The concept of the Forma Viva international sculptural symposium may of course be traced to the First European Sculptors’ Workshop, which was set up close to Vienna, in St. Margarethen in Austrian Burgenland, by the sculptors Karl Prantl and Heinrich Deutsch, along with the psychologist Dr. Friedrich Czagan and other like-minded people. This was the first one in the world, and became a point of reference for numerous other sculptural workshops. The basic idea of the workshop was for sculptors from all over the globe to come together and exchange experiences, and to create monumental open-air sculptures. The sculptor Janez Lenassi, from the Slovenian Primorska region, was an active participant of the first workshop in St. Margarethen in 1959, and a year later it was also attended by Jakob Savinšek. They also launched an initiative back home, but such a large event required a complex, multi-layered structure, so a preparatory committee was set up in 1960 and this set in motion intensive preparations for establishing the symposium. Many people working in the arts contributed to the fruition of the idea, including Vilma Pirkovič, who was the first and later long-time chair of the management committee, and she was also several times a deputy of the Slovenian republic and a member of the republic's council.
The fact that the initiators of Forma Viva were serious about its organisation is evident in the visit that Vilma Pirkovič and Lado Smrekar made to the work site at St. Margarethen in the autumn of 1960, where they talked to the organisers about the technical aspects of its organisation. They quite rapidly narrowed down the Slovenian work sites to Seča near Portorož and Kostanjevica na Krki, where open-air galleries would be created. Influenced by the workshop at St. Margarethen, which took place in a quarry, in Portorož they were quickly united in the idea of working in Istrian stone, while at Kostanjevica, owing to the nearby forest of Krakovski gozd, they settled on oak as the working material.
A fund entitled the Forma Viva International Symposium of Sculptors was set up on the basis of a contract signed between the towns of Koper and Novo mesto – then in charge of the two regional people’s districts – on 18 and 23 March 1961, which signalled the formal legal founding of Forma Viva. After the fund was set up, Forma Viva also acquired an organisational structure. A nine-member management committee was formed under the leadership of Vilma Pirkovič, while the then director of the Technical Museum of Slovenia, Marjan Vidmar, became the secretary. The two municipal structures and the work sites were of course also represented in the management committee. It should be pointed out that right from the outset, Forma Viva was conceived as a single brand of national importance, initially with two work sites, while new locations were constantly being sought with the potential for being turned into work sites, but in doing so there was a desire to ensure the use of a specific material that was exclusive to the individual site.  
A total of 76 sculptors applied in response to a joint call for the two work sites of the first symposium, and on the basis of submitted documentation the jury selected 19 participants for the first symposium (11 for Portorož and eight for Kostanjevica na Krki).
The official start of the Forma Viva International Symposium of Sculptors was set as Tuesday, 4 July 1961, while the sound of the first chisel was actually heard a week earlier, for the first participant, sculptor Shanko Chaundhuri of India, came to Kostanjevica na Krki from Ljubljana on 26 June.
At that time Kostanjevica na Krki had no accommodation facilities, so the artists were housed in a primary school. In the Pioneer Chronicle of 1961, kept by Jože Gorjup Primary School in Kostanjevica, and which serves as an important document for the chronology of the town, we can read about the kind of zeal involved in the preparations. It should be stressed that the Kostanjevica schoolchildren were heavily involved, and despite it being holiday time they had no problem being on duty at school and taking care of the participants, and many of them hung around with the sculptors for the entire two months of the symposium. 

Since the symposium functioned as a single event, the sculptors of Kostanjevica first visited their colleagues working at Seča, who returned the visit on 30 July. Socialising and sharing experiences was one of the fundamental postulates of Forma Viva from the outset.
The management committee also set up an international jury comprising Umbro Apollonio, secretary-general of the international Venice Bienale, Alfred Schmeller, the acclaimed critic from Vienna and Zoran Kržišnik, director of the Museum of Modern Art in Ljubljana. They assessed the symposium work as a whole, without highlighting any names, while by 1962 the expert jury had been renamed the Artistic Council of Forma Viva, and its numbers were significantly boosted. 
In December 1961 the management committee issued the first Forma Viva catalogue. It was furnished with graphic work by architect Grega Košak, who for a long time was in charge of the symposium’s corporate image, producing the Forma Viva sign and then developing the basis for sign boards and other materials. He collaborated in the urban planning design of the sculpture park. Upon the publication of the catalogue, on 2 December 1961 the Lamut Art Salon hosted an exhibition of works by Forma Viva participants at Kostanjevica that they had produced additionally for the Gorjup collection at the primary school. 

For 1962, out of 65 applicants the Artistic Council selected 22 participants (11 for each work site). The symposium began on 1 July and lasted two months. While for the first year there were two women sculptors present only at the Portorož work site (Ana Bešlić from Vojvodina and Pat Diska from the USA), now Kostanjevica received its first female participant. This was Hava Mehutan from Israel. In 1963, out of 70 applicants the Artistic Council selected ten participants for each work site, and at the closing ceremony the Greek art historian Tony Spiteris made an appeal to the effect that the concept of the symposium was of such high quality and complexity that there was a need, in connection with the International Graphic Biennial, to consider establishing an International Sculptural Centre, where critics and art historians might discuss issues of modern sculpture. 

Autumn 1963 saw intensive preparations for the introduction of a third work site at Ravne na Koroškem, where the medium used would be metal. This was the brainchild of Vilma Pirkovič, Lado Smrekar and Franc Fale, who was at that time president of the Municipality of Ravne na Koroškem. Fale also won the enthusiasm of the then director of the Ravne Ironworks, Gregor Klančnik. Between 1964 and 1989 a full seven symposiums were held at Ravne, involving 30 sculptors. The Ravne Forma Viva was not conceived as the basis for a sculpture park, but rather in cooperation with the competent urban planning department the sculptures were placed in the urban environment, as was done later in Maribor. The idea of Forma Viva at Ravne was never completely extinguished, and in 1997 the local community entrusted the collection of artworks to the care of the Koroška Museum. In a one-off project in 2008, involving the collaboration of four artists, the museum revived the Ravne Forma Viva work site, but in the different conditions, mainly owing to structural and ownership changes to the Ravne Ironworks, it faced entirely different working conditions. Nevertheless the museum has announced a project for 2012, as one of the European Cultural Capital events.
After the first three symposiums at Kostanjevica na Krki, the fund of artworks around the work site became so dense that some thought was needed regarding an urban plan arrangement for the sculpture park. The project tasks were tackled by the Forma Viva designer, architect Grega Košak. The first unveiling of the conceptual plan was in July 1964. A decision was passed to permit the rearrangement to begin immediately, but the sculptures were moved gradually, with Fiebig’s work only being shifted in 1966. 
The fifth Forma Viva event, in 1965, deviated slightly from established practice, with work being produced for the first time in the prior knowledge that a specific location was already earmarked for the installation, and it would be outside the sculpture park. Thus as part of the Art Road project, the first such constructivist sculpture by the Zagreb architect Vjenceslav Richter emerged along the Ljubljana – Zagreb road at Drnovo pri Krškem. 

A constant feature of the Forma Viva symposium was financial issues. The first problems arose back in 1964, when the federal fund, later followed by the republic fund, stopped contributing to the common cash fund, and in 1965 with the termination of the districts, the founding rights and financial obligations were taken over entirely by the municipalities of Krško and Piran, which was legally enshrined in statutes only in 1968. After the reform of 1965 the financial problems were so great that Forma Viva in Kostanjevica na Krki and Portorož started to be held biennially. 
Despite the financial troubles and the reorganisation, in 1967 the concept of Forma Viva was still one of expansion, with the project adding a fourth work site, Maribor, where the material used was concrete. An agreement was signed on 29 September 1967, and in the same year a symposium was held with the participation of three artists. This was also a constant feature of the Maribor symposium. Between 1967 and 1986 six events were held, involving the participation of 19 artists in total. As at all the other work sites, in addition to local artists, here too there was strong participation by Japanese sculptors. In the legal formulation, Kostanjevica and Seča were founding members, while Ravne and Maribor were associate members, but they had equal representation in all bodies. 
After several years, one consequence of the financial difficulties was the serious threat to the sculptures. Some intervention was needed, and this was most clearly evident at Kostanjevica na Krki, where despite expert measures the oak started to show that it was the most vulnerable material of all the four work sites. Following an inspection on 15 July 1968, on the invitation of the Forma Viva secretary the first exhaustive report with conservation proposals was produced by the professor of forestry and wood chemical technology at the Biotechnology Faculty in Ljubljana, Dr. Bogdan Ditrich, and architect Grega Košak. Given the costs they proposed a gradual implementation of measures, but these were never completely implemented. A project to restore and protect the sculptures at Kostanjevica and Ravne was also devised in 1982 by the restoration specialist Momo Vuković. The next sizeable and comprehensive expert approach to maintaining the Forma Viva collection was before the event in 1988, when Andrej Smrekar, who was then the deputy chair of the Forma Viva assembly, signed an agreement on long-term business cooperation between Forma Viva and the Belinka company of Ljubljana. Gregor Pečenko of Belinka and Peter Mali, a freelance restorer and professional associate of Belinka, produced the Methodology of technological, constructional and chemical measures for preventive protection of the wooden sculptures. 
Right from the outset there was also a very intensive response to Forma Viva from the media. The event was well covered by both the Slovenian and Croatian media, as well as other media from elsewhere in Yugoslavia and abroad. From the very beginning the importance of the event was registered by public television, and in 1964 an extensive special report was made at all three of the then operating work sites, and in 1968 viewers could tune in to a 19-minute audio report from the Kostanjevica Forma Viva. At the Božidar Jakac Gallery, in collating the archives we have observed that this is still today the most intensively media-covered event. All this points to the fact that the symposium had taken root in the social consciousness much more strongly than was indicated by the funds allocated to it.
In the special anniversary year of 1970, the Kostanjevica symposium invited Tone Kralj to join the artists, and he produced the monumental work Three Ages, modelled on his own graphic design from the 20s. Kralj became so emotionally tied to the location that in cooperation with Lado Smrekar, in 1974 he acquired his first permanent installation in the newly established gallery.
A renewed attempt to place some value on the project in the form of a more comprehensive monograph came in 1975, the 15th anniversary, while a monograph offering a 20-year overview from 1961 to 1981, with in-depth texts from Dr. Špelca Čopič and Dr. Stane Bernik, who also edited the publication, was only produced in 1983.
At the beginning of the seventies there were changes at the very top of the Forma Viva Fund. 
Dr. France Hočevar, a distinguished lawyer and diplomat, took over as chair of the Management Committee from Vilma Pirkovič, while Marjan Vidmar continued as secretary. In 1975, on the 15th anniversary, state legal changes required some adjustments, and the valid statutes and agreement between the municipalities had to be harmonised with the new Yugoslav constitution and the Cultural Communities Act, under which the fund was no longer valid as a formal arrangement. Harmonisation of the new document took until 1980. At the beginning of the seventies there was also a major delay in the publication of the catalogue for 1971/72. After four years of quarrelling, Lado Smrekar demanded the replacement of the designer Košak. In 1976 the catalogue for 1971 and 1972 was published under Košak’s direction. In 1981 catalogue design was taken over by Ranko Novak, who produced the catalogues for 1977 to 1979. The next catalogue, for 1980 and 1981, came out normally again a year later, with design production by Novak, who also designed the 20th anniversary monograph. 
At the Kostanjevica event of 1974, the Austrian sculptor Karl Kessler made a sculpture out of plastic, which attempts to open up the issue of our civilisation’s encroachment on nature. To date this is the only artwork not made of wood, if we accept that the tree in which the work is installed is ready-made. It is also a consequence of the desire that was apparent throughout the seventies for a new work site with a new material. For a long time there was talk of a work site at Zreče, with interest in a work site also being shown by Ljubljana. A work site using plastic materials was linked to the Elan factory, and talk was still going on about a work site for aluminium.
In 1980 the International Symposium of Sculptors (the name remained the same, while formally under Article 2 of the agreement the symposium had become a legal person) started functioning pursuant to the adopted Self-Management Agreement concluded between the Cultural Communities of Krško, Piran, Ravne and Maribor and the Cultural Community of Slovenia, while at the same time this marked the 20th anniversary of uninterrupted operation. Under this agreement, the symposium, with a registered office in Ljubljana, was a kind of federation of independent Forma Viva units, which had merged for a common aim and presence under a common trademark. Under the new system, common tasks were dealt with by an assembly of delegates from the agreement signatories, the executive board, the artistic council and the editorial board. As mentioned earlier, Dr. France Hočevar took over as chair of the assembly, while Dušan Tršar became head of the executive board, Janez Lenassi headed up the artistic council, and in the position of secretary, founding member Marjan Vidmar was replaced by Dr. Sonja Ana Hoyer. A decision was also made identifying the need to make the job of secretary a professional position of employment. The Forma Viva assembly also noted in the medium-term work programme that there would be a need on the republic level to place the sculptural symposium among the internationally important cultural events, and to treat the open-air galleries as gallery/museum institutions of the republic. 
In 1986 the Artistic Council of Forma Viva charged Dr. Andrej Smrekar and architect Vojteh Ravnikar with producing a presentational arrangement for Kostanjevica, which would include the sculptural installations from 1986. The level of importance enjoyed by Forma Viva around the world, something that as always we were never able to appreciate at home, can be seen in the story of the Romanian sculptor Niculae Septefrati. In 1983 Septefrati applied for the Forma Viva at Kostanjevica na Krki. Since that year there was no symposium at Kostanjevica, the Artistic Council selected him as a candidate for the symposium in Maribor. Septefrati was delighted at this decision, but in the end he had to cancel his participation, since the Romanian authorities of that time did not issue him with travel documents for the trip to Yugoslavia. Septefrati applied once again for the symposium at Kostanjevica in 2004, for which he was selected, and he left us his work Accent, which stands at the entrance to the sculpture park. One month after returning home he died.
After almost eight years of talks regarding premises for the head office of Forma Viva, the Ljubljana housing company passed a decision allocating to Forma Viva business premises at 13 Rimska Street in Ljubljana. This should have been the office of the professional secretary and curator of Forma Viva, for whom funds had even been approved in 1990, but sadly the functioning of the bodies was already in such a state of crisis that it was too late.
Unfortunately problems came to a head in 1980, and the chair of the assembly and head of the Executive Board both resigned, and to cap it all there was another reorganisation of the functioning of the Cultural Communities. Even though the sculptors for Forma Viva 1990 at Kostanjevica had already been selected, owing to the disputes, on the proposal of Janez Lenassi an extraordinary meeting of the Forma Viva assembly adopted a decision whereby whatever funds were available should be carried over to 1991, and thereby symposiums would be held in Portorož and Kostanjevica as well as in Maribor to mark the 30th anniversary of Forma Viva. Unfortunately, however, owing to financial difficulties and the conditions of war in 1991, no symposium was held at Kostanjevica or Maribor, and this signalled a long hiatus up until the revival of the symposium in 1998. In this period of most intense crisis for the continued operation of Forma Viva, life support for the symposium was provided by the Piran Coastal Galleries, which surmounted major difficulties to keep Forma Viva going biennially.
Upon taking over as director at the Božidar Jakac Gallery, Bojan Božič included in the work programme the task of reviving the International Symposium of Sculptors at Kostanjevica na Krki. The Božidar Jakac Gallery also took charge formally of organising the symposium. At this point the people at Ravne also sat up, and on the 750th anniversary of the first written mention of the town of Ravne, a round table was held on 22 May 1998 entitled Forma Viva International Sculptural Symposium at the Crossroads. The symposium organisers invited representatives of all four work sites and the Slovenian Ministry of Culture, and the event was moderated by Dr. Andrej Smrekar. The round table aimed to respond to the question whether Forma Viva could still be revitalised and placed back among national cultural projects, or whether owing to the time lag we should seek more modern solutions and somehow preserve an event that for decades was a window to the world. The representatives of the work sites and interest groups demonstrated a thinking that was somewhat distanced from the basic concept of the current Forma Viva formulation, but they were all in favour of preserving the symposium. Tomaž Brate, a representative of the Ministry of Culture, in principle supported the state having an interest in Forma Viva as a national project, but organisationally and structurally defined for the long term with an appropriate programme such as it did not have at that time. Brate stressed that first and foremost an evaluation of the collections would be needed. The representatives of the work sites agreed that it would of course be necessary to compile an inventory of each individual work site, but that they would also need to preserve a common organisational body. The round table offered a diverse range of thinking about the symposium, but it produced no defined conclusions or objectives for the medium term. There were not even any indications of a possible stronger link, although everyone was more or less of the opinion that some overall leadership of the symposium was essential for success.
With an invitation to three sculptors, in 1998 the symposium was also held at Kostanjevica na Krki, which eased the burden on the Seča work site. In these years the Božidar Jakac Gallery managed to keep the symposium going biennially, but with a previously planned scheme of just three sculptors, who were at the work site for the entire month of July. 

We are also demonstrating this year at Kostanjevica na Krki that interest in the symposium abroad is still very much alive, as we celebrate the 50th anniversary of the symposium. The expert committee, comprising Prof. Petar Barišić, Zagreb Academy of Fine Arts, Barbara Rupel, Božidar Jakac Gallery, Dr. Andrej Smrekar, National Gallery in Ljubljana, Gojko Zupan of the Cultural Heritage Directorate at the Ministry of Culture and Goran Milovanović, Božidar Jakac Gallery, has been able to select three candidates from 85 applications submitted.
We should conclude with the statement that the Forma Viva International Symposium of Sculptors, with its four work sites, is of course a phenomenon on the global scale.  Alongside the graphics biennial and the industrial design biennial, it has certainly been the biggest event in the fine art sphere in our recent history. Its fifty years of operation should also have earned it the protection of its trademark, since the four work sites have served as a model for the later development of a fair number of attempts to organise events of this kind, but largely they have not achieved the quality that Forma Viva required of itself from the outset. As for the symposium itself, a solution lies in simply establishing some kind of supreme common institution that would ensure functioning and promotion, while at the same time a formula needs to be found between the the symposium and the preservation and presentation of the arranged existing collection. We should be more aware of the fact that this symposium is one of the established trademarks by which we are known throughout the artistic world. And there are not too many such opportunities for us to promote Slovenian culture in the world.
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