "Tizian", 
Doboj

4455..  ggooddiinnaa  UULLUUBBiiHH--aa

Sarajevo,
Umjetni;ki paviljon "Collegium Artisticum"

IIzzlloo//bbaa  ssaarraajjeevvsskkiihh  uummjjeettnniikkaa  ii  aauukkcciijjaa
zzaa  oorruu//aannee  ssnnaaggee  RReeppuubblliikkee
BBoossnnee  ii  HHeerrcceeggoovviinnee,,

Sarajevo

AAuukkcciijjaa  ddjjeellaa  lliikkoovvnnee  uummjjeettnnoossttii,,
oorrggaanniizzaattoorr  ""FFaattmmaa""--AAggeenncciijjaa  zzaa  ppoommoo`̀
ddjjeeccii  {{eehhiiddaa  ii  ppaalliihh  bboorraaccaa,,

Sarajevo

IIzzlloo//bbaa  UULLUUBBiiHH--aa  5500..  ggooddiinnaa

Sarajevo, Umjetni;ka galerija

IIzzlloo//bbaa  ssaarraajjeevvsskkiihh  uummjjeettnniikkaa  uu  ookkvviirruu
kkuullttuurrnnee  mmaanniiffeessttaacciijjee  ""BBaa[[;;aarr[[iijjsskkee  nnoo`̀ii"",,  

Sarajevo, Kur[umli medresa

GGaalllleerryyVViissuuaall  AArrttss  CCoolloonnyy  BBoovvcc
Nova Gorica

WWaatteerrccoolloouurr  ppaaiinnttiinnggss  EExxhhiibbiittiioonn

Sarajevo, "Fontana" Gallery

""SSaarraajjeevvsskkii  kkrruugg""  ((SSaarraajjeevvaann  cciirrccllee))  EExxhhiibbiittiioonn
Rovinj, "Brana" Gallery

"Tizian" Gallery,
Doboj

4455  yyeeaarrss  ooff  UULLUUBBiiHH  

Sarajevo,
Artistic Pavilion "Collegium Artisticum"

EExxhhiibbiittiioonn  bbyy  SSaarraajjeevvaann  aarrttiissttss  aanndd  tthhee  AAuuccttiioonn
ffoorr  tthhee  AArrmmeedd  FFoorrcceess  ooff  tthhee  RReeppuubblliicc  
ooff  BBoossnniiaa  aanndd  HHeerrzzeeggoovviinnaa,,  

Sarajevo

FFiinnee  aarrttss  aauuccttiioonn,,  OOrrggaanniizzeedd  bbyy  ""FFaattmmaa""
--  AAiidd  aaggeennccyy  ffoorr  cchhiillddrreenn  ooff  SShhaahhiiddss  aanndd  kkiilllleedd
ssoollddiieerrss  ooff  AA  BBiiHH,,

Sarajevo

UULLUUBBiiHH  EExxhhiibbiittiioonn,,  ttoo  mmaarrkk  UULLUUBBiiHH  5500tthh

aannnniivveerrssaarryy,,

Sarajevo, Art gallery

SSaarraajjeevvoo  aarrttiisstt  eexxhhiibbiittiioonn,,  ""BBaa[[;;aarr[[iijjaa  NNiigghhttss""

Sarajevo, Kur[umli Madrasah

1987

1988

1989

1990

1991

1992

1995

1996

1997
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Na osnovu slika koje Ismet Rizvi` izla/e u
Umijetni;kom paviljonu (izlo/ba je otvorena
od 6. do 16. februara) mo/e se zaklju;iti da se
radi o umjetniku kojli nikad nije postavljao pi-
tanje [ta slikati i kako slikati. To je umjetnik
koji je sav svoj tragala;ki napor okrenuo pre-
ma ;udesnom svijetu promjenljive prirode i
akvarelskom likovnom izra/avanju...

Ismet Rizvi` is an artist who has never asked
what and how to paint. His paintings at the
Artistic Pavilion at the exhibition open from
the 6th to the 16th of February show it clearly.

Oslobo]enje, 15. februar 1975

Slikom
nadomje[teno
vrijeme
Ismet Rizvi`, izlo/ba
akvarela u Umjetni;kom
paviljonu u Sarajevu

Daily “Oslobo]enje” February 15, 1975 

The Painting
Compensating
for the Time
Ismet Rizvi`, the exhibition
of watercolours at the
Artistic Pavilion in Sarajevo
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Ismet Rizvi`, izlo/ba akvarela u Umjetni;kom paviljonu
u Sarajevu, 6. februar 1975.
\ Ismet Rizvi`, the Watercolour Exhibition 
in the Artistic Pavilion in Sarajevo, February 6, 1975 

Rizvi`eva inspiracija je priroda, atmosfera koju
ovaj iskusni kolorista brzo registruje. Jedinstvo
vizije povla;i tehni;ko jedinstvo, isticanje i vib-
riranje svjetlosti kao dominantnog principa i
tako nastaju slike "Prodor sunca", "Ljubi;asti
smiraj", "Crveni krajolik"...

Ovo slikarstvo ne predstavlja promi[ljeno sli-
kanje predjela i atmosfere, ve` nastaje sponta-
no izazvano prirodnom ljepotom predjela, sun-
;anih proplanaka, sjenovitih kro[nji drve`a.
Zabilje/iti jedan trenutak vremena, jedan trep-
taj svjetlosti, oduzeti ih od njihovog sveop[teg
toka odmicanja, slikom nadomjestiti vrijeme
jednom zamjenom realnijom od pam`enja.

Rizvi` is an artist who directed his entire ex-
ploring effort towards the magnificent world
of changing nature and the watercolour art
expression.

His inspiration is nature. This experienced wa-
tercolourist promptly registers the atmosphere.
The unity of vision leads to a technical unity. The
vibrating and emphasizing of light as a domi-
nant principle creates such paintings as "The
Breakthrough of Sun", "The Purple Sunset"
and "The Red Landscape".

This kind of painting does not represent a deli-
berate painting of landscape and atmosphere.
It is made spontaneously, initiated by the natu-
ral beauty of landscape, sunny glades, and sha-
dy tree-tops. It means recording one moment,
one oscillation of light, taking them away from
their overall descending flow, compensating for
the time by a painting that is more real than the
memory itself.

Branka Mileti`
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?ivimo u vremenu modnih ludosti. Danas, kako
se ;ini, ni[ta br/e ne zastarijeva od razli;itih
izama. Pedantni kroni;ari na[ih dana jedva
uspijevaju da zabilje/e njihov meteorski put na
zvjezdanom nebu uspjeha. Pojave se, naj;e[`e
im je to i jedina odrednica, istro[e i nestaju.
Najvatreniji zastupnici za sobom ostave neko-
liko bu;nih polemika, nabrzinu pisan katalog-
program (;iju revolucionarnost i svje/inu
novog neistra/enog shvataju samo njihovi pri-
jatelji – nekoliko odabranih), i to je sve. Svakog
;uda za tri dana.

Uvijek je bilo umjetnika spremnih i odlu;nih
da istraju u svojim stremljenjima (bez obzira
na likovnu klimu, podr[ku mudrih i upu;enih,

Povodom izlo/be akvarela 1975. godine
[tampano u ;asopisu za kulturu “Odjek”,
Sarajevo

Prozra;na
atmosfera
O slikama Ismeta Rizvi`a

We happen to live in the times of fashionable
follies. Nowadays, as it seems, nothing beco-
mes outdated faster than all kinds of ‘–isms’.
Pedantic chroniclers of our times can hardly
note their meteoric way towards the starry
skies of success. They appear, and most often,
it is their only reference, they get worn out
and perish. The most fervent supporters
leave behind them a few tumultuous polemic
tones, a catalogue-program written in a hurry
(the revolutionary nature of which only their
friends can possibly comprehend – a few cho-
sen ones), and that is all. It’s three days won-
der.

On the occasion of the opening of watercolours
exhibition, 1975, as published in the Cultural
magazine “Odjek” (Echo), Sarajevo

Transparent
Atmosphere
About the paintings of
Ismet Rizvi`
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oni su ;vrsto stajali na me]a[ima svoje umjet-
nosti rade`i predano i strpljivo). Jedan od onih
koji su nastavili i produ/ili putevima realisti;-
kog oblikovanja motiva je i Ismet Rizvi`.
Rizvi`evo slikarstvo nastavlja se na plodonos-
nu tradiciju bosansko-hercegova;kih majsto-
ra akvarela> Todora {vraki`a, Karla Afana de
Rivere, Omera Mujad/i`a i dr.

Sin hercegova;kog kr[a, podneblja ;iji je jezik
boja i intenzivne svjetlosti, prozra;na atmos-
fera, prirodu do/ivljava kao suptilan lirik. Pri-
roda, vje;iti izazov, pru/a umjetniku kao [to je
Rizvi` mno[tvo razli;itih mogu`-nosti i podsti-
caj za razmi[ljanje> po;ev od divljenja i poku-
[aja tuma;enja do faktografskog registrovanja
predjela sa mno[tvom koloristi;kih senzacija.
Njegov interes za pejza/ je veoma raznolik –
kako u izboru motiva tako i u gradaciji i domi-
nantnosti boja. Bo-gatstvo i svje/ina boja,
prozra;nost atmosfere, zanatsko majstorstvo

There have always been artists ready and
determined to live up to their expectations
(and, regardless of artistic climate, the sup-
port of the wise and versatile ones, they con-
tinue to stand for on the milestones of their
art). One of those who have continued and
extended the paths of realistic details of their
motives is Ismet Rizvi`. His paintings keep up
the rich tradition of the master water-
colourists in Bosnia and Herzegovina` Todor
{vraki`, Karlo Affan de Rivera, Omer
Mujad/i`, and others.

A son of his Karst region in Herzegovina,
Rizvi` experiences as a subtle lyricist his
native milieu with the language of colours and
intensive light, as well as its transparent
atmosphere and nature,. Nature, the eternal
challenge, can offer to an artist such as Rizvi`
an array of different possibilities and a stimu-
lus for thinking>  from the initial admiration
and the attempts to understand it to the fac-
tual registering of landscapes with a multi-
tude of colourful sensations. His interest for
landscape is rather divergent – both in a
choice of motifs and in the gradation and
dominant features of colours. The richness
and freshness of colours, the transparent
atmosphere, a skilful mastery in a treatment
of motifs constitute the fundamental deter-
minations of Rizvi`’s paintings.

A landscape is the very point from where he
begins in his artistic search. He comes back to
it in an endless number of variations. The
painted areas, recognisable yet mysterious,
emanate warmth and freshness of unspoilt
nature the painter admires and the portion of
which mystery he is able to transpose on us.
His paintings need not explanations, since
they act upon us like a music with their har-
monious character, the absence of narration,
the more congruous unity of grounds, so that

336-349  13.10.03  12.02  Page 339



340

u obradi motiva ;ine osnovne odrednice
Rizvi`evih slika.

Pejza/ je ona ta;ka od koje polazi u svojim
likovnim tra/enjima i kojoj se vra`a u bezbroj
varijacija. Oslikani predjeli, prepoznatljivi a
ipak zagonetni, zra;e toplinom i svje/inom
neoskrnavljene prirode kojoj se slikar divi i ;iji
dio zagonetnosti prenosi na nas. Njegovim
slikama nije potrebno obja[njenje, one poput
muzike djeluju na nas svojom harmoni;-
no[`u, odsustvom narativnog sadr/aja, sklad-
nijim jedinstvom planova, tako da ih do-/ivl-
javamo i primamo postepeno (od prednjeg
plana ka zadnjem, od detalja ka cjelini).
Njegovi predjeli nisu otkinuti dio prirode, oni
su samo onaj dio koji nam je slikar htio po-
kazati.

Na nekoliko izvanrednih pejza/a dominira
sivo-plava (nikad elementarne ve` jedna dru-
gom protkane sa izvanrednom atmosferskom
perspektivom). Oslikani dio panoramskog
pejza/a, sa nazna;enim konturama zgrada u
perspektivi, a u prednjem planu sli-ke polja i
poneko drvo, u trenutku usko-me[anog kovit-
lanja pred oluju. Rizvi` svoj pejza/ ne do/ivlja-
va tragi;no, on nikako nije mo`na ljudska
slamka bez izgleda na pobjedu u borbi sa
prirodom. On je taj koji druguje sa njom, onaj
koji je voli prefinjenom ljubavlju suptilnog liri-
ka, ali nije mu strana ni njena neobuzdana sti-
hijalnost. Nije to strah, osje`anje nemo`i pred
njenim stra[nim silama, to je meditacija starog
prijatelja i obo-/avatelja kome nisu va/ne
njena trenutna stanja nego ona sama. Kao da
;ujemo huja-nje vjetra, pokrete polja, njenu
izvornu muzi-ku. Rizvi` nije ilustrator pejza/a,
on ga sna/-no do/ivljava i taj do/ivljaj prenosi
na nas.

Prirodu zate;enu na platnu, na putu od vi]e-
nog i zapa/enog, oplemenjuje svojim razmi-

we accept them in a gradual manner (from
the foreground to the back one, from a detail
to the whole). His areas have not been cut off
from nature, they happen to be just a particu-
lar section the artist has wanted to show to us.

A grey-blue colour dominates several of his
exquisitely painted landscapes. These
colours are never elemental, but they inter-
weave each other with an extraordinary per-
spective of atmosphere. The painted part of a
panoramic landscapes indicates contours of
buildings in perspective, and the scene of
field and a scattered tree in the foreground, in
the moment of whirling twister before the
storm. Rizvi` does not take his landscape in a
tragic way. He is not a feeble human piece of
straw, without any hopes for victory in a battle
with nature. He is the one who happens to be
the nature’s friend, he is the one with a
refined love of a subtle lyricist, but the
nature’s unleashed force has also been well
known to him. It is neither a fear, nor the feel-
ing of weakness in front of these terrible
forces. It is the meditation of an old friend and
admirer, who does not care about the
nature’s current states, but its proper self.
Rizvi` does not illustrate the landscapes. He
experiences them very strongly and transpos-
es its events to us.

He ennobles the nature, as captured on a can-
vass, on the path from something seen an
observed, with his reflections about the
human issues. In this way, he gives more spir-
itual value to it, he makes it more huma-ne, he
is rather active in relation to what has been
captured< he is not the person who simply
observes and registers, he is the one who
experiences it deeply in himself.

Working in a watercolour technique is a great
challenge. It also means a considerable risk.
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[ljanjem – ljudskom problematikom. Na taj
na;in on je produhovljava, humanizuje
(odnos prema zabilje/enom je krajnje aktivan
i on nije onaj koji samo posmatra i regi-struje,
on je onaj koji do/ivljava).

Rad u akvarelu je veliki izazov a, ujedno, i
zama[an rizik. Vodenim bojama se koriste
samo “kockari” spremni da ulo/e sve u var-
ljivu `ud trenutka. Akvarel tra/i maksimalnu
koncentraciju, sigurnu ruku, igra se samo na
jednu kartu. “Pravila igre” su unaprijed odre-
]ena. Akvarel je zabilje[ka, rukopis slikareve
spontanosti, izraz njegovog svjesnog htije-
nja, kontrola nad slu;ajnim zbivanjima i
odnosima na papiru. U ovom razvodnjenom
[arenilu, znati odabrati trenutak povla;enja,
priznati poraz, ako treba, i po;eti sve ispo;e-
tka.

Uz akvarele, Rizvi` se u svom pejza/nom
slikarstvu koristi i pastelom. Motivi su isti ili
veoma sli;ni onima ra]enim vodenim boja-
ma. Njegov pejza/ i vedute naj;e[`e su struk-
turirani tako da osim prirode (panorame u
perspektivi, polja, obale i sl.) u prednjem
planu slike dolazi vodena povr[ina. Njegovi
pasteli Venecije sa Kne/evim dvorom, morem
uzburkanim poslije ki[e i dugom koja presije-
ca perspektivu odi[u ;istinom i svje/inom
vazduha punog ozona. Boja je naizmjeni;na –
;itav spektar svijetlih boja i mno[tvo njihovih
valera u me]usobnom pretapanju – izgleda
kao da boja i nije nano[ena, nego da je slika
napra[ena prahom. Na njegovim slikama
;esto je prikazan poljski pejza/ sa malo zgus-
nutijom fakturom. Livade su ;vr[`e definisane
sa preciznijim oslikavanjem drve`a i li[`a u
blagom talasanju sa dopadljivom zeleno-
/utom koja dominira. Bijele ljudske figure [to
u daljini svjetlucaju ;ine emotivno sredi[te
slike.

Only the ‘gamblers’ use watercolours, ready
to invest everything into a moody and chang-
ing character of the moment. Watercolour
painting requires a total concentration and a
safe hand. One can only have one trump card
in one’s sleeve for it. “The rules of the game”
had been set up in advance. Watercolour is a
note, the handwriting of the artist’s spontane-
ity, the expression of his conscious will, the
control over the occasional happenings and
relations on paper in this diluted multitude of
colours. One must know the moment of
retreat, and the acceptance of loss, and, if
need be, to start all over again.

Along with watercolours, Rizvi` also uses pas-
tels in his landscape paintings. The motifs are
the same or very similar to those made in
watercolours. His landscapes and views hap-
pen to be structured most often in a manner
that water comes to the front of the painting,
together with nature (pano-ramic views in
perspective, fields, coasts, etc.). His pastels of
Venice with the Duke’s palace, the troubled
sea after the rain and a rainbow that cuts
across the perspective – they all invoke a
sense of clear and fresh air, full of ozone. The
colour comes intermittently. The whole spec-
trum of colours and a number of their
nuances in the mutual fusion seem to be
there. It seems as if the colour has not been
added at, but as if the painting had been
sprayed with a fine dust. His paintings often
show a field landscape with a somewhat
denser structure. Mead-ows are more tightly
defined, with the more precise paintings of
trees and leaves in a gentle wallowing, and a
delightful green and yellow colours that dom-
inates the scene. White human figures
sparkling in distance constitute the painting’s
emotional core.

Rajko Arsi`  
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Pismo iz Ferrare, januar 1984. 

...u uznemiruju`im predjelima, veli;anstvenim
sumracima, u snenim jesenjim danima, u
rijekama i u kamenju, u nebesima prijete`i
nabreklim, a onda najednom osun;anim i ka
nadi otvorenim, u oblaci-ma i u drve`u, u sni-
jegu, u izmaglicama i u fantazijama koje je
Rizvi` udahnuo, a sada predo;io kritici i publici
kao svoju umjetni;ku poruku, osjeti se atmos-
fera Bosne.

A letter from Ferrara, January, 1984

...In the disturbing scenery, magnificent twi-
lights, in dreamy autumns, in the rivers and
stones, in the skies threatening burgeoning,
and, suddenly, sunlit, and open to the waters,
in the clouds and in trees, in snow, in the
clouds and in trees, in snow, in mists and in
phantasies that Ismet had breathed in, and,
now, he presented them both to the critics
and public as his own artistic message, one
could sense the atmosphere of Bosnia.

Ismet Rizvi`, the Exhibition of paintings in Ferrara, Italy,
Mostre Hall of  the Boldini theatre, January, 1984

Giordano Marzola

Ismet Rizvi`, izlo/ba slika u Ferrari, Italija, januar 1984.
Sala Mostre Teatro Boldini \
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Ismet Rizvi`,  Yugoslav painter from Sara-jevo,
has symbolized with his set of landscapes,
shown in the Boldini halls in Ferrara, such an
ideal contact among the endless horizons lines
of Padania, the sunsets and the almost leg-
endary atmospheres of his own country feel-
ings. The geographical identity coming out
from his pastels and water-colours places itself,
so, out of any contamination and it makes ref-
erence to a romantic climax which would seem
naturalistically out of our usual views.

At the opening for Rizvi` exhibition there were
many interested artists of Ferrara, aldermen
Manara and Mandini, with a large group of visi-
tors. If anyone would say something about the
set consisting of fifty works of the Yugoslav
artist I. Rizvi` regarding."Bosnia and
Herzegovina landscapes" (watercolour, pas-
tels, plaster casts and other different tech-
niques) one, I would say, should have to begin
in criticising it from,chronologically speaking,
all those ways of thinking landscapes during

Ismet Rizvi`, jugoslovenski slikar iz Sarajeva,
svojim pejza/ima izlo/enim u salama Boldini
u Ferrari, simbolizirao je neku vrstu idealnog
kontakta izme]u beskraja granica horizonta
Padanije (predio uz obalu rijeke Po), zalazaka
sunca i skoro legendarne atmosfere svoje ze-
mlje. Zemljopisna osobnost koja izranja iz nje-
govih akvarela i pastela ispostavlja se, ovako,
izvan bilo kakvih zaga]enja i odnosi se na kli-
mu romantike koja bi izgledala naturalisti;ki
izdvojena od na[ih vizualnih naviknutosti. 

Carlino Ferrara, januar 1984.

Njegove boje
pale pejza/

Carlino Ferrara, January, 1984

His Colours Burn
a Landscape
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Antonio Caggiano

Pri poku[aju prikaza pedesetak izlo/enih
djela slikara Ismeta Rizvi`a koja predstavljaju
bosanskohercegova;ke pejza/e (a radi se o
akvarelima, pastelima, mije[anoj tehnici),
;ovjek je u isku[enju da u vremenskom slije-
du pretrese sve poznate pejza/isti;ke
tehnike, mo/da polaze`i od Els-hemera i
Poussina pa sve do novijih apstraktno-nefor-
malnih formi, kako bi ovaj pregled smjestio u
neki kontekst. 

Ali ovako kako je, moramo samo i jedino
objasniti motivaciju najnovijih pejza/a ovog
sarajevskog slikara (koji je ve` jednom posje-
tio Ferraru kako bi slikao njene izmaglice i
ambijente). Prije svega, osmotrimo prirodu i
ambijent> vrsta ti[ine koja se pali bojama i u
kojoj svjetlost uslojava oblike, ostaju`i u slici
tako dugo da senzacija prirode nadvlada
tragove (konkretnog) predjela. Uljep[ani i
odragocjenjeni akvarelima, ali i pastelima
koji doprinose tonalnom oboga`enju, ovi
sugestivni pejza/isti;ki “ubodi” izmi;u
definicijama i ostaju, prije svega, PRIRODA.
Lijepa, u/asna, uzbudljiva, ili odjekuju`a. U
/elji da doku;imo su[tinu, re`i `emo da se
radi o gotovo klasi;nom na;inu slikanja pri-
rode u kojem zakoni modernosti doprinose
izmjeni atmosfere i reljefa, sve do “roman-
ti;ne” vizije, izme]u oluja i sumraka< ob-
novljene i dozvane iz zaborava futuristi;kih
stilova i obnoviteljskih formula. A da je i ova
formula itekako dopadljiva, postalo je zorno
jasno ovom izlo/bom. Sasvim sigurno vrijed-
nosna potvrda zapanjuju`ih neuhvatlji-vih
prizora koje nam nebo i zemlja svakodnevno
nude.

Jo[ jednom stvoreni, na planu emocija,
pejza/i Ismeta Rizvi`a prelaze, gotovo epider-
malno, put koji vodi dodiru s bliskom nam
zemljom bosanskom. 

the history of arts, because the whole work of I.
Rizvi` contains them. Especially, just to place
this set into an historical context, crossing
through the view of Elshemer and Poussin, till
the most modern abstract way of' representing
landscapes. 

But we only have to put in evidence the moti-
vations which have dictated those last land-
scapes to this Sarajevo's painter who has
already been in Ferrara years ago in order to
paint some glimpses and environment. 
First of all, we have to pay attention to the
nature and to the environment such a kind of
silence which burn into the colours and where
light flakes the outlines of it, stays for long
time in the picture,  so it's the naturalist feel-
ing which prevails, more then the territorial
traces. These suggestive rustic slashes, have
been made beautiful and precious by the
waterpainting, which forms the "phisique du
role" of it, and also by the pastel. It cooperates
with the tonal enrichment, escape from a par-
ticular manner and they are, first of all,
"NATURE". Beautiful, horrible, overwhelm-
ing, or shrill. If we would pick up its essence,
we must say that it is a way, almost classic, to
represent "nature" painted, in which the laws
of the modern age have contributed to
change the atmosphere and the outlines, till
building up among storms and sunsets such a
"romantic" vision, visited again, which
seemed forgotten by futurist styles and
restoring formulas. And that this view is liked
again, one can see it by this exhibition clearly.
Certainly this is a confirmation of merit  for
the wonderful escaping images, which sky
and earth offer us on a daily basis. Rebuilt
once again on the emotional moments place,
the landscapes of I. Rizvi` come back again
almost epidermically to a path, which leads to
a contact with the near Bosnian country. 
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Na trideset i pet izlo/enih akvarela stola;koj
se publici, a u okviru kulturne manifestacije
"Slovo Gor;ina", u maniru mini-retrospek-
tive, predstavio sarajevski umjetnik Ismet
Rizvi`. Ro]eni akvarelist, izrastao iz sarajev-
ske [kole akvarela, Ismet Rizvi`, slobodno se
mo/e re`i, najsigurnije nastavlja liniju koju su
zacrtali Poussin, Lorraine, a nastavili Paul
Sandby, J. R. Cozens, Thomas Girtin, R.
Wilson i J. M. W. Turner. 

Rizvi`evi su pejza/i istrgnute slike prirode
prislonjeni na nevidljive [tafelaje, sebi;no
li[eni ;ovjekova prisustva. Rizvi`eva pasivna i
lijepa priroda je tajanstvena jednako kao [to
je tajanstvena spontana svijest sa stajali[ta
same prirode. Upotrebljeni materijal i psi-
hi;ki likovni elementi funkcioniraju u uzajam-
nom odnosu i provode samo ono [to njihove
koordinate dopu[taju, iako je svaki faktor sa
satajali[ta drugog faktora (japanski papir na
jednoj i zra;ni kist na drugoj strani) prije neg-
ativnost nego pozitivnost i prije postaje grani-
ca nego cilj onoga [to se mo/e ostvariti, za-
misliti, osje`ati i saop`iti. To su zrakaste vizije

Oslobo]enje, 4. oktobar 1989.

Unutarnji pejza/i

Daily “Oslobo]enje”October 4, 1989

The Inner
Landscapes
Within "The Word of Gor;in" cultural event
the Sarajevan artist Ismet Rizvi` presented
himself with his thirty-five watercolours dis-
played as a mini-retrospective to the public of
Stolac. Born to be a water-colourist, Ismet Ri-
zvi`, who grew up from the Sarajevan school
of watercolours, certainly follows the tradi-
tion that had started by Poussin, Lorraine,
and continued by Paul Sandby, J. R. Cozens,
Thomas Girtin, R. Wilson and J. M. W.Turner.

His watercolours are the pictures of nature
itself leaned against the invisible easels, self-
ishly deprived of any man's presence. The
passive and beautiful nature presented by
Rizvi` is misterious in the same way in which a
spontaneous consciousness is misterious
from the point of view of the nature itself. The
material he used and the mental visual art ele-
ments function interdependently and only
transmit what is permitted by their coordi-
nates, even if each factor is, from the point of
view of another one (a Japanese paper on one
and the air brush on the other side) is more
negative than positive, and it becomes the
borderline more than a goal of what can be
achieved, imagined, felt and communicated.
Those are the radiant visions painted by
coloured dust, full of evaporable exhalations
("Green Harmony").
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naslikane obojenom pra[inom, pune hlapljivih
isparenja ("Zelena harmonija").

Rizvi` ;as rezignira priznaju`i neodoljivu sliku
prirodnih odre]enja, a ;as (kao realist) pola/e
oru/je kada duhu dopu[ta nesputanu i bez-
umnu vladavinu, te onda nastaju tzv. unut-
arnji pejza/i. (I. Krzovi`)

Rizvi` keeps resigning himself to the nature
succumbing to the irresistible picture of nat-
ural determinations, and then (as a realist)
switches to an unlimited and frantic reign of
the spirit. This process gives birth to the so-
called inner landscapes (I. Krzovi`).

The inner potential of Rizvi` is connected
with the static conditions of the outer situa-
tion, so that he is not always interested in
truthfulness but in beauty and intellectual
strength. His irritating, mild and joyful yellow
pulses in harmony with his blue and purple

Izlo/be slika Ismeta Rizvi`a u Stocu, “Slovo Gor;ina”,
29. septembar 1989 \ “The Word of Gor;in”  Cultural
Event, Ismet Rizvi`’s, Exhibition of paintings at Stolac,

September 29, 1989
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Ale M. Poljarevi`

("The Inner Landscape" l), while fully liberat-
ing ochre, orange and red to pour out into a
warmth and joy ("The Inner Land-scape" ll).

His compositions are (often) closed, static for
the movement of the light (often of one
dynamic element), which comes from the
outside, ends up within a dark mass ("Me-
mory of the Autumn", "Before the Storm” I, II,
III). These images of lunar polichromy contain
mostly sadness, melancholy and ominous-
ness. They represent the sky, light and atmos-
phere condition. A master who reconciles the
unreconciable - the blue and the green ("The
penetration of light") clearly shows that he is
not unfamiliar with such combinations in his
artisan work.

But the special attention has to be paid to the
compositions that represent the plans mov-
ing away in order to form a melting image.
This is the result of a suggested light - which is
abstract, intensive, piercing, vague in the
background and concrete in the tree shadows
in front (“The Tree” III).

The most pleasant surprise are the water-
colours done on the Japanese paper (“The
Spring” I, “The Spring” II, “The Inner Look”,
“The Outer Look”) full of condensed and
diluted colour, moves and stains that, as a
whole, suggest the spiritual and aesthetic
landscapes of the artist. The transparent
stains of half-tones and very pale tones
fogged into or melted one into another com-
pose the focal spots in their dense parts.
These are the starting points from where the
sight is evenhandedly scattered through
more and more transparent layers down to
the background which is activated to its max-
imum with its relief structure, as the main
colour ("The Emerging Landscape”, “Outside
and inside").

Rizvi`ev je unutarnji potencijal vezan za
stati;ke uvjete vanjske situacije, te ga uvijek
ne zanima istinitost ve` ljepota i intelektual-
nost. Njegova nadra/uju`a, blaga i vesela /uta
skladno pulsira s plavom i ljubi;astom (“Unu-
tarnji pejza/ l”), daju`i potpunu slobodu oker,
narand/astoj i crvenoj da se razliju u toplinu i
radost (“Unutarnji pejza/” ll).

Kompozije su mu (;esto) zatvorene, stati;ne,
jer se kretanje svjetlosti (;esto jedinog dina-
mi;nog elementa), koja dolazi iz vana, zavr[a-
va u okviru tamne mase ("Sje`anje na jesen",
"Pred oluju” l, ll, i lll). Upravo najvi[e sjete,
melanholije, nostalgije i zloslutja sadr/e te sli-
ke lunarne polikromije. To su stanja neba, svje-
tlosti i atmosfere. Majstor u pomirenju nepo-
mirljivog - zelene i plave ("Prodor svjetla") ma-
estralno daje do znanja da nema ni takvih ne-
poznanica u svom metierskom djelovanju.

No, posebnu pa/nju plijene kompozicije u ko-
jima je prisutno rastapanje udaljavanjem
planova, [to je rezultat sugeriranog osvjetlje-
nja - apstraknog, intenzivnog, razaraju`eg, ne-
odre]enog u pozadini i konkretiziranog u
odsjaju stabla u prvom planu (“Stablo” ll).

Najugodnije iznena]enje su akvareli ra]eni na
japanskom papiru (“Izviranje” l, “Izvira-nje” ll,
“Pogled izvana”, “Pogled iznutra”) puni zgus-
nutosti i razrje]enosti boje, po-teza i mrlja,
koji u cijelini sugeriraju duhov-noestetske
predjele umjetnika.

Prozirne mrlje polutonova i sasvim izblijed-
jelih tonova zamagljenih ili rastopljenih jedan
u drugom stvaraju svojim gu[`im mjestima
/ari[ne to;ke. To su polazi[ta iz kojih se po-
gled ravnomjerno razilazi kroz sve tanje,
prozirnije namaze do podloge koja je maksi-
malno aktivirana sa svim svojim re-ljefnim
nepravilnostima, kao glavna boja (“Nastanak
pejza/a”, ”Izvana i iznutra”).
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Oslobo]enje 10. december 1989.

Posljednja besjeda>
Zuko D/umhur na
otvaranju izlo/be slika
Ismeta Rizvi`a u Stocu

Otvaraju`i impresivnu izlo/bu slika lsmeta
Rizvi`a, s mukom je govorio. Te[ko mu je pa-
dalo govorenje, a, ipak, izgovorio je nadahnut
traktat o akvarelu, i Rizvi`evoj slikarskoj ki;ici.
Bilo je to govorenje slikara slikaru u galeriji
slika (Branko {otra). Bio je do/ivljaj ;uti Zu-
kine rije;i tako sna/nog po[tovanja prema sli-
karskom stvarala[tvu, prema kolegi, prema
djelu. Otvorio je izlo/bu nestvarno stvarnih
Rizvi`evih djela i sjeo. Morao je. Bio je to, sada
znamo, posljednji javni istup i posljednje
u;e[`e na "Slovu Gor;ina". 

I, eto, desilo se, da ta posljednja tako izgovore-
na Zukina rije; ne ostane zabilje/ena na meg-
netofonskoj vrpci. Ostala je, na /alost, samo u
nama koiji smo je ;uli.

Daily “Oslobo]enje” December 10, 1989

The Last Speech>
Zuko D/umhur at the
opening of Ismet Rizvi`'s
exhibition of paintings
in Stolac

While opening the impressive exhibition of
the Ismet Rizvi`'s paintings he spoke with dif-
ficulty. It was hard for him to speak, and yet
he delivered an inspired speech about the
watercolour and about the artist's brush. It
was a speech delivered by a painter about
another painter in the Branko {otra Gallery.
Zuko paid his high respect to the visual art,
his colleague and the work. He opened an
exhibition of unreal, and, at the same time,
real Rizvi`'s work and then sat down. He had
to. It was, as we now know it, Zuko's last pub-
lic appearance and his last participation in
"The Word of Gor;in". 

And so it happened that the last Zuko's word
was unfortunately not recorded on a tape. It will
be kept, though, by us who heard it.

Miroslav Prstojevi` 

336-349  13.10.03  12.02  Page 348



349

336-349  13.10.03  12.02  Page 349



350

Ferhadija ulica i prostor oko Slatkog `o[e-
ta ostali su siroma[niji za jednog Ismeta
Rizvi`a. 

D/enaza mu je bila u decembru ratne 1992.
godine. I od toga dana, pa sve do danas,
kad god pro]em Ferhadijom ulicom, ne-
dostaje mi tihi, mirni i beskrajno tanani
Ismet.

Bio je slikar, akvarelist prepoznatljive sen-
zibilnosti, ali vi[e od svega, osvajao je lju-
de oko sebe svojom besprimjernom mir-
no`om, promi[ljeno[`u i tajanstvom unu-
tarnjeg /ivota. Iza njegovog uzdaha, iza
osmijeha, iza lakog pokreta glave, ;ini se,
bile su stanke jednog dugog monologa
koji je vodio u sebi, potaknutog nekim slu-
;ajnim povodom, ili predmetom koji ga je

Sje`anje
Remembrance
The Ferhadija Street and area surround-
ing Sweet Corner Shop became poorer
for the loss of Ismet Rizvi`.

His funeral was in December 1992 during
the war and since that day, up to now whe-
never I pass the Ferhadija Street I always
miss quiet, calm and endlessly delicate
Ismet Rizvi`.

He was a painter, watercolourist of recog-
nizable sensitivity, but, more than anyth-
ing else, he captivated people's sympathy
with his unparalleled quietness, ingenuity
and mystery of his inner life. Behind his
sigh, behind his smile, behind light move-
ment of his head, those seemed to be pa-
uses in a long monologue which was go-
ing on inside him, inspired by some acci-
dental motive, or some subject, which
made him thinking for a long time. I met
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ve` du/e vrijeme tjerao na razmi[ljanje.
Tako zate;enog, u razgovoru sa samim
sobom, sa zastajkivanjem kraj ovog ili
onog izloga, posmatraju`i neke pojave
samo njemu znane i privla;ne, sretao sam
ga, uz diskretni osmijeh umjesto pozdra-
va. Taj njegov tihi i prijateljski smije[ak
kao da je otvarao sve ulaze u njegov
duhovni svijet sanjala[tva i razmi[ljanja o
mnogim pojavama, tajnama i zagonetka-
ma /ivota koji je /ivio.

Mo/da sam imao tu privilegiju da je Ismet,
kad bi me sreo, svoj monolog pretvarao u
dijalog sa mnom, i to su bile prilike kada
mi je povjeravao svoje sudove o ljudima, o
vremenu u kome /ivimo, o na[im zajed-
ni;kim poznanicima ili prijateljima. U tim
razgovorima znao je da zastane, stisne o;i
i ostane tako dugo zagledan u neki svjet-
losni fenomen, koji ga je kao akvarelistu
iznenadio nekom svojom posebno[`u.

A to mu je ina;e bila osobina - da se divi
razlaganju boja, njihovoj, reklo bi se, slu-
;ajnoj igri na svjetlosti, njihovom preta-
kanju u spektar i ponovnom sa/imanju u
boju-sintezu, pa opet tako, u beskraj, na
izmaglici koja je prekrivala grad, njegove
ulice, mahale i sjenovite bre/uljke koji su
ga okru/ivali. 

Ismet je znao dugo, sa beskrajnom osjet-
ljivo[`u da govori o mogu`nostima razla-
ganja i upijanja boje na papirima raznih
vrsta, naro;ito onom japanskog porijekla,
[to ih je nabavljao na svojim ;estim putova-
njima po evropskim zemljama, po Aziji i sl.

Mo/da niko kao on nije u tolikoj mjeri bio
odu[evljen kolorizmom minerala, u kojima

him once when he was talking to himself,
stopping in front of the shop windows
observing things known and attractive
only to him. He greeted me with a discrete
smile. That serene and friendly smile of
his seemed to open all entrances in his
spiritual world of dreams and considera-
tions about many phenomenons, secrets
and mysteries of life he lived.

Maybe I had such privilege that Ismet,
whenever he met me converted his mono-
logue to dialogue with me and, on those
occasions, he would confide in me his judg-
ments about people, time in which we were
living, acquaintances and our mutual
friends. In those conversations he would
pause, squint his eyes and gaze for a long
time at some light phenomenon which sur-
prised him as a painter, with its particularity.

It was his feature to admire dispersion of
colours which looked like an accidental
play in light and its transformation into
spectrum and reuniting into colour syn-
thesis, and again the same, endlessly in
the haze covering the city, its streets and
surrounding valleys.

Ismet used to talk for a long time with spe-
cific sensitivity about possibilities of co-
lour decompensation and absorption in
different type of papers especially in tho-
se of Japanese origin, which he used to buy
on his trips to Europe and Asia. 

He, like nobody else, was so much deligh-
ted with the colour of minerals in which
he found his own inspiration and stimula-
tion and that is how his watercolour paint-
ings were made of Rizvi`'s recognizable
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je nalazio neke svoje podsticaje i inspiracije.
Nastajali su tako akvareli rizvi`evske pre-
poznatljivosti, suptilini, originalni i izvedeni
visokom artificijelno[`u ruke i tananom
senzibilno[`u oka. U Rizvi`evim akvareli-
ma, pa i pastelima, koje je tako]er radio u
odre]enim fazama, kao da je iskazan dah
bosanske pjesme - sevdalinke, ono njeno
karakteristi;no bu]enje i zamiranje ljud-
skog glasa, njene diskretne glasovne kolo-
rature i njihovo gubljenje u posustalosti.
Rizvi`evi akvareliski pejza/i ;ine se kao u
kolorizam preto;eni uzdasi bosanskog
sevdaha i arabeskna igra svjetlosti i boje,
upijeni u dubine poroznosti papirne pod-
loge. Zato se mo/e re`i da su Rizvi`evi
akvareli dragocjeni prilozi stvaranju onoga
[to bismo mogli nazvati bosanskom likov-
nom valerom, tim prije [to u njima nema
neke karakteristi;no bosanske predmet-
nosti, [to su kao pejza/i neodre]eni, op[ti,
i [to je njegov akvarel uvijek na rubu ap-
straktne likovnosti...

Privatno, kao li;nost, i u svom javnom dje-
lovanju, kao akvarelist, Ismet Rizvi` je bio
svoj, postojan, dosljedan. On se ostvari-
vao i ;etkom i svojom mi[lju, svojim akva-
relima i pastelima i svojim inteligentnim
komentarima pojava koje su ga doticale. 

Tih i razborit, mudar i duboko osje`ajan,
ranjiv i beskrajno pa/ljiv sagovornik, plo-
dan stvaralac i neprevazi]eni majstor akva-
rela, Ismet Rizvi` ostavio je iza sebe veliko
djelo suptilnosti i nedostignutog rafinma-
na, ali, u isti mah, on je ostavio duboki trag
u memoriji onih koji su ga, na njihovu sre-
`u, bli/e poznavali.

features, subtle, original, done with high
skillful art of hand and delicate sensibility
of the eye. In Rizvi`'s watercolour paint-
ings and pastels, which he made in certain
periods, it seemed that a breath of Bos-
nian traditional love song - Sevdalinka -
was expressed with its characteristics
awakening and dying down of voices, its
discrete colours of voices and its losing in
weariness. Rizvi`'s watercolour landsca-
pes appear as in colours transformed
sighs of Bosnian soul and arabesque play
of light and colour, absorbed in depth of
the porous paper pad. That is way one can
safely say that Rizvi`'s watercolour paint-
ings are precious contribution to Bosnian
art, more so because they do not depict
particularly Bosnian characteristics. The
landscapes are undefined, general, and
watercolours are always at the edge of
abstract art.

Privately, as a person and in the public ap-
pearances, as watercolour painter, Ismet
Rizvi` was his own, stable, consistent. He
expressed himself through his paintbrush,
his thoughts, his watercolour paintings,
pastels and through his intelligent com-
ments of all phenomena that touched him.

Quiet and sensible, wise and deeply com-
passionate, vulnerable and endlessly pa-
tient listener, very successful author, great
watercolour painter, Ismet Rizvi` left the
masterpiece of subtlety and unattained
sophistication, and at the same time, he left
deep tracks in the memory of all those who
had been fortunate enough to know him
better. 

Vefik Had/ismajlovi`
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Ismet je bio u;enik moga tate, zatim njegov
asistent. Radio je akvarele koji su po motivi-
ma bili tradicionalni, a po tehnici izvedbe
iskri;avo moderni, i ta je kombinacija bila
o;aravaju`a. Rekao sam mu jednom> "Ti si
na[ najbolji akvarelist!" A on je rekao>
"Poslije tvog oca, a mog u;itelja, ali on ne`e
da se posveti akvarelu." Nisam mogao pro-
tivrje;iti> tatine su slike dobrim dijelom
propale u onoj zgradi u kojoj su ostali samo

Ismet was my father's student, and then
his assistant. He painted watercolour
works with traditional motifs but with
sparkling modern technique, and this
combination was enchanting. I told him
once> "You are our best watercolour pain-
ter", and he answered> "Right after your
father - my teacher, who does not want to
devote himself to it". I could not contradi-
ct this statement> most of my father's pain-
tings decayed in that building where only
burnt walls remained, and hilly landscape
can be seen now through its former win-
dows. But, I kept one oil portrait and one
watercolour painting – they remained
under the bed wrapped in pieces of cloth
during the war. The watercolour painting
was painted in Dubrovnik in 1961. It shows
a garden, the remains of some governor's
palace, in its left corner there is a part of a
residential house still used nowadays,
then, there is one pillar, a real oldfa-
shioned pillar with capitol, which looks
like a Russian fur hat. The pillar used to be
a part of something else. However, it does
not seem to be all alone even now. It con-
nected itself, by my father's hand, to a big
bush in the centre of the painting. The
bush is green, yellow and blue at the sa-
me time. There are some stone panels ri-
ght below the bush, and they look like
benches or like dismantled staircase. So-
me brown and blue just gently touched
them. Around the bush, like a huge vase,
there is a ruined brick wall, the bricks
being just softly sketched by pencil. On

Na[ Ismet

Our Ismet
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sagorjeli zidovi i kroz ;ije se biv[e prozore
sa moje strane sada vidi brdski pejza/ na
drugoj strani. Ali kod mene je ostao jedan
portret u ulju i jedan akvarel proveo je rat
pod krevetom zamotan u krpe. Ra]en je u
Zatonu kod Dubrovnika, hiljadu devetsto
[ezdeset i prve, prikazuje jedan vrt, ostatke
neke gosparske pala;e, sasvim slijeva je dio
neke ku`e u kojoj se i danas /ivi, zatim do]e
jedan stub, pravi starinski stub sa kapite-
lom koji li;i na rusku [ubaru. Nekad je bio
dio ne;ega, ali ni sada nije sam, povezao se,
rukom moga oca, za veliki /bun koji zapre-
ma sredinu slike, istovremeno zelen, /ut i
plav. Ispod njega su neke kamene plo;e,
kao klupe ili kao rastureno stepeni[te, ovla-
[no dodirnute sme]im i plavim, a oko nje-
ga, kao neka golema vaza u koju je smje[-
ten, jedan poru[en zid od cigala koje su, ia-
ko na akvarelu, samo lako skicirane olov-
kom. Sa lijeve strane, kao protivte/a stubu,
raste agavino stablo, svakako znatno tanje
od stuba, ali zato i mnogo vi[e od njega>
svojom kro[njom sa razbacanim /utim lis-
tovima penje se u nebo. A to nebo, nebo na
akvarelu koji zahtijeva da bude lahorom sli-
kan, sastoji se iz dva jedva vidljiva oblaka.
Oba su zahva`ena istim kovitlacem vazdu-
ha, ali je donji ;aroban, svijetao, zelen, sa;i-
njen od ;arobnih isparenja /buna, dok je
gornji plav, iako jedva vidljivo taman> moj
otac nije vjerovao u darove neba, njemu su
mirisi zemlje bili bli/i. Ali se ;udim kako je
ona te[ka ruka, koja me barem dva-tri puta
dobro odalamila, mogla da naslika ovu
;arobnu sliku koja je slikana da[kom gesta.

Veliki se sustreti ostvaruju kada te[ka ruka
radi lake stvari, ali je jo[ ve`a laka ruka kada

the left-hand side, as a counter-balance to
the pillar, there is an agave tree growing. It
is certainly much thinner than the pillar,
but taller though> it ascends towards the
sky through its crown full of scattered yel-
low leaves. And that sky, the sky on the
watercolour that demands to be painted
by a breeze, consists of the two clouds
that are barely visible. Both clouds are
seized by the same storm. However, the
lower one is miraculous, bright, green,
composed of miraculous evaporation of
the bush, whereas the upper one is blue,
barely dark, though> my father did not
believe in the heaven's gifts, but earthly
scents were closer to him. However, I do
wonder how that heavy hand, which
slammed me hard at least two-three
times, could paint this enchanting paint-
ing which was painted by a gesture's
breath.

Grand encounters happen when a heavy
hand is doing light things, but even more
grandiose ones when a light hand dares
itself into heavy clashes.  All Ismet's water-
colour paintings show recognisable
things, but they have nothing to do with
things shown on postcards. Ismet is a
painter who in his landscapes does not
paint things and occurrences as they are
seen in the nature around us, but as the
nature, sometimes in its volcanic erup-
tions, creates them. Those frowned skies
and darkened trees sprang out of the
painter's soul and, for a moment only,
until a ray of light touches them, it may
look as if there is only dark captured all
over the canvases. And then it is shown to
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se upu[ta u te[ke okr[aje. Na Ismetovim
akvarelima stvari su svuda prepoznatljive,
ali nemaju veze sa stvarima koje se vide na
anzihts-kartama. Ismet je slikar koji ne slika
na svojim pejza/ima predmete i pojave
onako kako se u prirodi pojavljuju, nego
onako kako ih priroda, ponekad u vulkan-
skim erupcijama, stvara. Ona namrgo]ena
neba i namra;eno drve`e [iknuli su iz sli-
kareve du[e i za trenutak se u;ini da je na
njima samo mrak, sve dok na njih ne padne
zrak svjetla. Onda se poka/e da se ispod
mra;nog drve`a i oko njega kovitlaju pute-
vi, ;ije sme]e nije boja mraka nego prirod-
na boja zemlje, i svijetli potoci, koji ne mo-
raju biti potoci vode, ve` prosto potoci svje-
tla [to se kriju od namrgo]enog neba, ali se
otkrivaju ljudskom pogledu. I s druge stra-
ne, na drugim slikama, ima drve`a koje je
tako prenabijeno suncem, napijeno sunca,
da se uvija ne pod udarima vjetra, nego pod
pritiskom svoje unutra[nje snage koja tra/i
puta van. Nisu to stabla onih tropskih vrsta
[to u kro[njama nose plamene cvjetove,
sve je to na[e umjereno i odmjereno drve`e
koje nema nikakve veze s njima, ali na ovim
Ismetovim slikama podsje`a na njih.

Ismetova laka slikarska ruka je ruka ;ovje-
ka koji je u najljep[em ljudskom smislu te
rije;i bio lagan ;ovjek. U njemu su se de-
[avale erupcije vulkana i znao je treperiti
od prenapregnutosti materijala, ali o to-
me nikad niko nije ni[ta znao, osim njego-
vih najbli/ih. Nije mislio da ima pravo da
ljude sobom optere`uje. Smije[tao je svo-
je prisustvo u svijetu u onaj prostor u ko-
jem se ljudski krugovi presijecaju, u onaj
prostor u kojem se konverzira o obi;nim

us that under the dark trees and around
them there are intersected whirling paths
whose brown is not the colour of dark but
the natural colour of soil and bright sprin-
gs, which do not have to be the springs of
water, but simply the springs of light hid-
den under the frowned sky, revealed in
one's eyes. On the other hand, on his other
paintings there are some trees so much
charged with sunlight, drunk with it, so as
to bent not under the blows of wind,s but
under the pressure of its inner strength
that seeks its way out. These are not those
tropical trees with glowing flowers in their
crowns, but our moderate and balanced
trees, which have no connection with
them. They only re-mind of them in Ismet's
paintings.

Ismet's light hand of a painter is a hand of
a man who, in the nicest sense of the wo-
rd, was a light person. There were volcano
eruptions inside him, and he could trem-
ble due to overstrain of the material, but
nobody ever knew anything about it ex-
cept for his closest ones. He did not think
that he had the right to bother others with
his presence. He placed his existence in
the world into that space where human cir-
cles intersect, into that space where there is
a conversation about usual things, for ex-
ample, about the weather. There is human
wamth in that kind of conversation. If he
were an Englishman, he would have been a
lord.

He had a tramp's soul. Nobody could
speak so abundantly like himself about
his travels. Such stories of his were the
long lasting ones, and everybody were ga-
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stvarima, naprimjer o vremenu, a u tu kon-
verzaciju se smije[ta ljudska toplina. Da je
bio Englez bio bi lord.

Imao je du[u skitnice. Niko nije umio tako
rasko[no kao on da pri;a o svojim puto-
vanjima, i te su pri;e dugo trajale i oko njih
su svi bili okupljeni, kao u davne dane kad
nam je tata ;itao knjige na podu pokraj
kaljeve pe`i koja tutnji, a oko zatvorenih
vrata[ca izbija plamen. Bio je nje/nog zdrav-
lja, sve nje/nijeg [to se nesre`a vi[e prib-
li/avala. I kada je do[la, poku[avao sam ga
dva-tri puta izvu`i iz ku`e, ali smo stano-
vali u dva me]usobno udaljena dijela
grada, zatim su i telefoni u[utjeli. Potom
je do[la surova zima devedeset druge -
devedeset tre`e, neki su sjekli drve`e po
gradu i po obli/njim obroncima koji su bili
pod na[om kontrolom, drugi su lo/ili na-
mje[taj i parket, poneki i knjige. Pomalo
sam zavidio Ismetu, koji je /ivio u rodi-
teljskoj ku`i, uvijek se grijao na ugalj i si-
gurno je imao izvjesnu zalihu u [upi.

Bio je prvi april, a mi smo sjedili u kabine-
tu u zimskim kaputima i sa rukavicama na
rukama. Ismetov brat, Muhsin je trebao
da rukovodi sastankom a prije sastanka
pri[ao sam mu i pitao ga kako je Ismet.
"Ismet je umro prije mjesec dana", rekao
je. "Zar nisi znao|"

Nije me bilo sramota [to nisam znao> nije
bila sramota ne znati takve stvari tih dana.
Ali je udarac bio prejak, pao sam po stolu za
kojim sam sjedio, zaronio sam lice u ruke i
jecao, ramena su mi se tresla. Neko je pitao>
"Ho`e[ li ;a[u vode|" Muhsin mi je pri[ao,
zagrlio me i rekao> "Nemoj, molim Te."

Tvrtko Kulenovi`

thered around them like during the days
when my father used to read books to us,
while sitting on the floor next to the
growling tile stove, the flames piercing
through its closed lid. Ismet's health was
fragile, more and more so as the tragedy
approached him. And when it did, I tried
two or three times to get him out of his
house, but we were living in the opposite
parts of the city. And then, the telephones
became silent. Then the harsh winter sta-
rted, the winter of nineteen ninety two -
ninety three. Some people cut trees down
either in the city itself or at the neighbouring
slopes that were under our control, some
burnt furniture and parquet floors, and
even books in their stoves. Sometimes I
envied Ismet for he lived in his parents'
house he had always heated it with coal, and
probably had some stocks of it in the shed.

It was April the 1st, and we were sitting in
the University office wearing our winter
coats, and gloves on our hands. Ismet's
brother Muhsin was supposed to chair
the meeting. Before it started, I appro-
ached him and asked how Ismet was.
"Ismet died a month ago", he said. "Didn't
you know it|"

I was not ashamed for not knowing it - it
was not a shame not to know such things at
those times. But, the blow was too strong,
my head fell down on the desk I was sitting
at, I drowned the face into my hands and
started sobbing, my shoulders shaking.
Someone asked> "Would you have a glass
of water|". Muhsin approached me, hug-
ged me and said> "Don't, please.".
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Edin Numankadi`

Ismeta sam upoznao 1967. u likovnom
studiju "Roman Petrovi`" Doma izvi]a;a,
gdje je uz Afana Rami`a i Mehmeda Za-
imovi`a obu;avao mlade akvarelu. U toj
sekciji bila je ;itava jedna generacija koja
`e obilje/iti umjetnost u Sarajevu sedam-
desetih i osamdesetih godina, kao [to su>
Petar Waldegg, Mirko Mari`, Muradif _e-
rimagi`, Mustafa Skopljak, Saida Muje-
zinovi` itd. Ismet je tada bio nastavnik li-
kovnog vaspitanja i obrazovanja u osnov-
noj [koli "Ivan Cankar" sa velikim pedago[-
kim iskustvom u domenu likovne umjet-
nosti. Odmah smo se sprijateljili i, kao ra-
doznali mladi ljudi, upijali svaku njegovu
rije;. Njegova blaga priroda plijenila je, a pe-
dago[ko iskustvo otvaralo puteve likov-
ne kulture.

Zajedno smo i[li u njegovu [kolu i odu[ev-
ljavali se dje;ijim radovima i talentom
mladih. Pri;ali smo o Paulu Kleeu i o drugi-
ma. Sje`am se da mi je tada dao prvi akva-
rel kist i papir, obja[njavaju`i tajne akvare-
la. Pri;ao je o transparentnosti i neponov-
ljivosti ove tehnike, maglama u Bosni i neis-
crpnoj ljepoti pejza/a.

Voljeli smo ga i po[tovali zbog njegove
odanosti umjetnosti, neovisno od ;injeni-
ce [to je njegova poetika potpuno druga-
;ija od na[ih slikarskih ambicija.

I met Ismet in 1967 at the painting studio
"Roman Petrovi`" at "The Scouts’ Hall"
where, together with Afan Rami` and Meh-
med Zaimovi`, he was teaching the young
about watercoulour paintings. The whole
generation who was to mark the art in Sa-
rajevo in 1970s and 1980s were the me-
mbers of that section. Some of those stu-
dents were Petar Waldegg, Mirko Mari`,
Muradif :erimagi`, Mustafa Skopljak,
Saida Mujezinovi`, etc.. At that time Ismet
was a teacher of visual arts at "Ivan Cankar"
primary school. He had a significant peda-
gogic experience in the domain of painting.
We became friends straight away, and, hav-
ing been curious young people, we swal-
lowed each word of his. His mild personali-
ty was attractive, and his pedagogic experi-
ence opened up the paths of visual arts.

We went to his school together, and were
impressed by children's works and talent.
We discussed Paul Klee and others. I
remember that it was the first time that he
gave me the first watercolour brush and
paper, while explaining the secrets of wa-
tercolour paintings. He talked about trans-
parency and uniqueness of this techni-
que, fogs in Bosnia and unexhausted be-
auty of the landscapes.

We loved and respected him because of
his devotion to the art, regardless of the
fact that his poetics was entirely different
from our painting ambitions.

Sje`anja na
Ismeta Rizvi`a

Memories on
Ismet Rizvi`
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AAKKVVAARREELL  PPAAPPIIRRII  \\  WWAATTEERR  CCOOLLOOUURR  PPAAPPEERRSS>>

ARCHES, CANSON (France)
FABRIANO, GVARRO (Italy)
WHATMAN, SAUNDERS (England)
SCHOELLERS HAMMER (Germany)
HOSHO, MASA, KOZU - Japanski i kineski ru;no ra]eni papiri \ Japanese and Chinese Hand-made Paper-cuts

AAKKVVAARREELL  BBOOJJEE  \\  WWAATTEERR  CCOOLLOOUURR  PPAAIINNTTSS>>

WINSOR & NEWTON (England)
REMBRANDT, ECOLINE - TALENS (Holland)
PEBEO COLOREX (France)
GRUMBACHER FINEST (Canada)

AAKKVVAARREELL  KKIISSTTOOVVII  \\  WWAATTEERR  CCOOLLOOUURR  BBRRUUSSHHEESS>>

WINSOR& NEWTON
DA VINCI, SCHACHINGER (Germany)
RAPHAEL (France)
FARBEN HARNICH (Austria)
REMBRANDT-TALENS
TESTOLINI (Italy)
ETERNA (China)
VANE (Japan)

PPAASSTTEELLII  \\  PPAASSTTEELLSS>>

FABRIANO INGRES PASTEL PAPER
RAMBRANDT SOFT PASTELS, PANDA PASTELS (Holland)
DERWENT GRAPHITE DRAWING PENCILS (England)
KOH-I- NOOR HARDMUTH (Austria)
A.W. FABER - CASTELL PASTELS (Germany)
B.CONT’ a PARIS SOFT PASTELS (France)
PRISMACOLOR PENCILS (Swizerland)

Slikarski material 
Painting Materials
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MORI_A HAN \ THE MORI_ FAMILY INN, 1957
Akvarel \ Watercolour painting, 59x71,5 cm
Sign. ddu. \ Sign.lrc> Is Rizvi` 

STARA KU_A U SARAJEVU \
OLD HOUSE IN SARAJEVO, 1967
Akvarel \ Watercolour painting, 35,5X47,5 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

POGLED NA SARAJEVO \ VIEW ON SARAJEVO, 1967
Akvarel \ Watercolour painting, 40x55,5 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

RU?E U VAZNI IV \ ROSES IN VASE IV, 1964
Akvarel \ Watercolour painting, 63,5x50 cm
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

BIJELE RU?E \ WHITE ROSES, 1964
Akvarel \ Watercolour painting, 62,5x50,5 cm
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

RU?E U VAZNI I \ ROSES IN VASE I, 1966
Akvarel \ Watercolour painting, 70x50 cm
Sign. ddu. \ Sign.lrc> Is Rizvi` 

MRTVA PRIRODA III \ STILL LIFE III, 1966
Akvarel \ Watercolour painting, 32,5x50 cm
Sign. gdu. \ Sign.urc> Is Rizvi` 

MRTVA PRIRODA IV \ STILL LIFE IV, 1960
Akvarel \ Watercolour painting, 30,5x40,5 cm
Sign. ddu. \ Sign.lrc> Is Rizvi` 

STARI ZID \ OLD WALL, 1966
Akvarel \ Watercolour painting, 43x57 cm
Sign. dlu. \ Sign.llc> Is Rizvi` 

OSUN:ANI ZID \ SUNSHINE ON THE WALL, 1967
Akvarel \ Watercolour painting, 46,5X58 cm
Papir> Fabriano \ Paper> Fabriano
Sign.dlu \ Sign.lrc> Is Rizvi` 

PARK UZ MILJACKU \ PARK BY THE MILJACKA RIVER, 1966
Akvarel \ Watercolour painting, 68x58 cm
Sign. ddu. \ Sign.lrc> Is Rizvi` 

DRVE_E UZ OGRADU \ TREES BY THE FENCE, 1966
Akvarel \ Watercolour painting, 58x40 cm
Sign. dlu. \ Sign.llc> Is Rizvi` 

ZIMA II \ WINTER II, 1968
Akvarel \ Watercolour painting, 50x70 cm
Sign. ddu. \ Sign.lrc> Is Rizvi` 

PEJZA? UZ RIJEKU I PUT \
LANDSCAPE BY THE RIVER AND ROAD, 1966
Akvarel \ Watercolour painting, 34,5x48,5 cm
Bez signature \ No signature

BRE?ULJCI I BRDA \ SLOPES AND HILLS, 1966
Akvarel \ Watercolour painting, 36x47 cm
Sign. dlu. \ Sign.llc> Is Rizvi` 

DRVE_E U PARKU \ TREES AT THE PARK, 1966
Akvarel \ Watercolour painting, 35,5x47,5 cm
Sign. ddu. \ Sign.lrc> Ismet  Rizvi` (/ig \ stamp)

RAVNI:ARSKI PREDIO \ LOWLANDS, 1966
Akvarel \ Watercolour painting, 35,5x47,5 cm
Sign. ddu. \ Sign.lrc>  Ismet  Rizvi`  (/ig \ stamp)

STARE KU_E \ OLD HOUSES, 1967
Akvarel \ Watercolour painting, 35,5x48 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu. \ Sign.llc> Ismet  Rizvi`  (/ig \ stamp)

ISPOD I IZNAD BRE?ULJKA \
BENEATH AND ABOVE SLOPE, 1967
Akvarel \ Watercolour painting, 33x48 cm 
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet  Rizvi`  (/ig \ stamp)

KULA U PO:ITELJU I \ TOWER IN PO:ITELJ I, 1966
Akvarel \ Watercolour painting, 23,5x30 cm 
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet  Rizvi`  (/ig \ stamp)

BRDSKI PREDIO \ HILLS
Akvarel \ Watercolour painting, 35x46 cm 
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet  Rizvi` (/ig \ stamp)

NASELJE U MAGLI \ SETTLEMENT IN THE MIST
Akvarel \ Watercolour painting, 28,5x38 cm 
Sign. ddu. \ Sign.lrc> Ismet  Rizvi`  (/ig \ stamp)

BRE?ULJCI \ SLOPES
Akvarel \ Watercolour painting, 35x46 cm 
Sign. ddu. \ Sign.lrc> Ismet  Rizvi`  (/ig \ stamp)

BRDA I LJUBI:ASTI OBLACI \ HILLS AND VIOLET CLOUDS
Akvarel \ Watercolour painting, 53x72,5 cm 
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet  Rizvi` 

CVIJE_E III \ FLOWERS III, 1970
Akvarel \ Watercolour painting   , 72,5x53 cm 
Papir> Fabriano \ Paper> Fabriano
Sign.dlu \ Sign.Ilc> Ismet  Rizvi` 
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POGLED NA GRAD \ VIEW AT THE CITY, 1968
Akvarel \ Watercolour painting, 36x49,5 cm 
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet  Rizvi` (/ig \ stamp)

DRVE_E  U PEJZA?U \ TREES IN THE LANDSCAPE
Akvarel \ Watercolour painting, 34x49,5 cm 
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet  Rizvi` (/ig \ stamp)

KU_E U SARAJEVU \ HOUSES IN SARAJEVO
Akvarel \ Watercolour painting, 24,5x33 cm 
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet  Rizvi`  (/ig \ stamp)

PARK U SARAJEVU \ PARK IN SARAJEVO 
Akvarel \ Watercolour painting, 26,5x37 cm 
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet  Rizvi`  (/ig \ stamp)

KULA U PO:ITELJU II \ TOWER IN PO:ITELJ II
Akvarel \ Watercolour painting, 56,5X76 cm 
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet  Rizvi` (/ig \ stamp)

STARA KU_A \ OLD HOUSE
Akvarel \ Watercolour painting, 56X76 cm 
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet  Rizvi` (/ig \ stamp)

KU_E U STAROJ MAHALI I \
HOUSES IN THE OLD TOWN QUARTER I
Akvarel \ Watercolour painting, 56X76 cm 
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet  Rizvi` (/ig \ stamp)

KU_E U STAROJ MAHALI lI \
HOUSES IN THE OLD TOWN QUARTER Il
Akvarel \ Watercolour painting, 56X76 cm 
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet  Rizvi` (/ig \ stamp)

BEMBA{A \
BEMBA{A QUARTER IN SARAJEVO, 1975
Akvarel \ Watercolour painting, 56X76 cm 
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet  Rizvi` 

BEGOVINA U MAGLI \ BEY'S ESTATE IN THE MIST
Akvarel \ Watercolour painting, 53X70 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

PO:ITELJ, 1975
Akvarel \ Watercolour painting, 56X76 cm 
Papir> Fabriano \ Paper> Fabriano
Sign. dlu. \ Sign.llc> Ismet  Rizvi` 

POLEGLO DRVE_E \ LAID FLAT TREES
Akvarel \ Watercolour painting, 70x50 cm 
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet  Rizvi` 

RAZGOVOR U PRIRODI \ CONVERSATION IN THE NATURE
Akvarel \ Watercolour painting, 56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

PREDIO KRAJEM LJETA \
SCENERY AT THE END OF THE SUMMER
Akvarel \ Watercolour painting 56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

TRI STABLA \ THREE TREES
Akvarel \ Watercolour painting 56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

MAGLA JESENJEG PEJZA?A \
MIST OF THE AUTUMN LANDSCAPE
Akvarel \ Watercolour painting 56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

JESENJA ELEGIJA \ AUTUMN ELEGY
Akvarel \ Watercolour painting, 50X70 cm 
Papir> Fabriano \ Paper> Fabriano
Sign. dlu. \ Sign.llc> Ismet  Rizvi`

LEBDE_I PREDIO I \ FLOATING SCENERY I 
Akvarel \ Watercolour painting56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

PEJZA? OBAVIJEN MAGLOM \
LANDSCAPE WRAPPED IN THE MIST
Akvarel \ Watercolour painting56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

{UMOVITI PREDIO U MAGLI \  WOODLAND IN THE MIST
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

U SMIRAJ DANA \ TWILIGHT OF THE DAY, 1983
Akvarel \ Watercolour painting, 56X70 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` 

CRVENI PEJZA? I \ RED LANDSCAPE I, 1986
Akvarel \ \ Watercolour painting, 34,5X50 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi`

CRVENI PEJZA? II \ RED LANDSCAPE II, 1986
Akvarel \ Watercolour painting, 34,5X50 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi`

ZELENO-SME}I PEJZA? \ GREEN - BROWN LANDSCAPE, 1986
Akvarel \ Watercolour painting, 30X43,5 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc>   Ismet Rizvi`
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SNENI PEJZA? \ SOMNOLENT LANDSCAPE
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

PEJZA? IZ SNA \ LANDSCAPE FROM THE DREAM
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

PLANINSKI PREDIO I \ MOUNTAIN SCENERY I, 1989
Akvarel \ Watercolour painting, 76X56 cm
Papir> Arches \ Paper> Arches
Sign. dlu \ Sign Ilc> Ismet Rizvi`

PEJZA? SA LJUBI:ASTO-TIRKIZNIM NEBOM \ 
LANDSCAPE WITH PURPLE -TURQUOISE SKY
Akvarel \ Watercolour painting, 56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STARI PANJ \ OLD TREE STUMP
Akvarel \ Watercolour painting, 56,5X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

KAMENJAR I \ ROCKY GROUND I
Akvarel \ Watercolour painting, 50X70 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

ZELENA STABLA U {UMI \
GREEN TREES IN THE WOODS
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign. Ilc> Ismet Rizvi` 

SVITANJE \ DAWNING
Akvarel \ Watercolour painting, 56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

UNUTRA{NJI PEJZA? II \ INTERIOR LANDSCAPE II, 1983
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` 

U PREDVE:ERJE I \ IN THE EARLY EVENING I
Akvarel \ Watercolour painting, 55X77 cm
Papir> Saunders \ Paper> Saunders
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

KRAJOLIK U JESEN \SCENERY IN THE AUTUMN
Akvarel \ Watercolour painting, 55X77 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

IMAGINACIJA II \ IMAGINATION II
Akvarel \ Watercolour painting, 50X65 cm
Papir> Canson \ Paper> Canson
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

OBORENO DRVO \ FELLED TREE
Akvarel \ Watercolour painting, 65X50 cm
Papir> Canson  \ Paper> Canson
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

TAJANSTVENI PREDIO \ MYSTERIOUS SCENERY
Akvarel \ Watercolour painting, 56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

PEJZA? VI \  LANDSCAPE VI
Akvarel \ Watercolour painting, 28X34 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

NAJAKVARELSKIJI PEJZA? \
THE MOST WATERCOLOUR LANDSCAPE
Akvarel \ Watercolour painting, 50X70 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

PREDIO SA KAMENJEM \ SCENERY WITH THE ROCKS
Akvarel \ Watercolour painting, 50X64,5 cm
Papir> Canson  \ Paper> Canson
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

RA}ANJE SUNCA \ SUNRISE
Akvarel \ Watercolour painting, 50X70,5 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

KROZ {UMU I \ THROUGH THE WOODS I
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

PRIRODA KOJA SE MIJENJA \ NATURE THAT CHANGES
Akvarel \ Watercolour painting, 56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

KROZ MAGLU \ THROUGH THE MIST
Akvarel \ Watercolour painting, 6X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

NA RUBU SNA I STVARNOSTI \
AT THE EDGE OF DREAM AND REALITY
Akvarel \ Watercolour painting, 50X69,5 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

MAGINACIJA IIl\ IMAGINATION IIl
Akvarel \ Watercolour painting, 50X65 cm
Papir> Canson \ Paper> Canson
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

IMAGINACIJA I \ IMAGINATION I
Akvarel \ Watercolour painting, 50X65 cm
Papir> Canson  \ Paper> Canson
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)
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BIVANJE I NESTAJANJE \ BEING AND DISAPPEARING
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

NO_ \ THE NIGHT
Akvarel \ Watercolour painting, 56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

PRODOR SVJETLA V \ BREAK OF THE LIGHT V
Akvarel \ Watercolour painting,  56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign.llc> Ismet Rizvi`

PREDIO CHRYSOPRASA I \
CHRYSOPRAS  A SCENERY I
Akvarel \ Watercolour painting, 50X69 cm
Papir> Whatman \ Paper> Whatman
Sign. dlu \ Sign.llc> Ismet Rizvi`

PREDIO CHRYSOPRASA II \
CHRYSOPRAS  A SCENERY II, 1980
Akvarel \ Watercolour painting, 50X69 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign.llc> Ismet Rizvi`

PREDIO U SAMO_I \ SCENERY IN THE LONELINESS
Akvarel \ Watercolour painting, 56,5X74,5 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign.llc> Ismet Rizvi`

HIMERI:NI PEJZA? \ CHIMERIC LANDSCAPE
Akvarel \ Watercolour painting, 50X70 cm
Papir> Arches \ Paper> Arches
Sign. dlu \ Sign.llc> Ismet Rizvi`

SJE_ANJE NA JESEN II \ AUTUMN MEMORY II
Akvarel \ Watercolour painting, 50X70 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

POETI:NI PEJZA? \ POETIC LANDSCAPE
Akvarel \ Watercolour painting, 50X65 cm
Papir> Canson  \ Paper> Canson
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

SENZIBILNA JESEN \ SENSITIVE AUTUMN
Akvarel \ Watercolour painting, 50X65 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc>   Ismet Rizvi` (/ig \ stamp)

RANA JESEN \ EARLY AUTUMN
Akvarel \ Watercolour painting, 50X70 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

RUJNA JESEN \ DARK RED AUTUMN, 1983
Akvarel \ Watercolour painting, 50X65 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

UZBUDLJIVA JESEN \ EXCITING AUTUMN
Akvarel \ Watercolour painting, 70X50 cm
Papir> Whatman\ Paper> Whatman
Sign. ddu. \ Sign.lrc>  Ismet Rizvi` (/ig \ stamp)

ILUMINACIJA \ ILLUMINATION
Akvarel \ Watercolour painting, 50X65 cm
Papir> Whatman \ Paper> Whatman
Sign. ddu. \ Sign.lrc>  Ismet Rizvi` (/ig \ stamp)

SANJIVA JESEN \ SLEEPY AUTUMN
Akvarel \ Watercolour painting, 50X70 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc>  Ismet Rizvi` (/ig \ stamp)

KASNA JESEN\ LATE AUTUMN
Akvarel \ Watercolour painting, 50X70 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign. Ilc> Ismet Rizvi`

GORSKI PREDIO SA VODOM \
MOUNTAIN SCENERY WITH WATER
Akvarel \ Watercolour painting, 53,5X69,5 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign. Ilc> Ismet Rizvi`

CRVENA FANTAZIJA \ RED FANTASY
Akvarel \ Watercolour painting, 51X72,5 cm
Papir> Hammer " T" \ Paper> Hammer " T"
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

JESENJI PEJZA? SA LITICAMA \ 
AUTUMN LANDSCAPE WITH CLIFFS
Akvarel \ Watercolour painting, 70X50 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign.lrc> Ismet Rizvi`

JESENJA SIMFONIJA \ AUTUMN SYMPHONY
Akvarel \ Watercolour painting, 70X56 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

LEBDE_I PREDIO II \ FLOATING SCENERY II
Akvarel \ Watercolour painting, 75,5X56,5 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi`

GORSKI PREDIO I \ MOUNTAIN SCENERY II
Akvarel \ Watercolour painting, 75,5X56,5 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

AK{AMSKI SMIRAJ \ DUSK
Akvarel \ Watercolour painting, 35X50 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

PEJZA? U ZORU I \ LANDSCAPE IN DAWN I
Akvarel \ Watercolour painting, 56,5X75 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)
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PEJZA? U ZORU II \ LANDSCAPE IN DAWN II
Akvarel \ Watercolour painting, 56,5X75 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

IZME}U  SNA I JAVE \ BETWEEN DREAM  AND REALITY
Akvarel \ Watercolour painting, 50X70 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

IZVIRANJE II \ SPRINGING OUT II, 1989
Akvarel \ Watercolour painting, 50X65 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` 

PEJZA? VII \ LANDSCAPE VII
Akvarel \ Watercolour painting, 26X56 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

PEJZA? SA OBLACIMA \ LANDSCAPE WITH CLOUDS
Akvarel \ Watercolour painting, 37,5X56,5 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

NARAN:ASTI PEJZA? \ ORANGE LANDSCAPE
Akvarel \ Watercolour painting, 50X65 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

PRED OLUJU V \ BEFORE THE STORM V
Akvarel \ Watercolour painting, 50X65 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign.llc> Ismet Rizvi` 

POSLIJE KI{E III \ AFTER  THE RAIN III
Akvarel \ Watercolour painting, 56,5X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

MIRNO-NEMIRNI PREDIO \
PEACEFUL - RESTLESS  SCENERY
Akvarel \ Watercolour painting, 57X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign.llc> Ismet Rizvi` 

TI{INA KRAJOLIKA \ STILLNESS OF THE SCENERY
Akvarel \ Watercolour painting, 57x76cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

GOVOR PRIRODE \ SPEECH OF THE NATURE
Akvarel \ Watercolour painting, 55,5X74 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

PROLAZNOST \ EPHEMERALITY
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

OBLACI KOJI PLOVE \ SAILING CLOUDS
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

POSLIJE KI{E I \ AFTER THE RAIN I
Akvarel \ Watercolour painting,  56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

SVJETLO IZME}U STIJENA \
LIGHT BETWEEN THE ROCKS
Akvarel \ Watercolour painting, 74,5X56,5 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

ZELENI SKLAD \ GREEN HARMONY
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

GUSTA {UMA U MAGLI \ THICK FOREST IN THE MIST
Akvarel \ Watercolour painting, 56,5X75,5 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

SMARAGDNI PEJZA? \ EMERALD LANDSCAPE
Akvarel \ Watercolour painting, 56,5X74,5 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

IMPRESIVNI PEJZA? \ IMPRESSIVE LANDSCAPE
Akvarel \ Watercolour painting, 56,5X74,5 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

PRED OLUJU IV \ BEFORE THE STORM IV
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign. Ilc> Ismet Rizvi` 

PREDIO SA PADINAMA \ SCENERY WITH THE SLOPES
Akvarel \ Watercolour painting, 76X56 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

PEJZA? NO_U \ LANDSCAPE IN THE NIGHT
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

SUTON III \ EVENING TWILIGHT III
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

ZALAZAK SUNCA \ SUNSET
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)
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MAGLI:ASTI OBLACI NAD RIJEKOM \
MISTY  CLOUDS ABOVE THE RIVER
Akvarel \ Watercolour painting,  56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

OLUJNI OBLACI \ STORMY CLOUDS
Akvarel \ Watercolour painting, 76X56 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc< Ismet Rizvi` (/ig \ stamp)

SUTON II \ EVENING TWILIGHT II
Akvarel \ Watercolour painting, 76X56 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

KRAJOLIK KOJI LEBDI \ FLOATING SCENERY 
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

PEJZA? POSLIJE OLUJE \LANDSCAPE AFTER THE RAIN
Akvarel \ Watercolour painting, 75X56 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

SUTON I \ EVENING TWILIGHT I
Akvarel \ Watercolour painting,  56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

TRA:AK SVJETLA \  BEAM  OF LIGHT
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

NADAHNU_E \ INSPIRATION
Akvarel \ Watercolour painting, 76X56 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

PEJZA? PRED KI{U \ LANDSCAPE BEFORE THE RAIN
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

KROZ GUSTU MAGLU \  THROUGH THE THICK MIST
Akvarel \ Watercolour painting, 56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

U PREDVE:ERJE II \ IN THE EARLY EVENING II
Akvarel \ Watercolour painting, 56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

POSLIJE KI{E II \ AFTER THE RAIN II
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

OLUJNO VRIJEME \ STORMY WEATHER
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

{UTNJA PRIRODE \ SILENCE OF THE NATURE
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

OBLACI NAD JEZEROM \ CLOUDS ABOVE THE LAKE
Akvarel \ Watercolour painting, 76X56 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc>   Ismet Rizvi`

PLAVA RAPSODIJA \ BLUE RHAPSODY, 1983
Akvarel \ Watercolour painting, 76X56 cm
Papir> Arches \ Paper> Arches
Sign. dlu \ Sign. Ilc> Ismet Rizvi`

PRED OLUJU III \ BEFORE THE STORM III
Akvarel \ Watercolour painting,  56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi`

LJUBI:ASTI PREDIO \ PURPLE SCENERY
Akvarel \ Watercolour painting, 56X76 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

TAJNOVITI PEJZA? \  MYSTERIOUS LANDSCAPE
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

HARMONIJA U LJUBI:ASTOM \
HARMONY IN THE PURPLE
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

VAZDU{ASTI PREDIO \ AIRY SCENERY
Akvarel \ Watercolour painting, 76X56 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

ZALAZAK SUNCA \ SUNSET
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

LJUBI:ASTA FANTAZIJA \ PURPLE FANTASY
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign. Ilc> Ismet Rizvi` 

OBLACI \ CLOUDS
Akvarel \ Watercolour painting, 76X56 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)
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SUMRAK \ TWILIGHT
Akvarel \ Watercolour painting,  76X57 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc>   Ismet Rizvi` (/ig \ stamp)

PRED OLUJU II \ BEFORE THE STORM II
Akvarel \ Watercolour painting,  56X75 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign.Ilc> Ismet Rizvi`

PRODOR SVJETLA KROZ LJUBI:ASTO NEBO \ 
BREAK OF LIGHT THROUGH PURPLE SKY
Akvarel \ Watercolour painting, 56X76 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` 

PEJZA? SA OBLACIMA \ LANDSCAPE WITH CLOUDS
Akvarel \ Watercolour painting, 56X75 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

SVJETLOST KROZ OBLAKE \ LIGHT THROUGH CLOUDS
Akvarel \ Watercolour painting, 56X75 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

NASTANAK PEJZA?A \ EMERGENCE OF LANDSCAPE, 1980
Akvarel \ Watercolour painting, 53,5X67 cm
Japanski papir \ Japanese Paper 
Sign. dlu \ Sign.Irc> Ismet Rizvi`

PLAVI PEJZA? \ BLUE LANDSCAPE, 1980
Akvarel \ Watercolour painting, 56X76 CM
Japanski papir \ Japanese Paper  
Bez signature \ No Signature

POGLED IZVANA \ VIEW FROM OUTSIDE, 1980
Akvarel \ Watercolour painting,  64X48 cm
Japanski papir \ Japanese Paper  
Sign. ddu. \ Sign.lrc> Ismet Rizvi`

PEJZA? U JESEN \ LANDSCAPE IN AUTUMN, 1980
Akvarel \ Watercolour painting, 35X50cm
Japanski papir \ Japanese Paper  
Sign. dlu \ Sign. Ilc> Ismet Rizvi`

PEJZA? U MASLINASTOJ BOJI \
LANDSCAPE IN OLIVE-GREEN COLOUR
Akvarel \ Watercolour painting, 14X22 cm
Japanski papir \ Japanese Paper  
Sign. gdu \ Sign. urc> Ismet Rizvi`

PEJZA? \ LANDSCAPE
Akvarel \ Watercolour painting, 23X30 cm
Japanski papir \ Japanese Paper  
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

POGLED IZNUTRA \ VIEW FROM INSIDE
Akvarel \ Watercolour painting, 48X64 cm
Japanski papir \ Japanese Paper  
Sign. ddu. \ Sign.lrc> Ismet Rizvi`

PEJZA? \ LANDSCAPE
Akvarel \ Watercolour painting, 36X51 cm
Japanski papir \ Japanese Paper  
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA I \ STUDY I
Akvarel \ Watercolour painting, 29X45 cm
Japanski papir \ Japanese Paper  
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA II \ STUDY Il
Akvarel \ Watercolour painting,29X45 cm
Japanski papir \ Japanese Paper  
Sign. dlu \ Sign Ilc> Ismet Rizvi` (/ig \ stamp)

STUDIJA III \ STUDY Ill
Akvarel \ Watercolour painting,  22X30 cm
Japanski papir \ Japanese Paper  
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA IV \ STUDY IV
Akvarel \ Watercolour painting, 24X31 cm
Japanski papir \ Japanese Paper  
Sign. ddu. \ Sign.lrc> Ismet Rizvi`  (/ig \ stamp)

STUDIJA V \ STUDY V
Akvarel na dvije strane\
Watercolour painting on two sides,  34X50 cm
Japanski papir \ Japanese Paper  
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA VI \ STUDY Vl
Akvarel na dvije strane \
Watercolour painting on two side, 34X50 cm
Japanski papir \ Japanese Paper  
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY 
Akvarel \ Watercolour painting, 20X15 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign. Ilu> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY 
Akvarel \ Watercolour painting, 19X28 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting,  19X28 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 22X30 cm
Papir> Schoellers hammer "T" \ Paper> Hammer "T" 
Sign. dlu \ Sign. Ilc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 22X30 cm
Papir> Schoellers hammer "T"\ Paper> Hammer "T"
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)
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STUDIJA \ STUDY
Akvarel \ Watercolour painting, 25X31 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting , 35X25 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign Irc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 22X31 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc>   Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 28X38 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 25X16 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 28X38 cm
Papir> Arches \ Paper> Arches
Sign. dlu \ Sign. Ilc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 28X38 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 32X46 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign Ilc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 25,5X25 cm
Pastel papir> Fabriano \ Paper pastel> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 36X25 cm
Papir> Arches \ Paper> Arches
Sign. dlu \ Sign.Ilc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 25X36 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 25X33 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 35X50 cm
Pastel papir> Fabriano \ Paper past> Fabriano
Sign. dlu \ Sign Ilc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 22X30 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign. Ilc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 35X50 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc>   Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 35X50 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign. Ilc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 35X52 cm
Papir> Fabriano \ Paper> Fabriano
Sign. gdu \ Sign. Urc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 50X65 cm
Papir> Canson \ Paper> Canson
Sign. dlu \ Sign. Ilc> Ismet Rizvi` (/ig \ stamp)

PRASAK U {UMI \ A BURST IN THE WOODS
Akvarel \ Watercolour painting, 65X50 cm
Papir> Canson \ Paper> Canson
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

KRETANJE \ MOVEMENT
Akvarel \ Watercolour painting, 76X57 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 50X65 cm
Paper> Canson \ Paper> Canson
Sign. gdu> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 50X65 cm
Paper> Canson \ Paper> Canson
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel, 50X65 cm
Paper> Canson \ Paper> Canson
Sign. dlu \ Sign. Ilc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 50X65 cm
Papir> Canson \ Paper> Canson
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)
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STUDIJA \ STUDY
Akvarel \ Watercolour painting, 50X77 cm
Papir> Arches \ Paper> Arches
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel\ Watercolour painting, 65X50 cm
Papir> Canson \ Paper> Canson
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel, 31X26 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu. \ Sign. Ilc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 24X31 cm
Papir> Fabriano \ Paper> Fabriano
Bez signature \ No Signature

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 25X36 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 25X36 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign. Ilc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 32X46 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, , 30X44 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, , 48X35 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu \ Sign. Ilc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, , 35X52 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

STUDIJA \ STUDY
Akvarel \ Watercolour painting, , 37X55 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign.lrc> Ismet Rizvi` (/ig \ stamp)

PEJZA? \  LANDSCAPE
Pastel 50x65 cm
Papir> Fabriano \ Paper> Fabriano
Sign. gdu. \ Sign Urc>Ismet Rizvi`

NASELJE-PEJZA? \ SETTLEMENT -LANDSCAPE, 1978
Pastel 50x65 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. Ismet Rizvi`

IZME}U BRDA \ BETWEEN THE HILLS, 1983
Kombinovana tehnika \ Combined technique, 70x71 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu \ Sign. Irc> Ismet Rizvi`  (/ig \ stamp)

KRO{NJA DRVETA \  CROWN OF A TREE, 1983
Kombinovana tehnika \ Combined technique, 70x71 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

PROPLANCI \ CLEARINGS, 1983
Kombinovana tehnika \ Combined technique, 70x90 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

SUHE GRANE \ DRY BRANCHES, 1983
Pastel, smedja kreda \ Pastel,brown chalk, 90x70 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

PLANINSKI PREDIO I \ MOUNTAIN SCENERY I, 1983
Pastel, smedja kreda \ Pastel,brown chalk, 90x70 cm
Papir> Fabriano \ Paper> Fabriano
sign. ddu. \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

PLANINSKI PREDIO II \ MOUNTAIN SCENERY Ii, 1983
Pastel, smedja kreda \ Pastel, brown chalk, 90x70 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu.\ Sign. Ilc> Ismet Rizvi`

PLANINSKI DETALJI \ MOUNTAIN DETAIL I, 1982
Pastel, smeda kreda \ Pastel, brown chalk, 21x28 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

PLANINSKI DETALJ Il  \ MOUNTAIN DETAIL Il, 1982
Pastel, smedja kreda \ Pastel, brown chalk, 28X21 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

JESENJA IMPRESIJA I \ AUTUMN IMPRESSION I, 1983
Kombinovana tehnika \ Combined technique , 90x70 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc> Ismet Rizvi`
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JESENJI SKLAD \  AUTUMN HARMONY, 1983
Kombinovana tehnika \ Combined technique ,  50x70 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc> Ismet Rizvi`

JESENJA HARMONIJA I \  AUTUMN HARMONY I, 1983
Kombinovana tehnika \ Combined technique, 101x71 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

JESENJA HARMONIJA II \ AUTUMN HARMONY Il, 1983
Kombinovana tehnika \ Combined technique, 101x71 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc> Ismet Rizvi`

GRMLJE \ BUSHES, 1983
Kombinovana tehnika \ Combined technique, 90x70 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc>Ismet Rizvi` 

STRMI PREDIO U PLANINI \
SLOPE SCENERY IN THE MOUNTAIN, 1983
Kombinovana tehnika \ Combined technique, 25X35 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

NA VJETRU \  IN THE WIND, 1983
Kombinovana tehnika \ Combined technique, 25X35 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

U RAVNICI \ AT THE LOWLANDS, 1983
Kombinovana tehnika \ Combined technique, 25X35 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc> Ismet Rizvi`  (/ig \ stamp)

ROMANTI:NI PREDIO \ ROMANTIC SCENERY, 1983
Kombinovana tehnika \ Combined technique, 35X50 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

STUDIJA I \ STUDY I
Kombinovana tehnika \ Combined technique, 25X32 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

STUDIJA II \ STUDY Il
Kombinovana tehnika \ Combined technique, 35X25 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

STUDIJA III \ STUDY III
Kombinovana tehnika \ Combined technique, 25X35 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

STUDIJA IV \ STUDY IV
Kombinovana tehnika \ Combined technique, 35X25 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc> Ismet Rizvi`  (/ig \ stamp)

STUDIJA V \ STUDY IV
Kombinovana tehnika \ Combined technique, 22X31 cm
Papir> Fabriano \ Paper> Fabriano
Sign. gdu. \ Sign.Urc> Ismet Rizvi` (/ig \ stamp)

STUDIJA VI \ STUDY Vl
Kombinovana tehnika \ Combined technique, 22X31 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu. \ Sign. Ilc> Ismet Rizvi` (/ig \ stamp)

STUDIJA VII \ STUDY Vll
Pastel, smeda olovka\ Pastel, brown pencil,25X35 cm
Papir> Fabriano \ Paper> Fabriano
Sign. ddu. \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

STUDIJA VIII \ STUDY Vlll
Kombinovana tehnika \ Combined technique,   25X35 cm
Papir> Fabriano \ Paper> Fabriano
Sign. dlu. \ Sign. Ilc> Ismet Rizvi` 

CRTE? I \ DRAWING I
Crte/ olovkom \ Drawing by pencil, 12x20 cm
Sign. dlu. \ Sign. Ilc> Ismet Rizvi`

CRTE? II \ DRAWING lI
Crte/ olovkom \ Drawing by pencil,10x18 cm
Sign.ddu \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

CRTE? III \ DRAWING llI
Crte/ olovkom \ Drawing by pencil,, 10x23 cm
Sign.ddu. \ Sign. Irc> Ismet Rizvi` (/ig \ stamp)

NIZ PADINU \ DOWN THE SLOPE
Crte/ olovkom \ Drawing by pencil,, 21x29 cm
Sign.ddu. \ Sign. Irc>Ismet Rizvi`

NA MALOM BRDU \ ON THE LITTLE HILL
Crte/ olovkom \ Drawing by pencil, 25x37 cm
Bez signature \ No Signature

IZME}U STABALA \ BETWEEN THE TREES
Crte/ olovkom \ Drawing by pencil, 35X50 cm
Sign.ddu. \ Sign. Irc> Ismet Rizvi`
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STARE KU_E \ OLD HOUSES
Akvareli\ Watercolour painting, 35x48 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

POGLED NA SARAJEVO \ VIEW OF SARAJEVO
Akvarel \ Watercolour painting, 40x55 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

NASELJE \ SETTLEMENT
Akvarel \ Watercolour painting, 24x36 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

SARAJEVSKA ULICA \ SARAJEVO STREET
Akvarel \ Watercolour painting, 33x463 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

PARK NA OBALI I \ A PARK ON THE OBALA ST.I
Akvarel \ Watercolour painting, 19,5x63 cm 
Akvarel papir\ Watercolour paper
Bez potpisa \ No signature 

KU_E NA BRE?ULJKU III \ HOUSES ON THE HILL lll
Akvarel \ Watercolour painting, 24x33 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

KU_E \ HOUSES
Akvarel \ Watercolour painting, 24x36 cm
Papir> Fabriano\ Paper> Fabriano
Bez potpisa \ No signature 

PEJZA? SA KU_AMA III \ LANDSCAPE WITH HOUSES lll,
Akvarel \ Watercolour painting, 23x32 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature 

PROLJE_E U SARAJEVU I \ THE SPRING IN SARAJEVO l
Akvarel \ Watercolour painting, 63x50 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature 

KU_A SA OGRADOM \ HOUSE WITH A FENCE
Akvarel \ Watercolour painting, 50x59 cm
Akvarel papir\ Watercolour paper
Bez potpisa \ No signature

PARK NA OBALI II \ A PARK ON THE OBALA STR. ll
Akvarel \ Watercolour painting, 50x66 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature 

PROLJE_E U SARAJEVU II \ THE SPRING IN SARAJEVO ll
Akvarel \ Watercolour painting, 60x46 cm
akvarel papir\ Watercolour paper
Bez potpisa \ No signature 

ZIMA Il \ THE WINTER ll
Akvarel \ Watercolour painting, 50x70 cm
Akvarel papir\ Watercolour paper
Potpis \Signed

MALI ZELENI PREDIO \ SMALL GREEN LANDSCAPE
Akvarel \ Watercolour painting, 35x33 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature 

MRTVA PRIRODA \ STILL LIFE
Akvarel \ Watercolour painting, 51x71 cm
Papir> Schoellers hammer “T”\ Paper> Hammer “T”,
Potpis\ Signed

DRVE_E \ TREES
Akvarel \ Watercolour painting, 50,5x71 cm
Papir> Schoellers hammer “T”\ Paper> Hammer “T”,
Potpis\ Signed

RU?E II \ ROSES ll
Akvarel \ Watercolour painting, 50x65,5 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

OSAMLJENO DRVO \ A SOLITARY TREE
Akvarel \ Watercolour painting, 32x39,5 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

PUT KROZ {UMU \ A PATH THROUGH THE WOODS 
Akvarel \ Watercolour painting, 31x44 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

VAZNA SA CVIJE_EM \ VASE WITH FLOWERS
Akvarel \ Watercolour painting, 38x29 cm
Akvarel papir\ Watercolour paper
Bez potpisa \ No signature
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27. oktobra 1997. godine iz ateljea Ismeta
Rizvi`a ukradeno je 258 slika...

258 paintings were stolen from Ismet
Rizvic’s atelier on October 27, 1997...
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DRVE_E UZ STARI ZID \
TREES BY AN OLD WALL
Akvarel \ Watercolour painting, 35x51 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

CVIJE_E III \ FLOWERS lll
Akvarel \ Watercolour painting, 51x36 cm
Papir> Schoellers hammer “T”\ Paper> Hammer “T”
Bez potpisa \ No signature

VODENICA \ THE MILL
Akvarel \ Watercolour painting, 51x69cm,
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

BEHAR I \ BLOSSOM l
Akvarel \ Watercolour painting, 27x35 cm
Akvarel papir\ Watercolour paper
Potpis \ Signed

KU_A SA OGRADOM \ A HOUSE WITH FENCE
Akvarel \ Watercolour painting, 51x43 cm
Papir> Fabriano \ Paper> Fabriano
Potpis \ Signed

MOTIV IZ SARAJEVA \ A MOTIF FROM SARAJEVO
Akvarel \ Watercolour painting, 53x68 cm
Papir> Fabriano \ Paper> Fabriano
Potpis \ Signed

POGLED KROZ VODU \ A VIEW THROUGH THE WATER
Akvarel \ Watercolour painting, 51x69 cm
Papir> Fabriano \ Paper> Fabriano
Potpis\ Signed

PEJZA? U NO_I \ LANDSCAPE BY NIGHT
Akvarel \ Watercolour painting, 50x65 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

RU?I:ASTO-ZELENI ODSJAJ I \ PURPLE-GREEN GLIMPSES l
Akvarel \ Watercolour painting, 50x65 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

RUZI_ASTO-ZELENI ODSJAJ II \ PURPLE-GREEN GLIMPSES ll
Akvarel \ Watercolour painting, 50x65 cm
Papir> Canson \ Paper> Canson
Bez potpisa \ No signature

{UMSKI PUT \ TRAIL IN THE WOODS
Akvarel \ Watercolour painting, 69x50 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

PEJZA? VII \ LANDSCAPE Vll
Akvarel \ Watercolour painting, 34x49,5 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

PEJZA? SA KAMENJEM \ LANDSCAPE WITH STONES
Akvarel \ Watercolour painting, 33,5x50 cm
Papir\ Paper> Canson
Bez potpisa \ No signature

SNJE?NI PREDIO \ LANDSCAPE WITH SNOW
Akvarel \ Watercolour painting, 35x51 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

KAMENJE I DRVE_E U JESEN II \
STONES AND TREES IN THE FALL ll
Akvarel \ Watercolour painting, 36x52cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

DRVE_E NA ADI \ TREES ON A RIVER ISLET
Akvarel \ Watercolour painting, 55x75 cm
Papir> Fabriano \ Paper> Fabriano
Potpis\ Signed

OGOLJELO DRVE_E \ BARREN TREES
Akvarel \ Watercolour painting, 56x76 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

VJETAR \ THE WIND
Akvarel \ Watercolour painting, 56x76 cm
Papir> Arches\ Paper> Arches
Bez potpisa \ No signature

KRAJ JESENI \ THE END OF FALL
Akvarel \ Watercolour painting, 32x40 cm
Akvarel papir\ Watercolour paper
Bez potpisa \ No signature

VRELA JESEN \ THE HOT FALL
Akvarel \ Watercolour painting, 36x53 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

STABLO U {UMI \ TREE IN THE FOREST
Akvarel \ Watercolour painting, 50x65 cm
Papir> Canson \ Paper> Canson
Bez potpisa \ No signature

PROLJE_E I \ THE SPRING l
Akvarel \ Watercolour painting, 50x65 cm
Papir> Canson \ Paper> Canson
Bez potpisa \ No signature

ZELENA {UMA \ GREEN FOREST
Akvarel \ Watercolour painting, 56x75 cm
Papir> Saunders \ Paper> Saunders
Bez potpisa \ No signature

ZELENI PEJZA? III \ GREEN LANDSCAPE lll
Akvarel \ Watercolour painting, 51x73 cm
Papir> Schoellers hammer “T”\ Paper> Hammer “T”
Potpis\ Signed
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JESEN U KAMENJARU II \ FALL IN THE ROCKY COUNTRY ll
Akvarel \ Watercolour painting, 51x73 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

NO_ U {UMI \ THE NIGHT IN THE FOREST
Akvarel \ Watercolour painting, 56x75cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

JESEN U KAMENJARU III \
FALL IN THE ROCKY COUNTRY lll
Akvarel \ Watercolour painting, 51x73 cm
Papir> Schoellers hammer “T”\ Paper> Hammer “T”
Bez potpisa \ No signature

JESENJI PEJZA? SA MOSTOM \
FALL LANDSCAPE WITH A BRIDGE
Akvarel \ Watercolour painting, 50x64 cm
Papirr> Canson \ Paper> Canson
Potpis \ Signed

VESELI PEJZA? \ CHEERFUL LANDSCAPE
Akvarel \ Watercolour painting, 52x68 cm
Papir> Fabriano \ Paper> Fabriano
Potpis \ Signed

PLAVA RIJEKA \ BLUE RIVER
Akvarel \ Watercolour painting, 56x76 cm
Papir> Arches \ Paper> Arches
Potpis \ Signed

BUNA \ THE BUNA RIVER
Akvarel \ Watercolour painting, 53x72 cm
Papir> Arches \ Paper> Arches
Potpis \ Signed

BABI_A BA{TA \ BABI_A BA{TA, QUARTER IN SARAJEVO
Akvarel \ Watercolour painting, 50x65 cm
Papir> Canson \ Paper> Canson
Potpis \ Signed

PEJZA? \ LANDSCAPE
Akvarel \ Watercolour painting, 56x77 cm
Japanski papir \ Japanese paper
Bez potpisa \ No signature

AKVAREL NA OBJE STRANE \
DOUBLE SIDED WATERCOLOUR PAINTING
68x54 cm, japanski papir \ Japanese paper
Bez potpisa \ No signature

AKVAREL I TU{ NA OBJE STRANE \
DOUBLE SIDED AND INK WATERCOLOUR PAINTING
54x68 cm, japanski papir \ Japanese paper
Bez potpisa \ No signature

AKVAREL NA OBJE STRANE \
DOUBLE SIDED WATERCOLOUR PAINTING
53x68 cm, japanski papir \ Japanese paper
Bez potpisa \ No signature

AKVAREL I TU{ NA OBJE STRANE \
DOUBLE SIDED AND INK WATERCOLOUR PAINTING
53x68cm, japanski papir \ Japanese paper
Bez potpisa \ No signature

AKVAREL NA OBJE STRANE \
DOUBLE SIDED WATERCOLOUR PAINTING
53x68cm, japanski papir \ Japanese paper
Bez potpisa \ No signature

AKVAREL I TU{ NA OBJE STRANE \
DOUBLE SIDED WATERCOLOUR PAINTING AND INK
51x66cm, japanski papir \ Japanese paper
Bez potpisa \ No signature

PEJZA? \ LANDSCAPE
Akvarel \ Watercolour painting, 50x65 cm
Japanski papir \ Japanese paper
Bez potpisa \ No signature

PEJZA? \ LANDSCAPE
Akvarel i tu[ \ Watercolour and ink painting, 50x65 cm
Japanski papir \ Japanese paper
Potpis \ Signed

PEJZA? \ LANDSCAPE
Akvarel \ Watercolour painting, 56x77 cm
Japanski papir \ Japanese paper
Bez potpisa \ No signature

PEJZA? U PLAVOM \ LANDSCAPE IN BLUE
Akvarel \ Watercolour painting, 56x76 cm
Japanski papir \ Japanese paper
Bez potpisa \ No signature

PEJZA? \ LANDSCAPE
Akvarel i tu[ \ Watercolour and ink painting, 50x66 cm
Japanski papir \ Japanese paper
Bez potpisa \ No signature

PEJZA? \ LANDSCAPE
Akvarel i tu[ \ Watercolour and ink painting, 50x66 cm
Japanski papir \ Japanese paper
Bez potpisa \ No signature

PEJZA? \ LANDSCAPE
Akvarel i tu[ \ Watercolour and ink painting, 56x76 cm
Japanski papir \ Japanese paper
Bez potpisa \ No signature

PEJZA? NA ZGU?VANOM PAPIRU \
LANDSCAPE ON WRINKLED PAPER
Akvarel \ Watercolour painting, 55x75 cm
Japanski papir \ Japanese paper
Bez potpisa \ No signature

PEJZA? NA ZGU?VANOM PAPIRU \
LANDSCAPE ON WRINKLED PAPER
Akvarel \ Watercolour painting, 55x75 cm
Japanski papir \ Japanese paper
Bez potpisa \ No signature
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PEJZA? \ LANDSCAPE 
Akvarel \ Watercolour painting, 53x68 cm
Japanski papir \ Japanese paper
Potpis \ Signed

PEJZA? \ LANDSCAPE
Akvarel \ Watercolour painting, 53x68 cm
Japanski papir \ Japanese paper
Potpis \ Signed

AKVAREL I TU{ NA OBJE STRANE \
DOUBLE SIDED WATERCOLOUR PAINTING AND INK
25x33 cm, japanski papir \ Japanese paper
Bez potpisa \ No signature

AKVAREL NA OBJE STRANE \
DOUBLE SIDED WATERCOLOUR PAINTING
53,5x68 cm, japanski papir \ Japanese paper
Bez potpisa \ No signature

AKVAREL NA OBJE STRANE \
DOUBLE SIDED WATERCOLOUR PAINTING
49x63 cm, japanski papir \ Japanese paper
Bez potpisa \ No signature

AKVAREL NA OBJE STRANE \
DOUBLE SIDED WATERCOLOUR PAINTING
44x61 cm, japanski papir \ Japanese paper
Bez potpisa \ No signature

AKVAREL NA OBJE STRANE \
DOUBLE SIDED WATERCOLOUR PAINTING
44x61 cm, japanski papir \ Japanese paper
Bez potpisa \ No signature

AKVAREL NA OBJE STRANE \
DOUBLE SIDED WATERCOLOUR PAINTING
44x61 cm, japanski papir \ Japanese paper
Bez potpisa \ No signature

AKVAREL NA OBJE STRANE \
DOUBLE SIDED WATERCOLOUR PAINTING
34,5x22 cm, japanski papir \ Japanese paper
Bez potpisa \ No signature

PEJZA? \ LANDSCAPE
Akvarel \ Watercolour painting, 31x47 cm
Japanski papir \ Japanese paper
Bez potpisa \ No signature

AKVAREL NA OBJE STRANE VLAKNASTI \
DOUBLE SIDED WATERCOLOUR PAINTING WITH FIBRES
30x45cm, japansko pau;inasto platno \ Japanese fabrics cobweb
Bez potpisa \ No signature

AKVAREL NA OBJE STRANE VLAKNASTI \
DOUBLE SIDED WATERCOLOUR PAINTINGWITH FIBRES
30x45cm, japansko pau;inasto platno \ Japanese fabrics, cobweb
Bez potpisa \ No signature

PEJZA? \ LANDSCAPE
Akvarel \ Watercolour painting, 25,5x33 cm
Japanski papir \ Japanese paper
Bez potpisa \ No signature

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 28x50 cm
Japanski papir \ Japanese paper
Bez potpisa \ No signature

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 25x33cm,
Japanski papir \ Japanese paper
Bez potpisa \ No signature

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 25x33 cm
Japanski papir\ Japanese paper
Bez potpisa \ No signature

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 25x33 cm
Japanski papir \ Japanese paper
Bez potpisa \ No signature

STUDIJA \ STUDY
Akvarel \ Watercolour painting, 31x43cm
Japanski papir \ Japanese paper
Bez potpisa \ No signature

PEJZA? \ LANDSCAPE
Akvarel \ Watercolour painting, 33x51 cm
Japanski papir \ Japanese paper
Bez potpisa \ No signature

DRVE_E U MAGLI \ TREES IN THE FOG
Akvarel \ Watercolour painting, 56x76 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

MEDITACIJA \ MEDITATION
Akvarel \ Watercolour painting, 56x76 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

U SMIRAJ DANA \ WHEN THE DAY GOES TO REST
Akvarel \ Watercolour painting, 51x72 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

POZNA JESEN \ LATE FALL
Akvarel \ Watercolour painting, 51x72 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

JESENJI MOTIV \ FALL MOTIF
Akvarel \ Watercolour painting, 31x44 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature
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DRVO U JESENJOJ {UMI \ TREE IN THE FOREST IN THE FALL
Akvarel \ Watercolour painting, 30x40 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

ZELENI PEJZA? U MAGLI \GREEN LANDSCAPE IN THE FOG
Akvarel \ Watercolour painting, 34x51 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

PEJZA? VII \ LANDSCAPE  VII
Akvarel \ Watercolour painting, 26x56 cm
Papir> Whatman \ Paper> Whatman
Bez potpisa \ No signature

IZME}U DRVE_A \ BETWEEN THE TREES
Akvarel \ Watercolour painting, 31x50 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

PEJZA? SA DRVE_EM \ LANDSCAPE WITH TREES
Akvarel \ Watercolour painting, 35x51 cm
Papir> Gvarro \ Paper> Gvarro
Bez potpisa \ No signature

TU?NO STABLO \ A SAD TREE
Akvarel \ Watercolour painting, 35x51 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

KRO{NJA DRVE_A \ CROWN OF THE TREE
Akvarel \ Watercolour painting, 35x51 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

BLAGA PADINA \ A GENTLE SLOPE
Akvarel \ Watercolour painting, 35x51 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

LJETO U {UMI \ SUMMER IN THE FOREST
Akvarel \ Watercolour painting, 36x50cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

MOTIV U JESEN \ MOTIF IN THE FALL
Akvarel \ Watercolour painting
Papir> Schoellers hammer “T”\ Paper> Hammer “T”
Bez potpisa \ No signature

JESEN U PRIRODI \ AUTUMN IN THE COUNTRY
Akvarel \ Watercolour painting, 36x50 cm
Papir> Schoellers hammer “T”\ Paper> Hammer “T”
Bez potpisa \ No signature

PEJZA? U JUTRU \ A MORNING LANDSCAPE,
Akvarel \ Watercolour painting, 36x50 cm
Papir> Schoellers hammer “T”\ Paper> Hammer “T”
Bez potpisa \ No signature

PEJZA? SA POVIJENIM STABLIMA \
LANDSCAPE WITH BENT TREES
Akvarel \ Watercolour painting, 36x50 cm
Papir> Schoellers hammer “T”\ Paper> Hammer “T”
Bez potpisa \ No signature

PEJZA? PRI ZALASKU SUNCA \ LANDSCAPE WITH SUNSET
Akvarel \ Watercolour painting, 36x50 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

KRAJOLIK SA BRE?ULJCIMA \ LANDSCAPE WITH HILLS
Akvarel \ Watercolour painting, 35x50 cm 
Papir> Schoellers hammer “T”\ Paper> Hammer “T”
Bez potpisa \ No signature

MAGLA NAD PEJZA?OM \
THE MIST OVER THE LANDSCAPE
Akvarel \ Watercolour painting,  36x50 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

PRI KRAJU TOPLOG DANA \
TOWARDS THE END OF A WARM DAY
Akvarel \ Watercolour painting, 37x56 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

PEJZA? SA SNIJEGOM \ LANDSCAPE WITH SNOW
Akvarel \ Watercolour painting, 37x56 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

PEJZA? SA PU:INOM \ LANDSCAPE WITH OPEN SEA
Akvarel \ Watercolour painting, 37x56 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

PEJZA? SA OBLACIMA \ LANDSCAPE WITH CLOUDS
Akvarel \ Watercolour painting, 37x56 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

PUT KROZ {UMU UJESEN \
PATHWAY THROUGH THE WOODS IN FALL
Akvarel \ Watercolour painting, 37x56 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

PEJZA? U IZMAGLICI \ A MISTY LANDSCAPE
Akvarel \ Watercolour painting, 37x56 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

{UMA OBAVIJENA MAGLOM \
FOREST ENVELOPED WITH FOG
Akvarel \ Watercolour painting, 37x56 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature
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KRAJOLIK U MAGLI \ FLAT LANDSCAPE IN THE FOG
Akvarel \ Watercolour painting, 38x57 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

U SJENI SUNCA \ IN THE SHADOW OF THE SUN 
Akvarel \ Watercolour painting, 36x53 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

ODSJAJ U VODI \ GLIMPSE IN THE WATHER
Akvarel \ Watercolour painting, 36x53 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

RAZMI{LJANJE \ CONTEMPLATION
Akvarel \ Watercolour painting, 36x53 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

PEJZA? U MAGLI \ LANDSCAPE IN THE FOG
Akvarel \ Watercolour painting, 50x36 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

JESENJI PEJZA? U PODNO?JU BRDA \
FALL LANDSCAPE AT THE FOOT OF THE HILL
Akvarel \ Watercolour painting, 43x30 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

PEJZA? SA TRAVOM\ LANDSCAPE WITH THE GRASS
Akvarel \ Watercolour painting, 38x28 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

MAGLI:ASTI INSERT \ MISTY CLIP
Akvarel \ Watercolour painting, 28x38 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

DRVE_E U MAGLI \ TREES IN THE FOG
Akvarel \ Watercolour painting, 25x42 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

ZELENO-PLAVI KRAJOLIK \ GREEN – BLUE LANDSCAPE
Akvarel \ Watercolour painting, 25x32 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

OGOLJELO STABLO U KAMENJARU \
BARE TREE IN THE ROCKY COUNTRY
Akvarel \ Watercolour painting, 25x32 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

PO:ETAK JESENI \ BEGINNING OF THE FALL
Akvarel \ Watercolour painting, 25x32 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

U OBLA:NOM DANU \ IN A CLOUDY DAY
Akvarel \ Watercolour painting, 23x38 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

DRVE_E I KAMENJE \ TREES AND STONES
Akvarel \ Watercolour painting, 25x35 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

KRAJOLIK SA TRAVOM \ LANDSCAPE WITH GRASS
Akvarel \ Watercolour painting, 25x35 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature 

DRVE_E NA PROPLANKU \ TREES IN A CLEARING
Akvarel \ Watercolour painting,  25x36 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

PLAVI:ASTI PREDIO \ BLUISH LANDSCAPE
Akvarel \ Watercolour painting, 27x37 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

STARA STABLA U {UMI \
THE OLD TREES IN THE FOREST
Akvarel \ Watercolour painting, 28x38 cm
Papir> Arches\ Paper> Arches
Bez potpisa \ No signature

POSJE:ENO STABLO \ FELLED TREE,
Akvarel \ Watercolour painting, 28x38 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

OGOLJELO DRVO I KORIJENJE\ BARREN TREE AND ROOTS
Akvarel \ Watercolour painting, 38x28 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

PREDIO U MAGLI \ LANDSCAPE IN THE FOG
Akvarel \ Watercolour painting, 38x28cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

DALEKA BRDA \ FAR AWAY HILLS
Akvarel \ Watercolour painting, 28x38 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

KRAJOLIK SA OPALIM LI{_EM \
LANDSCAPE WITH FALLING LEAVES
Akvarel \ Watercolour painting, 38x28ncm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

KRAJOLIK SA VODOM \ LANDSCAPE WITH WATER
Akvarel \ Watercolour painting, 23x32 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature
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RAZDRAGANO DRVE_E \ JOYFUL TREES
Akvarel \ Watercolour painting, 32x25 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

KRAJOLIK U KAMENJARU \
LANDSCAPE IN THE ROCKY AREA
Akvarel \ Watercolour painting, 22x30 cm
Papir> Schoellers hammer “T”\ Paper> Hammer “T”
Bez potpisa \ No signature

PREDIO SA GRMLJEM \ LANDSCAPE WITH BUSHES
Akvarel \ Watercolour painting, 22x30 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

DRVE_E ME}U KAMENJEM \ TREES BETWEEN STONES
Akvarel \ Watercolour painting, 17x26cm,
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

ZIMSKI KRAJOLIK \ WINTER LANDSCAPE
Akvarel \ Watercolour painting, 17x25 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

DRVE_E PORED VODE \ TREES BY THE WATER
Akvarel \ Watercolour painting, 17x25 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

KROZ {UMU II \ THROUGH THE FOREST ll
Akvarel \ Watercolour painting, 17x25 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

IZME}U BRDA \ BETWEEN THE HILLS
Akvarel \ Watercolour painting, 19x26 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

RASPJEVANO DRVE_E \ SINGING TREES
Akvarel \ Watercolour painting, 17x28 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

KRAJOLIK NA PO:ETKU ZIME \
LANDSCAPE AT THE BEGINNING OF WINTER
Akvarel \ Watercolour painting, 13,5x27 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

OSAMLJENO DRVE_E \ SOLITARY TREES
Akvarel \ Watercolour painting, 13x22 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

KASNO LJETO \ LATE SUMMER
Akvarel \ Watercolour painting, 11x20 cm
Papir> Schoellers hammer “T”\ Paper>  Hammer “T”
Bez potpisa \ No signature

PREDIO U LJETNOM DOBU \
LANDSCAPE IN THE SUMMER TIME
Akvarel \ Watercolour painting, 11x20 cm
Papir> Schoellers hammer “T”\ Paper>  Hammer “T”
Bez potpisa \ No signature

PEJZA? PRI KRAJU DANA \
LANDSCAPE TOWARD THE END OF THE DAY
Akvarel \ Watercolour painting, 18x27 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

OBLACI NAD VODOM \ CLOUDS ABOVE THE WATER
Akvarel \ Watercolour painting, 76x56 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

NEVRIJEME \ A STORM
Akvarel \ Watercolour painting, 77x57 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

PEJZA? SA OGRADOM \ LANDSCAPE WITH A FENCE
Akvarel \ Watercolour painting, 56x76 cm
Papir> Arches \ Paper> Arches

JESEN U {UMI \ FALL IN THE FOREST
Akvarel \ Watercolour painting, 36x50 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

PEJZA? VIII \ LANDSCAPE Vlll
Akvarel \ Watercolour painting, 28x19 cm
Papir\ Paper> Arches
Potpis \ Signed

ZELENA DOLINA \ GREEN VALLEY
Akvarel \ Watercolour painting, 51x68 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

JESEN SUNCEM OBASJANA \
A FALL GLOWING WITH SUNSHINE
Akvarel \ Watercolour painting, 50x69 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

RANO JUTRO \ EARLY MORNING
Akvarel \ Watercolour painting, 56x76 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

ZORA \ DAY-BREAK
Akvarel \ Watercolour painting, 56x76 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

PRASKOZORJE \ DAYSPRING
Akvarel \ Watercolour painting, 56x75 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature
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VODA U PODNO?JU BRDA \
WATER AT THE FOOT OF THE HILL
Akvarel \ Watercolour painting, 56x76 cm
Papir> Fabriano \ Paper> Fabriano
Potpis \ Signed

SANJIVO DRVE_E \ SLEEPY TREES
Akvarel \ Watercolour painting, 74,5x56 cm
Papir> Fabriano \ Paper> Fabriano
Potpis \ Signed

NESTVARNI PREDIO \ UNREAL LANDSCAPE
Akvarel \ Watercolour painting, 56x76 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

PRIRODA U IZMAGLICI \ MISTY LANDSCAPE
Akvarel \ Watercolour painting, 56x76 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

PREDIO U PLANINI \ MOUNTAIN SCENERY
Akvarel \ Watercolour painting, 56x76 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

MIRNI PREDIO \ PEACEFUL LANDSCAPE
Akvarel \ Watercolour painting, 56x75 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

STABLO UJESEN \ A TREE IN THE FALL
Akvarel \ Watercolour painting, 56x75 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

RASPJEVANO DRVO \ A SINGING TREE
Akvarel \ Watercolour painting, 56x75 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

U TOPLOM DANU \ IN THE WARM DAY
Akvarel \ Watercolour painting, 55x75cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

ZELENA :AROLIJA \ GREEN MAGIC
Akvarel \ Watercolour painting, 50x64 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

KRAJOLIK U DOLASKU JESENI \
LANDSCAPE WITH THE FALL APPROACHING
Akvarel \ Watercolour painting, 55x75 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

SJETA \ MELANCHOLY
Akvarel \ Watercolour painting, 56x76 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

{APAT DRVE_A \ WHISPER OF THE TREES
Akvarel \ Watercolour painting, 55x74 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

RADOST PRIRODE \ THE JOY OF NATURE
Akvarel \ Watercolour painting, 56x76 cm
Papir> Arches\ Paper> Arches
Bez potpisa \ No signature

OSAMLJENI PREDIO \ LONELY LANDSCAPE
Akvarel \ Watercolour painting, 56x76 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

U VRTLOGU \ IN THE WHIRLPOOL
Akvarel \ Watercolour painting, 56x76 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

KROZ MAGLU \ THROUGH THE FOG
Akvarel \ Watercolour painting, 57x77 cm
Papir> Saunders \ Paper> Saunders
Bez potpisa \ No signature

KROZ OSUN_ANU MAGLU \ THROUGH THE SUNLIT FOG
Akvarel \ Watercolour painting, 56x77 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

TITRAJI IZNAD VODE \ VIBRATIONS ABOVE WATER
Akvarel \ Watercolour painting, 56x75 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

UNUTRA{NJI PEJZA? I \ INNER LANDSCAPE l
Akvarel \ Watercolour painting, 56x76 cm
Papir> Fabriano \ Paper> Fabriano
Potpis \ Signed

JESEN U OSVIJETLJENOJ {UMI \
FALL IN A LIT UP FOREST
Akvarel \ Watercolour painting, 56x74 cm
Papir> Fabriano \ Paper> Fabriano
Potpis \ Signed

PEJZA? SA STIJENAMA \ LANDSCAPE WITH CLIFFS
Akvarel \ Watercolour painting, 33x25 cm,
japanski papir \ Japanese paper
Bez potpisa \ No signature

KRAJOLIK U ZAVJETRINI \
LANDSCAPE ON THE SIDE
Akvarel \ Watercolour painting, 29x25 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature

NIZ PADINU \ DOWN THE SLOPE
Akvarel \ Watercolour painting, 35x25 cm
Papir> Arches \ Paper> Arches
Bez potpisa \ No signature
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426.

427.
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436.

PRIRODA POD UDAROM VJETRA \
NATURE STRUCK BY THE WIND
Akvarel \ Watercolour painting, 57x76 cm
Papir> Fabriano \ Paper> Fabriano
Bez potpisa \ No signature

SUHI PANJ \ DRY LOG
Olovka u boji \ Colored pencil, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres,
Potpis \ Signed

{UMSKI PEJZA? \ FOREST LANDSCAPE
Olovka u boji \ Colored pencil, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Potpis \ Signed

KAMENJE I DRVE_E \ ROCKS AND TREES
Olovka u boji \ Colored pencil, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Potpis \ Signed

TRAVA IZME}U KAMENJA \
GRASS BETWEEN ROCKS
Olovka u boji \ Colored pencil, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

{UMSKI BRE?ULJAK \ A HILL IN THE FOREST
Olovka u boji \ Colored pencil, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Potpis \ Signed

DRVE_E U {UMI \ TREES IN THE FOREST
Crvena olovka \ Red pencil, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Potpis \ Signed

{UMOVITI PREDIO \ FOREST LANDSCAPE
Sme]a olovka\ brown pencil, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Potpis \ Signed

OGOLJELE GRANE \ BARREN BRANCHES
sme]a olovka\ Brown pencil, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Potpis \ Signed

PUT IZME}U DRVE_A \ PATHWAY BETWEEN THE TREES
Sme]a olovka \ Brown pencil, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Potpis \ Signed

GRMLJE \ BUSHES
Kombinovana tehnika \ Combined technique, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Potpis \ Signed

KRO{NJA DRVETA \ CROWN OF TREE
Sme]a olovka \ Brown pencil, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Potpis \ Signed

ZAKLONJENO STABLO \ A SHELTERED TREE
Kombinovana tehnika \ Combined technique, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Potpis \ Signed

PLANINSKI PREDIO IV \
LANDSCAPE IN THE MOUNTAIN lV
Sme]a olovka \ Brown pencil, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Potpis \ Signed

MALA UZVI{ICA \ A SLIGHT ELEVATION
Kombinovana tehnika \ Combined technique, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

SAVIJENO OGOLJELO STABLO \ A BENT BARREN TREE
Kombinovana tehnika \ Combined technique, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

SUHE GRANE \ DRY BRANCHES
Sme]a olovka \ Brown pencil, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

STARA KU_A \ OLD HOUSE
Crvena olovka \ Red pencil, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

FRAGMENT I \ FRAGMENT I
Sme]a olovka \ Brown pencil, 35x25 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

JESENJI DETALJ I \ A FALL DETAIL l
Kombinovana tehnika \ Combined technique, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

JESENJI DETALJ II \ A FALL DETAIL ll
Kombinovana tehnika \ Combined technique, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

{UMSKA STAZA \ PATHWAY IN THE FOREST
Kombinovana tehnika \ Combined technique, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

NA {UMOVITOJ RAVNICI I \ ON A WOODY FLATLAND l
Kombinovana tehnika \ Combined technique, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres,
Bez potpisa \ No signature

NA {UMOVITOJ RAVNICI II \
ON A WOODY FLATLAND ll
Kombinovana tehnika \ Combined technique, 25x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature
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PREDIO U MAGLI \ LANDSCAPE COVERED WITH FOG
Terakot kreda \ Terracot chalk, 17x25cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

FRAGMENT II \ FRAGMENT II
Kombinovana tehnika \ Combined technique, 35x25 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

DRVE_E I GRMLJE \ TREES AND BUSHES
Terakot kreda \ Terracot chalk, 21x32 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

GUSTA {UMA I \ THICK FOREST l
Kombinovana tehnika \ Combined technique, 35x50 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

GUSTA {UMA II \ THICK FOREST ll
Kombinovana tehnika \ Combined technique, 35x50 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

OPUSTJELA {UMA \ EMPTY FOREST
Sme]a kreda \ Brown chalk, 35x50 cm
Papir\ Paper> Fabriano Ingres
Bez potpisa \ No signature

NA UZVI{ICI \ ON THE ELEVATION,
Sme]a kreda \ Brown chalk, 35x44 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

JESENJI PREDIO U SUMRAKU \
FALL LANDSCAPE IN THE SUNSET
Pastel kreda \ Pastel chalk, 27x44cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

ZELENI PREDIO SA OBLACIMA \
GREEN LANDSCAPE WITH CLOUDS
Pastel kreda \ Pastel chalk , 24x42 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Potpis \ Signed

NA JEZERU \ ON THE LAKE
Pastel kreda \ Pastel chalk, 24x41 cm
Papir> Fabriano \ Paper> Fabriano Ingres,
Potpis \ Signed

PEJZA? U NO_I \ LANDSCAPE BY NIGHT
Pastel kreda \ Pastel chalk, 35x50 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

MALA PANORAMA \ SMALL PANORAMA
Pastel kreda \ Pastel chalk, 12,5x26 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

PREDIO NO_U \ LANDSCAPE BY NIGHT
Pastel kreda \ Pastel chalk, 24x38 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Potpis \ Signed

FRAGMENT III \ FRAGMENT III 
Sme]a olovka \ Brown pencil 18x21 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature 

FRAGMENT IV \ FRAGMENT IV
Kombinovana tehnika \ Combined technique, 18x21 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature 

DETALJ NA PROPLANKU \ 
DETAIL ON THE CLEARING
Kombinovana tehnika \ Combined technique, 15,5x20 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

{UMSKI KRAJOLIK l \ FOREST LANDSCAPE l
Sme]a olovka \ Brown pencil, 18x21 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

{UMSKI KRAJOLIK Il \ FOREST LANDSCAPE ll
Kombinovana tehnika \ Combined technique 18x21 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

NO_ NA PLANINI \ NIGHT IN THE MOUNTAIN
Pastel kreda \ Pastel chalk, 23x38 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

MAGLI:ASTI PREDIO \ MISTY LANDSCAPE
Pastel kreda \ Pastel chalk, 23,5x39 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

FRAGMENT V \ FRAGMENT V
Sme]a olovka \ Brown pencil, 20x22 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

PREDIO U {UMI III \ FOREST LANDSCAPE lll
Sme]a olovka \ Brown pencil, 18x25 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

PREDIO U {UMI IV \
FOREST LANDSCAPE lV
Sme]a olovka \ Brown pencil, 18x25 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

FRAGMENT VI \ FRAGMENT VI
Pastel kreda \ Pastel chalk, 18x25 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature
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PREDIO NA VJETRU \ LANDSCAPE UNDER THE WIND
Kombinovana tehnika \ Combined technique, 25,5x38 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

PEJZA? U MAGLI \ LANDSCAPE IN THE FOG
Kombinovana tehnika \ Combined technique, 32,5x50 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

ISPOD DRVE_A \ UNDER THE TREES
Kombinovana tehnika \ Combined technique, 50x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

PROPLANCI \ CLEARINGS
Kombinovana tehnika \ Combined technique, 35x50 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

SUHO DRVE_E I KAMENJE \ DRY TREES AND ROCKS
Pastel kreda \ Pastel chalk, 36x50 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

PREDIO NA SUNCU I \ LANDSCAPE IN THE SUN l
Pastel kreda \ Pastel chalk, 36x50 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

OPALO LI{_E \ FALLEN LEAVES
Pastel kreda \ Pastel chalk, 36x50 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

FRAGMENT VIII \ FRAGMENT VIII
Pastel kreda \ Pastel chalk, 38,5x23 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

{UMSKI DETALJ I \ A DETAIL FROM THE FOREST l
Pastel kreda \ Pastel chalk, 50x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

{UMSKI DETALJ II \ A DETAIL FROM THE FOREST ll
Pastel kreda \ Pastel chalk, 50x35 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

KRAJOLIK U {UMI II \ LANDSCAPE IN THE FOREST ll
Sme]a olovka \ Brown pencil, 23x17 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Potpis \ Signd

KRAJOLIK U {UMI III \ LANDSCAPE IN THE FOREST lll
Sme]a olovka \ Brown pencil, 24,5x18 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

DOLAZAK VJETRA \ COMING OF THE WIND
Kombinovana tehnika \ Combined technique, 48x36 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

JESENJI PREDIO \ FALL LANDSCAPE
Kombinovana tehnika \ Combined technique, 34,5x50 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

STABLA U {UMI \ TREES IN THE FOREST
Kombinovana tehnika \ Combined technique, 70x50 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Potpis \ Signed

{IBLJE I GRMLJE U MAGLI \ SHRUBS AND BUSHES IN FOG
Kombinovana tehnika \ Combined technique, 46,5x70 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

PORED VODE \ BY THE WATER
Kombinovana tehnika \ Combined technique, 50x70 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

SJE_ANJE NA JESEN I \ AUTUMN MEMORY  I
Kombinovana tehnika \ Combined technique, 50x70 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

SJE_ANJE NA JESEN II \ AUTUMN MEMORY  II
Kombinovana tehnika \ Combined technique, 50x70 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

PREDIO NA SUNCU II \ LANDSCAPE IN THE SUN II
Kombinovana tehnika \ Combined technique, 70x50 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

PLANINSKI PREDIO \ LANDSCAPE IN THE MONTAIN V
Sme]a olovka \ Brown pencil, 50x70 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

OSTARJELO DRVO \ OLD TREE
Sme]a olovka \ Brown pencil, 50x70 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature

LJETO U {UMI \ SUMMER IN THE WOODS
Kombinovana tehnika \ Combined technique, 42x70 cm
Papir> Fabriano \ Paper> Fabriano Ingres
Bez potpisa \ No signature
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Sve slike na nali;ju imaju suhi pe;at sa imenom i  prezimenom autora, te
naslov slike i broj slike upisan grafitnom olovkom u desnom donjem uglu.
\ All the paintings have a dry seal on reverse side, together with the
author’s first and last names, as well as the painting’s title and number,
respectively, written by a graphite pencil in a lower right corner.
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?elim se posebno toplo zahvaliti> 
Bo[tijanu Botasu Kendi
{ejli Kameri`

kao i brojnim dragim prijateljima, po[tovaocima Ismetova djela, koji su u raznim
domenima i u razli;itim oblicima doprinijeli da ova monografija bude objavljena.
Bila je to njihova ljubav, a ne du/nost.
Nesebi;no i nepretenciozno, ugradili su sebe u ovu monografiju, ne tra/e`i da im se
ime spomene. Prihvatila sam tu pomo`, svjesna da je to Ismet kroz svoj /ivot i rad
zaslu/io.
Bila sam i sama dio te grupe entuzijasta, koja je u;inila da se ispravi jedna gre[ka i da
ime slikara i umjetnika, Ismeta Rizvi`a, bude i ostane zapisano.

I would like to express my gratitude, especially to>
Bo[tijan Botas Kenda
{ejla Kameri`

as well as a number of dear friends, and the people who cherished Ismet’s works, and
who, in their diverse and respective fields and ways, gave their contribution in order for
this Monograph to be published.
It was their love, and not their duty.
They built themselves without selfishness and pretence into this Monograph, not even
having required to have their names mentioned. I accepted such help, having been
aware that Ismet had earned it through his life and work.
I myself was a part of this group of enthusiasts, which did everything in order to cor-
rect a mistake and to have the name of a painter and an artist Ismet Rizvi` written
down and perpetuated.
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Detalj iz ateljea \  A detail from Atelier
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