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YBOAHA PEY

Kopuctuehu gpso u 180xhe kao Hajuewhu matdepujan 3a pearudayusy
ceojux cxynuaypa, geno Ceetiomupa Apcuha Bacape je gydoko yxope-
HeHo y eaactuutio e, y Kocoso u Metoxujy u »wuxo8y ucmopuyy.

H3bopom tema, ocnardjyhu ce Ha ctdape 3axdiie 3a 00pagy gpsewa u
180Mtha, a Upu wWome He 3aU0CUAsHAJyhU GOCTUUTHYhA MOgGepHE YMETH-
Hoctu, geno Ceettiomupa Apcuha Bacape 3ay3uma u3y3etno Meciio y
UCTHOPUJU CaBpeMEHE CPUCKE CKYTIUTUYDE.

Haxon gse geuenuje og pemipoctiektuusHe usnoxcde ogpueane 1998. togu-
He y Lanepuju Cplicke akagemuje Hayxa u ymewnocwmu, oge, 2019. 1ogu-
He, y uctiioj tanepuju upupehyje ce usnoxcoa Ceetmiomupa Apcuha Bacape
ca genuma Hacwanum y uepuogy og 1998. go 2018. 1ogune.

Aytiop u cenexiiop usnoxcerux pagosa je Huxona Kycosay,.

H3nomoa ce opianu3syje iosogom jydoueja — gegegeceiwi 10guna og pohera
Ceettiomupa Apcuha Bacape.

Hywan OTALIEBHR



Poao/msyduB, Map/bvB, YNOPaH, aHraKOBaH

CBETOMHUP APCHR BACAPA

ZI00po je U03HATOo ga je CKYNUuilypd, o Upupogu Ctieapu,
OUCHUITIIMHA 1<oja, 3d Pas3/IMKy OO CPOOHHMX JIMKOBHUX OHCIIHUIIJIMHA
MOoMmyT CJIIMKApPCTBa, TEMIIEPE, dKBapeEJyia, IMacTela U rpacbm<e,

He go380/basa Op3e, maxe u 3001 Wold
UOHEKA (] HEFJOBOJBHO OCMUULIBEHE UPOMEHE,
UTU 0ap oNaKa 3AaXeHA Y HEUCTUPAMEHE UPOCTUODE
U gyxa u matepuje.
Pap ca ckynum U CBe CKyIJbBUM MaTepujajauma MoryT MepMepa, rpaHu-
Ta, KaAMeHa WK JpBeTa U BHUXO0BO [asbe JINKOBHO 0DJIMKOBAE 3aXTeBa-
jy TeMesbHy IPUIIPEMY M CTYAUO3HA MTPETX0HA UCTPpaKMBama. 300r To-
ra cé HOBE U CTOra YecTo MOBPIIHE UIeje, y3 07aKy CMeHY Pa3HOPOJHUX
MOeTUKa, Y CKYJIITYPH jaBJbajy, MPUXBATAjy U ILIUPE YCBajajy ca U3BeC-
HUM 3aKalllbeneM, ajlu 3aTo Tpajy AyXKe, TBPAOKOPHUje Cy U OTIIOPHHU-
je Ha pasHe MOMOZHe XUPOBe. Bajapy crora peTko Cpbajy y HEMO3Haro,
na [ieslyjy Mame pajio3Haso, LITO MOXKe DUTU MaHa, alH je yelrhe pas-
JIOT TIOY3/1aHOT Y 3peJior pacyhrBama U [eioBama, LITO je yBeK BPJIWHA.
[TocmaTpaHO y CBeTJIy TUX OCODMHA, U [IeJI0 Bajapa, AyTOTOAULLIET JIN-

KOBHOT Mefarora, akanemuka, uiaHa CAHY Ceetomupa Apcrha bacape
1ocTaje jacHWje U JIaKlle CXBAT/bUBO.



Y cTBapH, LeJI0BUTA NTPELCTaBa O IMUHOCTH, [IEJly U [IeJI0Bakby Bajapa
Apcrha bacape moxe ce Hajnakie ctehu kaza ce Berosa, cafa ce To Mo-
Ke ca CUT'ypHOIIhy 3aK/bydrTH, DJIMCTaBa yMETHUYKA drorpaduja nocra-
BU Ha 11033/IMHY HEeroBor MyKOTPITHOT, MHOTMM Hefjlahama ontepeheHor
Y TEUIKMM HCKYLIEHHUMa H3JI0KEHOT XKUBOTA. [1pOCTO je HeCXBaT/bUBO
KaKo je To, CcpehHOM UTrpoMm CynOMHe, CHPOMALLIHO U MOJIyU3IJIafHeso ce-
Jbaye CTUIJIO Jla moxaha OCHOBHY IIKOJY, fa Oyzle CEOCKM CJIyra, Majo-
JIETHW PaIHUK Y PYLHUKY W rosiodpajgy napTusal y Ipyroj KOCMeTCKoj
Opuragu on 1942. no oxtobpa 1944, kazna je 300r MJIaOCTH LEMODUITH-
CaH, ¥ [10TOM J1a, OUMTO 110 cCkpaheHOM Iporpamy 3a OHe KOje je paT OMeo
y HOPMaJIHOM ILIKOJICKOM Pa3Bojy, 3aBPLIX HWKY I'MMHa3ujy 1 1948. ynu-
ure [IIkosy 3a MpUMEmEHY YMETHOCT y Hulry. Yropeno ca Map/bUBUM
YyUEHEM HUJje MPOIYLITAO [1a YYECTBYje Y OMIaAUHCKUM PaHUM aKLIU-
jama KakBe Cy dusie OHe Ha M3rpafilbM ayTo-MyTa bpaTcTBO—jeIUHCTBO,
3aTMM Ha nopgusawy Hosor Beorpana, na Ha npysu Jlodboj—bamwainyka u
xupgpocucremy Bnacuna Ha Binacunckom jesepy.

OxpabpeH 10bpyUM MpUjeMOM MPBUX CKYINTypa Koje je usnarao 1950. (I'masa gesojuuye) u 1951.
(Iactaup-ppynaw ca lape), ynucao je 1953. AkageMujy NpHUMewmEHUX YMETHOCTH y beorpagy.
CkynnTypy je cTynupao y kiacu npodecopa Pagere CtankoBrha, KoJ KOTa je, Mocie TOHOBJbEHOT JH-
MJIOMCKOT MCITUTA, MapTa 1958. ycrelmHso 0KoHYao CTynuje.

HeobuuHo TpynospyOMB U MapsbuB, Ha CBOj HAYMH YIIOPHO aMOULU-
03aH U Kpajie Nnpefy3suMsbuB, bacapa je HermocpeaHo Mo CTULawy AUI-
nome, Beh y anpuiy, nodeo fa pagu npu ObiacHOM HApOLHOM 0100py
y IIpuiitunu. Taga je kao pedepeHT 3a yMETHOCT UHULIMPAO OCHHUBAKE
Knyba nukoBHUX ymeTHuKka KocoBa U MeToxuje, 10K je HCTOBPEMEHO
OpraHu30Ba0 ¥ JIMKOBHY KOJIOHUWJY Y JeyaHuma. HapenHne, 1959, noueo
je na ce DaBM MefarolIKUM paZioM Kao rpefaBad y YUUTesbCKoj KON Y
[TpuwtrHy, fa bu 1962. npewao y TaMollby BUllly nefarouky UIkosy,
I7e je IpefaBao Bajakbe U METOOUKY JIMKOBHOT BaCMUTamwa. YKpPaTKo, y
Kpajbe HEMOBOJbHUM YCJIOBUMA, Y CPEAUHU TLE Cy TEK IIPaB/bEHU IIPBU
YMETHUYKM KOpalLY, A0Ka3a0 Ce Kao U3y3eTHO 3Ha4yajaH rperasal Ha I110-
Jby KYJType.

3axBasbyjyhu TakBOM, IPETEXXHO MUOHUPCKHU BaXKHOM papy, MPOCTO
ra HUCy Morjla MUMOWNH MHOTa IPYLITBEHA [TPU3HAa. Y3 yecta U MHO-
rodpojHa CTyaujcKa MmyToBawa IupomM EBporne u yuenrha Ha NpecTHXHUM
BajapCKUM CMOTpamMa M CUMIIO3WjyMHUMa Y 3€MJbU U MHOCTPAHCTBY, Of
[Toproposa v Bpwauke bawe 10 Mopasula y HexocsoBaukoj, MpenaBao



je Ha Opcexy 3a BajapCcTBO AkafeMuje yMeTHOCTH y [IpUILTHHY, The je
y BUILIE HaBpaTa 00aB/ba0 (PyHKLU]y IeKaHa.

YumweHula na ce bacapa yMeTHUUKH OPMUPA0 Kpajem MefeceTnx
Y TIOUETKOM IlIe3[]eCeTUX roJWHa, Y BpeMe Kajla Ce CKYJINTypa KOJ Hac
IIMPOKO OTBapasia Mpema yTullajuMa arncTpakiiuje, ajau ce UCTOBPEMEHO
HUje oznpulana Beh ycBojeHor Tuna PocaHguheBe dwrypaTtvBHe Ila-
CTHKE KOjy OIJIUKYje ,TeXHa Ka yHyTPallkbeM IYXOBHOM MOKPETY”, Ofi-
penusa je CylITUHY U CyIOUHY HeroBor MOTOWer CTBapajiaukor pa3Boja.
OcHM Ha caMOM TOYETKY, KaJia je CJIeAHU0 U HErOBao OyX eKCIIPeCUOHU-
CTHYKe (pUrypauuje, o uemy CBejoue CKyJINType nonyt Cxuue 3a ctiome-
Hux u [Ipectiipojasare, odbe u3 1961, Apcuh ce ydp3o moToM MPUKIOHUO
jeoHOM THITy, Tafa y jyrOCJIOBEHCKO] CKYJNTYPH, BEOMA PAaLLIUPEHE aco-
LMjaTUBHE X YUCTE arcTpaklHrje, Yhje MOeTUKe MPOoXKUMajy Berosa ae-
na onyT: Acoyujavuje, Mxapa v Ilomepard cHa, HacTanux 1962, satum
[Moxkywaja otmuyetmera 1967, Hipe odnuxa 1968. Win jelHOT LeJor 1x-
KJIyca T3B. Beptuuxdannux eapujayuja, pahenux on 1969. no cpenune ce-
IaMIIeCeTUX rofuHa.

Tako je Apcuh, yrnopeno, nsderaBajyhu ceako mehycodHo nmotupamme
WJTW HETPIIEJbUBO CyuesbaBakhe, HeroBao M pa3Bujao onpeheHe aHTporio-
mopdHe, a ¥ CaCBUM CBefieHe, Off CYBUIIHOT ocsiodoheHe hopme, ¢ jel-
He, a alCTPaKkTHe, Ma/la YBEK jaCHO YOUJbUBOT OPTaHCKOT MOPEKIIa, jenpe,
je3rpoBuTE, jajosvKe, HalyuyeHe WKW y HU30BUMA JaTe 00JIMKe, C IpyTe
CTpaHe.

Crora, TaYHO HA HAUMH KOjUM ce, De3 »kypbde U orpesHo, o] hUrypaTus-
HOT KpeTao Ka arcCTPakTHOM, OH y MPOTEeKJINX HEeKOJUKO JelieHuja, of
BpEMEHA HheroBe 3HavyajHe W PeTpPOoCIeKTHBHE U3JI0XKDe KOjoM ce 3aria-
KeHo mpencrtaBro beorpahanuma y naBusmony Lleujettia 3y3opuh, kpa-
jem 1984. ¥ mo4YeTKOM Hape[He TOJHHe, TIOUUbE [1a ITPaBU MPBe DUTHE
OTKJIOHE OJ] TAKO3BAHOT YKCTOT MJIACTUYHOT M3pa3a, u3deraajyhu Ha Taj
HAUMH 3aMKe TyKOT ¥ YeCcTo UCTIPa3HOT ecTeTH3upama. To My je Moo
3a PyKOM Kafia y CKYJINTOPCKU TIOCTyTIaK, y3 00pay wemy of movyeTka
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dnuckor kopuithemwa ApBeTa kao MaTepujasa, yBOLH joll U MeTas. Tayu-
HUje, ca ynoTpedoM HOBOT Marepujasa jaBWIU Cy Ce y BEroBOM Bajap-
CKOM papy eJeMeHTH Npruyde, pa3HOPOLHU HapaTHBH, Hajuelrhe MUTCKOT
1 (OJIKJIOPHOT MOPeKsIa, Y3 CBe HarjalleHuja CUMOOMYKA 3HaueHha U
y3 cBe yelrha nocesama 3a IpyLUTBEHOUCTOPH]CKY aHT@KOBAaHUM MOpyKa-
Ma, yHja je yrorpeba paciia ca pacTOM Kpu3e Koja je cBe )elrthe rmorpe-
cana weroso popgHo Kocoso u Metoxujy. Crora je, novcra, bvo y rnpaBy
ayTop TeKcTa y katanory Apcrhese usnoxode y beorpany kana je 3arnasuo
Ila BEeroBe CKyJnType Hacrasue rnocie 1980. ,,HuCy HUMaJo JOKYMEHTH O
BpEMEHY HWUTH WIIyCcTpallMja CcTawa, Beh cTas, MpKoC W HMHAT, MOCTOja-
HOCT YBepeHwa U BEYHO Tpajarle KOjé CBOM BPEMEHY HE HyIH OAT0BOPE
Beh npenouara cTpaxoBawa”. [Ipema cBemy ILUTO je Tala U3JI0XKUO0, OUU-
Tyje ce ApcuheBo ynabaBame 0fl eCTeTU3UpaHux dbruoMopbHUx hopmMu
npemMa jeJHOM HOBOM, €KCIPECMOHHUCTUYKM >KellheM W HarJalleHo
OPYLITBEHO aHTa>KOBAaHOM (PUTYPATUBHOM ODJIMKOBAY.

Y HanoHy DMOJIOLIKE U CTBapaslauke CHAre, CBECTaH [ia CE HE MOXE y
LIeJIOCTH MCKa3aTH CKYJINTYPOM UHjy OUT OIJIUKYje YKUIamhe YUTIbBUBUX
eJIeMeHaTa MpUYe U Koja pajuje Hygu MOHOJIOTE YMECTO pasroBopa, OH
NpaBy pajguKasaH OTKJIOH IPeMa OHOj BPCTU IUIACTUYHOT M3pa)kaBama
YUju ce caJip»Kaj jacHO UuTa Beh 13 HacoBa HheroBUx pasiosa: [Tapaciioc
unysujama mojum unv He yuiynu otwuwtie moje u3 1980, 3atum Jequn
uaptinep us Kymanoscxe dutuxe, Totiosu Anexce JJauuha v Kojy TOoUHY Ka-
cHuje, TauHuje 1986, kaga odbnukyje ckynntype OknouHuk yapa Jlazapa
v [lyto tiamherwe ¥ Kafa CBOjy CTBapasauKy MOETHKY IOjallibaBa peurMma:
,baBHO caM Cé TaK03BaHOM YUCTOM YMETHOILINY, alu Kajla Cé Ha HaIloj
CBeTOj 3eMJbM, KoCcoBy U MeTOXUjH, LECUIIO [a HAapoZ, Halll, HalyLITa
Or'tbHUIITa, 3dKJbyYHO CaM [iad MOja KOCMOITIOJIMUTCKAa YMETHOCT HE 3HAYHU
HuwTa.” Ha TaKBOM, BULIE €TUYKU HETO €CTETUUKH BaXKHOM CTaBy TEME-
muhe ce de3 konedawa U OWIIO KAaKBUX JPYTHUX YIIUTAHOCTH CBEKOJIMKO
ApcuheBo MOTOHWE BajapcKko [esio U JefioBawe, YIpaBo [0 JaHAlIbUX
DlaHa, O BEroBe MyHe CTBapasiayke 3peJIOCTH M Ha CBOj HAUMH, NTPUIN-
kama Ha KocoBy © MeToxuju usHyheHe IpyLITBEHOMOIUTHYKE aHT a0~
BaHOCTH. O TOMe BHIIE HErO yIeyaT/bUBO CBEOYE HETOBE CKYJIITYPE:
Majxa Cpouja, 3aTUM LTUKJITYC Of 1IeCT BapUjaHTHU PaJioBa HACJIOBbEHUX
(He)munocpgru auheo, HEKONMKO Ha3BaHUX Aflokanutica, Mau y Xpu-
cosoj pyuu, Cpouja u Pycuja go Toxuja wnu O uckoHe, 0 gpesHu gyoe,
Ilytaup gpso ¥ TakO PELOM.
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TakBoM 3amakawy caza, be3maso TpH U To JelieHu]je nocie Apcrhese usnoxde y LJsujetdu 3y30-
puh, nHa4ye pa3fodiby UCIYHEHOM HETOBUM 3alT&XKEHUM, 3aCITy»KEHO HarpahuBaHUM U CBaKe I10XBaJle
BpEJHUM MUHYJIMM PaJjOM KaKo Bajapa Y JIMKOBHOT Iefjlarora Tako ¥ CBOjeBPCHOT TeOpeThYapa yMeT-
HOCTH ¥ BEOMa aKTHMBHOT Iperaolia Ha rnossy Kyartype y Cpduju apyre nonoBuHe XX BeKa, MHA4e Kpy-
HucaHor 1994. nsdopom 3a penosHor wiaHa CAHY, jenBa fa bv MMaso HEWTO OUTHO [a ce fofa.

Ha To ynyhyje nocnegHOCT M LieJIOBUTOCT HEroBor YKYIHOT paza,
IEroBa CTPIJBMBO OpYyILIEHA U IJIOZHOM NPAaKCOM M3DpyLIeHa ecTeTHY-
Ka CXBdTdkha YyTEMEJ/bEHA Ha HEToKoJ1eD/bMBUM ETUYKUM CTaBOBUMA.
Ctuye ce yTHCaK [a je CBOjUM MPOTEKIUM JIEJIOBAKEM CJIEIUO U HACTO-
jao may rmpakcu OTeJIOTBOpH CBe OHe 0CODMHE 1ITO uX je Jlasap Tpudy-
HOBUh ca)keo y 3aKJby4Ky CBOT eceja [Tyiesu u packpwha cpicke cKyni-
wlype, HA4Ye YBOLHOT WIaHKa Y YaCONUCYy YMetHocii Op. 22, 3a anpui,
maj u jyH 1970, koju je duo y uesuHu nocBeheH Cprickoj caBpeMeHOo)j
CKYJIIITYPU U CPIICKUM CaBPEMEHUM CKYJIITOPHUMA.

TpudyHoBuh je y 3ak/byuky CBOT MO0 MHOTO YeMy WHCIIUPATUBHOT
TEKCTa U3HEO CYLITUHCKHM Ba)KHA 3aMakawka 0 OHZIA CaBPEMEHO] CPIICKO)]
CKYJIITYPH, UCTUUYhU KaKo je OHa ,Herupajyhu uctopujy 00HOBMIIA Tpa-
ouuujy” ¥ npu dyemy ce: ,Ka MOZEpPHOM MJaCTUYHOM CBETy OHa HUje
KpeTasla 3aTBOPEHUX OUHjy, D€3 KPUTUUHOCTH, yryheHa mpema OpHjeH-
TUPHYMa BaH HEHOT TKHBA, Beh 00a3puBo, Cy3apxKaHO, MOHEKas ca KOM-
TUIeKCUMa, TprxBaTtajyhu camo oHe uzeje Koje cy MoIJie [ja MOCTaHy U
BEeHE, YK/BYUyjyhU ce y WHTEpHalWOHalHe TOKOBE CKYJTYype CBOjUM
creurPUYHOCTHMA, @ He MEXaHWYKHUM Be3UBawbeM 3a buX. HecyMmbUBO
je u 10", HactaB/ba TpudyHOBUh, ,[1a je OHA MOCTUTAa BUCOKU HUBO U
3HauyajHe TUIAaCTUYHE KBAJIUTETE KOje Off Hbe TPa)Ke BUILE CMEJIOCTH U
crodope, BULLIE €KCIIEPUMEHATa M UCTPaXKUBAUKOI [lyxa KaKko OU OHO
LITO je JOCTHIJIA laJbe pa3Buia U ycaBpluuia.”

Jakse, 06a3puB, 40 UCKJBYYUBOCTH OJJTy4YaH [ja IPUXBATU CaMO OHE
uJieje U OHa eCTeTCKa pellewa Koja BeMy U BheroBoj CTBapaladkoj Hapa-
BU OJITOBapajy, Koja je Morao Jia MpUxBaTH Kao cBoja, Apcuh bacapa je on
caMuXx noyeraka daBbera CKYJINTypPOM YCIIOCTaBUO jeflaH CUCTEM BDPEL-
HOCTH KOjH je TIOTOM CaMO AO0CAeQHO AorpahrBao v MaogHOM MPakCoOM
OpycHo no upeana. Y CTBapH, yIOpaH U MapJbuB, OH CE LIEJIMHOM CBOT
CTBapaJlauKor OIyca roKa3yje Kao TUIMYaH MpeCTaBHUK OHe, cafa ce
TO MOXXe TBPAWUTH De3 D0ja3HW OfI MpeTeprBama, XePojcke TeHepaluje
CPIICKUX Bajapa M, IJie uya, Bajapku uuje mesio be3 octaTka noTBphyje
3akspydak Jlazapa TpudyHoBrha fa cy TOKOBM CpIICKe CaBpeMEHe CKYJII-
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Type, OHe nocJie [Ipyror CBeTCKOr paTa, CBOjUM BUTAJHUM TeH/IEHLHja-
Ma duJie yMETHUUKHM ,,0KPEHYTE PEMa MOZLEPHOM CEH3UOUIIUTETY".

Op vaca kaza je CTynuo Ha CPIICKY U JyTOCIOBEHCKY YMETHHUKY CLie-
Hy, a TO ce 30m10 nouetkom 1958, kaza je [UIIIOMUPAO, TaUHU]e Y Bpe-
Me Kaga cy ce y Cpbuju Ha feny JokasuBale Wi JUKOBHO (pOpMHUparte,
HABOAUM MX Kao UCTUHCKO Yy[I0 CPIICKe cKynnType: JapociaBa Bujopo-
Buh, AHa beuunh, Onra Janunh, Onra Jespuh, Mupa Jypuwnh, Buna
Jouwh, Jluguja Muiuh, Mupa Jletuna, AnrenuHa [aranuia, Mupa
Mapxkosuh Canguh, Ana Buben, Bennja Byunnuh TypuHcky, Jenvcase-
ta [llodep [lonosuh, Jbydbunka CasBuh I'pacu, Hapexna [1psynosuh,
Panmuna I'paoBat, Oma MBawuiky, anuia Kokanosuh MiageHoBuh,
Muwunnua Pudnukap, Kataprua Puctusojes, Panmuna Byaucasmesuh,
Casuua [JamjaHoBuh, a KaJja Cy HUXOBUM Tparom HacraBsbasie bopu-
cnaBa [Ipoganosuh-Hepemkosuh, Mapuna Taguh, JlenocaBa Musnoie-
Buh, Hapa Jenuh, Jbusbana Bpanuh, BecHa [Tantenuh, Mapujana IBo-
sgeHosrh u zapyre. OOHOCHO, Kajia Cy MaTHlly TeKyhHx yMEeTHHYKHX
aKTyesIHOCTH ckynntype y CpOuju, TokoM Jpyre monoBMHE XX BEKa,
CBOjUM JleJIMMa YMHUWIIH, 1a He TIOMUBEMO BeTepaHe, YIJIaBHOM JINKOB-
HE Trefarore, KOju Cy ce fokasanu usmehy nBsa cBercka para, y3 Apcuha
Bacapy jour: CaBa Canguh, Anexcanmap 3apuH, Haupmop I'mun, Crea
Bonnapos, MunaHn becapaduh, Panugoj Jlana Cyboruuku, MaTuja By-
xosuh, Bnagera [letpuh, Munosan Kpcruh, Bojun Ctojuh, [pagumup
Anexcunh, Momuwnno Kpkosuh, JoBan Kpatoxsui, ITetap YdoBuh, OTo
Jloro, CnaBosbyd BaBa CtankoBuh, JoBan CosjatoBuh, cuMKkap v nucan
3opaH IlerpoBuh, Eyren Kouwui, Eyren Cexynuh-Tanacro, I'abop An-
mawy, CresaH [lyknh, Hebojiua Mutpuh, boxupap Jososuh, Hukona
AntoB, Muua ITonosuh, Hukona Koka Jankosuh, boxxumap Odpano-
Buh, TTaBne PagosanoBuh, Muiua Capuh, Mujo Mujyuikosuh, Octoja
lopnanvh Bankauncku, Munyn Bunuh, Bopuc Anacracujesuh, Jbydo-
mup Henxosuh, dyman TakoBuh, Munan Beprosuh, Bojucnas Jaxuh,
Huxona Kossa MunyHnosuh, Munasn Jlykuh, Mupocnas [Tpotuh, Bragu-
ciaB Ilerposuh, Muopnpar XXuskosuh, Patko ['vkuh, Munuja Hewruh,
Tomucnas Kaysnapuh, Jparomup Muneycuuh, [paruma Odpagosuh,
[TaBne Puctunh, Munopazn Jamwanosuh, Munopan Ctynoscku, MunaH
Yertnuk, Kocra bormanosuh, Anton Kpamuh, Muxauno ITaynosuh, Mu-
xauno Cranuh, Munopan Tenasau, Bojucnas Byjucuh, CnaBosmyd Pa-
nojunh, Bnagumup Koman, Muxauno Tpunkouh, Henan Crankosuh,
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Cnage Ajrocku, Benumup Kapasenuh, Aute Mapunosuh, dyiian Mapko-
Buh, MBan ®enkep, Cnobonan CaBuh, Mupocnas Ctamenkosuh, Huko-
na BykocasmeBuh, Munusoje borocasmesuh, Hophuje Lipnuesnh, Casa
XanyruH, Patko Bynanosuh, Mnagen MapuHkos, Momuuso JaHkosuh,
Tomucnas Topoposuh, Iparocnas KpHajcku U joII MHOTH APYTH.
Mapa xonmuuriHa ¥ dpojeBH, Kafia Cy y MUTawy YMETHOCT U CTBapasa-
IITBO, HE 3HAYE MHOTO, UIaK CE HE MOXKE 3aHEMapUTH UYMIEHNLA 14 je
ckynnrypa y Cpduju nouerkom XX Beka bua y 1oBojy, 1a je 0poj akTHB-
HUX W aKaIeMCKH 00pa30BaHUX Bajapa OMO 3aHEMApPJbUB, CBOLUO CE Ha
[Terpa YbdaBkuha, Hhopha-hoky JoBaHoBuha, Cumeona Poxcanauha u
Iparomupa Apambaruha, kojuma cy ce Tek rocsie [TpBor CBETCKOT paTta
npuapyxunu Toma Pocannuh, [Nerap [Tanasuurny, Cperen CtojaHosuh,
Pucto CtujoBuh, Xusojun Jlykuh, Hyman JoBaHoBuh ByKWH, 3aTUM
Muxaunno Tomuh, Unuja Konaposuh, Panera Crankosnh, Hophe Opao-
Bal, Mapko bpexanus, [Tepuiia Munuh, ®pano Juauunh MeHnereno u
jolI U3BECTaH OPOj pafioM BUILIE WIX Make 3alaXEHUX YMETHUKA, LITO
3HAYM Jla Cé MOXKE C IIPaBOM 3aKJ/ByYMTH 7a je mocsie JJpyror CBETCKOT
paTa IOoUUIo 10 HArjor mpousaTa ckyantype y Cpduju. Taj HecriopHO
HEOYEKMBAHU yCIIOH OBE 'PAaHE YMETHOCTH, HE CAMO KBAaHTUTETOM HETO,
LITO jeé MHOT'O BaXKHUj€, OCTBAPEHUM BUCOKUM YMETHUUKUM LOMETUMA,
IIPOMUCTEKAO j€, OUYMTO, U3 HY)KHOCTH Jla C€ Y CBAKOM TIOTJIENly CIIEeLE TO-
KOBM CaBpEMEHE CBETCKe CKyJnType. Ha TakaB TOK pa3Boja MMocedHo je
CHA)KHO YTHLAJIO BUILE YHYTPALIbUX U CTIOJBHUX YMHUNALa. TpudyHo-
BUh Mak yoyasa U UCTHYE J1a IPBE JelleHuje rnocsie JIpyror CBeTCKor paTa
y CPIICKO]j CKYJIIITYPHU I10 pe3yaTaThMa Jesyjy MOHYMEHTAIHO, BULU UX C
IIyHUM [IPaBOM Kao pafuKasHy PeBOJyLHjy, Kao [oYeTaK IpaBe CKyJII-
Type, a 0djallilbaBa UX TUME LUTO je OHa Herupajyhu ucropujy obHoBUIa
Tpanuuujy. TauHuje, WTO je Cpricka CKYJNTypa Tala pewuna ogpehene
npobsieMe, IIpe CBera OHe 3a KOje Cy Y 10j CaM0j MOCTOjaiu CTBAPHM I10-
BOJbHHU YCJIOBM, KOj€e je MOTJia Jla MPUMH W YCBOjH, aJId HE CJIEMTUM I10-
IpakaBambeM TyhHX pellewma UWiM MeXaHUUKUM BE3MBabeM 3a BUX, He-
ro TaKo LUTO je MpUxBartaja OHe yTHlaje Koje je MorJia Ja YCKIaAu ca
CBOjUM MOTYhHOCTMMA U [1a UX MOJLPENU CBOJUM CTPEMJbEHUMA.
YnpaBo Taj C/I0’KeHU 1 DeCrIoroBOPHO BakaH 3a/laTak yHyTap CpIICcKe
Y JyTOCJIOBEHCKE YMETHOCTH 0DABUJIE Cy TEHEPALUje Bajapa YMETHUUYKU
(hOopMUpaHUX U CTacalaux y NpBUM JelleHrjama HaKkoH JIpyror CBETCKOT
pata. Mehy wrMa BHUILIE HETO 3aMa)KEHO U Ba’KHO MECTO, CBOjUM MHUHY-
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JIUM paZioM, 3ay3uMa Bajap, Iperasal Ha [oJby KyJITYpe, JUKOBHHU Iefa-
ror 1 Teopetnyap Cseromup Apcuh Bacapa. To My je mouuio 3a pykom y
BpEMe 3a KOje HBeroB CaBpEMEHHWK U O[IJIMYaH M03HaBanal, yMETHUUKUX
NPUIKKA Y JyrocaaByju TOKOM JIpyTe 1oyioBuHe XX Beka, Takohe civkap,
JIMKOBHH T€flaror, KpUutudap ¥ teopetvyap ymetHoctu CrojaH hennh
cMaTtpa [la HUje DWJIO HaKJIOWEHO Pa3BOjy CKYJMNType. Jep, Mulle OH
1966. noBonom 6. OkTodapckor canoHa: ,,CKyanTypu Tpeda v TJ10 U 1po-
CTOp Y 3HauajHa MaTepujasiHa MoapuiKa.” YIpaBo eJIEMEHTH WIN YCII0BU
KOjU HU OHZIA, HU MOTOM, a OCODUTO cajia, HUCY DUITM HAKJIOWEeHU pas-
BOjY CKYJIITYPE Kao JIMKOBHE NUCLIUIJIKHE.

Wnak, ynpKoC CBUM HEMOBOJBHUM YCJIOBHMaA 3a Pa3B0j CKYJIIType y
Cpbuju n kon Cpda, yripaBo y ronvHama Koje henuh ouemyje kao Hero-
BOJbHE, [IellIaBa Ce HEellITO CAaCBUM HeOUeKHMBAHO, WK Dap TEeLIKO I10jMIbH-
BO 1 o0jammuBo. CKynnTypa Kao JIMKOBHA AUCLUIIIMHA Ha Tty Cpbuje
paha HeoueKHBaHO boraTe W 3pesie TI0/I0Be U LOCEeXe HecayheHo BUCO-
Ke BpemHOCTH. To leHo diircTaBo pa3nodsbe MorJio Ou ce Ha HajdOsBM Ha-
YUH NMPaTUTU YU MOTKPENUTH [EJIOM U JlefioBaweM Bajapa Apcrha baca-
pe, Kao TUIIMYHOT TpeACcTaBHUKA HEeKOIUKO reHepalyja Bajapa y Cpbuju
KOjU Cy OWJIM TBOPLM TOT HEOYEKHWBAHOT MpOLBAaTa CKYJINITYpe Ha Ty
Cpbuje. YripaBo Op3vHa CTBapasiaukor ca3peBamwa U Harjlk YCIIOH Bpen-
HOCTH, KOjU Ce 0umuTyje Beh Ha MOYeTKy, y NPBUM [ieLieHHjaMa HEroBoT
jaBHOT paja, OrJIalleHOr KpajeM MefeceTux rogyuHa MpoLuIor BeKa, CJIH-
KOBUTO CBefoYe 0 OYjHOM pa3B0Ojy YMETHOCTH Bajama Ha OBUM MPOCTO-
puma. CBe 1ITO je Kao Bajap 0DJIMKOBAO OMJIO je HEroBO AOCIENHO Ha-
CTojame, KaTKaj U Tellka dopda Ayxa ca MaTepujoM, [ia Ce He OfACTYIH
Of TOTpare 3a yMETHUYKOM HCTHHOM U Jia Ce NIPX TOME HU3DETHy 3aMKe
ECTETHUKE K MyKOI' ECTETU3MaA.

Bama camo nctahu [ia je 1o oBe CyIUTUHCKU Ba)kHe Ccrio3Haje Apcvh Bacapa foirao paHo, jou ro-
YETKOM OCaMJIECETUX, 3aTO HUIOLITO HE M3HeHalyje BeroB yMETHUUKHY U XKUBOTHU CTaB KOJU j€ U3HEO
y pucTynHoj beceny 1994, kana je u3abpaH 3a penoBHor uiaHa CAHY. To 1ITo je ToM TPUT0oIoM UC-
TaKao peyuma: ,He okpehem ce Bulle mpema CBeTy Kao y3opy, Beh npema amOUjeHTy y KOMe KHBUM,
M3 KOora caMm IMOHMKao; okpehyhu ce Tpamuuuju CBOr Hapona, TPaKUM HEHTHUTET, JOKa3 O KOPEHY,
npaBo Ha OynyhHOCT” jecte HEroBO yMETHUYKO Bjepyjy U y LIeJIOCTH odjallibaBa duhe merose CKys-
Type HacTajajie TOKOM TPH, YETUPH MUHYJIE NEeLeHU]e.

KoHauHO, HE MOXe ce OTeTH YTUCKY 7a je ¥ bacapa, momyTt Behune
HBErOBUX CABPEMEHUKA, J0DPO pasymeo MOPyKY JIETeHAAPHOT U 110 CKYJII-
Typy Apyre nojioBMHe XX Beka y JyrociaBuju MpecyqHO Ba)XHOT Bajapa
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XeHpHja Mypa, K0j! je Ha MUTalke 0 BErOBOM OJHOCY ITpema ey Muke-
nanberna KpaTKo OATOBOPHO fa IPeS, ’bUM Tpeda CTaTH ca AyOOKUM MOLITO-
BambeM, OKJIOHUTH CE U HACTaBUTH fabe. 3aUBIbyje HAYMH Ha KOjU Cy
ymeTHuur y Cpduju, nmocebHo ydbemsbuBo BajapH, pasymesid U MOTOM y
CBaKOLHEBHO] MPaKCH NMpHUMEBUBAIN CTBapaaadky IMOYKy, HapaBoyye-
HUje, OBOT YIJIeJHOT CBETCKOT yMeTHHKA. Maza je bacapa Tokom Tpajamwa
n3noxbe nena XeHpuja Mypa, Kojy je HHade MoceTho, bro joul Ha CTyLu-
jama CKyJnType, UMaK Herosa MOTOHA CXBaTaka U OCOOUTO Tymadera
TpaLWLIMje CBeoue [a HUje OCTA0 CJIEN 33 BEroBe MoyKe U MOpyKe.

Tako ce, HanpocTo, Hamehe nuTame, 1ITa Ce y TOM Pa3fodiby 00HOBE
paToMm pasopeHe 3eMJjbe Ha TJIy HOBOO(OpPMIbEHE aBHOjCKe Jyrociasuje,
na npeMa TOMe ¥y MeInjy CKyJInType Ha nonpydjy Cpduje ca nokpaju-
HaMa, 3Ha4yajHO U IOBOJBHO JOTOAWIIO fia je JOLLJIO [0 MPOoLBaTa YMeT-
HUYKOT CcTBapasalTea’ OAroBOp HEYMUTHO BOAU Ka YHMIBEHULM fia je
HOBOHACTaJla Jp’kaBHa 3ajefHHLa, YIIPKOC HECYMHBUBUM €JIeMEHTUMA
IPXKaBHOT Tepopa M NMPpHHYy[e KOjuMa je yuBplIhUBaga HETOM CTeueHy
BJIACT, JeJHOBPEMEHO YCIIOCTaBsbasla jefaH COLWjaTHO OLPXKUB CUCTEM
BJIalatha Y KOMe Cy pOCBeTa, 3allTUTa KyJATypHUX Jobapa, jefHaKko Kao
cama KyJTypa ¥ yMETHOCT, 00MIe BUGHO MecTo. Ha Jeno nHctuTyuuja
IIPOCBETE Y KyJITYPE HALLIJIU Cy CE Ha Pa3sHe HAYMHE, aJIU IIPE CBera CTpyyd-
HO, NMPOBEPEHU KapoBU. Tako Cy axkafeMHje YMETHOCTH, JIMKOBHY M
npumemeHy, Bogunu Bajap Cperen CtojaHosrh u Bpanko [llotpa, Bajap,
rpaduyap M CiauKap; y MaTULM MO30pULIHUX 30KBama Halao ce bojaxn
Crynuua; mysnuknx Mupocnas YaHranosuh v wemy nopodHY; hunma
Bojucnas Hanosuh n Xopx CKpuruH, a 3allTUTa KyJATypHUX Jodapa
TIOBEPEHA je HeroHOBbMBOM Munopagy ITanuhy Cypeny; matuuny Ha-
ponHu My3ej Besky [leTposuhy; Mysej mprmerweHe ymeTHOCTH Hanu
Anzpejesrh KyH, IOK cy y KpaTKOM POKY OCHOBaHe J1eCeTHHE LPYTHX
My3eja v ranepyja wrpom Cpbuje 1 weHUx rnokpajuHa. CInyHM npote-
CH OJUTpaBajy Cy ce U Ha beorpazckom yHUBEP3UTETY, NOCEOHO Ha Ka-
Tefpama 3a UCTOPHU]y YMETHOCTH, apXEOJIOTH]Y, ETHOJIOTH)Y U €CTETHKY,
3aTHM Ha apXUTEKTYPH, IZle Cy CTyLeHTe fodekrBanu Ceerosap Papojunh,
Byphe boukosuh u Anexcannap Jepoko, 0IHOCHO ciuKkapy CBeTHCIaB
Crpana u bopuBoje PanenkoBuh. YkpaTko, CTBOpeHU Cy 10OpU Npeny-
CJIOBM 3a NIPOLIBAT KyJITYyPE U YMETHOCTH.

Ouyjykame HOBE JyrOCJIOBEHCKE BJIACTH Ca TaKO3BaHUM 3aranom,
Koje ce 30mio nocse okperawa Jieha Cramuny, CCCP-y 1 weropum ca-
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TeJIUTUMA, OOPO je IOLIJIO OCBajarmy HOBUX CTBapaslaukux Ca0bo[a,
N0CeDHO Ha IM0Jby TMKOBHUX YMETHOCTH. YHIbEHNLIA J1a CE UIEJE U ecTe-
tuka y CCCP-y, Bnagajyhe noetuke coLujaMCTUUKOT peann3ma y CpIi-
CKOj YMETHOCTH HUCY HUKaJia CyLITUHCKU yKOpeHuie, omoryhuna je na
y TIpBU IUIaH I10 3Hayajy U30Mjy yMETHULIU (DOPMHUPAHU U CTBapalauku
NIPOBEPEHM Y [leLleHHjamMa U3Mehy nBa CBETCKa parta. JegHa 3a Apyrom
otBapajy ce y beorpagy Tokom 1951. usnoxde Iletpa Jlybapne, Ilehe
MunocasmeBuha, CtojaHa Apanuue u MunaHa Kowosuha. [lomyiie, ro-
IOVHY-IBE paHuje jaBro ce ona minahanu Muha [Tonosuh, Hajnpe 3amna-
)KEHOM H3JI0’KDOM y NMaBWbOHY Ha Manom KanemermaHy, a moTom ce
OTUCHYO M3 nerennapHe Cumune 9, y beorpany, nyt Janmauuje. Tamo
he ca ucromnupenruuma, Bepom boxxnukosuh, norom [Monosuh, 3atum
bBarom Muxajnosuhem u dyayhom my cynpyrom JbybruHkom JoBaHOBUN,
opgHOCcHO ca [TeTpom OMYMKYCOM W HBErOBUM J>KHBOTHHMM IPAaTHOLIEM
Kocom BoxuiaH, Tparajyhu 3a crBapajiaykim cji0dofama, LesoBaTh Kao
HedopmanHa 3agapcxka ipyua. Bama joi ©MaTH Ha yMy fia ce YIIpaBo I10-
YETKOM MeleceTUX roguHa y beorpany JIMKOBHO W AyXOBHO (hOPMUPAjY
Jleonup llejka, Cunuia Bykosuh n Mupo ImaByprtuh, dynyhu yreme-
JBMBAYU W TEOpPETHYapu rpyne Meguand, OGHOCHO @ UCTOBPEMEHO Y
Beorpany nenyjy ayTeHTUYHE ¥ CAMOCBOjHE CTBapasiayke JUYHOCTH I10-
nyT Uropa Bacumesa, Ypoua Towkosuha, ana Bypuha, Jbybe [Tomo-
Buha, Brnagana PapmosanoBuha, Ilehe Pucruha, Brnage Benuukosuha,
Borosyba JoBanosuha 1 Cnase borojesrha. Kao 1to ce He moxe nope-
hu ma cy camo HEKOJIMKO TOJWHA KaCHUje, CPeSUHOM LIEeCTe JIelleHu]e,
Bozehy ysnory y npuxBaramwy 1 Iponarvpawy Mjeja U cxBaTamba PasHUX
BUJI0BA arCTpakluje Mpeys3esy NapTHjCKU TPOBEPEHU Ka[pOBY Ha Uesy
ca CIMKapuMa M JINKOBHUM Meflarosuma Kaksu cy ounn Musowr bajuh,
Crojan henuh unu IparocnaB CrojaHoBuh Cun u Anexcangap Toma-
wesrh, OHOCHO U Bajapu nomnyT JoBaHa Kparoxsuna, Bojuna Crojuha,
Hanpopa I'mupa, Muonpara [Tonosuha, AnekcaHapa 3aprHa U Tako pe-
oM. [0TOBO MCTOBPEMEHO, TAUHM]jE KpajeM LIeCTe NelleHu]je, yIpaBo ca
dopmupawem Megudsne Kao rpyre, y MaTULUM JIMKOBHUX aKTYeJIHOCTH
HAILUTK Cy Ceé HOCHOLY roeTuke eHdopmena: 3opaH [lasnosuh, BpaHko
[Tpotuh, Muha ITonosuh, Jlazap Bosapesuh, Bojucnas luma Tomopo-
Buh 1 XKuBojun TypuHCKU. YKpaTKO, OUMTO je BiacT, bopmupajyhy np-
KaBy, opMHpaa U CHa)XHE UHCTUTYLIHje YHje je pyKOBOhEeme MOBEPU-
Ja OCBEOYEHUM CTpy4wallMa, a YIpaBO Cy Te WHCTUTyLUje duse
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HajboJbe jeMCTBO YKYITHOM OPYIITBEHOM Pa3Bojy, MOCEOHO Ha MOJby MPo-
CBETE, KyJITYpe ¥ yMeTHOCTH. CaMo Ce Ha Taj HaYWH, CHAXKEHEM UHCTUTY-
1IMja, @ HUTIOLITO OCBajakbeM IeMOKPATCKUX UK KaKBUX IPYTHX CJI000/a,
KOjUX MHAUe HUje HU DUJo, MOXKe 00jaCHUTH HArju MpoLBaT YMETHHUY-
KOT CTBapasiallTBa Ha MPOCTOPMMA aBHOjCKe JyrociaaBuje U CaMUM TUM
Cpbuje ca mokpajuHamMa. ballr kao 1ITO ce cafia, y 0BO BpeMe, CBEYKYTI-
Ha OyXOBHA KpH3a, Ma U KPU3a YMETHUYKOT CTBAapaIallTBa, MOTYy 00ja-
CHUTH OUYUTOM KPU30M MHCTUTYLHja MPENYLITEHUX PA30PHOM JIe/I0Ba-
Y JIMDEPATTHOT KAaMUTATIU3Ma, MTOIPXKAHOT He3ajaXK/bUBUM UHTEPeCHMa
HapacJie apTHjcke dUpoKpaTHje, Kao U JybOoKO yKOPEHEHUM, TOTOBO Y
CBe TIOpe CPIICKOT APYILITBa Mpeosnahyjyhum Iyxom camoropuliama.

CaMmo Ha Taj HaUWH MOXKe Ce 0DjaCHUTHU YMEHMLIA [a je CKYINTypa
Ha Ty Cpduje, rme HUje MMasia yBpiuher OcCJiOHIIA, OWIa TOTOBO bOe3
NPOILJIOCTH, Y TECKODHO] U 10 By U BEHE CJI0KEHe MaTepUjasiHe U CKY-
ne M3Bohavyke 3aXTeBe PernpecrBHOj CPEAUHU, KpajeM MefeceTux U To-
KOM LIE3[IeCETUX rofrHa XX BEKa JOXKUBEJIa HEOUEKUBAHO DypaH, peBo-
JyLMOHApaH pa3Boj U De3Malio XepojcKH Y3JIeT. Y TOM U KBaJIUTETOM U
KBAaHTUTETOM MCTUHCKOM y371eTy ckynntype y CpOuju, 3aMakeHo U 3Ha-
4yajHO MecTo 3ay3uma CeerucnaB Apcuh bacapa, udje ce pasHOPOZHO
CTBapasayko [ieJioBae Ha mpocropumMa KocoBa 1 MeToxuje, 0codUTO
TOKOM ILE3JECETUX U CefaMECeTUX roguHa, Beh caga MOXe OLIEHUTH
Ka0 UCTOPHjCKH 3HAYajHO.

Huxona KYCOBAIL]
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Pactiehe Majxe Cpduje, 1999 (xat. op. 2)
Crucifix of Mother Serbia, 1999 (Cat. No. 2)
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Mau y Xpucttiosoj pyuu, 2001 (xat. dp. 14)
Sword in Christ's Hand, 2001 (Cat. No. 14)
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« (He)munocpgnu anheo I, 2002 (xat. dp. 15)
« (Un)Merciful Angel I, 2002 (Cat. No. 15)

(He)munocpguu auheo 11, 2002 (kart. dp. 16)
(Un)Merciful Angel 11, 2002 (Cat. No. 16)
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(He)munocpgru arheo IV, 2005 (xaTt. bp. 31)
(Un)Merciful Angel IV, 2005 (Cat. No. 31)
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(He)munocpguu anheo V, 2005 (kar. dp. 32)
(Un)Merciful Angel V, 2005 (Cat. No. 32)

(He)munocpgru anheo VI, 2009 (xart. 6p. 40) »
(Un)Merciful Angel VI, 2009 (Cat. No. 40) »
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* PanHuje odjasmeHo: Ounra Jespuh,
Ceettiomup Apcuh Bacapa,

y: Hdeno Ceetiomupa Apcuha Bacape,
IMpuitrHa — Jlerocasuh 2000,
19-26.

CBETOMUWP APCHUh BEACAPA ce nojasibyje ka0 He3a00MIa3Ha JIMYHOCT
CaBpEMEHE CPIICKE CKYJINTYPE.

Fberos 0duMHM omyc 0dyxBaTa HWU3 €BOJIYyTHUBHUX KPYTOBa — OJ €KC-
MPECUBHUX, PEAJIMCTUYKH OPHUjEeHTHCAHUX PaZloBa IO aCOLMjaTUBHE afl-
CTpakuuje — ja O y moc/iefwhrx JeceTak rofuHa 0CTBapyo ApaMaTHyaH
CBET 0DJIMKA KOjU M3pamwa U3 TyDOKOr aHraKMaHa CyLJOMHOM CBOT 3aBU-
YajHOor TJIa.

Bpeme y neny Apcuha Bacape ofBujaso ce y 3HaKky CTaJHOT yCIIOHa,
y 3HaKy OCBajawa COMCTBeHOr duha u duha ckynnrype.

Y TuX0j U3onauyjy, noryuena ynpTor y NpocTope NPOLIMPEHNX XOpU-
30HAaTa CAaBPEMEHHUX JIMKOBHUX UOMOMA, KOpUCTehH UCKYCTBA 3aT€UEHOT
JIMKOBHOT TPEHYTKa, BErosa MpBa Cyo4yaBama ca CTBapaaaukum podiie-
MOM KpeTaJa Cy ce y JOMeHY UCIHUTHBamba MoryhHoctu dopme 1a kao
eCcTeTCKa, JTMKOBHA YMIbEeHUIIA MPEeBefle YHyTapke HeEMUDe ayTopa. Tu
PaHU paJioBU CBEOYE O PaZi03HAJIOCTH MIIAIOT YMETHUKA Y Tparawy 3a
COIICTBEHUM IyTEM, MAjCTOPCTBY CaBJIaflaHOT 3aHaTa — [103HABawy Ma-
Tepuje IpBeTa Yhje 0CODEHOCTH U 0DJIMKOBAaHE BPEIHOCTH CyBEPEHO KO-
PUCTH.

3a Apcuha opBO He mpefcTaBba CaMO OAroBapajyhy matepujan
CKYJIITOPCKE TPafbe Y KOjU YTUCKYje CBOjy BU3HjY, Y KOME pellaBa CTa-
BJbEHE Mpodsieme opme. Y CBOM IyOMHCKOM CJI0jY APBO jé TPUCYTHO y
CBOM BULIECJIOjHOM CJIOKEHOM 3Haueky — M Kao Be3a ca JeTUHCTBOM, ca
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npuponoM, ca lllapom — 0HO JOHOCH CHMOONIUUKe TIOpyKe, JaBHa Ipe-
Damwa, OHO MyJICUPa MUTCKHAM CapKajuMa U Kao TaKBO XKUBH Mapaesi-
HO Y CBAaKOM HaCTaJIOM ODJIHKY.

TakBO MpHUCYCTBO ApBeTa Kao MOCEDHOr eHTUTeTa DPeMEeHUTOr Mo-
cedHUM ropykama OTKprBa Moh cTBapaolia 1a GeHOMEH YMETHOCTH T10-
MEpH Yy JOMEH HaZICTBAPHE OHOCTPAHE I0jaBe.

BUTanUCTUUKK NPUHLUI KOjU TPOM3/Ia3u U3 CaMe MaTepHje HacTa-
Wyje BberoBo pasyheHo meso duo a cy y muTakwy paHu pajioBH — Moh-
HEe eKCIpeCcHBHe TUHAMUWYHE apTUKYJIWCaHe LeMHe Y KOjUMa Ce CMe-
bYjy IPOLOPH 0DJIMKOBAHOT MTPAa3HOT MPOCTOpa Ca HAeTHM BOJTIyMEHOM
MOKPEHYTUX Maca CHa)XKHOT eHepreTCcKor Hadoja; duso fa cy y nuTawy
apXUTEKTYpaHe KOMIIO3ULIMje — BEPTUKAIHU CTyDOBU Y KOjIMa HU30BU
TIOHOBJBEHUX eJieMeHaTa MPU3KBajy Wiejy beckpajHOTr pajia, a y CB0joj
reOMEeTPU30BaHOj EyKIUA0BCKO] YACTOTH IyJICUpajy HEKOM aHUMATHOM
CHarom; duso fa ce pagu o HaheHoM 0dJIMKY IpBeTa 0ladbpaHoM Y Iuja-
JIOTY Ca YHyTapHhOM TMPEeCTaBOM — KOjU Ce y3 MOTpedHe WHTePBeHLHje
IovxKe 10 apTedakxTa.

borara ckama MOpPGOJIOMIKKUX CTPYKTypa Yy pellaBamy CI0D0mHE
dopMe Kk0joj ce npuaaje moh roBopa y GyHKLUjU je moTpede 3a UCKa3om
HEKUX OMIITUX JBYACKUX CafprKaja — EMOTHBHUX pearosama Ha oppehe-
Ha Ca3Hatba 0 3aTOHETKU »KMBJbeHha — Ha 1ITa yryhyjy ¥ HacJI0OBH OCTBape-
HUX fena: 3awouerux myodasu, Eywanasuja, @enuxc, Hxkap, [Tomepare
pasyma, eobe, [Ipogopu yma, Bupoxpatticko cttiadso v ap.

Y npouecy caspeBamwa, YHUBEp3aJIHE TEME CE IOBJIAYE MPEJ, Hero-
CpeIHUM [0XKUBJbAjeM 3aBUYAjHOT TJia — IOXKHBJbajeM Lllape, meHor pe-
meda, KaMewa, yPBUHA, jaMa, APaMaTUYHOT [eJI0Baka €PO3UBHUX CHa
KOje ce MpOojeKTyjy y ODJIMK, OTop, U3JI0KaH, y3HEMUPEeH, IPydo TecaH
CEKHPOM, OLITPUX DPUAOBA, PYCTHUKAAH, C JaKUM KOHTPACTUMa CBETIa
v cenke. M y oBom nukiycy bacapa vM3Bnauu U3 IpBeTa eKCIIpecujy Ko-
ja yTBphyje MTUYHU meyaT HacTaaux 00WYaja.

Odnavu nag Llapom, Kackage Jyia, Kauuje Jyia, Xonokaycii — 0OTBapa-
jy bacapu nyT 10 HOBUX [10KHMBJbaja MPOCTOPA.

Hecpehene npunvke y HENOCpPegHO] CTBAPHOCTH, €r3UCTEHLIMjalHa
YIPO’KEeHOCT dDuha CONCTBEHOT HapoJa HaBesau cy bacapy fa Kao 3pen,
UCKYCHM CTBapasiall, Kao CBeJJOK U Tymay, [TOCTaBU Cedu MUTawe OfHO-
ca eTUUKO—eCTETCKO, HAlJMOHATHO—YHUBEP3aJIHO, TUTakeE YJI0Te U CMU-
CJla yMETHUYKOT YUHEHa Y 1aTOM UCTOPHjCKOM TPEHYTKY.
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[TpecynaH MpeoKkpeT y CTBapajaykoj MOTUBUCAHOCTU 0DjaBibyje ce
Beh 1982. ronnHe y npegmeTrima (QOJIKJIIOPHOT MPU3BYKA, PYCTUKAIHE
rpyde, IpBope3dapcke OpHaMeHTalHE 00paze KOju Kpo3 CBOje U3BOPHE
HacJiare 3pave JajJleKuM BpEMEHHUMA, CPeJIOBEKOBJbEM, NTATaHCKUM 1y~
xoM. CBETOM 00/IMKa ApaMaTUYHUX MCKa3a bacapa eMuTyje CBoje OAro-
BOpE Ha YIPOXKEHY ersvuCTeHLH]jy ABOjakKUM ODJIMKOBAaHUM pellehHuMa.
M3 nybokux cojeBa mpodujajy ce ¥ CMUPEHWjU 0DIMLU — fefuHe Gpy-
Jie — y3 4Mje 3ByKe Cy Ce OfBHjaJIM K CBAKOAHEBHUIIA U Mpa3HUYHA [10-
rahama Hapozia Ha 0BUM NPOCTOpUMa. OKPEHYT CONICTBEHOM TIIy U He-
roBoj uctopuju, Apcuh bacapa ce 3aycTaB/ba Ha UYBOPHUM MECTHMa
XepojcKe, CIaBHe U TparuuHe CyA0MHe cBora Hapofa. Y HHU3y TOTeMCKUX
0bJIMYja yCripaB/bEHUX, HATOPEJINX cTabana OKOBaHUX IBOkhem, 3apha-
JIUM JTaHLIMMa, YKpaIleHUX MeTalTHUM Tokama (Oxnotinuyu yapa Jlasa-
pa), 3alUTUTOM >KMBOI TKMBA — y CBOjOj IpeTehoj CHa3y oriamasa ce
CBECT O JI0CTOJaHCTBY OHUX UCTOPUjCKUX TPEHYTaKa KOjU Cy NOTBphUBa-
JIU TIPaBO Ha NpaBO. 3aTOYEHULIM MUJIEHTUTETA, OBU CTYDOBU €BOLIUPAJY
CBOjJUM MaTepHjasioM, HErOBUM EHEPreTCKUM MOTEHLMUjaloM, CUMOO-
JIMYHUM 3HAMEHOM, y CBOJUM CJIO)KEHHWM CKJIOTIOBUMA HE CaMO MUCTO-
pHjcKo Beh 1 HeKo rpaBpeMe Koje MpOAUupe y Cafallibe ca aypoM — Jiej-
CTBEHU CHMyJIaKpyM MWUTa, JIETEHOU y KOje je yTKaHa HalMOHajHa
CaMOCBECT — €r3UCTEHLMjaIHa YyTEMEJbEHOCT.

Y Hu3y umatunaprux monosa y nocegy Hexe 100080 CYP0O8E OPIAHCKE CUNE YCMEPEHUX Y UPABUY HA-
gonasehe oUdcHOCTU U3 KOjUX kAo ga ce pasJexe Ipmmasuna, bacapa yiuenogmyje kao mewadopy o-
wpedy 3a 0gOpaAHOM.

Kpo3s ctieyuguuno Hahenu ciioj gea mattepujana — 160xha u gpeetid — Kapaxiiepa AuTUYUpaHux ee-
MEHATUA Y OCMUWLIBEHUM 0GHOCUMA, 0G8UJA CE HAPAYUA 3ACHOBARA HA UPOGOPY KOTEKTMIUBHO HECBECHOL.

Y tiocnegrwum pagosuma bacapa owikpusa oHdj gyOuHcKu cioj — OHe gyX08He 8PEGHOCTUU KOje CY 0gpe-
husane u ogpmasane Haw eWHOC HA CBETUTY gana. Caxpanue cagpaje y K0juma je Haul Hapog Hauao yiio-
uywiie, K0ju cy UoMOLIU ga octaue ycupasro, bacapa je upeneo y y30ygmwuee amoujeHitaIHe ClUpyKiype.

Y 080Mm tocnegHEM UUKTTYCY YMETHHOCTI Ce He T0jasmbyje Kao tipodnem Gopme Kao Waxee, OHd y gatuum
YCI08UMA UOCTIAJe UHCTUPYMEHTH ETHUUKOT AHIANMAHA — 00Uk 00pOEe 3d HAGHUBBABANE, YIBPHUBAHE
UCTHOPUJCKOT HUBOWIHOT UPABA HA COTUCTUBEHO 3ABUUAJHO TUIIE.

Hajgybme cnojese ceoia duha — gena jeguol emminoca y ume etioca — bacapa cysepeno upesogu y 00U —
U3y3ettiHe e60KATUUBHE CHATE UCTUUHCKU TPOMUBIBEH, KOPEHUTU, JEJUHCTUBEH Y CB0j0] (POPMATIHO] 0COOEHOCTIU.

Facapa ce tiottigphyje c8ojum gesom Kao aymeHTUuuHY CIU8apanay, K0ju ceojy aymeHiuuurocti gyiyje
UCTHOPUJCKU AYTIOXTUOHUM CAGPHAUMA KOJE je YMEO U 3HAO §a UPEHECE Y je3UK MAaThepuje — YMETUHUUKU UUH.

Y csom genosarwy Bacapuno geno je gpesHo U 0808PeMEHO.
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3a Hac Koju umamo uctmopujcko uamhere, 08a cy gena wWpaiosu Hauel IeHeTiCKOT K0ga, Haulel X0ga
U0 MyKamd — 3d OHE KOJU 1a HEMAJY, OCAJY KAO 3HAYU YHUBEP3ATIHOT 3HAUEHA.

YMEWHOC K0ja UBU HUBOW C60T CIUBAPAOUA, YMETUHUK KOJU HUBU HUBOTU CB0je YMETUHOCTUU.

Kao twaxag Csettiomup Apcuh Bacapa tipegcitiagoa UoceOHy Clipanuyy y caspemeHoj Cpuckoj CKyTutiypu.

Zlpeo y ieny.

C opBeTom ce paha, )KHUBU — pacTe,

Bopu u npyryje.

Ocnywxyje 1a u uyje...

Opn mera ce ofiBaja U C BUM Ce NoUCToBehyje. ..

C ®»UM pas3rosapa, MocTaBba MUTawka, J0OUja OLTOBOPE. ..

3a weld je gpso U Matepujar y Koju YuucKyje c60jy usujy u 6u3ujy Ko-
Jy My gowaumiasda camo gpeo...

...l CUMYJIAaKpyM U >KMBO Orhe v cUMDOJT U CO 3eMJbe Y MUTCKA MTPU-
4a U Npefiawe.

Y kakBoM cy cBe focayxy? OH ra obapa, Telle, ry1ada, UCrpodasa aej-
CTBO ajaTKe U CHary... 1yOu, pexxe, OTBapa, 3aTBapa, Claja U paszaBaja,
npaTH BeroBe MOKpeTe WKW WX 3ayCTaBiba, pasrpabyje v rpagy HOBe,
CBOj€ U YBEK HEroBe ODJIUKE.

Pasmemyje CBOjy EHEPIHjy C EHEPTHjOM IPBETA — CBOJY MUCAO C He-
roBuM duTH. Y BacaprHoM [iesy Taj caBes je YBeK MPUCYTaH.

ObnMuM — HUKaJ HEyTpaJIHY — PEHOCE HEMUP. Y MPOCTOp Ce mpoduja-
jy )KeCTUHOM YHyTapmer Hadoja. PacTy — mpeBeieHU y TpOTeCT. Y Haro-
Hy, Ielyjy Kao TpMJbaBUHA, HUUY U3 THEBA M PEBOJITA — YBOPOBHU, TPy
Marepuje y odJIMKy, HaTOIJbeH eMOLMjOM, APaMOM, TPArMKOM.
®opma je wu3yjemaHa, MydyeHuuka. CabujeHa eHepruja HacTamyje
CKJIOTIOBE KOjU 0CBajajy Moh (popme Kao CpefcTBa roBopa — UCKasa Ko-
JY MIpaTy ersucTeHL M)y y 4aTOM TPEHYTKY — PEaroBambe Ha CTame KOje Ce
HE MOXXE U3MEHHUTH.
H3 ot ceetia 00uKa gpamamluuHux UCKasa emutiyje ceoje 0giosope
Ha YIpoxceHy eI3UCTeHU Uy §80jakum 00TUKOBAHUM peueruma. M3 gybokux crojesa upodujajy ce cmu-
PEHUJU 00TTUYU — UHCTUDYMEHTUU Y KOJUMA T0UUBA OHO OuNe HAYUOHATHO KOje CE 0GPHABATLO KPO3 36YK
0C00EHOT UHCTHPYMEHTUA — gequHe ppy.e.
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C mpyre cTpaHe, y TBOpPayKy CBECT HafUPy ceharba Ha BeKOBHe dopode
npeziaka 3a ONCTaHaK HallMOHAJHOT drha — OHa ce OTesIOBIbYjY y Ipeji-
CTaBaMa Opy)Kja — KyJITHUX NpeMeTa — UMaruHapHoj BU3UjU paTHUKA.
ToMoBHY... y CJIOKEHUM CKJIONIOBUMA [IPBEHHUX YMHUJIALA, PYCTUKAIHOT
KapakTepa — bener fyxa HapoLHOT (bOJIKJIOpa — YCMEPEHUX Yy MpaBLy
OfaKJie 0J1a3u OMaCHOCT — pasJieXe Ce TPMJbaBUHA OTIIOPA.

OxsionHuuM Lapa Jlasapa — ycrnpaBHa febia ONTo4YeHa JaHLMMa U
MeTaJIHUM TJI0YaMa, 3alITUTOM »KUBOT TKHBA — y CB0joj mpeTehoj cHa-
31 yTBPhyjy CBECT O 0OIOpaHU U OTIOPY.

Meran rpau OpBo, IPOAUPE Y Bera — caBe3 )KUBOT drha U oksomna
W3BHpEe U3 I0’KMBJbaja YMETHHKA y KOMe ce mpernuhe ocehaj caBpeme-
HOT TPEeHyTKa W OHOT U3 [JaBHE MTPOLIOCTU Ha KOjOj Taj CaBPEMEHH TPEHY-
TaK Mo4yuBa. [IpoLuIOCT UCIIJIMBaBa Ha MOBPILUMHY Y CafallllbOCTH — Kao
HEKa MOTBpha — Mpasa.

Y namem xony bacapa ce cyoyaBa y HEKOM IyDMHCKOM CJIOjy C OHUM
OYXOBHHM BPEAHOCTUMA KOje Cy ogpehuBase v op KaBajle Hall eToC Ha
cBeTy faHa. CakpasiHU cafp)Kajy y KOjUMa je Hall HapoJ Hallao yTo-
YUIITE [, OCTaHe yCrpaBaH ynyTWIN cy bacapy fja y CBOM [Iely Ha BUX
OLTOBOPH Y CJIOKEHHMM KOMITO3MLMjaMa HarylalleHe eBOKaTUBHE MOhU.

Y HetlocpegHoj KOMYHUKAUUJU CA JATIUM UUHEHUUAMA, UUHEHUUAMA KOjE
pawasajy ouhe, xoje yipoxcasajy wine, ,wpal uopekna”, kako kaxce bacapa, koje nogciiuuy Ha 0gopay,
Ha UoKywdj cUAcasarnd yiporenol ugenmiutmewia, bacapa usenauu u3 gyduna — xoneKmusHo uamhere,
Ha T0BPUWUHY — Upegeiiase KOjuma cy 3atammweru Cagpmaju Koju cy yusphusanu U4paso HaAUUoOHa Ha
COUCTHBEHY 3eMIBY U OUCTHAHAK.

Ja uapagpaszupam C. Bowmnaka — weloso Tyuuguo odjawrere Lacapune

LJUCTHOPUUHOCTUU” K0ja Je, U0 HeMY, Y KPAJH0] KOHCEKBEHUU AUCTUOPUUHA — UPEUNABIBEHA HAHOCUMA MU-
Wa — yCnoebeHd EMOTIUBHOM BUUJOM UCTHOPUJE — OHA je U0ETU308dHO0 8uhere uctiopuje. Fbena popma ce
cygOuHCKU 8e3yje 3a c801 aywiopd, y €80j0j 00jeKTUUBHOCTIU — CYOjeKTUBHA. JIUUHO UCKYCTUBO UCTHODUJE.
Bacapa ce ugentiudurosao ca cojum geuom.

ITpowtoctt toctiaje geo caspemeHoCtuu.

Y xapaxtiep Gopme — HaApolyuieHe, gpamatiuune, eleMeHWApHe U HApyuleHe, UoHekag upetiiehe y K0joj
ce ope CBETUI0 U CEHKA — CA CUMOOSIUUHOM AYPOM — CHAMHKE EXCUPEcUje YHYTUpaurux Hadojd, gepunuwe
CKYJUType U3 waxo3eanol Kocmuuxol yuxmycd.
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OHe ynase y IpoCTope 00JIMKa HEMPEKUIHO aHTaXKOBaHHUX, y KOjUMa
DOXUBJbAj U MHCA0 Kpoje hopmasiHa pelliermha, HOBA, HeHa/laHa, CIelu-
(uuHa, cCaMOCBOjHa.

[Tpouec caspeBamwa 0fBUja Ce Off ONIUTHX YHUBEP3aJIHUX Cafipkaja 10
ocBelrhemwa, OTKpYBamwa CTaTyca CBOT MojefrHayHor ouha — gena duha
Hapoza.

Y ckynnTopasiHa pellewma Npoaupe HEOCPeAHH A0KUBIbA] T1a — 3a-
BuuajHor — lllape, koju MpaTy UCTOBpEMEHO DOJTHU CyLap ca OHOM 30U-
JbOM Y KOJjOj j€ YIPOKEHO IMpaBo, NPABO Ha OINCTAaHAK y CONCTBEHOM 3a-
BUYAJy.

CkynnTypa ce BUIlEe He T0jaBbyje Kao mpodiem dopme, OHA je y
OBUM yCJIOBUMA HHCTPYMEHT €TUYKOT aHTa’kKMaHa — 00JIMK bopde 3a Haz-
KVBJbaBae, YTBPHHBabe UCTOPH)CKOT, )KUBOTHOT ITpaBa Ha COICTBEHO
3aBUUajHO TIIE.

KocMUYKK LUKITYC U3pacTa U3 T€ UCKOHCKE BE3aHOCTH 3a TPYLy, 3a
cyndrHy HallMOHaMHOT duha U 3a corcTBeHe KopeHe. [Tpoduja ce kpo3
0DJIMK — jJeIUHCTBEH, CAMOCBOjaH — Ka0 OTEJIOBJbEHE Y IIPEAMETY, MOPY-
Ka KOJIEKTUBHE MEMOpH]je MTOTOHYJINX BpEMEHa.

OxyonHuUM napa Jlasapa (3aTOYEHWLM MIEHTUTETA), yCIIpaBbeHa
nebna OKoBaHa JIaHLMMA, €BOLMPAjy CBOjUM MaTepujasioM, HEroBUM
€HEPreTCKUM IOTEHLIM]aJIOM, CUMDOJIMYHUM 3HAMEHOM, Y CIOKEHUM
CKJIONIOBMMA HE CaMO HUCTOPHjCKO Beh M HEeKO MpaBpeMe, ca aypoM, Iej-
CTBEHHU, EKCIIPECUBHH, HaDWjeHM €MOLIUjOM, CJII0jEBUTHM 3HAMEHUMA,
CUMyJIaKpyM MUTa. JIeTeHJe y Koje je yTKaHa HallMOHalHa CaMOCBeCT —
ersucTeHljaaHa yTeMeJbeHOCT.

Hajnybdsee cnojese ceora brha — fena je[HOr €THOCa y UMe eToca —
Bacapa cyBepeHO MpeBoH y ODJIUK — jeIMHCTBEH Y CBOjOj (hOpPMaJIHOj
OCODEHOCTH.

Y nocnepwum panosuma bacapa oTkprBa OHaj AyOMHCKH CJ10j Y KO-
Me je pesTUrio3HO0 oceharbe mpescTaB/baao KOHCTAHTY HAapoJHOT druha —
OCHOBHMLy K0ja ra je ofp»asasia y BeroBoM JOCTOjaHCTBY —y CBECTH O Jie-
NOTH W BPEJHOCTH XpTBe. Ty Be3y cakpasHOT ¥ UCTOPHjCKOT MPEHOCH
jesnkom metadope y y30yn/rBUM aMOUjeHTAIHAM CTPYKTypaMa.

Martepujan y neny bacape HOCU UCTOBpEMEHO U CEeMaHTUUKe BPeIHOCTH
cumbora.

35



Jeno bacape npusyBa NPUCYTHOCT YOBEKa KOjU CTOjH U3a TUX 0DJIU-
Ka CBOJUM IJIETOM, CBOJOM CEKAPOM, CBOJOM CHarom, CBOjJOM TBOPaukoM
BOJbOM U IyXOM.

Bacapa u IpBO — cBa Moryha CBOjCTBa U MOPyKe YHEO je Y CBOje 0OMMHO
pasyheHo eno — DoAesuo My je U MOAENIN0 OHe BPEJHOCTH KOje Cy Ofl-
pehuBasie wera kao CTBapasiauky JIMUHOCT KPO3 BpEME U y BPEMEHY.

Onia JEBPHUR
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Kocanuuh Hean, 2017
(xar. bp. 77)
Kosanci¢ Ivan, 2017
(Cat. No. 77)
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Mumow Odunuh, 2017
(xat. dp. 79)

Milo$ Obili¢, 2017
(Cat. No. 79)
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Cumonuja I, 2017 (xat. dp. 81)
Symphony I, 2017 (Cat. No. 81)
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Cumonuja 111, 2018 (kart. dp. 90)
Symphony 111, 2018 (Cat. No. 90)
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bacapa...*

bacapa... bacapa... bacapa...

Pecko, o1ITpO, MPO3yKJI0, Kao DOjHU MOKIINY,
Kao MOJCTPEK Ha CaMOCII03Hajy ¥ CaMOTIOLITOBake!

bacapa... bacapa... bacapa...

* Panuje objaBibeHO:
Hukona Mupkos, Bacapa...,
y: Ceetiomup Apcuh Bacapa,

Beorpan 2018, 46—49.

Kao »kecToku ynap MUCIIH y OATOHEeTaky 3arOHeTKe CyndouHe.
Kao xpoHOMeTap BEYHOCTH.

Kako mpuhu Tom neny cpaciom W CJIMBEHOM Ca CBOjUM TBODLIEM, He-
pacKUIMBO BE3aHMM 3a TJIO 3aBUYaja, CTETHYTO ajikama MPOLUIOCTH, a
ODJIMKOM U JIMLIEM YCMEPEHUM Ka HEDECKUM HEU3MEPHUM BHCUHAMa?

Kako TyMauuTH Ty MOHYMEHTAJIHY jeHOCTABHOCT U KPUCTAJIHY MO-
HOJIMTHOCT, @ TIPUTOM HE TPELINTH ¥ HEXOTUYHO OJJIOMLIMMA U KPXOTH-
HaMa peuyd He DeCBeTHUTH 3Hauaj U MOPYyKY Aejla U YoBeKa?

Bunnum cebe xao kiecapa Koju gaHMma hyrtehu u myuwehu xpyxu
OKO OTPOMHE CTeHe Tpaxkehu Tauky y kojoj he je jenHUM ynapLem pace-
nnaty. OnmycTajem Of Tparawa 3a pPaCcKOBHUK-pedjy, cxBaTajyhu na je
cBaka bacapriHa cKynnTypa HernpodbojHU MOHOUT. Taj MOHOJIUT ca3faH
Of} Tparama 3a YropHyIITEM, U3BOPOM CHAre U OJJTyYHOCTH, OyTTUPAHEM
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Hernpasau, Of0JIeBakbeM UCKYLIEHhHMa U T03UBabeM Ha A0CTOjaHCTBEHO
HOLIEHE CyNOUHE.

be3 0b3upa Ha TO [ja v Bheroea CKyJINTypa acoupa Ha OUIbKY, YOBe-
Ka, ’KUBOTUY WM Ha I0jaM, MUCJIEHY UMEHHLY, HAUeJIOM OHa je ofa
CJ10001M ¥ BeMUYake Hollewa CyndruHe. CIOMEHUK TeroOHOCTH KHUBOTA
Y JI0CTOjaHCTBa OJj0JIeBaba — HOLLEHa CyA0UHe.

, KyjeMOo HOBY CTapOTpyKy ped y CKJany ca 1yOMHOM W ApeBHOUIhy
Bacapunor ymeha. Bupryo3Ha BelITHHaA KOjOM Bilafia y 0DJIMKOBamy Jlesia MPETIIOCTaBsba Ce€ U HACIY-
hyje. [IpexpuBeHa je KpUKOM, japolihy, HEmpaBgOM, TETODOM U CTPeMJbEEM Ka NpaBay. CBaku ynap
AJIeTa, CBAKM »KJIeD, CBaKa IMyKOTHHA, CBAKW M3BOP CBETJIA WM 3aKyTaK TaMme Ofipa3 Cy JMYHUX paHa U
HenpexkugHe bopbe MpOTHB HEYMUTHOCTH HEIpaBie TpemMa Hapony KojeM Ipuraga.

— ITOCTOjaH! M JOCTOjaHCTBEHU CHOCUTEJL CYLOUHE, CaBPEMEHH CTehak,
MIPKOCHU ODJIMK, CTYD CBETWIMLITA UCTOPHje U OTICTaHKa je[IHOT HAapo/ia, 3aJI0T Ofl0JieBalka U Tpajarma
— 10 je bacapuna ckynnTypa.

Iox Tewte, ceue, podH, ypesyje, pesdapH, ciama, bacapa caxxrma u
ceonu. Ofosnesa 30By fia Ce pefa fapy 4a MUHYLIMO3HO yKpallaBa CBO-
je meno. Tparajyhu 3a OCHOBHUM CYIITaCTBEHUM U TEME/bHUM, OH He
cnenu Ilpakcutenosy ,JIMHU]y Koja Tede”, Kojy je, yuehu, pa3asHaBao.
Ty nuHuUjy npenHayasa y JIMHHU]Y KOja CJIEAU Je3rpO U MUCIIHA U MaTepH-
jana. Y NUHHUJy KUYMEHULLY, TMHU]Y CafpXKajHULy U IPBETA, KAMEHa U
OpoH3e U mopyke. M y ancTpakTHUM CKyJINTypamMa M y CKyJNTypama
UCTOPHUjCKHUX U MUTCKMX BEJIMKAHA, U Y OPTpPeTUMa Yak, OH ocsodaha
apXETUIICKU ODJIHK, CPX, CYLITACTBO, OUT, KPO3 JIMHUJY CKPUBEHY Y T10-
jaBHMM obnuurma. Tako bacapa ycrocraBba Mpeno3HaT/bUBY, ajld He-
NIPEBOJVBY U HEMCKA3HY BE3y Ca UCTOPU]CKUM LEJIOBABEM U 3HAYAjEM U
3HaYeHEM MpUKa3aHe JTUYHOCTH.

3a pas3nuKy Off U3BUKAHUX BeJIMUMHA KOje Cy TAaTeTUYHO, TOMIIe3HO,
TeaTpaJIHO U MPETEHLIMO3HO MPUKa3uBasle UCTOPH)jCKE JIMYHOCTH, CBO-
nehu vx Ha cueHorpadCcky MpUrofHu mpusop, bacapa ociobaha dury-
py M3 IpBETa U KaM€Ha 0CTBapyjyhy CI10j apXeTUIICKOT 3HaKa, HAPOLHOT
3HaMeHa, jefIMHCTBA YOBeKa U NMpupoze. Tako eMaHupa CTaMeHOCT, He-
MOKO0JIed/bUBOCT, KUBOTBOPHOCT, OZOJeBake. Fberose gurype mieHe
npeTpajaBakbeM, CaXKETOM MOPYKOM, @ HE MUHYLIHO3HUM CaMOyBa)kaBa-
weM. To mpeTpajaBarme OCTBapyje JUHWjOM, CTAaBOM, ODJIMKOM, MacoM,
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UTPOM CBETJIOCTU W TaMe, TEeXKWHOM, MAacHBHOIIhy, TeMesbHOLIhy, 3ay-
30aHOM CHArom. BepTukasne U XOpU30HTaJle, OXKWIbLIM Off IJIeTa, METaJl-
He Tpake, JIaHLH, [10jaCeBY U KallUre, CJIMBEHU U CjeUBbEHH, YIIOTITYHbY-
Jy yreyaT/bMBH YTHCAK.

[TomyT MMyHOCTH U3 XeMHUHTBejeBOr poMaHa Cuiapay, u mope, baca-
pa IJIOBM OKeaHOM YMETHOCTH Ha CIiiaBy of Aedasna ca lllap-nnaHuHe,
Ha CBOjUM CKynnTypama. CBaka lberoBa CKyJINTypa OfipaXkaBa HheroB 1y-
XOBHM JIMK, U He caMo TO. M OH cam JIuuM Ha CBOjy cKyanTypy. [1o cra-
TypH, 10 3ayCTaB/bEHOM IOKPETY, I0 MACUBHOCTH, IO KBPraBOCTH U IO
YBODHOBATOCTH. A BapHULE Y HErOBUM OUHMMAa ONOMHIY Ha OXKUIbKE
IJIeTa XKHUBOTA.

HaBopHa aHraxoBaHOCT bacapuHor nena TymadeHa je Kao ,u3pas
JIMYHOT OIpefesberba fa Ha CTBapajlayky HAaYWH U YMETHUUYKUM YHHOM
CBEIOYU O BPEMEHY Y KOJEM >KUBH.

Fberogo neno je onpenmeheHy MOpasH{ YMH IPOMCTEKA0 U3 U3PUYU-
TOT UMIIEPATHBA J1a CBEJOYU O HAPOJHOM WHTETPUTETY, O BErOBOM TPABY
Ha cyiodofy, na dyne beser ocTaBIITUHE 3a OymyhHOCT, 1a dyme myTokas.

Y yectTuM pasroBoprMa Kojuma cam duo movacTBoBaH, bacapa ce,
nokafguito, nprucehajyhu ce ronrHa Kaza je kao eTe 4yBao CTOKY, JOTH-
ye ocehamwa y30yheHOoCTH Kafia YOBEK Y IJIAaHKWHY yIylefa Jpyror YOBeKa.
YnopHo he ra [o3uBaTH, Yak M KaJa je OUWIJIeHO [a ra 0Baj HE MOXKe
BUIETH HU 4yTH. TeKHbOM 3a JOCIyXOM, 3a IONUpambeM dap exa CTBapa-
JIauKor ryaca, oguie ¥ bacapuHo neno. Jleyo mpoxeTo Bepom y dopdy,
y TIpaBmy, Y cabOpHOCT ¥ MpaBo Ha cJI0DOy CBOT Hapoza.

Bacapa je, Kako cy NMpujeMurBO MCKa3aau IJIaCOBUTH KPUTUYAPH U
HCTOpHUYapH YMETHOCTH, Bajap y KOjeM Ce CjeAumyjy ,CHara ApBocevye u
CHara KoBava”, y UMjeM pazly eyKJIN[0BCKa CTPOrocT U pa3doprTOCT HU-
Cy HYKaJla Ha[iByiafiajie CHary CTIOHTaHe JINPCKE U YeCTO U eTICKe eMOTHB-
HOCTH. Y HEroBUM pykama ,JJIeTo je 3aMeHUsIa CeKUpa, a bheH DPUTKU
ynapal Kao y pykama AipBoceue, BULLIe OTKPHUBA HEro LITO CKPHUBA OpraH-
cky 0buK ocsobahajyhu ra cyBUILIHUX Hactara”.
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CuH ponosbyda ¥ boplia, cTpajajgHyKa ¥ aheHrka, cipomMaxa | Te-
rodbHrKa, IpBoCeyue U OpBOJEsbe, TBOPLlAa KOPUTA U KOJIEBKE, Claja CBO-
juM Desom martepujan W odsvke, MpoIuyocT U OymyhHoCT, cjenuyje
BpEMe Ca CBOjUM, HalllUM HalHOHAJIHUM ITPOCTOPOM.

On xopwTa y KOjeM je OKyTaH, 0fl KOJIEBKE Yy K0jOj je 3asbysbaH 0 3a-
raefama y uryme U dvpama nedana koja he ca oiiem moByhu 3a orpes u
odpamy, 10 CBOT CAMOCBOjHOT (DU3UYKOT 1a U YMETHUYKOT CyodyaBama Ca
IPBETOM, MaTepHUjaJioM 3a 0DJIMKOBawe MUCIH, bacapa ce cranmHo bo-
puo npoTuB Herpasne. CIOMeH Ha KOPUTO Koje je 0 HaJlory U XHpOM
UMYhHOT cyceZia oTall ¥ Jjajbe r7avao ¥ MoTOM MPodyIINO0, U CUMDOITHY-
K1 U OyKBaJIHO 0Desie)kaBa U orepBakyje bacapuH pan v cTBapaiayuke 1
MOpaJIHe Ha3ope.

HajaMHUK, uyBap CTOKe, CJ1yra, MajojeTHH napTu3ad, CpbuH y He-
BOJbHOM OKPYXKewy, JUCKPUMHUHUCAHH YMETHHK, KaCHHUO je Y 10Ce3amy
CBOjUX LIMJbEBA M MECTa KOjeMy MpHraza.

3a ysa3ak y BEYHOCT CPIICKE YMETHOCTH Uy CBETHUJIULITE MOPAIHUX
U JOCJIENHUX BeJTMKaHa — HUje 3aKacHHO.

Huxona MHUPKOB
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Xpuctioc ca mauem, 1999 (kar. dp. 8)
Christ with the Sword, 1999 (Cat. No. 8)




Ceetiu patunuyu: Huxutta, 1999 (xar. op. 4)
Saint Warriors: Nicetas, 1999 (Cat. No. 4)







Ceettiu patunuyu: Jumutapuje, 1999 (kat. op. 5)
Saint Warriors: Demetrios, 1999 (Cat. No. 5)
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(Cat. No. 6)

Saint Warriors: Theodore, 1999




Ceetiu patunuyu: I[poxotuje, 1999 (kat. dp. 3)
Saint Warriors: Procopius, 1999 (Cat. No. 3)




@uiypa gectiotia Ciepana Jlazapesuha, 2004 (kaT. dp. 30)
Figure of Despot Stefan Lazarevi¢, 2004 (Cat. No. 30)










IMoptapetu Csetriol Case, 2002 (kart. dp. 23)
Portrait of St. Sava, 2002 (Cat. No. 23)




Hecanka Maxcumosuh, moptpet, 2002 (xat. op. 18) »
Desanka Maksimovic, portrait, 2002 (Cat. No. 18) »

Hecanka Maxcumosuh, dpurypa, 2002 (kar. dp. 19)
Desanka Maksimovic, figure, 2002 (Cat. No. 19)
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* PaHuje 00jaB/beHO:
Cseromup Apcuh Bacapa,
Iotupaia 3a coucmiseHom
suunowhy, Tmac CAHY 400/8,
beorpan 2005, 7-10

»Y MEHUW MMa HELUTO, aJIU HE 3HaM LUTa je TO”
Bunceninu gan I'ot

[Torpara 3a COICTBEHOM JIMYHOLINY OOMYHO Tpaje AyTo, U YBEK C BEJIMKOM
HeusBecHolrhy. Jlyro TpaKMMO CBOj MyT: TTUIIAMO, 3aCTpakbyjeMo, CBe 0K
He npoHahemo cede, TOK He OTKPHjEMO CBOjy CYTICTUTYLIMOHAHY CPX,
CKpPUBEHY U 3allpeTeHy, y Hama Cce 30MBajy BEJIUKE MPOMEHEe W BEJIUKU
3a0KpeTu. A Kaja nohe 10 CyAwmUx MPOMEHA W 10 MYHOT Cjaja y Hama,
OHJIa Ce Taj Cjaj ¥ MJIaMeH BUlle He race. Hale HagaxHyhe v Hala CcTBa-
pajnayka »Kesba HUKaza BULIE HE yCaXHe U He 3aMp3He Ce.

Moj 36HUTHU TpEHyYTaKk U HajBULLIM CTBapalauyky y3JIeT YCJIOB/LEH j€
pohemeMm U cTaTHUM bopaBKOM MojuM Ha KocoBy 1 MeToxuju. OKpyxeH
Doratom [yxOBHOM DalITUHOM CBOT MOJHED/ba, UHCIIUPHILIEM Ce U Ha-
najam Leso cBoje duhe, pacriamcasa ce CTBapasiadyky Kap, UMITYJIC 110-
CTaje CWJIOBUT U arpecrBaH. [1o7 3aBUYajHUM KOCOBCKMM HEDOM MoMme
CTBapaJIaykoM Kapy [I0BOJbAH j& HajMambH IT0BOZ [1a CE CKYJIITYpa IIPETBO-
pH y OyKTUIbY pacrjaaMcannx obiavka U fa ce y3dypkaHu Taynacu oceha-
1ha [IPEHECY Y peav3alnjy erncKUX JMKOBA U3 HallE CJIaBHE MTPOLIIOCTH.
BecMpTHOCT KOCOBCKOT MMUTa, BEYHA CJlaBa HALUKMX BUTE30Ba, 3aHOCHA
nernota Ilehke narpujapiuiuje, Bucokux Jeuana, boroponuue Jbepuiiike,
['pauanulie, fajy CHaKaH IOACTULIA] Ja CE CTBapa HOBA YMETHOCT KOja Tpe-
Da ;a ofpa3u JyxXOBHO CTawe BpeMeHa Y KOjeM KUBUMO. PeMUHHCLIEH-
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LHje ca ycamJbeHUX xojovallha 3aBUYajHUM Ipenenrma, acluuHaH-
TaH CBET I1€j3a)Ka, OOMJbE BereTaluje, JIETEHIN U MEeCTa 110 Kojuma Cy ce
KpeTaay Uy Kojuma cy dopaBuin Hemawunhu, Hafaxmwyje cTBapagadyky
CBECT [la Ha jJeIMHCTBEH W HETMIOHOBJbMB HAUMH ODJIMKYje U OTEJIOTBOPU
CBOj YHyTapmwH MOETCKHA MUP.
3a ayTeHTUUHOCT [iesla IpecyfHe Cy CTBapajauke IPeoKynaluje Koje Halase CBOja U3BOpULITA U
CBOj€ CappXKaje y KOpeHy CBOT MOPEKJIA, Y CBETY NETUICTBA, Uy IEeMY OHY XKUBY apTepHjy eJleMeHTap-
HOTa, BEYHO U HE3aMeHJbHBO ycaheHOor cBeTa MpBOOUTHUX yTHCaKa. [IpecynHa je Jyboka MpUBpXKEHOCT
3aBry4ajy, KOjy HUKAaKBa CylIepUOPHOCT Ca3Hamwa He MOXKe Jla Opulle, HUTH fa racu. OHa ocTaje y Tpaj-
HOM, HEU3DpUCHUBOM cehamwy Kao TajHU MJIaMeH WM UHTHMHU CBEMUD, HEO/I0JbUB U IIPHCAH. YCMepe-
HOCT COTICTBEHOT JlyXa Ka COICTBEHOM IOPEKIy W WU3BOPUIUTY NMPBOOMTHUX Ca3Hama 4yBa y cebu
OLITPO 4YyJIO 3a ODJIMKE W OKBUPE jEIHOT CBeTa KOjU je OyDOKO MPOKMBJBEH W UWja MarHeTcka CUia
NpHBJIayy CTBapaolla TpajHO, YBEK My ce Bpaha fa Ou y meMy WCTpa’kKMBaJIM HELITO [TPOCakaHo, Ha-
ciyheHo, 3adopaB/beHO U CKPHBEHO.
lyro Hucam duo nowTteheH yyTawa U Harahawa OKO CyLITHHCKOT
3Hauemwa 1 BpeJHOBawa (OpMe U CafipKHHE Y JINKOBHOM U3DaXKaBaiby.
Jlyro cam ce DaBMO YMCTUM ODJIMKOM M DECrpefIMETHOM yMeTHolrhy,
cmarpajyhy ga cam TakBMM CBOjUM CTBApaslalliTBOM M TaKBUM CXBaTa-
HBEM YMETHOCTH OJIVKM YHUBEP3aTHOM, KOCMOTIOJIUTCKOM, HHTEPHALIH-
OHAJIHOM Y HaJHallMOHAJTHOM CXBaTakby YMETHOCTH, Koje (Kako cam Ka-
CHMjE CXBATHO) HE I0O3HAje UCTOPHjCKe ODJIMKE XKUBOTA, MPEKO KOJUX
jeIVHO TOCTajeMOo CBECHU cebe, CBOT TMOpeKsa U CBOT MoCTaHKa. Jlyro
HMCaM MOrao Jla CXBaTUM Jia cam balll TaKBUM CXBaTambeM OfIBOjeH Of
CyLUTUHE Hapofa KojeM mpunafgam. Hucam morao fja cXBaTUM Jia WH-
TepHallMOHalM3aM TOHUIITaBa CBAKW Jby[NCKU KOHKPETaH WIEHTUTET.
Ila je HauMOHANHO ocehawe jeIrHO U MPaBo JBYACKO odenexje. [la camo
MIPeKo CBOT COTICTBEHOT HAallMOHAIHOT UCKYCTBA U Cafip’Kaja MOXKeMO 1a
Ce YKJBYUYHMMO y CBETCKY, YHUBEP3aJHy JbyLCKY KynaTypy. M na bes Hauu-
OHaJIHOT UIEHTUTETA, ja be3 HallMOHAIHOT iyXa U KapaKkTepa HeMa HU
ayTeHTUYHOT CTBapajaykor HajgaxHyha.
Kao nocnepuiia Tor Jyx0BHOT 3a0KpeTa, MOYETKOM OCAMZECETUX I0-
OUWHa MPOLIJIOT BeKa y MOM CTBapaslalliTBy jaB/ba C€ aHTa)koBaHa (pasa.
Ty a3y je nukosHU kpuTHUap Kocra Bacupesrh okapakreprcao Ha crie-
nehu HaumH: ,To je erncky ucrpuyaHa cepyja onpegmeheHrx eBokanuja
XepojCke U TparnyHe cyndrHe CPIICKOT Hapo#a, cyndrHe BubheHe Iuja-
XPpOHM]jCKU kpo3 Bpeme (Kocoscku 00j, [Tpsr 1 [Ipyru cpricky ycraHak,
bankaHcky paToBy U [TpBU CBETCKU paT), ajid Ce Te eBOKalHje CMeLITajy
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y CHHXPOHMjCKY paBaH aKTyeJlHe ecKajaluje aabaHCKOT yJlTpaHalUo-
HaJlM3Ma U CcernapaTu3ma U LeJIor jafia JbyICKe MU3EpH]je, LITO UX yCHja-
HO DaJIkaHCKO U KOCOBCKO I'POTJIO, Ka0 KaKBa MaKjeHa MalluHa CBEMY
yIipKoc, rpocuna Takopehu y cpiy npocsehene Esporne.”

Jla BYX MPOroBOPHO 0 CaZIAIIKBOCTH, U3PA3UO0 U 0Uapao TParuKy xu-
BJb€HA W UPOHH]Y BpEMEHA Y KOjeM )KUBUM, TPUMOpPAH CaM fia Ce Bpa-
ham y IpoLIOCT, Y MUTOJIOTH]Y Y €MUKY, Ha JaBHO 3aMa/beHO OTHHILTE
KOje M0JIaKo jerasa, racy Ce U HecTaje, y 1ajieKy UCTOPHjy KpasbeBa U Lja-
peBa, noBesba U MaHacTupa. OKpykeH JyXOBHUM Hacsiarama MpoLIoCTH,
DoraTum ¥ pPa3HOBPCHWM MOTHBMMA 3aBUYaja, TEKUM Ka CaMOM BPXY
yCIOHA. 3aBU4aj MOJCTHUYE U MpyKa CTBapasauyky Moh, CTUMyJHIIE U
ydp3aBa Mucao. JenuHo y 3aBUuajy L0’KHMB/baBaM BPXyHCKe eKCTa3e, Iy-
Hohy oceharba U KpeaTUBHE TIOACTHLIA]e.

Kaxo ce oceham 6e3 3asuuaja?’ be3 3asuudja UpUmuCHywl Cam HEUOGHOULBUBOM
UAMOTUUIOM, UPEHUBBABAM JETUPUJYMCKU 3ATUBOD U3 KOjel HeMAM U3ineqga
ga uzahem. be3 3asuuaja Hecttiajy y38uuiene 8u3uje, Hectldjy umaltunavuje,
KACTPUPA CE U JeCEH3YANUIUPA UTEMEHUTUA UPEGCTUABA 0 CBEULY U JbYJuUMA.

be3 3asuuaja ne octioju Uyl y yMEeWHOCH, jep 3aeuudj ctlueapa upegogpeheHocii.

Ceemomup APCHUR FACAPA
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Atioxanutica (C 300 — Yysap mupa), 1984-2000 (xaT. bp. 11)
Apocalypse (S 300 — Guardian of Peace), 1984—2000 (Cat. No. 11)
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Atioxanutica 11 (C 400 — Yysap mupa), 1984-2000 (kat. Op.12)
Apocalypse 11 (S 400 — Guardian of Peace), 1984-2000 (Cat. No. 12)

70



Bynasa — uygap mupa, 2007-2015 (kar. dp. 61)
Bulava — Guardian of Peace, 2007-2015 (Cat. No. 61)
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[Tytaup Bpwauke Bare, 2001-2003 (xart. &p. 29)
Chalice of Vrnjacka Banja, 2001-2003 (Cat. No. 29)







Bpemencxke 3one Pycuje I, 2009 (xat. dp. 42)
Time Zones of Russia I, 2009 (Cat. No. 42)




Bpemencke 3one Pycuje 11, 2011 (xart. &p. 51)
Time Zones of Russia II, 2011 (Cat. No. 51)




[Tytaup Hemaruha I11,
2013 (xar. dp. 59)

Chalice of the Nemanjics 111,
2013 (Cat. No. 59)

Iytiup Hemaruha 1V, 2017 (kat. &p. 83) »
Chalice of the Nemanjic¢s IV, 2017 (Cat. No. 83) »
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E130gyc pypannu, 2017 (kxat. op. 80)
Rural Exodus, 2017 (Cat. No. 80)
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E130gyc ypéanu, 2018 (xart. bp. 89)
Urban Exodus, 2018 (Cat. No. 89)
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* Bubnuorpaduja

1o 1998. rogune
objaBmbeHa je y kaTanory
Tanepuje CAHY op. 91.

15. maja, poheH y mapruiaHiHCKoM ceny CeBLy.

3aBpllaBa OCHOBHY LIKOJTY y POZLHOM CeJly U 10CTaje Ce0CKH CIIyra.

3arolspaBa ce y pyIHHUKY Xpoma ,JeseprHa” Ha llapw.

Cryna y 11 xocmeTcky bpurany.

Kpajem oxTobpa memodbusnucaH je 300r MIamoCTH.

Ynucyje ce y mpBU paspen HU)Ke TMMHasuje y YpOIleBlly.

Ynucyje ce y llIkony 3a mpumMemeHe yMeTHOCTH y Hullly kao mpumnafiHUK pBe re-
Hepauuje Te LLIKOoJIe.

Baja cBOj mpBU caMocCTanHu paf, raasy /Jesojuuue.

YCreuHo nosiake MpujeMHU UCTTUT Ha AKaZieMHjH 3a TPUMemeHy YMeTHOCT y beo-
rpany.

Ca cimrkapoM Momom MupkoBuheM, ITpBY MyT CaMOCTaTHO U3JaXe CKYJIIType y
I'pazickoj dudmnoTenn y AseKCcHHITY.

[ToueTkoM MapTa OUIJIOMHApa Ha AKaeMUjH 3a MPUMEmheHy YMETHOCT ¥ beorpa-
ny. Op anpwia pagy y OdnacHom HaponHOM onbdopy y [TpuITHHYU Kao pedepeHT
3a ymeTHOCT. OCHHBA JINKOBHY KOJIOHH)Y y JledaHrMa, MHULUpa ocHUBamwe Kiyda
JIMKOBHUX yMeTHHKa KocoBa n MeToxuje, opraHuayje usnoxde, Mullle JUKOBHE
KPUTHKE.

[Tpenasu Ha pag y YUUTEIBCKOj WIKOMK Y [TpUILTHHHE.

Crynujcku nytyje no Mranuju, odunasu Hamysm, ITomnejy, Pum, Oupenuy u Be-
Heuyjy. ¥ Pumy nocehyje Quadriennale Nazionale d'arte. [Toceta Kappujenany
MMaJla je pecyflaH yTULaj Ha OCAaBPEMEHABABE BEr0BE CKYIIITYPE.
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CamocrasnHo usnaxe y [IpUIITHHU.

[Tpenaje Bajame U METOAUKY JINKOBHOT BaCIIUTamba Ca IKOJICKUM PafoM Ha Buiioj
NefarowKkoj WKonu y [TpuiTrHy.

CamocranHo usnaxe y Ilpuwrtunu U Cybotuuu. PeannsoBao criomeHuk bopu u
Pamusy y Jlangosuuu xop ITpuspena.

Peany30Bao CIOMEHHMK LIAPIIJIaHUHCKUM NTapTU3aHUMa Ha bpe3oBuuu.
Crynujcku nytyje y ITapus.

Harpagza 3a uiejHo pellemne CIoOMeHUKa NOoruHynumM dopurma us Opaxoslia.
Iobuja Harpapy YJIYC-a 3a BajapcTBo. YuecTByje Ha Mel)yHapOJJHOM CHMII03UjyMy
Bajapa ,Forma viva” y [TopTopoxy.

CamocranHo usnaxe y [IpuITHHY.

Manaxe Ha dupeHTUHCKOM dujeHany. CTyaujcku mytyje 1o Anbanuju. Jobuja Ha-
rpany rpaga Ilpuirune, narpagy YJIYK-a u OTKyIHy Harpazly 3a UI€jHO PELIEHE
CTIOMEH-KOCTYpHHLE JYTOCIOBEHUMA YMPJIUM U OTUHYIUM Yy Mtanuju (T'oHape).
[Tounme fa npenaje Ha AkagemMuju yMeTHOCTH y [TpumtuHu. CTynujcKu MyTyje 110
['pukoj. M3anaxke camocranHo y KpyuesLy.

OpnrkoBaH OpIeHoM dpaTcTBa U jeSUHCTBA ca CpedpHUM BeHLIEeM. Y4ecTByje Ha
MehyHapogHOM cHMIIO3UjyMy Bajapa Y MopaBaHuma (YexocnoBauka). Jobuja
Harpany YHuBep3ureta y [TpuinTrHu Ha I[TponehHom canmony YJIYK-a.

V3abpan 3a mexaHa Akazemuje ymetrHoctd y [lpuwtunu. Jobuja Harpagy Maj-
ckor canona YJIYK-a.

Ceetiomup Apcuh Bacapa

y Hpuwitaunu, 1967.

Topeg cxynutaype y Octupoxuy
Ha YHu, 1971.

Svetomir Arsi¢ Basara
in Pristina, 1967

Beside the sculpture in OstroZac
on the Una, 1971
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Ceetmiomup Apcuh Bacapa ca
cruxapom Anexcom Henebornosuhem
Ha 0THBAPAatY PEWPOCTUEKTUUBHE
u3noxoe CKyIUWYpa y Uasumony
Lgujetia 3y3opuh, 1984.

Svetomir Arsi¢ Basara and

the painter Aleksa Celebonovié

at the opening of the retrospective
exhibition in the Pavilion

of Cvijeta Zuzoric, 1984

1976.
1977.

1978.
1979.

1981.
1984.

1985.
1986.

1988.
1989.
1990.

1991.
1994.
1995.

1996.

[Touutbe [1a rpajy aTesbe Ha Bpe3oBHUIIU.

BuipaH 1o npyru myT 3a gekaHa Akazemuje ymetrHoct y [TpuiutuHu. Joduja Ha-
rpagy YJIITYK-a.

Iobduja Cenmojyncky Harpany CP Cpbuje 3a BajapcTso.

CamocranHo wusnaxe y Ilpumrtrau. OTkynHa Harpazga [anepuje YMETHOCTH y
[TpUIITHUHMY.

Ioduja Harpany CYJIYJ-a. Manaxe y Huuy.

[Tpupebyje npBy peTpocrneKTHBHY U300y cKynnrtypa y [laBussony ,LIBujera 3y-
3opuh” y Beorpazny.

CamocranHo usnaxe y TpCTEHUKY.

Ioduja Harpany ABHOJ-a 3a BajapctBo u IIpBy Harpanmy Ha u3noxbu ,beorpan
MHCIIMpalyja yMEeTHUKA"

CamocTanHo u3naxe y ranepuju ,Salambo” y ITapusy.

CamocranHo usnaxe y Pamku vy KynatypHom ueHTpy y beorpany.

CamocranHo m3naxe y Tpcrenuky, Jlosuuuu, Kpymwy, ObpeHosiy, Herotuny u
Bopy.

HMsnaxe y Kparyjesuy u I[Ipuintunu.

V3abpaH 3a penoBHor unaHa Cpricke akazemuje Hayka v ymeTHoctd — CAHY.

[TensuoHucaH Ha AkagemMuju ymeTHOCTH y TTpuirtunn. CamocTanHo usnaxe y beo-
rpany v Humy.

M3abpaH je 3a unana Mehyonemewckor ondopa 3a npoydaBawe KocoBa 1 MeTo-
xuje CAHY (19. mapta 1996). Onprkao 4eTUpu caMocTajHe U3noxde y Bpmbaukoj
Bamwu, Kparyjesuy, Cyboruun u Combopy.
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Ioduja Harpagny 3a ckynnTypy Hosembapckor canona y [1palITHHU. YuecTByje y
pany Bajapcke xosonuje y mpsety ,Di sfilato” y CBuiajHIy ¥ KOJIOHHje Y MeTHUYKe
HaceoduHe y Apuiby.

Oznpxao camMoCTaJIHy PeTpOCNeKTUBHY M3n0xk0y y [anepuju CAHY; TuM nosogom
je odjaBmeHa moHorpaduja Cpere Boirwaka. Joduo BykoBy Harpamy. YuecTByje
Ha cuMIo3ujymy ,Mepmep u 3Byun” y ApaHhenosily.

3dor HemoryhHocTy la pany y CBOM aTesbey Ha bpesoBuuu, cenu ce y atee y
3rpagu Akamemuje. YUecTByje y pamy BajapCKoT CUMIIO3ujyma ,Mepmep v 3Byuu”
y Apanhesnosuy.

Ha ymeTHnukoj cmotpu ,,Mepmep u 3Byun” y Apanhesnosily 3aBpiiasa 1988. 3amno-
YEeTy MEpPMEpPHY CKYJIIITYPY MOHYMEHTaIHUX JUMeH3uja Hipa odnuxa. Y oKBUpY
JIETHET NTporpama Bpmwauke KyJaTypHe CBe4aHOCTH pafuo je Bajapcku ,Aresse ba-
capa—0bpanoBuh” y3 yuerrhe cefam Mnagux Bajapa M [iBa CJIMKapa. Y opraHusa-
uuju MHCTUTYTA 3a Cpricky KynTypy u3 Ilpuiutune, 4. anpuna je y JlemocaBuhy
ofp>xaH Hay4Hu ckyn Jlesno Ceetomupa Apcrha Bacape.

PykoBonu panom apyre cecuje ,Atesbea bacapa—Odpanosrh” (Bpmwauka bamwa — 3a-
Mak KynType, 3—25. centembpa) 3a Miazie Bajape U JINKOBHe KpUTHYape. Y4YeCTBOBaOo
y ocHUBawy MehyHaponHe paguOHHULE 3a HayKy U YMETHOCT , KpeMHa—0TKpOBEHE”
y KpemHama u y pany Tpudune ,3aparax v dyayhnoct Pagronune”. Ha HayuHOM
cxymy Kueoti u geno Byka @unutiosuha y JlemocaBuhy usnaxke pecdepat ,JIng-
HocT BykaumHa—Byka Oununosuha”.

PykoBonu pamom tpehe cecuje ,Atemea bacapa—Obpanosuh” (Bpwauka Bamwa —
3amax kynType, 21. aBryct — 14. centemdap). [1o 3aBplueTKy pazia 0TBOpeHa je 13-
noxda y 3aMKy KyJType. YUecTByje y pazly IMKOBHe KOJIoHHje , KpeMHa—0TKpoBe-
we”. OTBapa U310K0y CKY/INTypa U LpTexa Bajapa Hparuiie Odpagosuha y Kysn-
TYpHOM LIeHTpY ,CBetu Casa” y Cydoruuu.

OTBOpHO U310’y MpBe MOCTaBKe CaBpeMeHe CKYJINTYpe Y OKBUPY Bpwaukux Kyi-
TYpPHUX CBeYaHOCTH, 12. jyna. Kao BoguTess yuectBoBao y paay 1V cecuje ,Aresbea
Bacapa—0bpanosuh” y Bpwaukoj bawu (1—15. aBrycra). Yuecrsoao Ha VIII ca-
3By MehyHapomHOr cCUMIO3UjyMa CKy/InTopa ,ANaTUHCKK Bajapcku MeaHnzep”,
15-30. aBrycra. Y4yectBoBao Ha jydbusapHoMm, X OTBOPEHOM JINKOBHOM aTesbey Y
'mmHaszuju y Kpytuesuy.

IToduo TakeTy KibHM)XeBHHUKA BykalnHa—Byka ®umunosuha.

CymesioBao je v TOBOPHO Ha ITPOMOIIMjaMa CBoje MoHorpaduje y I'ajepuju caBpeme-
He yMmeTHOCTH y Hutuy u Cprickom KynTypHOM LeHTpy ,CBetH CaBa” y CyboTHLIH.
YuectByje y pazy IMKOBHe KonoHHje ,Praw 2007" y OKBUPY KOje je ypanuo CKyJII-
Typy Cplicku xajgyx.

Yuectsyje y pagy 11 mehynaponne nukosue kononuje ,Homo ART arybuua
2009” ny jydbunapHom 25. cazuBy Kononuje ,bakap” y bopy. buo je roct JIukosne
KoJsioHUje ,3natudop 2009".
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2010.
2011.
2012.
2013.

2017.

2018.

Ca hepkama Topganom u Jerenom
y Hapusy, 2018.

Ceetiomup Apcuh Bacapa y
gesegecetnioj Togunu, beoipag 2018.

With his daughters Gordana
and Jelena in Paris, 2018

Svetomir Arsi¢ Basara aged 90,
Belgrade 2018

YuectByje y pany Kononuje ,benosoncke posere” y benum Bogama.
YuectByje y pany [1pBe HHTEpHallMOHAIHE Bajapcke KosoHUje ,bojunn”.
Y4ectByje y pamy [TpBor MHTEPHALIMOHAIHOT CycpeTa Bajapa Xomosbe—Karybuua.

Y maHactupy MuselieBa y4yecTByje y pagy JIMKOBHE KOJIOHHMje OpraHu30BaHe y
OKBHUDY ITpUITPeMa 3a 0desie)kaBare 0caM BekoBa 3afykOvHe kpasba Bramuciasa
Hemamuha. Bopasu iBa Mecelia y Bpwaukoj bawy U TTOBOZIOM YeTPHAECT TOAMHA
KOHTHHYUPAHOT pafia Ha 0BOj CMOTpHU Npupehyje u3noxdy CBOjUX MOHYMEHTa-
HUX CKYJITTypa Ucrpeq atesbea ,CHeXXHUK”. M310kdy je oTBoprO Kputuuap CpeTo
Bourmax.

Panu Ha npunpematy cKynnrtypa 3a usnoxbe y [lapusy uy lanepuju CAHY. Yye-
CTByje Ha BajapCKOM CUMIIO3HjyMy Ha ['ouy y OKBUpY CMOTpe ,,['04Ku Kpyr”. 3aBpIua-
Ba CKYJINITypy YeTUPH METpa BUCHHE Koja je, y cTBapH, Hocehu enemeHatT dynyher
ToJIMjesieja HaMebeHor HOBOIIOAUTHYTO] LpkBU Ha ['ouy. UnaH je Onbopa 3a nopu-
3ame criomeHuka 3opaHy hunhuhy. Unau je Ondopa v unan xupyja 3a nogusame
criomenuka Credany Hemawu. UnaH je )xupuja 3a CIIOMEHUK HallleM DaseTCKOM
yMeTHUKY Munopany Muiikosuhy. OTBOpHO NpBY JIMKOBHY KOJOHU]Y y KoHuape-
BY, ofpXKaHy 12—14. maja y moptu Xpama CB. JoBaHa KpcTuTesba Koja je oKymuia
HEKOJIMKO JIeceTHa yMeTHHKa U3 Lese Cpduje.

Y4yecTBOBao je y pany 13. MehyHapopgHe yMETHUUKe KOJIOHH]jE, KOja je Ofp»KaHa y
OpraHusalyju YApykewa JIMKOBHUX yMeTHHKa Xomosba, 20-27. maja y Maryduuu.
Y Toky bopaBKa y koyoHHUju duo je Toct PTB Xomosme. Y KibU3U PyCcKOT DasikaHOosora
Ip. Bukropa M. Kocuka non HaCJIOBOM 3aMUHUP08aAHAjd KyAtypd, PEMPOAYKOBaHa
je bacapuna cxynnTypa (He)munocpgru auheo.
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Bpmwauka bama, 3amak KynType:
Ckynnrypa CBeromupa Apcuha Bacape, jyn—aBrycr.
Kparyjesal, YMeTHUUKa ranepyja HapogHor myseja:
Ckynntypa CBetomupa Apcrha Bacape, okrodap.
Cyboruua, Cpricku KynTypHU LieHtap CBetu Casa:
Manoxba cxynntypa Ceeromupa Apcuha bacape, 21. HoBembap — 6. neuemdap.
Combop, Haponuu my3ej:
W3noxbda ckynntypa CBetomupa Apcuha Bacape, neriembap.

Cpemcku Kapnosuw, l'anepuja KyntypHor neHrpa — Kapiosauka yMETHUUYKA
panuonuua: Ceetomup Apcrh bacapa — camocranHa u3noxoda, hedpyap.
Apwpe, I'papcka ranepuja — KyntypHu LeHrap:
Ceeromup Apcuh bacapa — ckynnTypa, 27. okTodap — 6. HoBemdap.

Beorpan, lanepuja CAHY:

Ceetomup Apcuh bacapa — ckynntypa, 17. centembap — 8. okrodap.
Hosu Cag, T'anepuja Orpanka CAHY ,Ilnatoneym™

Bacapa — ckynnrype, centemdap.

Bama Jlyka, HaponHo mo3opuiiTe, doaje:
Bacapa — ckynnType.

JleckoBau, ['anepuja HapogHor myseja:
Cesetomup Apcuh Bacapa — cxynntype, neliemdap—jaHyap.

Ca axagemukom Muogpaiom
Muhom ITotioguhem Ha otheapary
usnoxcde y KyntiypHom yentpy
Beoipag, 1989.

With the academician

Miodrag Mica Popovic at the
opening of the exhibition at
Cultural Centre of Belgrade, 1989
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Bnacotunue, T'anepuja Joma KynType:

Ceeromup Apcuh Bacapa — ckynnrype, dedpyap.
[Mupor, l'anepyja:

Ceetomup Apcuh bacapa — ckynntype, pedpyap—mapr.
Bpame, 'anepuja HaponHor myseja:

Ceetomup Apcuh bacapa — ckynnType, MapT—anpuil.

Beorpag, JuniomMaTcku kiyod:
Ceeromup Apcuh bacapa — ckynnType, jyH
(3ajenno ca TomuciaBom hokuhem — cuke).

bBeorpan, Pycku om:
OxJionHMLM Lapa Jlasapa — CKyJINType y IPBETY U METaly, jaHyap.

Komrrynuhu, ITom Kyntype:
OxJionHULM 1apa Jlasapa (y okBUpPYy MaHudecTauuje ,JJaHu 1msbpruBa”).

CrpyraHuk, ITom KysTtype:
OxstonHKLM Lapa JIasapa (1oBozioM Mpomolivje eTHo-Haceba Mutuuheso Cerno).

beorpan, KocoBcko-MeToxujcka kyha:
H3znoxbda ckynntypa CBetomupa Apcuha bacape, oxtobap.
Jleo BeroBux paZoBa OCTao Kao €0 CTaIHE ITOCTaBKeE.

Huw, lanepuja caBpeMeHe TUKOBHE YMETHOCTH:
W3noxba ckynntypa CBetomupa Apcuha bacape.

Hosu KHesxxesall, UutaoHuola dudimoreke:
M3noxda ckynntypa CeeTomupa Apcrha bacape.

Beorpan, Pycku nom: M3noxba cxynnrypa CBetromupa Apcuha Bacape.

Huuw, T'anepuja caBpemeHe JIMKOBHe ymeTHOCTH ,Cpbuja’™
CamocTasiHa M3J10K0a CKyJNTypa.

[TetpoBal Ha MnaBy, ['anepurja 3aBU4ajHOT My3eja:

Ckynnrype akanemuxa Csetomupa Apcrha bacape, 18. janyap — 7. (bedpyap.
Xarybuua, l'anepuja Yopyxemwa JIHKOBHUX yMETHUKa XoMosba, edpyap.
Iecniotosal, LleHTap 3a Kyyatypy, MapT.

CeunajHau, LleHTap 3a Kyntypy:

M3noxda y okBupy manudecrauuje ,Crunhenuhesu gaHu”.

Bpmwauka bama, l'anepuja ,CeneHa”.

AnatuH, lanepuja Joma kyntype: CamocTanHa U3noxoa.
Beuej, Haponuu my3sej: CamocTanHa 13noxda, anpuia—oKTodap.

Beorpan, l'anepuja PTC:
HM3noxda ckynntypa, 10. HoBembap 2011 — anpun 2012. roguHe.
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Ca axagemuxom Bragumupom
Benuuxoguhem Ha otwigapary
petpociieKimiueHe usnonode y

Kyntayprom uentupy y Iapu3sy, 2018.

With the academician

Vladimir Velickovic at the opening
of the retrospective exhibition in
the Cultural Centre in Paris, 2018

Hosu Beorpan, bnok ranepuja:
PetpocnextrBHa H3noxda ckynntypa Ceetomupa Apcuha bacape y okBrpy
npocsiase JaHa onwtyHe, 12—-15. anpuit.

Hosu Cag, l'anepuja Orpanxka CAHY, 3ajenHo ca BajapeM CaBoM XaJTlyTUHOM,
jyH 2012.

Xaryduua, Jom kynaType, I0BOJOM Ipociase JlaHa OMIITHHE,
25. centembpa 2015. oTBOpeHa je n3noxba CKyanTypa.
H3BecTaH 6p0j CKYJIIITYypa OCTAa0 Kao AEO0 CTAaJIHE ITOCTaBKeE.

Beorpan, KocaHunhes BeHatl.
HM3noxba bacaprHUX CKyJNTypa y c1000HOM MTPOCTOPY 07 Ha3WBOM
Omax Kocanuuh Heany y OKBUPY CBEUAHOT OTBapara PeKOHCTPYHCaHOT
KocanuuheBor BeH1a, 25. ¢hedbpyap — 25. Mapr.

[Tapus, Kyntypuu uentap Cpduje y [Tapusy.
CamocTasHa u3noxda 14 ckynnTypa NOCTaB/beHUX Ha TP HUBOA rajlepuje, Maj.
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[TpuwtrHa, YMeTHUUKa rajepuja: HoBembapcku canoH, HoBembap.

beorpan, lanepuja CAHY: V cnaBy BenvkaHa, fiefia yMmeTHUKA wiaHoBa CAHY
13 ymeTHHuKe 306upke CAHY, aBrycr—cenrtemdap.

Beorpan, YMeTHHYKH TaBW/boH LIBHjeTa 3y3opuh: Jecewa usnoxda YJIYC-a,
15. HoBembap — 12. neuembdap.

Beorpan, Mysej caBpemene ymeTHOCTH: CKysnntypa nocie 50.
Bpmwauka bawa, 3amax kyntype: ,Atesbe bacapa—Odpazosuh”:
Manoxda ckynnrypa U c1vka, centembap—oKTodap.

Bpmwauka bawa, 3amax kyntype: ,Atesse bacapa—Obpamosuh”:
W3noxbda ckynnrtypa u dororpaduja, aprycr—cenrtembap.

Xepuer Hogy, ,Art gallery Sue Ryder”, ®JIY etuwe: ¥ cycpert jydunejy,
TIOBOZIOM TPHZIECETOTOAUIIBULIE Pasia AkaeMuje TUKOBHUX YMjeTHOCTH
[TpuiITHHA, jyH.

Beorpan, lanepuja CAHY: Usnoxda ,Jena unanosa CAHY".
lanepuja ,Panvonuna nyie” y beorpany: M3noxba ,CBr KUBK akameMULIn”.

Beorpan, l'anepuja ,[Tporpec”: M3noxda cxynnTypa Cprickux Bajapa.
Bpmauxa bamwa, 3amax kynType: M3noxda ckynnTypa Cprickux Bajapa.
CeunajHau, anepuja Joma kyntype: M3noxda ckynnTypa Cprckux Bajapa.
[TerpoBay Ha Miasy, ['anepuja Yopykemwa JUKOBHUX YMETHHKA ,XOMOJbe”:
W3nmoxba ckynnTypa Cprickyx Bajapa.
Anexcangposatl, [anepuja Joma kynType: M3moxda ckysnnTypa CprickHUxX Bajapa.
Tpcrenuk, lanepuja Joma kynrype:
M3mnoxba TUKOBHUX YMETHHKA OMIUTUHE TPCTEHHUK.

Bop, Mysej pynapctea v metanypruje y bopy:

3ajemHMAYKA KM3T0kKDa CKYJMTypa CPIICKUX Bajapa Apyre mosoBuHe XX Beka.
Mysej BUHapCTBa ¥ BUHOTPafapcTBa y ANeKCaHIpoBILy:

3ajemHAYKA KU30kKDa CKYJNTypa CPIICKUX Bajapa Apyre mosoBuHe XX Beka.
LlenTap 3a kyntypy ,Csetu CredaHn mecnot cpricku” y JlecroToBLy:

3ajemHAYKA KU3I0kKDa CKYJNTypa CPIICKUX Bajapa Apyre mosoBuHe XX Beka.
LlenTap 3a kyntypy ,Credan Hemamwa” y Jlanosy:

3ajemHMAYKA M310kKDa CKYJNTypa CPIICKUX Bajapa Apyre mosoBuHe XX Beka.

Beorpag, l'anepuja PTC, usnarao y oKBUpy U3noxode
»~JIMKOBHA KonoHuja PTC-a 3natubop 2010".

Beorpan, 3ajennnuxa usnoxoda unanosa CAHY y lanepuju CAHY
nosogom 170 ropuHa on ocuusama CAHY.
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[Tapwus, usnoxba CaBpemMeHa CpIicKa arncTpakTHA CKYJITypa.
Bpmauxa Bamwa, aTesse maBusboHa ,CHEeXXHUK”: M3moxba moBogom odernexaBara
14 ronuHa paga ,Aremea bacapa—Obpanosuh” y Bpwaukoj bamwu.

Beorpag, 3ajenHuuKka U3noxda YMeTHUUKOT yapyxerwa JIATA y yMeTHUUKOM
naBusboHY ,LIBUjeTa 3y3opuh” moBomom 110 roguHa mocTojama YAPyKerma.

beorpan, lanepuja CAHY: Manoxba mosomom 175 rogvHa of ocHuBawa CAHY,
YMmeTHnuKa 3dbupka CAHY, TUKOBHU YMETHHLIM aKafeMULIU
— usnaxe ckynntypy Oxnotinux ydpa Jlazapa, (2012).
Beorpag, Jecewa usnoxda YJIYC-a 2016
— u3naxe ckynntypy Jesettia cumponuja JI. B. Bewtiosena, (2016), IpBo, MeTasl.
W3noxbe YmerHuuke konmouuje ,bpon™
lanepuja ,Kpyr”, y Ilerposuy Ha MnaBy, jaHyap;
lanepuja YJIVX, Warybuua, pedpyap;
Hapopuu mysej y [Toxxapesuy, anpur,
Haponnuu my3ej Kparyjesati, jyH;
Kyntypuu uenrtap Hosor Caga, jy;
JIvnkoBHU casoH JJoma kyntype, TpCTeHUK, aBrycrT;
e Bunua, Beorpan, centembap — uU3naxke CKynntypy Bpemencke 301e Pycuje,
KOMOMHOBaHa TexHuKa apBo, metai; 200 X 140 x 50 cm.

Bpmauka Bama, 3amax kynType: M3noxda JpyiiTBa cprickux ymeTHrka JIAIA.
3pemwanun, Hapopguu mysej: M3noxba JpywTsa cpnckux ymetHuka JIAZIA.

Y ceom atteney, y kKyhu
y Manoj Mowtnanuyu, 2019.

In his studio, at home
in Mala Mostanica, 2019
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Yuutuem Pajko Ypowesuh, dpoHsa, 70 cm,
BucTa y IBOPUILTY OCHOBHe LiKoJe ¥ cey ['oToByiua, KocoBo
(Cupunuhka xyra).
Tnuiopuje—T'nuwa Ene3osuh, dponsa, 70 cm,
ducra y moptu Lipkee CB. Unuje y ByuuTpHy (yHuiuTeHa 1999).
Inuiopuje Boxcosguh, bponsa, 70 cm,
bucra ucnpen TexHuuke wKkosne y 3yduHom [1oToky.
Axagemux Byx Ounutiosuh, dpoHsa, 70 cm,
ducra y Homy kyntype bpaha BojunoBuh y ByunTtphy (yHULITeHa 1999).

Cs. Cumeon, dponsa, 70 cm,
bucra ucnper 3rpage MHCTUTYTa 32 CPIICKY KyATYpYy v [IpUILTHHU
(3urmyHp bpenke, unHoBHUK YHMUK-a, ykinoHno je cmomeHuk 2002).
Lp Bojucnas [anuettiosuh, dpoHsa, 40 cm,

pemped Ha pogHoj Kyhu y ByuutpHy (kyha criasbeHa, pesbed yHUITeH 1999).

Cs. Casa, dbponsa, 70 cm,
nonpcje y LlenTpy 3a kyntypy y Jlenocasuhy.

Axagemux Jbybogpai Muxajnosuh, dponsa, 70 cm,
bucra y bomHunukom napky Kocoscke Murposuie.

Buctia soxqga Kapahopha, nocraBmbeHa ucnpen MHcTutyTa
3a CpIICKy KynTypy y Jlenocasuhy.

Buctia Byka Ciie¢panosuha Kapayuha, nocrasibeHa ucnpen MHCTHTyTa
3a CJIaBUCTUKY YHMBep3uTeTa y beuy (Aycrpuja).

Cxynuiifiypa niocTaBibeHa y Iedjem ogmapanuuty y CTaHUIIMHIUMA Ha [ogy
(MaTepujan: npBo U metan; numensuje 500 x 90 cm).

Buctia Crnobogana Josanosuha,
nocrassbeHa y amburearpy IIpaBHor daxynrtera y beorpany.

Buciua Crodogana Josanoguha victipen ynasa y [TpaBHU dakysTer.
IMoptupetina ouctiia tecuxa Jlazapa Byuxosuha — pectaypauuja.
ObHoBEHA DuCTa TocTaB/beHa ucrpes Joma Kyntype y [padaHuLy.

Buciue axagemuxa Pagomupa Jlykuha v Muxauna Bypuha.
Bucre cy nocrasmeHe y mapky Manu TammajaaH.

Iotipcje Crodogana Joganosuha HaTITPUPOSIHE BEJTUUMHE.
OpnivBeHO je y OpOH3M M NOCTaBJbeHO UCIIpe] 3rpazie
[TpaBHor hakynrtera y beorpamy.
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Otwsaparwe Tipse pellipocueKTiusHe
usnonde y YmMewHuuKom uagubomy
Leujewia 3y3opuh, Beoipag 1984.

The opening of the first
retrospective exhibition in the
Art Pavilion Cvijeta Zuzoric,

Belgrade 1984

BykoBa Harpaza KyntypHo-nipocBeTHe 3ajenHuue Cpduje 3a ndyseTaH JOMPUHOC
pasBojy kyntype y Penybnuun Cpduju U CBECPIICKOM KyJITYPHOM IIPOCTOPY.

BunoBOaHCKO NMPU3HAKE 38 AYXOBHO Y34U3alke YHUBEP3UTETCKE MUCIIH,
Yuusepsutera y [Ipuiutunu, Kocoscka Murposula.

Harpagna ,ITpod. np Bojucnas K. CtojaHoBUh” YapyXKetha YHUBEP3UTETCKUX
npodecopa ¥ HayuHuka Cpduje, Beorpan.

Benuka Harpaga JpyliTsa cprckux ymeruuka JIAIJA.

3/1aTHa mMefnaska 3a 3aCyre y KyJITypHUM OEJTaTHOCTUMA.

93



Csetromup Apcuh Bacapa : ckynnrtypa / [ayTop usnoxde Cpeto bommak]. —
Beorpag : Cpricka akafemMuja Hayka ¥ yMeTHOCTH, 1998. — 185 cTp. : mwiycTp. ;
24 cm. — (l'anepuja CpICKe akafeMuje HayKka U YMETHOCTH ; 91)

Bacapa : ckynntype : Tanepuja Orpanka CAHY y Hosom Cany, TlnatoHeyMm,
Hosu Cag, centemdap 1998. / [aytop dortorpaduja Hukona Xuskosuh]. —
Hosu Cagp : Cpricka akafeMuja Hayka ¥ yMETHOCTH, OrpaHak, 1998. — [4] cTp. :
wiyctp. y dojama ; 20 cm. — (M3pame / Cpricka akazemuja Hayka U YMETHOCTH,
OrpaHaxk ; 18)

Ceetomup Apcuh bacapa : ckynntype : getlemdap 1998 — janyap 1999,
lanepuja Hapopnor myseja Jleckosal : pedpyap — mapt 1999, l'anepuja [Tupor :
mapTt — anpun 1999, lanepuja HaponHor my3eja Bpawe / mpearoBop U aytop
nsnoxde Cphan Mapkosuh ; mpeBox Ha dpaHiyckyd CyHuuna Muomesuh.

— JleckoBan : Haponuu mysej, 1999. — 42 c1p. : unyctp. ; 21 cm

Cseromup Apcuh Bacapa : ckynnType : [anepuja caBpeMeHe JTUKOBHe
ymetHoctd Hui, Tanepuja ,Cpduja”, 14. HoBembap — 6. neiemdap 2006. /
[ypenurk Munuua Togoposuh]. — Huiu : Tanepuja caBpemMeHe JIMKOBHE YMETHOCTH,
2006. — [8] cTp. : maycTp. y boju ; 25 cm

ISBN 86-7740-022-2

Ceetomup Apcuh Bacapa : ckynntype : T'anepuja ,Atemme Bacapa-Odpamosuh”,
Tpr kyntype Bpwauxa bama, jynu 2008 / [yBoguu Texct Munuua Tomoposuh]. —
Bpmwauka bamwa : ,Ateme bacapa—Obpamosuh”, 2008. — 16 cTp. : penpoaykuyje ;
24 cm

ISBN 978-86-905369-3-1

Ceetomup Apcuh Bacapa : Tanepuja PTC, Beorpan, 10. HoBemdap 2011 —

3. dedpyap 2012. / [ayTop kaTanora Cphan Mapkosuh ; dotorpaduje Cnodonan
Capuh]. — Beorpan : Paguo-tenesusuja Cpouje, 2011. — 32 crp. : unyctp. ; 22 cm
Ceeromup Apcuh Bacapa : duorpaduja: crp. 29-31.

ISBN 978-86-6195-012-4

Ceetomup Apcrh bacapa, Caa XayruH : Bajapcky uckasu : l'anepuja CAHY
Orpanak y Hosom Capy, ITnatoneym, jyn 2012. — Hosu Cagp : Cprcka akafemuja
Hayka 4 ymeTHOCTH, OrpaHak, 2012. — 1 npecasujeH auct ([6] cTp.) : UIyCTP.

y 6ojama ; 24 x 32 cm. — (M3pame / Cpricka akagemuja Hayka 1 YMETHOCTH,
Orpanaxk ; 111)
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Kopwurto [3bupka mpunosenaxa] / Ceromup Apcuh Bacapa. — ITpuiuTuHa :
KyntypHa Manudecrauuja ,[nuropuje Imuira Enesosrh” : Haponna u
YHHBep3uTeTcka dubnuoreka : JIpyluTBo KibrkeBHHKa KocoBa 1 MeToxuje,
1998. — 124 ctp. ; 21 cm. — (bubnuorexa ITpo3a)

ISBN 86-7935-059-1

Pykonuc ropurne / CBeTomup Apcuh Bacapa ; [pasrosop Boausnal Mapuja
Hophesuh // TTonutuka. ISSN 0350-4395. 95 : 30400 (12.06.1998) 21.

Ckynntypa Onre Jespuh — cydnumupaHa kocMrdKa XxapMmoHuja / CBetomup Apcuh
bacapa // Heno Ceeromupa Apcuha Bacape : 300pHHK pazioBa / [ypenHULN
Murnow Hophesuh, Xemko hynuh]. — [Tpuiutusa ; Jlenocasuh : MHCTUTYT 3a
cpricky Kyntypy ; Jlenocasuh : bubnuorexa ,Csetu Casa”, 2000. Ctp. 19.

CyayTOpCTBO — OCHOBHHM YCJIOB 3a YCIIELIHY peann3auujy cuurese / CBeToMHUp
Apcuh Bacapa // Pasrosopu : Bpwauke KyJaTypHe CBe4aHOCTH. — Bpwauka bawa
: Kyntypuu uentap, 2000.

Bankan dyznu 3aBucT : akagemuk Ceetomup Apcrh Bacapa o reorpadckoj
Y IyXOBHO]j MPOBUHLUjU / [pasroBop Boguinal Munujana benanuuh // Bopba.
ISSN 0350-7440. 81 : 177 (26. 06. 2002) 10.

JInunoct BykainHa-Byka ®ununosuha / CBeromup Apcuh bacapa // bamrtuna.
ISSN 0353-9008. 13 (2002) 19-26.

Kaz ce kaMeH TIPETBOPH Y DyKTHbY pacijamcanux odsrka / CBetomup Apcuh
Bacapa // Jlyua. ISSN 0354-7787. 11 : 4 (2002) 77-80.
MsroBopeHo y Cprckom KysnTypHoM LeHTpy Ceetu Casa, 6. jyHa 2002. y Cyboruuu.

Sava Halugin i zavi¢aj / Svetomir Arsi¢-Basara // Ulaznica. ISSN 0503-1362.
38 :189-190 (2004) 79-84.

[Torpara 3a concTeeHoM nuuHolhy / CBeromup Apcrh Bacapa // I'mac : Onemnerse
JIMKOBHE U My3WuKe YMeTHOCTH / ypenHuk ejan Hecnuh. — Beorpan : Cpricka
akagemuja Hayka 1 ymerHocry, 2005. Ctp. 7-10. (I'mac / Cpncka akagemuja
HayKa ¥ YMETHOCTH ; Kib. 400. Onesberne TMKOBHE U My3UUKE YMETHOCTH; Kib. &,
ISSN 0352-6720)

[TpuBpPKEHOCT 3aBUYAjy U CYNEpHOPHOCT ca3Hawa / CBeromup Apcuh bacapa. //
Jlyua. ISSN 0354-7787. 15 : 1 (2006) 15-16.

VI3roBOpeHo MpUIMKOM TIpesCTaBibaba MoHorpaduje ,bacapa wiu ckyanTypa kao cynduHa”,
Cybotunua, 1. mew. 2005.
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Y noHopy Hoctanruje : [uHTepBjy] / CBetomup Apcuh Bacapa ; [pa3roBop Bonuo]
Cago Ilonosuh / Beyepwe HoBoCTH. ISSN 0350-4999. (13. HoBembap 2011)

ObnukoBame npenaukux cradana / Ceetomup Apcuh bacapa ; pasroBapare:
[. JoBanosuh, P. Mutposuh ; dortorpaduje: Cranko Kocruh // 3enur.
ISSN 1452-5534. 9 : 14 (2014) 16-26.

Jlenota nehuna Mcroune Cpduje : MUIMOHU TOAMHA THXOBAmka U CTBApama :
[kaTanor usnoxbe y Fanepuju Hayke u Texurke CAHY] / [dotorpaduje] CTaHko
Koctuh ; [TexctoBu CBeTomup Apcuh Bacapa ... u ap.]. — Beorpan : YIVITYIC,
2017.—72 cTp. : unycTp. ; 23 X 23 cm

ISBN 978-86-6213-056-3

Kocogo je Halla gyxoBHa BepTHKasa 1 mytokas / Ceetomup Apcrh bacapa ;
[unTepsjy Bogwna Paga Komasen]. Jenuncrso. ISSN 1450-9741. (26. jyn 2018)

Moj 3aBuuaj Kocoso Huje Tyha npxxaBa / CBetomup Apcuh Bacapa ; [MHTepBjy
Bomwia] Musrana Kpass. Begepwe HoBOCTH. ISSN 0350-4999. (25. dhebpyap 2018)

JIpeBHO 1 0BOBpeMeHO : ckynnType CBetomupa Apcuha bacape / Onra Jespuh.
[Monutuka. ISSN 0350-4395. Kyntypa, ymeTHoCT, Hayka. 42 : 8 (6. 06. 1998) [1].
Y3 peun Ha oTBapamwy n3noxode y Tanepuju CAHY.

Marepujanu y ckynntypu CBetomupa Apcuha bacape / CaBa Xamyrud. KpoBosu.
ISSN 0353-6351. 14/15: 47/49 ( 2000/2001).

Y MUTCKOM CaBe3y ca NMpUpoLoM : 0 cTBapanawTBy CeeTomupa Apcuha Bacape /
[Terap bysa. [Tonutrka. ISSN 0350-4395. 97 : 31059 (13. 04. 2000) 27.

Ieno Ceetomupa Apcuha Bacape : 300pHUK pasioBa / [ypenHunu Musorn hophesuh,
Xemxo Rynuh]. — TpuiutuHa ; JlermocaBuh : MTHCTUTYT 3a CPIICKY KYyATYpY ;
JlenocaBuh : budnuorexa ,Csetu CaBa”, 2000. — 131 ctp. : wiyctp. ; 24 cm. —
(Budnuotreka [TocebHa nznawa / MHCTUTYT 3a CprCKy KynTypy, [IpuiituHa ; 1)

Ceetomup Apcuh bacapa : pegosuu unan [CAHY] / npupenuna lopnaHa
Papojunh-Kocruh// T'oguimak. ISSN 0351-0336. - K. 109 (2003), cTp. 429-434.

Ceeromup Apcuh Bacapa : unu ckynnrypa kao cyndrHa / Cphan Mapkosuh ;
[mpeBop Ha eHryecku JacMuHKa baHr = translation to English Jasminka Bang ;
cdotorpaduje Munow Conparosuh ... [1 ap.] = photographs Milo§ Soldatovic ...
[et al.]. — Beorpan = Belgrade : CAHY ; IIpuwutusa : HapogHa v yHUBep3uTeTCKa
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bubdnuoreka ,MBo Augpuh” = National and University Library “Ivo Andri¢”,
2004. - 254 ctp. : dororp. ; 32 cm. ISBN 86-7935-076-1

Ceetomup Apcuh-bacapa / Cpeto bowmax // Akanemuuy XXI Bexa : CJIMKapH U
Bajapu CAHY u UAHY / npupehuBau Momuuno-Motua Togoposuh. — beorpap :
Papuonuua pyue, 2005. Ctp. 10-19.

ISBN 86-83385-07-8

MoHorpaduja Cphana Mapkosuha o CBetomupy Apcuhy bacapu / Osnra Jespuh
// Tnac : Opeberbe TUKOBHE U My3WYKe YMETHOCTH / ypenHuk Jejan Jlecriuh.

— Beorpag : Cpricka akanemuja Hayka U ymeTHocTd, 2005. Ctp. 11-14. — (Inac /
Cpricka akaziemMuja Hayka U YMETHOCTH ; Kib. 400. Onesbeme TUKOBHE U My3UUKe
yMeTHOCTH; Kib. 8, ISSN 0352-6720)

CxynnTypa kao cynduna / M. Benanuuh // Bopda. ISSN 0350-7440. 84 : 330
(13. meuemdap 2005) 7.

Kocoscka npunosepawa Ceeromupa Apcuha bacape / Cphan Mapxosuh //
Kocoscko-mertoxujcku 30opHUK. ISSN 0354-284X. 5 (2013) 273-287.

BankaHbl: TaMATh U MaMATHUKU B MTPOLecce «fedaTaHuA» HOBOW KYJIbTYphl
HauuoHanu3ama / B. U. Kocux. BECTHUK Canxr-Iletepbyprckoro
rOCYZapCTBEHHOTO YHUBEPCUTETA KyJIbTYpEI K UCKyCCTB. ISSN 2220-3044. 2 : 27
(2016) 33-40.

Summary: The Balkans: memory and monuments in the process of “printing” a new
culture of nationalism / Viktor I. Kosik.

Ceetomup Apcuh bacapa / [mpeBor Mapk bporan, Iparana borojesuh ;
cdotorpaduje Yrmema Jamyesrnh, MiBana TomaHosuh] = [traslation Mark
Brogan, Dragana Bogojevi¢ ; photography Ugljesa Dapcevi¢, Ivana Tomanovic].
— Beorpan : OdpasoBuu neHtap bacapa = Belgrade : Basara Educational Centre,
2018. — 220 ctp. : dotorp. ; 23 x 28 cm

ISBN 978-86-900784-0-0

Ipupeguna Kpuctuuna UTBATOBHR JOBOBHUR
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. Xajgyx Bemxo, 1998, npeo u metas, 200 X 95 x 50 cm

. Pactiehe Majxe Cpouje, 1999, npso u metan, 260 x 250 x 50 cm
. Ceettiu patminuyu: Tpoxotiuje, 1999, bponsa, 85 x 20 X 17 cm

. Ceettiu patiHuyu: Hukutia, 1999, dpon3sa, 85 x 25 x 15 cm

. Ceetuu patunuyu: Jumutdpuje, 1999, dbponsa, 85 X 25 x 15 cm

. Ceetiu patinuyu: Teogop, 1999, BpoHsa, 85 X 25 X 15 cm

. Ceetuu patinuyu: Hetio3Hatiu, 1999, dponsa, 85 X 23 X 15 cm

. Xpuctioc ca mauem, 1999, dponsa, 22 X 72 X 15 cm

. Hipa oonuxa, 1998-2000, kamen, 300 x 100 x 160 cm

. Patinux yapa Jlazapa, 2000, npeo u metan, 220 x 60 X 60 cm

. Anoxanutica (C 300 — Yysap mupa), 1984-2000,
npBo U Metal, 400 X 142 X 74 cm

. Atioxanutica I1 (C 400 — Yysap mupa), 1984-2000,
IpBO U MeTal, 516 X 164 X 74 cm

13. Iymiup Hemawuha 11, 2001, npBo 1 metan, 200 x 160 x 160 cm
14. Mau y Xpuctriosoj pyuu, 2001, npso u mertan, 300 x 100 x 60 cm
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15. (He)munocpgnu awheo I, 2002, metan u npBo, 270 x 90 x 30 cm
16. (He)munocpgu awheo 11, 2002, metan u 1pBo, 290 x 90 x 30 cm
17. (He)munocpgru anheo 111, 2002, metan u npso, 300 x 100 x 30 cm
18. Hecanxa Maxcumosuh, 2002, mopTpert, rurc, 75 X 25 X 25 cm
' 19. Hecanka Maxcumosuh, 2002, durypa, turnc, 65 X 25 X 15 cm
P:xg;];fap?e ;Sfé;ﬁ‘;i%f:ﬁz 20. Ip Jbybogpai Muxaunosuh, 2002, ducta, dponsa, 70 X 25 X 45 cm
anu pasnuuntor pemewa.  21. 3aycmiasmenu gar, 2002, apso, 50 X 26 X 16 cm

* Ilena y xartanory obpaheHa cy
XPOHOJIOLIKH.



22.
23.
24.
25.
26.
27.
28.
29.
30.
31.
32.
33.
34.
35.
36.
37.
38.
39.
40.
41.
42.
43.
44,
45.
46.
47.
48.

49

Pactiehe: Cpouja I, 1999-2002, mpBo u meTtan, 260 x 250 x 60 cm
Ioptupetu Cgetiot Case, 2002, runc, 76 X 25 X 25 cm

Onumuux, 2003, metan, 140 x 100 x 80 cm

Kpososu Kottaonuxa, 2003, metasn, 100 x 90 cm

Hipa odnuxa 11, 2003, apso, 120 x 100 cm

Oxnotinux yapa Jlasapa X, 2003, npso n mertan, 210 X 40 x 40 cm
Oxnotinux yapa Jlasapa X1, 2003, gpBo 1 metan, 220 X 50 x 40 cm
Iytmup Bpwauxe Bbawe, 2001-2003, npBo, 180 X 135 x 133 cm
Quiypa gectiotia Ciepana Jlazapesuha, 2004, bponza, 70 X 15 X 15 cm
(He)mumocpgru anheo 1V, 2005, metai, 290 x 90 x 100 cm
(He)munocpguu anheo V, 2005, metan, 300 x 100 x 100 cm
Ioptupeti I'opgane Apcuh Kommenosuh, 2006, turmc, 26 X 40 x 22 cm
Ioptapew Jenene Apcuh, 2006, runc, 30 X 55 x 30 cm

Hipa oonuxa, 2000-2007, kameH, 300 x 100 x 160 cm

Cpticku xajgyx, 2007, opBo u metan, 220 x 50 X 50 cm

Ioptupetwi Hopha Kommenosuha, 2007, tunc, 25 X 42 x 30 cm
Oxnotinux yapa Jlazapa X1I, 2007, gpBo 1 metain, 220 X 45 x 45 cm
Ioptapewi gp Bragumup Kenuh, 2008, turnc, 25 x 40 x 30 cm
(He)munocpgnu anheo VI, 2009, metan, 290 x 90 x 100 cm
(He)munocpgnuu anheo VII, 2009, metai, 300 x 100 x 100 cm
Bpemencxe 3one Pycuje I, 2009, npso 1 metan, 255 X 185 X 55 cm
Oxnoutnux yapa Jlasapa XII1I, 2010, npso u metai, 220 X 60 x 50 cm

O uckone, o gpesuu gybe..., 2007-2011, npBo u metan, 285 x 200 x 150 cm

Oxnounux yapa Jlasapa XIV, 2011, npso u metai, 220 x 50 x 50 cm
Oxnotinux yapa Jlasapa XV, 2011, npso u metain, 220 X 50 X 50 cm

Oxnotinux yapa Jlaszapa XVI, 2011, opso u metain, 220 x 50 x 50 cm
Oxnounux yapa Jlasapa XVII, 2011, opeo u metai, 220 x 50 x 50 cm

. Kocmuuxu cawm, 2011, npso, 250 x 20 X 40 cm
50.
51.
52.
53.
54.
55.
56.
57.
58.

Bojuuncku tytaup, 2011, opso, 500 x 70 X 70 cm

Bpemencxe 30mne Pycuje 11, 2011, ogpso 1 metan, 300 x 185 X 60 cm
Bpemencke 3ome Pycuje 111, 2011, apso u metai, 300 X 185 X 60 cm
Oxnotinux yapa Jlazapa XVIII, 2012, ppBo 1 metai, 230 X 40 x 40 cm
Bpemencxe 30ne Pycuje IV, 2012, npBo u metai, 250 x 80 x 70 cm
Bpemencxe 3omne Pycuje V, 2012, npBo 1 metain, 250 X 80 x 70 cm
Bpemencxe 3one Pycuje VI, 2012, npBo u metain, 250 x 80 x 70 cm
Yysap mupad, 2012, npso u metan, 490 x 180 x 70 cm

Xonoxaycw, 2013, npso 1 Metai, 70 X 40 X 70 cm
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59. Ilywiup Hemawuha 111, 2013, npso, 100 X 65 X 55 cm

60. Cpouja + Pycuja go Toxuja, 2014, npo u metai, 300 x 150 x 140 cm

61. Bynasa — uysap mupa, 2007-2015, npso 1 metain, 720 X 110 x 260 cm
62. Bpemencxke 30ne Pycuje VII, 2008-2015, npBo 1 metan, 255 X 185 x 55 cm
63. Bpemencxke 30ne Pycuje VIII, 2008—-2015, npBo 1 metan, 255 X 185 X 55 cm
64. Bpemencxe 3one Pycuje 1X, 2008-2015, npBo u metan, 255 X 185 x 55 cm
65. Bpemencxke 30ne Pycuje X, 2008-2015, apBo u metan, 255 X 185 X 55 cm
66. Bpemencxke 30ne Pycuje XI, 2008—-2015, npBo u metan, 255 X 185 x 55 cm
67. Llap Jlazap, 2015, npBo u metain, 260 x 120 x 50 cm

68. Llap Oywan, 2015, gpBo u metai, 260 X 120 x 50 cm

69. [Tywupu Hemawuha I, 2013-2015, npBo u metan, 70 x 40 X 35 cm

70. ITywupu Hemaruha 11, 2013-2015, npBo u metai, 70 X 40 x 35 cm

71. Iywiupu Hemawuha 111, 2013-2015, apeo u metai, 70 X 40 x 35 cm

72. I[Tytaupu Hemaruha IV, 2013-2015, apeo 1 metai, 70 X 40 x 35 cm

73. Ilywmupu Hemawuha V, 2013-2015, npeo u metain, 70 x 40 x 35 cm

74. Kyha y xojoj wuse mpiueu, 2015, npso 1 metain, 70 x 40 x 40 cm

75. Bragumup Bragumuposuu [Tywmun I, 2015, ducra, rumnc, 30 x 25 x 20 cm
76. Bragumup Bragumuposuu ITytwun 11, 2016, ducra, runc, 80 x 30 x 23 cm
77. Kocanuuh Hean, 2017, gpBo u1 metan, 250 X 70 x 70 cm

78. Tounuya Munan, 2017, npeo 1 metai, 250 X 70 x 70 cm

79. Murow Obunuh, 2017, npeo u metan, 340 X 100 x 90 cm

80. E130gyc pypanrnu, 2017, npso u metas, 260 X 130 X 70 cm

81. Cumeonuja I, 2017, npso u metai, 250 x 250 x 70 cm

82. Cumeonuja 11, 2017, apso u metan, 250 x 250 x 150 cm

83. ITywmup Hemawuha 1V, 2017, npBo 1 metan, 250 x 150 x 90 cm

84. Jyt boigan, 2018, npBo 1 metan, 255 X 80 x 80 cm

85. Bowixo Jytosuh, 2018, npBo 1 metan, 245 x 70 x 80 cm

86. Jamjan Jyiosuh, 2018, npso u metan, 240 x 50 x 80 cm

87. Jbydogpai Jyiosuh, 2018, mpBo 1 metas, 210 x 50 x 80 cm

88. llegune ¢ppyne VII, 2018, onpso u metai, 370 X 50 X 50 cm

89. E130gyc ypdanu, 2018, npBo u MeTan, 250 x 80 x 80 cm

90. Cumponuja 111, 2018, opso u metai, 290 x 240 x 90 cm
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Xajgyx Bemko, 1998 (kar. dp. 1)
Haiduk Veljko, 1998 (Cat. No. 1)










Oxnoutnux yapa Jlazapa XII, 2007 (xar. op. 38)
Cuirassier of Tsar Lazar XII, 2007 (Cat. No. 38)




Oxnounux yapa Jlasapa XI,
2003 (xar. dp. 28)
Cuirassier of Tsar Lazar XI,
2003 (Cat. No. 28)




Oxnounux yapa Jlasapa XIII,
2010 (xar. dp. 43)
Cuirassier of Tsar Lazar XIII,
2010 (Cat. No. 43)







Oxnounux yapa Jlasapa XIV,
2011 (xar. dp. 45)
Cuirassier of Tsar Lazar XIV,
2011 (Cat. No. 45)







Oxnounux yapa Jlasapa XV,
2011 (xar. dp. 46)
Cuirassier of Tsar Lazar XV,
2011 (Cat. No. 46)




Oxnounux yapa Jlasapa XVI,
2011 (xar. dp. 47)
Cuirassier of Tsar Lazar XVI,
2011 (Cat. No. 47)







Oxnounux yapa Jlasapa XVII,
2011 (xar. dp. 48)
Cuirassier of Tsar Lazar XVII,
2011 (Cat. No. 48)
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Oxnounux uapa Jlasapa XVIII,
2011 (xar. dp. 53)
Cuirassier of Tsar Lazar XVIII,
2011 (Cat. No. 53)




Cpéuja + Pycuja go Toxuja, 2014 (kart. dp. 60)
Serbia + Russia up to Tokyo, 2014 (Cat. No. 60)
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Tsar Lazar, 2015 (Cat. No. 67)
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Jyi Boigan, 2018
(kat. op. 84)
Jug Bogdan, 2018

(Cat. No. 84) ﬂ
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Bowxo Jyiosuh, 2018
(xaT. bp. 85)

Bosko Jugovié, 2018
(Cat. No. 85)




Hegune ¢ppyne VII, 2018

(xaT. bp. 88)

Grandfather’s Flutes VII, 2018
(Cat. No. 88)










Using wood and iron as his most frequent material for creating sculptu-
res, the work of Svetomir Arsi¢ Basara is deeply rooted in his own soil,
in Kosovo and Metohia and its history.

By selection of themes, relying on the old crafts of wood carving and
ironworking, while not neglecting the achievements of modern art, the
work of Svetomir Arsi¢ Basara takes an extraordinary place in the his-
tory of modern sculpture.

Two decades after his retrospective exhibition, held in 1998 at the Galle-
ry of the Serbian Academy of Sciences and Arts, in this 2019, at the same
gallery, there is organized the exhibition of Svetomir Arsi¢ Basara works
created in the period from 1998 to 2018.

The author and selector of the exhibited works is Nikola Kusovac.

The exhibition is organized on the occasion of the anniversary — ninety
years since the birth of Svetomir Arsi¢ Basara.

Dusan OTASEVIC
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Patriotic, Diligent, Persistent, Engaged

It is well known that sculpture, essentially, is a discipline that, unlike related art
disciplines such as painting, tempera, watercolor, pastel and graphics, does not
allow fast, easily done and therefore sometimes not so well measured changes or,
at least, an easy entering into unexplored spaces of both spirit and matter. Namely,
working with expensive and ever more expensive materials such as marble, gra-
nite, stone or wood, and their further artistic modeling require thorough prepara-
tion and studious preliminary research. Therefore, the acceptance of new ideas,
so often superficial ones, together with fast alterations of various poetics, appear in
the sculpture and broaden there with a certain delay, but consequently they last
longer, and they are more impervious and resistant to a variety of fashionable
whims. Sculptors therefore rarely rush into an unknown, so they seem less curi-
ous, which may be a shortcoming, but more often it is the reason for careful and
mature thinking and action, which is always a virtue. Observed in the light of
these qualities, the work of the sculptor, longtime art teacher, academician,
member of the SASA, Svetomir Arsi¢ Basara, becomes more lucid and easier to
understand, too.

In fact, one can easily get the complete idea of personality, work and activities
of the sculptor Arsi¢ Basara by placing his brilliant art biography, the fact con-
firmed with certainty now, onto the background of his painful life, exposed to
great temptations and burdened with persistent misfortunes. It is simply incom-
prehensible how this poor and almost starving village boy, by the happy turn of
destiny, came to attend the elementary school, to be a village servant, an under-
age worker in a mine and a young partisan in the Second Kosmet Brigade, from
1942 to October 1944, when he was demobilized for his youth, and then to attend
lower grades of grammar school, apparently according to the shortened school
program of those whose normal school development had been broken by the war,
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and in 1948 to enter the School of Applied Arts in Ni$. Along with diligent learn-
ing he did not miss taking part in the youth work actions such as those of the
construction of the Brotherhood and Unity highway, then of the building of New
Belgrade, of the Doboj—Banja Luka railway and the one of Lake Vlasina hydro-
power system. Encouraged by the good reaction to his first sculptures, exhibited
in 1950 (Head of a Girl) and in 1951 (Shepherd-flutist from Sara), he entered the
Academy of Applied Arts in Belgrade in 1953. He studied sculpture in the class of
Professor Radeta Stankovi¢, where he graduated his studies successfully in March
1958, after repeating the final exam.

Unusually hard-working and diligent, persistently ambitious in his way, and
extremely enterprising, Basara began working at the Regional National Commit-
tee in Pristina immediately after his graduation, already in April. At that time, as
an arts administrator he initiated the establishing of the Club of Fine Artists of
Kosovo and Metohia, while simultaneously organizing the Fine Art Colony in De-
¢ani. In the following year, 1959, he started his pedagogical work as a lecturer at
the Teacher Training School in Pristina, and in 1962 at the Pedagogical High
School where he lectured sculpture and teaching methods of fine arts education.
To put it briefly, in extremely unfavorable conditions, in the environment where
the first artistic movements were just made, he proved to be an extraordinary
significant leader in the field of culture. Thanks to such, mostly important pio-
neer work, a lot of public recognitions simply could not miss him. Along with fre-
quent and numerous study tours across Europe and participating in prestigious
sculpture displays and symposiums in the country and abroad, from Portoroz
and Vrnjacka Banja to Moravica in Czechoslovakia, he lectured at the Department
of Sculpture of the Academy of Arts in PriStina, where he had the role of a Dean
several times.

The fact that Basara is the artist formed in the late 1950s and early 1960s, at
the time when, in our country, the sculpture opened itself wide to the influence
of abstraction, but at the same time it did not abandon the already adopted type
of figurative plastics of Rosandi¢, characterized by the “aspiration to the inner
spiritual movement”, defined the essence and the destiny of his subsequent cre-
ative development. So, apart from the very beginning, when he followed and sup-
ported the spirit of expressionist figuration, as evidenced by his sculptures such
as Sketches for a Monument and Transfiguration, both from 1961, Arsi¢ soon
turned to a type of associative and pure abstraction, widely spread in Yugoslav
sculpture at that time, whose poetics permeated his works as Associations, Icarus
and Movements of a Dream, created in 1962, then Attempt of Secession, 1967,
Games of Shapes in 1968 or one whole cycle of the so-called “vertical variations”
made from 1969 to the mid-seventies.

Thus, Arsi¢, while avoiding any mutual annihilation or intolerable confron-
tation, cherished and developed alongside: certain anthropomorphic, completely
reduced forms, cleared from everything superfluous, on one side, and abstract ones,
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although with always noticeable organic origin, solid, concised, egg-shaped, oval,
or arrayed forms, on the other side. However, he would not be what he were, if he
had easily given up his true nature, in the first place his unbreakable connection
to his homeland, that is, to all the native ethical and aesthetic values based on
the Kosovo vow, myth, ethnos and epos. Therefore, precisely in the way in which,
without hurry and cautiously, he moved from the figurative to the abstract, in
the past several decades, from the moment of his significant and retrospective
exhibition presented to Belgrade public at the Art Pavilion Cvijeta Zuzori¢ at the
end of 1984 and at the beginning of the following year, he began to make real sig-
nificant turn from the so-called pure plastic expression, thus avoiding the traps
of mere and often empty esthetics. He managed this by introducing metal into
his sculptural process, alongside with wood, his closest material from the begin-
ning. Moreover, with the use of new material, the elements of stories, various
narratives, mostly of mythical and folklore origin, with more and more empha-
sized symbolic meanings, and with increasing tendency towards socially engaged
messages, emerged in his sculptural work and their usage grew as the crisis shak-
ing his homeland Kosovo and Metohia was getting deeper. Therefore, the author
of the text in the catalogue of Arsi¢’s exhibition in Belgrade was right indeed,
when he noticed that his sculptures created after 1980 “... were not the docu-
ments about the time, nor the illustration of the state, but the attitude, defiance
and spite, the perseverance of belief and eternal existence that did not offer
answers to its time, but rather showed fear”. And according to all that he exhib-
ited at that time, Arsi¢’s departure from esthetic biomorphic forms toward a
new, more expressionist and more socially engaged figurative design was mani-
fested. At the peak of his physical and creative strength, aware that he could not
be fully expressed by a sculpture whose essence is characterized by the abolition
of the legible elements of a story and which rather offers monologues instead of
a conversation, he made a radical turn towards the kind of plastic expression
whose contents were clearly read from the title of his works such as Requiem to
the Illusions of Mine or Do not Put Out My Heart from 1980, then Grandfather’s
Partner from the Battle of Kumanovo, The Cannon of Aleksa Daci¢ and a year later,
more precisely in 1986, when he made the sculptures Cuirassiers of Tsar Lazar
and Long Memory and explained his creative poetics, saying: “I have dealt with
so-called pure art, but when it happened that people, our people, were forced to
leave their homes, our holy land, Kosovo and Metohia, I concluded that my cos-
mopolitan art did not mean anything”. The whole future sculpture work and
activities of Arsi¢ will be based on such, more ethically rather than aesthetically
important attitude without any hesitation and any other questioning, up to this
day, up to his complete creative maturity and up to his sociopolitical engagement
provoked by the circumstances in Kosovo and Metohia. This is more than
impressively demonstrated by his sculptures such as Mother Serbia, then a cycle of
six variants of works titled (Un)Merciful Angels, several called Apocalypse, Sword
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in Christ's Hand, Serbia and Russia up to Tokyo, or Oh, Genesis, Oh, Holy Oak;
Chalice Tree and so on.

To this observation, almost three and a half decades after Arsi¢’s exhibition
at “Cvijeta Zuzori¢”, a period filled with his noticable, deservedly rewarded and
praised worthwhile past work, both as a sculptor, art pedagogue, and as a specific
theoretician of art and very active worker in the field of culture in Serbia during
the second half of the twentieth century, moreover, in 1994 crowned with the full
membership of the SASA, hardly anything else could be added so far. This is indi-
cated by the consistency and integrity of his overall work, his patiently polished
and through fruitful practice burnished aesthetic concepts based on firm ethical
attitudes. The impression is that, through his past actions, he followed and tried
to embody in his practice all the features that Lazar Trifunovi¢ summed up in the
conclusion of his essay “Roads and Crossroads of Serbian Sculpture”, which is an
introductory article in the journal Art. Volume 22, April, May and June 1970,
entirely dedicated to Serbian contemporary sculpture and Serbian contemporary
sculptors.

Namely, in the conclusion of his inspiring text, Trifunovi¢ presented essen-
tially important observations about the contemporary Serbian sculpture, point-
ing out that “by denying the history, it renewed the tradition”, while “it was not
moving towards modern plastic world with its eyes shut, without criticism, refer-
ring to the orientations outside its tissue, but cautiously, restrained, sometimes
with complexes, accepting only those ideas that could have become its own,
indulging into the international sculpture trends with its particularity, and not
mechanically connecting to them”. There is no doubt, Trifunovi¢ continued,
“that it achieved a high level and significant plastic qualities demanding more
courage and freedom out of it, more experiments and explorative spirit in order
to develop and improve what it had gained”.

Hence, careful, strictly determined to accept only those ideas and aesthetic
solutions suitable for him and his creative nature, the ones which he could accept
as his own, Arsi¢ Basara established the system of values at the very beginnings of
his sculpture work only to enhance it consistently and polish it with his fruitful
practice to the ideal. In fact, with his whole creative opus, persistent and diligent,
he appears a typical representative of the heroic generation of Serbian sculptors,
and, of course, sculptresses, which can be claimed without fear of exaggeration
now, whose work proves the conclusion of Lazar Trifunovi¢ that the course of
Serbian contemporary sculpture with its vital tendencies was “turned towards
modern sensibility” after the Second World War.

He entered Serbian and Yugoslav art scene, and this happened at the begin-
ning of 1958, after he had graduated, precisely at the time when such artists were
establishing themselves or artistically forming, I quote them as a true wonder of
the Serbian sculpture, as Daroslava Vijorovi¢, Ana Besli¢, Olga Janci¢, Olga Jevri¢,
Mira Jurisi¢, Vida Joci¢, Lidija MiSi¢, Mira Letica, Angelina Gatalica, Mira Markovi¢
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Sandi¢, Ana Vidjen, Venija Vucini¢ Turinski, Jelisaveta Sober Popovi¢, Ljubinka
Savi¢ Grasi, Nadezda Prvulovi¢, Radmila Graovac, Olja Ivanjicki, Danica Kokano-
vi¢ Mladenovi¢, Milica Ribnikar, Katarina Ristivojev, Radmila Budisavljevi¢, Savi-
ca Damjanovi¢, and when they were followed by Borislava Prodanovi¢-Nedeljkovi¢,
Marina Tadi¢, Leposava MiloSevi¢, Nada Deni¢, Ljiljana Vrani¢, Vesna Panteli¢,
Marijana Gvozdenovi¢ etc. In other words, when the mainstream of current arti-
stic sculpture in Serbia during the second half of the twentieth century was rep-
resented by the works of, not to mention the veterans, art pedagogues mostly,
proved between the two world wars, along with Arsi¢ Basara also: Sava Sandi¢,
Aleksandar Zarin, Nandor Glid, Steva Bodnarov, Milan Besarabi¢, Radivoj Lala
Suboticki, Matija Vukovi¢, Vladeta Petri¢, Milovan Krsti¢, Vojin Stoji¢, Gradimir
Aleksi¢, Momcilo Krkovi¢, Jovan Kratohvil, Petar Ubovi¢, Oto Logo, Slavoljub Vava
Stankovi¢, Jovan Soldatovi¢, the painter and the writer Zoran Petrovi¢, Eugen
Kocis, Eugen Sekuli¢-Tapasto, Gabor Almasi, Stevan Duki¢, Neboj$a Mitri¢, Bozi-
dar Jovovi¢, Nikola Antov, Misa Popovi¢, Nikola Koka Jankovi¢, Bozidar Obrado-
vi¢, Pavle Radovanovi¢, Misa Sari¢, Mijo Mijuskovié¢, Ostoja Gordani¢ Balkanski,
Milun Vidi¢, Boris Anastasijevi¢, Ljubomir Denkovi¢, Dusan Gakovié¢, Milan Ver-
govi¢, Vojislav Jaki¢, Nikola Kolja Milunovi¢, Milan Luki¢, Miroslav Proti¢, Vla-
dislav Petrovi¢, Miodrag Zivkovi¢, Ratko Giki¢, Milija Nesi¢, Tomislav Kauzlari¢,
Dragomir Mileusni¢, Dragi$a Obradovi¢, Pavle Risti¢, Milorad Damnjanovi¢, Milo-
rad Stupovski, Milan Cetnik, Kosta Bogdanovi¢, Anton Kralji¢, Mihailo Paunovi¢,
Mihailo Stani¢, Milorad Tepavac, Vojislav Vujisi¢, Slavoljub Radojc¢i¢, Vladimir
Komad, Mihailo Tripkovi¢, Nenad Stankovi¢, Slave Ajtoski, Velimir Karaveli¢, Ante
Marinovi¢, Dusan Markovi¢, Ivan Felker, Slobodan Savi¢, Miroslav Stamenkovi¢,
Nikola Vukosavljevi¢, Milivoje Bogosavljevi¢, Djordjije Crncevi¢, Sava Halugin,
Ratko Vulanovi¢, Mladen Marinkov, Momcilo Jankovi¢, Tomislav Todorovi¢, Dra-
goslav Krnajski and many others.

Although quantity and numbers in art and creativity do not mean much, one
cannot ignore the fact that the sculpture in Serbia at the beginning of the twen-
tieth century was at its birth, that the number of active and university educated
sculptors was negligible, it was reduced only to Petar Jovanovi¢, Djordje—Djoka
Jovanovi¢, Simeon Roksandi¢ and Dragomir Arambasi¢, to be joined after the
First World War by Toma Rosandi¢, Petar Palavicini, Sreten Stojanovi¢, Risto
Stijovi¢, Zivojin Luki¢, Dusan Jovanovi¢ Djukin, Mihailo Tomi¢, Ilija Kolarovic,
Radeta Stankovi¢, Djordje Oraovac, Marko Brezanin, PeriSa Mili¢, Frano Dinci¢
Menegelo and a certain number of more or less notable artists, which means that
it can rightly be concluded that after the Second World War it came to a sudden
blossoming of sculpture in Serbia. This really unexpected rise of this branch of
art, not only by quantity but, more importantly, reached by high artistic achieve-
ments, obviously emerged from the necessity to follow the currents of contem-
porary world sculpture in every respect. Such development was particularly in-
fluenced by a number of internal and external factors. Trifunovi¢, however,
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noticed and pointed out that the first decades after the Second World War in
Serbian sculpture seemed monumental with their results, he marked them right-
fully as a radical revolution, as the beginning of a real sculpture, and he expla-
ined them with the sculpture restating the tradition by denying the history.

More precisely, with the fact that Serbian sculpture resolved certain prob-
lems at that time, first of all those for which it had real favorable conditions in
itself to resolve, which it could receive and adopt, but not by blind relying on the
solutions of others, or by mechanical binding to them, but by accepting those
influences that it could adjust to its abilities and subordinate to its aspirations.
It is precisely this complex and indisputably important task within Serbian and
Yugoslav arts that was performed by the generations of sculptors artistically
formed and bred in the first decades after the Second World War. Among them,
more than a notable and important place, with its past work, is occupied by a
sculptor, leader in the field of culture, art pedagogue and theoretician Svetomir
Arsi¢ Basara. He achieved it at the time, which his contemporary and great art
expert in Yugoslav cultural environment of the second half of the twentieth cen-
tury, also a painter, art pedagogue, critic and theoretician of art, Stojan Celi¢,
thought to be a non encouraging to sculpture development. For, in 1966 he wrote
on the occasion of the 6™ October Salon: “Sculpture needs ground and space and
significant material support”. Precisely the elements or conditions, which either
at that time, or later, and especially now, were not enabling the development of
sculpture as the art discipline.

Nevertheless, despite all the unfavorable conditions for the development of
sculpture in Serbia and with the Serbs, precisely in the years that Celi¢ noted as
unfavorable, something unexpected or at least, hardly comprehensible and expli-
cable, occurred. Sculpture as an artistic discipline on the soil of Serbia produced
surprisingly rich and mature fruits and reached unprecedented high values. Its
brilliant period could, in the best possible way, be seen and proved by the work
and act of the sculptor Arsi¢ Basara as a typical representative of several gener-
ations of sculptors in Serbia who were the creators of this unexpected bloom of
sculpture on the territory of Serbia. Precisely, it was the speed of creative develop-
ment and the rapid increase of value, which was evident already at the beginning,
in the first decades of his public work, shown at the end of the fifties in the last
century that evidenced magnificently the vast development of sculpture art in
this region. Everything that he, as the sculptor, shaped was his consistent endeavor,
sometimes heavy struggle of spirit and matter, not to depart from the search of
artistic truth, and to avoid the traps of aesthetics and mere aestheticism.

It is worth pointing out that Arsi¢ Basara gained this essential insight early,
already at the beginning of the eighties, and therefore his artistic and life atti-
tude shown in his induction speech in 1994, when he was elected as full member
of the Serbian Academy of Sciences and Arts, was not surprising. What he said
on this occasion: “I do not turn myself any more to the world as a model, but to
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the place where I live, from where [ have come; while turning to the traditions
of my people, 1 seek identity, proof of the roots, the right to the future”, is his
artistic belief and it entirely explains the essence of his sculpture created in the
last three to four decades.

Finally, one cannot ignore the impression that Basara, like most of his con-
temporaries, well understood the message of the legendary sculptor Henry Moore,
who influenced the sculpture of the second half of the twentieth century in
Yugoslavia, briefly answering the question about his attitude towards the work of
Michelangelo, that one should stand in front of him in deep respect, bow down
and go on. It is amazing how the artists in Serbia, especially the sculptors, under-
stood, and then applied in everyday practice the creative message, the moral of
this prominent world artist. Although Basara was still at sculpture studies at the
time of Henry Moore’s art work exhibition, he nevertheless visited it, and yet his
subsequent understanding and his interpretations of tradition, in particular,
showed that he did not remain blind to Moore’s lessons and messages.

Consequently, here the question arises as what was it so significant and favo-
rable that happened during this period of renewal of the war destroyed country
on the ground of the newly formed AVNOJ Yugoslavia, and accordingly so in the
medium of sculpture on the territory of Serbia with its provinces, that resulted
in the flourishing of artistic creativity? The answer inevitably leads to the fact
that the newly formed state union, in spite of the undeniable elements of state
terror and pressure used to strengthen the newly acquired power, at the same
time, established a socially sustainable system of ruling, in which education, pro-
tection of cultural heritage, as well as culture and art itself, got a significant
place. On the leading positions of the institutions of education and culture there
appeared variously checked, but first of all trained expert personnel. Thus, the
academies of arts, visual and applied ones, were led by the sculptor Sreten Stoja-
novi¢ and Branko Sotra, the sculptor, graphic artist and painter; in the heart of
theatre events was Bojan Stupica; of musical ones Miroslav Cangalovi¢ and his
like, Vojislav Nanovi¢ and Zorz Skrigin; the protection of cultural objects was
entrusted to the unique Milorad Pani¢ Surep, the National Museum to Veljko
Petrovi¢, the Museum of Applied Arts to Nada Andrejevi¢ Kun, while dozens of
other museums and galleries throughout Serbia and its provinces were founded
in the short period of time. Similar processes were performed at Belgrade Univer-
sity, especially at the departments of art history, archeology, ethnology and aes-
thetics, also at the architecture, where the students were welcomed by Svetozar
Radojci¢, Djurdje Boskovi¢ and Aleksandar Deroko, the painters Svetislav Strala
and Borivoje Radenkovi¢, in short, the good essentials for the flourishing of cul-
ture and art were created.

The flirting of new Yugoslav government with the so-called West, that hap-
pened after turning back on Stalin, on the USSR and its satellites, welcomed
gaining of new creative freedoms, especially in the field of fine arts. The fact that
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the ideas and aesthetics of the ruling poetics of socialist realism in the USSR
never really rooted in Serbian art, made it possible, in the first place, that the
artists formed and creatively established in the decades between the two world
wars came to significance. One after the other, the exhibitions were opened in
Belgrade in 1951: Petar Lubarda, Peda Milosavljevi¢, Stojan Aralica and Milan
Konjovi¢. However, one or two years before that, young Mi¢a Popovi¢ had appe-
ared, first with the noticeable exhibition at the Pavilion on Mali Kalemegdan,
afterwards leaving the legendary Simina Street 9, in Belgrade, setting off for
Dalmatia. There, with the like-minded, Vera Bozickovi¢, later Popovi¢, then Bata
Mihajlovi¢ and his future wife Ljubinka Jovanovi¢, also with Petar Omcikus and
his life companion Kosa Bokasan, seeking for creative freedom they acted as
informal group of Zadar. It should be remembered that at the beginning of the
1950s, Leonid Sejka, Sinisa Vukovi¢ and Miro Glavurti¢, the future founders and
theoreticians of Mediala group, were artistically and spiritually forming them-
selves in Belgrade, where simultaneously existed authentic and self-made creative
personalities such as Igor Vsiljev, Uro$ ToSkovi¢, Dado Djuri¢, Ljube Popovié,
Vladan Radovanovi¢, Peda Risti¢, Vlade Velickovi¢, Bogoljub Jovanovi¢ and Slave
Bogojevic. Just as it cannot be denied that only a few years later, in the middle of
the sixth decade, the leading role in accepting and propagating ideas and under-
standing of various types of abstraction was taken over by politically proven per-
sonnel led by painters and art pedagogues, such as Milo§ Baji¢, Stojan Celi¢ or
Dragoslav Stojanovi¢ Sip and Alaksandar Tomas$evi¢, and sculptors like Jovan
Kratohvil, Vojin Stoji¢, Nandor Glid, Miodrag Popovi¢, Aleksandar Zarina and so
on. Almost at the same time, at the end of the sixth decade, precisely with the
forming of Mediala group, the artists of Art Informel poetics found themselves
in the centre of visual art: Zoran Pavlovi¢, Branko Proti¢, Mi¢a Popovi¢, Lazar
Vozarevi¢, Vojislav Silja Todorovi¢ and Zivojin Turinski. Briefly, it is obvious that
the authorities while forming the state, also formed strong institutions with gov-
erning entrusted to experts, and these institutions were the best guarantee of
overall social development, especially in the fields of education, culture and art.
Only the strengthening of institutions, and by no means the gaining of democrat-
ic or other freedoms, which, by the way, did not exist at all, could explain such a
sudden flourishing of art work in the regions of AVNOJ Yugoslavia and, conse-
quently, Serbia with its provinces. Exactly as now, at the present time, the entire
spiritual crisis, as well as the crisis of art creativity, can be explained by the
apparent crisis of the institutions left to the devastating effects of liberal capital-
ism, together with unimaginable interests of increased political party bureaucra-
cy, as well as with the deep-rooted self-denial, prevailing in almost all the ele-
ments of Serbian society.

Hence, this is the only way to explain the fact that the sculpture on the ter-
ritory of Serbia, without a firm basis, almost without any past, with its compli-
cated material and costly demands in this narrow and repressive environment of
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the mid fifties and during the sixties of the twentieth century, had experienced
an unexpected burst, a revolutionary development and almost a heroic takeoff.
In this true outbreak of quality and quantity in Serbian sculpture, the notable
and important position of Svetislav Arsi¢ Basara, whose diverse creative work on
the territory of Kosovo and Metohia, especially during the sixties and seventies,
can already be assessed as the historically important one.

Nikola KUSOVAC
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* Previously published:

Olga Jevri¢, Svetomir Arsi¢ Basara,
in: Delo Svetomira Arsi¢a Basare,
Pristina — Leposavi¢ 2000,

pp. 19-26.

Svetomir Arsi¢ Basara stands as an unavoidable figure in contemporary Serbian
sculpture.

His abundant opus encompasses a series of evolutionary circles — from
expressive realistically oriented works to associative abstractions — so that in the
last ten years he has produced a dramatic world of forms which has surfaced
from a deep engagement with the destiny of his native land.

Time in the work of Arsi¢ Basara unfolds under the sign of a constant ascent,
under the sign of the conquering of one’s own being and that of sculpture.

In quiet solitude — the gaze directed into the space of the expanded horizon
of modern artistic idioms — making use of the experience of the actual artistic
moment — his first confrontations with the problems of creativity took place in
the domain of the interrogation of formal possibilities so as to aesthetically
translate artistic facts into the internal disquiet of the author. Those early works
are a testament of the curiosity of the young artist in seeking his own way, in the
mastery of the craft-knowledge of the material of wood whose characteristics
and values he masterfully uses.

For Arsi¢ wood not only represents a suitable sculptural material in which to
impress his vision, in which the problems of form are to be solved. Wood is pres-
ent in its multi-layered and complex meaning in his deepest layer — also as a con-
nection to childhood, to nature, to the Sar — this is the bearer of the symbolic
message, ancient tradition, that which pulsates with mythical content and as
such lives a parallel existence in each of the forms.

Such presence of wood and of a particular entity pregnant with a particular
message reveals the power of the creator to shift artistic phenomena into the
domain of supernatural otherworldly phenomena.
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The vitalistic principle which follows from the material itself inhabits his
jagged work — whether this is in the early works — powerfully articulated expres-
sive and dynamic entities in which the penetrations of the shaped empty space
alternate places with the tense volume of the moving masses of powerfully char-
ged energy... whether it concerns the architectural composition — vertical pillars
in which series of repeated elements evoke the idea of an endless work — and
pulse in its geometricised Euclidean purity with an animal-like strength —
whether it is a question of a found and worked on wooden form in a dialogue
with an internal idea — which will elevated by the necessary intervention to the
status of an artefact.

The rich scale of morphological sculptures solving the problem of the free
form to which is attributed the power of speech is in function of the need for the
expression of a certain general human content — of an emotional reaction to par-
ticular knowledge about the puzzles of life — which the titles of the works point
to: Prisoner of Love, Euthanasia, Phoenix, Icarus, Moving of Reason, Divisions,
Penetrating the Mind, Bureaucratic Tree and so on.

In the process by which the universal themes mature there is a withdrawal
from the immediate experience of the native land — the experience of Sar, its relief,
rocky terrain, cliffs, pits, the dramatic action of erosive forces which are projected
into a resistant form, worn away, disrupted — roughly cut with an axe, of sharp
edges, rustic with sharply contrasting light and shadow. And in this series Basara
extracts from the wood an expressive strength which affirms the personal
impression of the prevailing traditions.

Clouds over Sar, The Cascade of the South, The Gates of the South, The Holocaust
— all open the way to a new experience of space for Basara.

Unfortunate circumstances in the immediate reality, the existential peril to
the being of his own people — all led Basara as a mature, experienced artist, as a
witness and interpretor, to question himself about the relation between the ethi-
cal and aesthetic, the national and universal, the role and sense of the artistic act
in the given historical moment.

A decisive turn of events in his creative motivation already was manifested
in 1982 in the folklorically nuanced, rusticly coarse, ornamentally wood-carved
objects which radiate distant times, a medieval, paganistic spirit through their
referential layers. Basara through a world of dramatic forms gives his response
to this imperiled existence using a twofold formal solution. From the deep layers
break out calmer forms — grandpa’s flute — through the sound of which took place
the everday and festive events of the people of that land. Turned towards his own
land and history, Arsi¢ Basara stops at the gnarled sites of the heroic, famous and
tragic destiny of his people. In a series of totemic forms of straightened, burnt
tree trunks shackled with iron, rusted chains, ornamented with metal plates
(Cuirassier of Tsar Lazar), the protective skin of living tissue — in its threatening
strength a consciousness of the dignity of those historical moments is empha-
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sised what is good, proper, or just. Prisoners of their own identity, these pillars
evoke through the material, their energetic potential, symbolism, in their complex
structures not only the historical but also a pre-time which penetrates through
to the present with an aura — effect — simulacrum — myth, legends in which is
woven the national self-consciousness — the existential foundation.

In a series of imaginary cannons possessing an almost cruel organic force,
aimed in the direction of the impending danger from which thunder rumbles, Basara
embodies the need for defence as a metaphor.

Through a specific synthesis of two materials — iron and wood — and the charac-
ter of the applied elements in the relations conceived — a narrative unfolds based on
the penetration of a collective unconscious.

In the last of Basara’s works that deep bond is revealed — those spiritual values
which determined and maintained our ethos in the light of day. Basara transfers
into exciting, ambiental sculptures the holy substance in which our people found
sanctuary and which helped it stay standing.

In this last series art isn't presented as a problem of form as such — it becomes
in the given conditions an instrument of ethical engagement — a form of struggle for
survival, for the affirmation of historical (and actual) right to one’s own native
land.

The deepest layers of his being — Basara masterfully translates into form works
of an ethnos— an exceptionally evocative power really experienced, fundamental —
singular in its formal characteristics.

Through his work Basara is confirmed as a genuine creator who owes his
authenticity to the autochthonous contents of his work which he was able to and
knew how to translate into the language of material — the artistic act.

In its effects Basara’s work is ancient and of these times.

For us who have historical memory these works are the traces of our genetic code,
of our walk through pain — for those who don’t have this memory they stay as signs
of a universal meaning.

Art which lives through its creator — the artist who lives through his art.

As such Svetomir Arsi¢ Basara represents a particular page in contemporary
Serbian sculpture.

Wood in the genes.

From wood he is born alive — grows,

He fights others

He listens and hears...

It separates from him and identifies with him...

Speaks with it — asks questions — receives answers...

For him wood is a material in which he impresses his vision and that is the
vision which only wood whispers to him...
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... And the simulacrum and living being and symbol and salt of the earth and
the mythical story and devotion

How are they all colliding? He knocks it over-labours-polishes- tries out the
tool and strength on it... hollowing out, cutting, opening-closing-joining and se-
parating — follows his movements or stops them — breaks down or builds anew,
its and always his form.

Exchanging his energy with that of the wood — his idea with its essence. In
Basara’s work that alliance is always present.

Forms —never neutral — evoke disquiet. They break into space through the inten-
sity of an internal charge. They grow — translated into protest. In their tension —
they are like thunder — springing up in anger and revolt — gnarled — a spasm of
material into form — saturated with emotion, drama and tragedy.

The form is seditious — a martyr. The contracted energy inhabits structures
which overwhelm the power of the form as a means of speech — an expression
which follows existence in a given moment — a reaction to a state which cannot
be changed.

From that world of forms of dramatic expressions — his answer to the imperilled
existence issues through a twofold formulated solution. From the deep layers calm
forms break forth — instruments on which rest that national being which is preserved
by the sound of that particular instrument — grandpa’s flute.

On the other hand, memories of the century-old struggle of ancestors for the
survival of the national being penetrate the creative consciousness — they are
embodied in representations of weapons — cultic objects — in the imaginary
vision of the warrior. Cannons... in complex structures of wooden parts, rustic in
character — the spiritual marker of national folklore — aimed in the direction of
the approaching danger — the thunder of resistance rumble.

The armours of Tsar Lazar — vertical trunks encrusted with chains and metal
plates — the protective skin of living tissue — fortify in their threatening power
the consciousness of defence and resistance.

Metal embraces wood — penetrates into it — an alliance of a living being and
armour, protrudes from the experience of the artist in which is woven the feel-
ing of the modern moment and that of the remote past on which the contempo-
rary moment rests. The past rising onto the surface in the present — like some
confirmation — right.

In a further stroke Basara confronts in some deep layer those spiritual val-
ues which determined and maintained our ethnos in the light of day. The holy
materials in which the people found sanctuary in order to remain standing
prompted Basara to respond in his work to them with complex compositions of
emphatically evocative power.
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In a direct communication with the given facts, facts which cause injury to the
native being — which endanger the native land, “the trace of origin” as Basara says,
which spur one to defence, to try to save a threatened identity — Basara extracts
from the deep — complex memory, onto the surface — representations in which lie the
darkened contents which are the founding right of the nation to its own land and
survival.

To paraphrase S. BoSnjak — his lucid explanation of Basara’s “historicity” which is,
according to him, in the last resort ahistorical — flooded by myth — conditioned by an
emotional vision of history — it is a poeticised view of history. Its form fatefully joins
with its author — in his objectivity—subjective. A personal experience of history.
Basara identified with his works.

The past becomes a part of the modern period.

And the character of the forms — bristling, dramatic and (perturbed), sometimes
menacing in which light and shadow fight — with a symbolic aura — the forceful
expression of internal charges defining the sculptures from the so-called Cosmic series.

They enter into the spaces of the continuously engaged forms in which expe-
rience and thought sew a formal solution, new, sudden, specifically distinct.

The process of maturation unfolds from general universal content to the
coming to consciousness, the revelation of the status of the individual being —a
part of the being of the people.

The sculptural solutions penetrate the immediate experience of the native
soil — motifs which at the same time follow the painful collision with that event
in which right is threatened, the right to survival on one’s own native land.

The sculptures no longer appear as problems of form, they are in these con-
ditions instruments of ethical engagement — forms of the struggle to survive, to
found the historical, existential right to one’s own land.

The Cosmic series grows out of this primordial connection to the native soil,
to the fate of the national being and one’s roots. It penetrates through the form —
unique, distinct — embodied in the object as the message of the collective memo-
ry of sunken times.

The armours of Tsar Lazar — (prisoners of identity) straightened trunks heavy
shackled in chains evoke through their material, their energetic potential, their
symbolism, and complex structures not only historically but also pre-historically
—with an aura — effective — expressive — charged with emotion, with layered signs
— the simulacrum of a myth. Legends into which is woven a national self-con-
sciousness — an existential foundation.

The deepest layers of his being — actions of an ethic in the name of an ethnos
which Basara masterfully translates into form — unique in its formal characte-
ristics.
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In the last of Basara's works that human layer is revealed in which the reli-
gious sensibility of the national being is constantly presented — the basis which
maintained its dignity and consciousness of the beauty and value of its sacrifice.
It evinces this connection of the holy and historical through the language of
metaphor in exciting ambiental structures.

Material in Basara’s work bears at the same time the semantic value of the symbol.
The work of Basara evokes the presence of the man who stands behind those
forms with his chisel, his axe, his strength, this creative desire and spirit.

Basara and wood — he invested all possible characteristics and messages in his
abundant and jagged work — he allocated and distributed to the work those values
which defined him through time and in time as a creative being.

Olga JEVRIC
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* Previously published:
Nikola Mirkov, Basara...,
in: Svetomir Arsi¢ Basara,

Belgrade 2018, pp. 46—49.

Basara... Basara... Basara...
Biting, sharp, bitter, like a battle cry, like a push for self-knowledge and self-
respect!

Basara... Basara... Basara...

Like the violent blow of thought in the solution of the riddle of fate.

Like a chronometer of eternity.

How does one talk about this work grown and merged with its creator, insep-
arably bound to the ground of the homeland, restrained by the rings of the past,
form and face looking up towards the infinite heights of heaven?

How does one interpret that monumental simplicity and crystalline mono-
lithicity, and not first err inadvertently with fragments and fragile words and not
occlude the significance and message of the piece and the man?

I see myself as stonemason who days on end in silence and smoking walks
around an enormous rock looking for a point which with one blow will unseat it.
[ give up looking for the word that will pry it open, realising that each of Basara’s
sculptures is an impenetrable monolith. This monolith built from the search for
refuge, for a source of strength and resolution, standing up to injustice, resisting
temptation and referring to the dignified bearing of one’s destiny.

Irrespective of whether his sculpture make associations to a plant, man, ani-
mal or an idea, a noun, its principle is an ode to freedom and the exaltation of
the bearing of one’s destiny. A monument to the trials of life and the dignity of
withstanding — of bearing the burden of one’s fate.

Moirophoros, we coin a new ancient Greek word in keeping with the depth
and antiquity of Basara’s skill. The virtuosity of the technique by which he mas-
ters the shaping of the work is self-evident and hinted at. Covered over by the
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cry, the fury, injustice, the hardship and striving for justice. Each blow of the
chisel, every groove, every split, every point of light or furrow of darkness are a
reflection of the personal wounds and unceasing struggle against the inevitabil-
ity of injustice against the people to whom he belongs.

Moirophoros — the steady and dignified bearer of fate’s burden, a modern
tomb, a defiant form, pillar of the shrine of history and the resistance of a peo-
ple, a pledge to survival and endurance — that is Basara's sculpture.

Whilst he labours, cuts, breaks up, engraves, carves, fractures, Basara con-
denses and pars back the form. He resists the call to devote his gift to meticu-
lously decorating his work. In search of the quintessential and fundamental, he
does not follow the Praxiteles “line which flows”, which he, learning, discerns.
That line morphs into a line which follows the core and thought and materials,
into the line of the spine, the line of the substance and wood, stone and bronze
and message. And this applies to the abstract sculptures and to the sculptures of
historical and mythical giants, and even to portraits, he liberates the archetypal
form, the core, the substance, the essence through a line concealed in the appar-
ent forms. In this way Basara establishes a recognisable, but untranslatable and
inexpressible connection with the historical action and significance and meaning
of the personalities presented.

Unlike the extravagant dimensions which pathetically, pompously, theatri-
cally and pretentiously present historical figures, reducing them to a theatrical
spectacle, Basara frees the figure from the wood and stone manifesting a synthesis
of archetypal sign, national symbol, unity of man and nature. In this way ema-
nate strength, steadiness, creative force, firmness. His figures captivate through
the endurance, the precision of the message and not through miniscule self-
aggrandisement. He creates that endurance through the line, attitude, form,
mass, play of light and darkness, weight, massiveness, rigorousness, harnessed
strength. The verticals and horizontals, scars from the chisel, metal strips, chains,
belts and helmets, bonds and joints complete a striking impression.

Like the character from Hemingway's novel The old man and the sea, Basara
sails the ocean of art on a raft made from a tree trunk from the Sar mountains,
on his sculptures. Every one of his sculptures reflects his spiritual character, and
not only that. He himself resembles his sculptures. That is according to his sta-
ture, the frozen movement, the massiveness, the gnarling and knottiness. And
the sparks in his eyes warn of the scars of the chisel of life.

This particular engagement in Basara's works is interpreted as “an expres-
sion of the personal decision to bear witness in a creative way and artistic act to
the time in which he is living”.

Basara, however, didn't have the choice to make. He had to be who he was.
And that isn't a choice or “personal decision”, but rather bearing one’s fate under
the weight of purity and strength of his I-ness. He is himself Moirophoros like
his ancestors and the consequences of his actions — his sculptures.
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His work is reified by a moral act springing from the explicit imperative to
bear witness to his national integrity, his right to freedom, to be a mark of a lega-
cy for the future, to be a pointer.

In the frequent conversations of which I've had the honour, Basara some-
times recalling the years when he was a child tending to the herd, is moved by
the excitement that one has when seeing another person in the mountains. That
excitement is tenacious, even when it is obvious that this other neither sees nor
hears him. Basara’s work exudes the longing for collusion, for the getting across
of at least an echo of the creative voice. The work is imbued with belief in the
struggle, in justice, for cooperation and the right to the freedom of his people.

Basara is, as he has been received by renowned critics and art historians, a
sculptor in whom unite “the strength of a woodcutter and a blacksmith”, in whose
work Euclidean strictness and prudence have never overwhelmed the strength of a
spontaneously lyrical and frequently epic emotionality. In his hands “the chisel
takes the place of the axe, and as in the hands of the woodcutter its sharp blow re-
veals more than it hides of the organic form by liberating it from its excess layers.”

The son of a patriot and fighter, a victim and wretch, a pauper and labourer,
woodcutter and carpenter, maker of basins and cradles, he synthesises in his
work material and form, past and future, uniting time with his, with our nation-
al territory.

From the basin in which he was bathed, from the cradle in which he was
rocked to the looking for and selection of tree trunks in the forest which with his
father he would haul back for firewood and working on, to his distinctive, physi-
cal as well as artistic encounter with wood, the material for the shaping of tho-
ughts, Basara constantly fought against injustice. The recollection of the basin
which on the whim and order of a well-off neighbour his father polished and
drilled more, symbolically and literally mark and ornament Basara’'s work and
opus and moral view.

A hired hand, a cattle herd, servant, juvenile partisan, a Serb in difficult con-
ditions, a discriminated artist, he was late in reaching his aims and the place to
which he belongs.

For entry into the eternity of Serbian art and the shrine of the moral and
faithful greats — it isn't too late.

Basara... Basara... Basara...

Nikola MIRKOV
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* Previously published:
Svetomir Arsi¢ Basara,

Potraga za sopstvenom licnoséu,
the SASA Glas 400/8,

Belgrade 2005, pp. 7-10.

“There is something in me, but I do not know what it is”
Vincent Van Gogh

The search for one’s own personality usually lasts long, and always with great
uncertainty. For a long time we search our way: we grope, we stray, there are big
changes and big turnabouts in us until we find ourselves, until we discover our
substituent core, hidden and entangled. And when it comes to the providential
change and full shine in us, then that glow and flame are not going out any more.
Our inspiration and our creative desire never die again nor freeze.

The zenith moment and the highest creative rise of mine are conditioned by
my birth and my constant stay in Kosovo and Metohia. Surrounded by the rich
spiritual heritage of my skies, I am inspired and my whole being is quenched, the
creative passion grows, the impulse becomes violent and aggressive. Under my
homeland Kosovo skies my creative passion needs just the smallest reason to turn
a sculpture into a torch of flaming shapes and to transfer the turbulent waves of
emotions into sculpting epic characters from our glorious past. The immortality
of the Kosovo myth, the eternal glory of our knights, the enthralling beauty of the
Patriarchate of Pe¢, Visoki De¢ani Monastery, the Church of the Holy Virgin of
Ljevi$, Gracanica Monastery gives a powerful stimulus to create a new art which
should reflect the spiritual state of the time that we live in. Reminiscences of
lonely pilgrimages to the native lands, the fascinating world of landscapes, the
abundance of vegetation, of the legends and places where the Nemanji¢s walked
and dwelled, inspire creative consciousness to form and embody its inner poetic
peace in a unique and unrepeatable way.

What is crucial for the authenticity of a work are the creative preoccupations
finding their sources and contents at the root of their origin, in the world of child-
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hood and within it the living artery of the elemental, eternally and irreplaceably
planted world of first impressions. The deep attachment to Homeland, which no
superiority of knowledge can erase or extinguish, is crucial. It remains in perma-
nent, indelible memory as a secret flame or intimate universe, irresistible and
familiar. The orientation of one’s own spirit to its own origin and to wellspring
of initial knowledge keeps in itself a sharp sense of the shapes and frames of one
world that is deeply experienced and whose magnetic force attracts the creator
permanently, always making him return to explore something dreamed about,
felt, forgotten and hidden.

For a long time I have not been spared wandering and speculation about the
essential meaning and evaluation of the form and content in artistic expression.
[ have been dealing with pure form and pointless art for a long time, considering
that with such creativity and such an understanding of art I am closer to univer-
sal, cosmopolitan, international and supranational understanding of art, which
(as I realized later) does not know the historical forms of life, through which we
only become aware of ourselves, our ancestry and our origin. For a long time I
have not been able to see that exactly by such an understanding I am separated
from the essence of the people I belong to. I have not been able to understand
that internationalism nullifies every human specific identity, that the national
feeling is the only and real human characteristic. Only through our own national
experience and content can we become involved in the world’s, universal human
culture. And without national identity, without national spirit and character,
there is no authentic creative inspiration.

As a result of this spiritual turnabout, in the early eighties of the last century,
my artwork entered the engaged phase. Kosta Vasiljevi¢, an art critic, described
this stage in the following words: “This is an epic series of elaborated evocations
of the heroic and tragic fate of the Serbian people, the fate seen diachronically over
time (the Battle of Kosovo, the First and Second Serbian Uprising, the Balkan
Wars and the First World War) but these evocations are placed in the synchronic
surface of the current escalation of Albanian ultranationalism and separatism,
and the total despair of human misery, which the boiling Balkans and Kosovo
crater, as a hell machine, is pouring out regardless of all over, in the heart of the
Enlightened Europe.”

In order to speak about the present, to express and demonstrate the tragedy
of life and irony of the time in which I live, I am forced to go back to the past, to
mythology and epic, to hearth of the house long ago set on fire, slowly dying down,
extinguishing and disappearing, to the distant history of kings and emperors,
charters and monasteries. Surrounded by the spiritual layers of the past, the rich
and diverse motifs of the Homeland, I tend to the very top of my ascent. The Home-
land encourages and provides creative power, stimulates and accelerates my
thought. Only in my homeland I experience superior ecstasy, abundance of feel-
ings and creative encouragement.
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How do I feel without my Homeland? Without my Homeland [ am burdened
with unbearable misery, I live in a delirious prison from which I do not seem ever
to get out. Without the Homeland, exalted visions disappear, imaginations disap-
pear, the noble idea of the world and humans is being castrated and desensitized.
There is no way leading to art without the Homeland, because the Homeland cre-
ates predestination.

Svetomir ARSIC BASARA
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* Bibliography up to
1998 is published in
the Catalogue of the
SASA Gallery No. 91.

was born on 15 May in Sevce, the village on Sara Mountain.

finished elementary school in his birthplace and became a village servant.
employed in the chromium mine “Jezerina” on Sara.

joined the Second Kosmet Brigade.

demobilized for his youth at the end of October.

entered the first grade of grammar school in UroSevac.

enrolled the School of Applied Arts in Ni$ as a student of the first generation of
that school.

sculpted his first independent work, head of a Girl.

successfully passed the entering examination at the Academy of Applied Arts in
Belgrade.

together with painter Moma Mirkovi¢, for the first time he exhibited his sculptu-
res independently in the City Library of Aleksinac.

at the beginning of March he graduated from the Academy of Applied Arts in
Belgrade. In April he started to work in the Regional National Committee in
PriStina as an arts administrator. He established the Fine Art Colony in Decani,
initiated the forming of the Club of Fine Artists of Kosovo and Metohia, organized
exhibitions, and wrote visual art critiques.

changed his post for the new one at the Teacher Training School in Pristina.
travelled across Italy on a study tour, visited Naples, Pompeii, Rome, Florence and
Venice. He visited Quadriennale Nazionale d’arte in Rome. The visit to Quadri-
ennale had the crucial influence on modernization of his sculpture.
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had a solo exhibition in Pristina.

lectured sculpture and fine arts teaching methods in school education at High
Pedagogical School in Pristina.

had a solo exhibition in Pristina and Subotica. He created the monument to Boro
and Ramiz in Landovica near Prizren.

created the monument to the Partizans of Sara on Brezovica.
study tour to Paris.

the Award for the solution concept of the monument to the fallen soldiers from
Orahovac.

the Award for Sculpture of the Association of Fine Artists of Serbia. He partici-
pated in the International Symposium of Sculptors “Forma viva” in Portoroz.

solo exhibition in Pristina.

exhibited at Florence Biennale. Study tour to Albania. He received the Award of
the City of PriStina, the Award of the Association of Fine Artists of Kosovo and the
premium prize for the preliminary design of memorial complex to the Yugoslavs
killed and died in Italy. (Gonars).

started lecturing at the Academy of Arts in Pristina. He went on a study tour to
Greece. He had a solo exhibition in Krusevac.

decorated with the Order of Brotherhood and Unity with Silver Wreath. He took
part in the International Symposium of Sculptors in Moravany (Czechoslovakia).
He received the Award of the University of PriStina at the Spring Salon of the
Association of Fine Artists of Kosovo.

appointed dean at the Academy of Arts in Pristina. He received the Award of the
May Salon of the Association of Fine Artists of Kosovo.

started constructing his atelier on Brezovica.

for the second time appointed dean of the Academy of Arts in Pristina. Awarded
by the Association of Fine and Applied Artists of Kosovo.

received the Seventh of July Award of SR Serbia for Sculpture.

solo exhibition in Pristina. He won premium prize of the Gallery of Arts in PriStina.
received the Award of the Union of Associations of Fine Artists of Yugoslavia. He
exhibited in Nis.

organized his first retrospective exhibition of sculptures at the Pavilion “Cvijeta
Zuzori¢* in Belgrade.

had a solo exhibition in Trstenik.

received the AVNOJ Award for Sculpture and the First Prize at the exhibition
“Belgrade — Inspiration of Artists".

had a solo exhibition in the Salammbo Gallery in Paris.
had solo exhibitions in Raska and the Cultural Centre of Belgrade.
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had solo exhibitions in Trstenik, Loznica, Krupanj, Obrenovac, Negotin and Bor.
exhibited in Kragujevac and Pristina.
elected as full member of the Serbian Academy of Sciences and Arts — SASA.

retired from the Academy of Arts in Pristina. He had two solo exhibitions in Bel-
grade and Nis.

elected as member of the Interdepartmental Committee for Kosovo and Metohia
Research of SASA (19 March 1996). He had four solo exhibitions in Vrnjacka
Banja, Kragujevac, Subotica and Sombor.

received the Award for the Sculpture of the November Salon in Pristina. He took
part in the Wood Sculpture Colony “Di sfilato” in Svilajnac and the Colony of
Artistic Settlement in Arilje.

held solo retrospective exhibition in the Gallery of SASA; the monograph by
Sreto Bosnjak was published on that occasion. He received the Vuk Award. He
participated in the Symposium “Marble and Sounds” in Arandjelovac.

due to the impossibility of working in his atelier on Brezovica, he moved to the
atelier in the Academy building. He took part in working of the Sculpture Sym-
posium “Marble and Sounds” in Arandjelovac.

on the artistic review “Marble and Sounds” in Arandjelovac he finished the marble
sculpture of monumental dimensions Game of Shapes, started in 1988. Within the
summer program of the Vrnjacka Banja Cultural Festival featured the sculptural
“Basara—Obradovi¢ Atelier” with seven young sculptors and two painters taking
part in it. Organized by the Institute for Serbian Culture in Pristina the scientific
meeting “Work of Svetomir Arsi¢ Basara” was held in Leposavi¢ on 4 April.

directed the second session of “Basara—Obradovi¢ Atelier” (Vrnjac¢ka Banja — the
Castle of Culture, from 3—-25 September) for young sculptors and fine arts critics.
He took part in establishing the International Workshop of Science and Art
“Kremna — the Revelation” in Kremna and participated in the workshop “Task and
Future of the Workshop”. At the science meeting Life and Work of Vuk Filipovic
in Leposavi¢ he presented his essay “The Personality of Vukasin—Vuk Filipovi¢”.

directed the third session of “Basara—Obradovi¢ Atelier” (Vrnjacka Banja — the
Castle of Culture, from 21 August to 14 September). Upon ending artwork the
exhibition was opened in the Castle of Culture. He took part in work of the Fine
Arts Colony “Kremna — the Revelation”. He opened the sculpture and drawings
exhibition of sculptor DragiSa Obradovi¢ in the Cultural Centre “Saint Sava” in
Subotica.

opened the exhibition of the first setting of contemporary sculpture within
Vrnjacka Banja Cultural Festival on 12 July. As a leader he took part in the fourth
session of “Basara—Obradovi¢ Atelier” in Vrnjacka Banja (from 1-15 August). He
participated in the eighth convocation of the International Symposium of Sculp-
tors “Apatin Sculptural Meander”, 15—-30 August. He took part in the Tenth Open
Art Atelier, the jubilee at Gyimnasium in Krusevac.
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received the Plaque of the Writer Vuka$in—Vuk Filipovi¢.

took part and gave speeches at the promotions of his monographs at the Gallery
of Contemporary Arts in Ni$ and at the Serbian Cultural Centre “Saint Sava” in
Subotica.

participated in “Rtanj 2007" Art Colony where he created the sculpture Serbian
Haiduk.

participated in the Third International Fine Arts Colony “Homo ART Zagubica
2009 and in the jubilee 25th convocation of the Colony “Copper* in Bor. He was
a guest of the Fine Artists’ Colony “Zlatibor 2009".

participated in the work of the Colony “Rosettes of Bele Vode” in Bele Vode.
participated in the work of the First International Sculpture Colony “Bojc¢in”.

participated in the work of the First International Sculptors’ Meeting Homolje—
Zagubica.

in the monastery of MileSeva he participated in the art colony, organized as a
preparation for the eight centuries jubilee of King Vladislav Nemanji¢'s endow-
ment. He stayed two months in Vrnjacka Banja and marking his continious
fourteen year long artwork on this display he held the exhibition of his monu-
mental sculptures in front of the “Sneznik” atelier. The exhibition was opened by
a critic Sreto Bosnjak.

worked on preparing sculptures for exhibitions in Paris and in the SASA Gallery.
He participated in the Sculptural Symposium on Goc¢ within the desplay “Circle
of Go¢”. He finished a four meter high sculpture, which is, in fact, the carrying
construction of a candelabra intended for the newly built church on Go¢. He is a
member of the Committee for Creating the Monument to Zoran Djindjic. He is a
member of the Committee and a member of the Jury for Creating the Monument
to Stefan Nemanja. He is a member of the Jury for Creating the Monument to our
ballet artist Milorad Miskovi¢. Opened the first Fine Art Colony in Konc¢arevo,
held from 12-14 May in the churchyard of the Temple of St. John the Baptist,
which gathered several dozens of artists from the whole Serbia.

participated in the 13" International Art Colony organized by The Union of Fine
Artists of Homolje from 20-27 May in Zagubica. During his stay at the colony he
was the guest of RTV Homolje. His sculpture (Un)Merciful Angel was reproduced
in the book of Russian balcanologist Viktor . Kosik, Ph.D., which was titled Mined
Culture (Zaminirovanaja kultura).
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Vrnjacka Banja, Castle of Culture:
Sculpture of Svetomir Arsi¢ Basara, July — August
Kragujevac, Art Gallery of the National Museum:
Sculpture of Svetomir Arsi¢ Basara, October
Subotica, Serbian Cultural Centre “Saint Sava”:
Exhibition of Sculptures of Svetomir Arsi¢ Basara,
21 November — 6 December
Sombor, National Museum:
Exhibition of Sculptures of Svetomir Arsi¢ Basara, December

Sremski Karlovci, Gallery of the Cultural Centre — Art Workshop of Karlovci:
Svetomir Arsi¢ Basara — Solo Exhibition, February

Arilje, City Gallery — the Cultural Centre: Svetomir Arsi¢ Basara — Sculpture,
27 October — 6 November

Belgrade, Gallery of the SASA:
Svetomir Arsi¢ Basara — Sculpture, 17 September — 8 October

Novi Sad, Gallery of the SASA Branch “Platoneum”:
Basara — Sculptures, September

Banja Luka, National Theatre, foyer:
Basara — Sculptures

Leskovac, Gallery of the National Museum:
Svetomir Arsi¢ Basara — Sculptures, December — January

Vlasotince, Gallery of the Cultural Centre:

Svetomir Arsi¢ Basara — Sculptures, February
Pirot, Gallery:

Svetomir Arsi¢ Basara — Sculptures, February — March
Vranje, Gallery of the National Museum:

Svetomir Arsi¢ Basara — Sculptures, March — April

Belgrade, Diplomatic Club:
Svetomir Arsi¢ Basara — Sculptures, June
(with Tomislav Djoki¢ — paintings)

Belgrade, Russian House:
Cuirassiers of Tsar Lazar — Sculptures in Wood and Metal, January
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Kostunici, Cultural Centre: Cuirassiers of Tsar Lazar
(part of the manifestation “Days of Plums”)

Struganik, Cultural Centre: Cuirassiers of Tsar Lazar
(on the occasion of promoting ethno-place Misi¢’s Village)

Belgrade, Kosovo-Metohia House:
Exhibition of Sculptures of Svetomir Arsi¢ Basara, October
A certain number of sculptures stayed as a part of the permanent exhibition.

Ni§, Gallery of Contemporary Fine Arts:
Exhibition of Sculptures of Svetomir Arsi¢ Basara

Novi KneZevac, Reading Room of the Library:
Exhibition of Sculptures of Svetomir Arsi¢ Basara

Belgrade, Russian House:
Exhibition of Sculptures of Svetomir Arsi¢ Basara

Nis, Gallery of Contemporary Fine Arts “Serbia”:
Solo Exhibition of Sculptures

Petrovac on the Mlava, Gallery of the Local Museum:
Sculptures of the Academician Svetomir Arsi¢ Basara, 18 January — 7 February

Zagubica, Gallery of the Association of Fine Artist of Homolje, February
Despotovac, Cultural Centre, March

Svilajnac, Cultural Centre:
Exhibition, part of the manifestation “Days of Sindjeli¢”

Vrnjacka Banja, Gallery “Selena”
Apatin, Gallery of the Cultural Centre: Solo Exhibition
Becej, National Museum: Solo Exhibition, April — October

Belgrade, Gallery of RTS:
Exhibition of Sculptures, 10 November 2011 — April 2012

New Belgrade, Blok Gallery:
Retrospective Exhibition of Sculptures of Svetomir Arsi¢ Basara,
a part of the Municipal Day celebration, 12—15 April

Novi Sad, Gallery of the SASA Branch, together with the sculptor Sava Halugin,
June 2012

Zagubica, Cultural Centre, opened the exhibition of sculptures marking
the Municipal Day, 25 September 2015
A certain number of sculptures stayed as a part of the permanent exhibition.
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Belgrade, Kosanci¢’s Wreath (Kosanc¢i¢ev venac),
the open-air exhibition of Basara’s sculptures entitled
Homage to Kosancic¢ Ivan as a part of ceremonial opening of reconstructed
Kosanci¢'s Wreath, 25 February — 25 March.

Paris, the Cultural Centre of Serbia in Paris.
Solo exhibition, 14 sculptures set on all three floors of the gallery, May

PriStina, Art Gallery: The November Salon, November

Belgrade, Gallery of the SASA: To the Glory of the Great, Works of the SASA
Artist Members of the SASA Fine Art Collection, August — September

Belgrade, Art Pavilion Cvijeta Zuzori¢: Autumn Exhibition of the Association of
Fine Artists of Serbia (ULUS), 15 November — 12 December

Belgrade, Museum of Contemporary Art: Sculpture After Fifties

Vrnjacka Banja, Castle of Culture: “Basara—Obradovi¢ Atelier”:
Exhibition of Sculptures and Paintings, September — October

Vrnjacka Banja, Castle of Culture: “Basara—Obradovi¢ Atelier”:
Exhibition of Sculptures and Photographs, August — September

Herceg Novi, ,Art gallery Sue Ryder”, Faculty of Fine Arts Cetinje:
Meeting the Jubilee, on the occasion of the 30" anniversary of the
Academy of Fine Arts Pristina, June

Belgrade, Gallery of the SASA: Exhibition “Works of the SASA Members”
Gallery “Soul Workshop” in Belgrade: Exhibition “All the Living Academicians”

Belgrade, Gallery “Progress”: Exhibition of Sculptures of Serbian Sculptors
Vrnjacka Banja, Castle of Culture: Exhibition of Sculptures of Serbian Sculptors

Svilajnac, Gallery of the Cultural Centre:
Exhibition of Sculptures of Serbian Sculptors

Petrovac on the Mlava, Gallery of the Association of Fine Artists “Homolje":
Exhibition of Sculptures of Serbian Sculptors

Aleksandrovac, Gallery of the Cultural Centre:
Exhibition of Sculptures of Serbian Sculptors

Trstenik, Gallery of the Cultural Centre:
Exhibition of Sculptures of Serbian Sculptors
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Bor, Museum of Mining and Metallurgy in Bor:
Collective Exhibition of the Sculptures of Serbian Artists of the Second
Half of XX Century

Museum of Winery and Wine Culture in Aleksandrovac:
Collective Exhibition of the Sculptures of Serbian Artists of the Second
Half of XX Century

Cultural Centre “Saint Stefan, the Serbian Despot” in Despotovac:
Collective Exhibition of the Sculptures of Serbian Artists of the Second
Half of XX Century

Cultural Centre “Stefan Nemanja” in Lapovo: Collective Exhibition of the
Sculptures of Serbian Artists of the Second Half of XX Century

Belgrade, Gallery of RTS, as a part of the exhibition
“RTS Art Colony Zlatibor 2010”

Belgrade, Collective Exhibition of the SASA Members,
on the occasion of 170 years of establishing the SASA

Paris, the exhibition Modern Serbian Abstract Sculpture

Vrnjacka Banja, Atelier of the Pavilion “Sneznik”: exhibition marking 14 years
of “Basara—Obradovi¢ Atelier” in Vrnjacka Banja

Belgrade, Collective Exhibition on the 110" Anniversary
of the Artistic Association LADA in the Art Pavilion “Cvijeta Zuzori¢”

Belgrade, Gallery of the SASA:
Exhibition marking the 175 years of establishing the SASA,
the SASA Fine Art Collection — Artists — Academicians,
exhibited the sculpture Cuirassier of Tsar Lazar, (2012)

Belgrade, Autumn Exhibition of the Association of Fine Artists of Serbia 2016
— exhibited the sculpture The Ninth Symphony of L.W.Beethowen.

Exhibitions of the Art Colony “Ship™:
Gallery “Circle” in Petrovac on the Mlava, January
Gallery of the Association of Fine Artists of Homolje, Zagubica, February
National Museum Pozarevac, April
National Museum Kragujevac, June
Cultural Centre of Novi Sad, July
Fine Arts Salon of the Cultural Centre, Trstenik, August
De Vinca, Belgrade, September — exhibited the sculpture Time Zones of
Russia, combined techniques wood, metal; 200 x 140 x 50 cm

Vrnjacka Banja, Castle of Culture: Exhibition of the Society of Serbian Artists LADA
Zrenjanin, National Museum: Exhibition of the Society of Serbian Artists LADA
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Teacher Rajko UroSevié, bronze, 70 cm,
bust in the elementary school yard in the village of Gotovusa, Kosovo
(Sirinicka district)
Gligorije-GliSa Elezovi¢, bronze, 70 cm,
bust in the churchyard of the Church of St. Ilias in Vucitrn
(destroyed in 1999)
Gligorije BoZovic, bronze, 70 cm,
bust in front of the Technical School in Zubin Potok
Academician Vuk Filipovi¢, bronze, 70 cm,
bust at the Cultural Centre The Vojinovi¢ Brothers in Vucitrn
(destroyed 1999)

St. Simeon, bronze, 70 cm,
bust in front of the Institute for the Serbian Culture in Pristina
(Zigmund Brenke, UNMIK officer removed the monument in 2002)

Vojislav Dancetovic¢, Ph.D., bronze, 40 cm,

relief on his birthplace in Vuéitrn
(the house was burnt, the relief destroyed in 1999)

St. Sava, bronze, 70 cm,
bust in the Cultural Centre in Leposavi¢

Academician Ljubodrag Mihajlovi¢, bronze, 70 cm,
bust in the hospital park in Kosovska Mitrovica

Bust of Grand Leader Karadjordje,
set in front of the Institute for the Serbian Culture in Leposavi¢
Bust of Vuk Stefanovi¢ Karadzic,
set in front of the Institute of Slavic Studies at the University of Vienna
(Austria)
Sculpture,
set in Children recreation center in StaniSinci on Go¢
(material: wood and metal; 500 x 90 cm)

Bust of Slobodan Jovanovic,
set at the amphitheatre of the Faculty of Law in Belgrade.

Bust of Slobodan Jovanovic at the entrance of the Faculty of Law

Portrait bust of the poet Lazar Vuckovié — restoration.
The restored bust set in front of the Cultural Centre in Gracanica
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Busts of Academicians Radomir Luki¢ and Mihailo Djuric.
The busts are set in Mali TaSmajdan Park

Bust of Slobodan Jovanovi¢ in supernatural size.
Cast in bronze and placed in front of the Faculty of Law in Belgrade in 2018

The Vuk Award of the Serbian Cultural and Educational Community for the
outstanding contribution to development of culture in Republic of Serbia
and in Serbian cultural space.

The Vidovdan Acknowledgement for the spiritual rise of university thought,
The University of PriStina, Kosovska Mitrovica

The Vojislav K. Stojanovi¢, Ph.D. Award of the Society of the University
Professors and Scientists of Serbia, Belgrade

The Grand Award of the Society of Serbian Artists LADA

The Golden Medal for Achievements in Cultural Work

Svetomir Arsi¢ Basara: Sculpture / [author of the exhibition Sreto BoSnjak] —
Belgrade: the Serbian Academy of Sciences and Arts, 1998 — 185 pp: illus.;
24 cm — (Gallery of the Serbian Academy of Sciences and Arts; 91)

Basara: Sculptures : Gallery of the SASA Branch Novi Sad, Platoneum, Novi
Sad, September 1998 / [author of the photographs Nikola Zivkovi¢]. — Novi Sad
: the Serbian Academy of Sciences and Arts, Branch, 1998 — [4] pp. : col. illus. ;
20 cm — (Edition / the Serbian Academy of Sciences and Arts, Branch ; 18)

Svetomir Arsi¢ Basara : Sculptures : December 1998 — January 1999, Gallery
of the National Museum Leskovac : February — March 1999, Gallery Pirot :
March — April 1999, Gallery of the National Museum Vranje / introduction
and the author of the exhibition Srdjan Markovi¢ ; French language translation
Suncica MiloSevi¢ — Leskovac : National Museum, 1999 — 42 pp. : illus. ; 21 cm
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Svetomir Arsi¢ Basara : Sculptures : Gallery of the Contemporary Fine Arts in
Ni§, Gallery “Serbia”, 14 November — 6 December 2006 / [editor Milica Todorovi¢]
— Ni$ : Gallery of Contemporary Fine Arts, 2006 — [8] pp. : col. Illus. ; 25 cm
ISBN 86-7740-022-2

Svetomir Arsi¢ Basara : Sculptures : Gallery “Basara — Obradovi¢ Atelier”, Square
of Culture Vrnjacka Banja, July 2008 / [introduction Milica Todorovi¢] — Vrnjacka
Banja : “Basara — Obradovi¢ Atelier”, 2008 — 16 pp. : reproductions ; 24 cm
ISBN 978-86-905369-3-1

Svetomir Arsi¢ Basara : RTS Gallery, Belgrade, 10 November 2011 — 3 February
2012 / [author of the catalogue Srdjan Markovi¢ ; photographs Slobodan Sari¢]
— Belgrade : Radio Television of Serbia, 2011 — 32 pp. : illus. ; 22 cm

Svetomir Arsi¢ Basara : Biography : pp. 29-31

ISBN 978-86-6195-012-4

Svetomir Arsi¢ Basara, Sava Halugin : Sculptural Statements : Gallery of the
SASA, Branch in Novi Sad, Platoneum, June 2012 — Novi Sad : the Serbian
Academy of Sciences and Arts, Branch, 2012 — one folded paper ([6] pp.) :
col. illus. ; 24 x 32 cm — (Edition / the Serbian Academy of Sciences and Arts,
Branch ; 111)
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* Works in this catalogue are
given in chronological order.

Roman numerals next to the
same title of work mark the works
of the same problem but of

a different solution.
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13.
14.
15.
16.
17.
18.
19.
20.
. Stopped Wave, 2002, wood, 50 X 26 X 16 cm

. Haiduk Veljko, 1998, wood and metal, 200 x 95 x 50 cm

. Crucifix of Mohter Serbia, 1999, wood and metal, 260 x 250 x 50 cm
. Saint Warriors: Procopius, 1999, bronze, 85 x 20 x 17 cm

. Saint Warriors: Nicetas, 1999, bronze, 85 x 25 x 15 cm

. Saint Warriors: Demetrios, 1999, bronze, 85 x 25 x 15 cm

. Saint Warriors: Theodore, 1999, bronze, 85 X 25 X 15 cm

. Saint Warriors: Unknown, 1999, bronze, 85 x 23 x 15 cm

. Christ with the Sword, 1999, bronze, 22 x 72 X 15 cm

. Game of Shapes, 1998-2000, stone, 300 x 100 x 160 cm

. Tsar Lazar’s Warrior, 2000, wood and metal, 220 x 60 x 60 cm
. Apocalypse, (S 300 — Guardian of Peace), 1984-2000,

wood and metal, 400 x 142 X 74 cm

. Apocalypse 11, (S 400 — Guardian of Peace), 1984—-2000,

wood and metal, 400 x 142 x 74 cm

Chalice of the Nemanjics 11, 2001, wood and metal, 200 x 160 x 160 cm
Sword in Christ’'s Hand, 2001, wood and metal, 300 x 100 x 60 cm
(Un)Merciful Angel I, 2002, metal and wood, 270 x 90 x 30 cm
(Un)Merciful Angel II, 2002, metal and wood, 270 x 90 x 30 cm
(Un)Merciful Angel 111, 2002, metal and wood, 300 x 100 x 30 cm
Desanka Maksimovié¢, 2002, portrait, plaster, 75 X 25 x 25 cm

Desanka Maksimovic¢, 2002, figure, plaster, 65 X 25 X 15 cm

Dr. Ljubodrag Mihailovié¢, 2002, bust, bronze, 70 x 25 x 45 cm

160



22.
23.
24.
25.
26.
27.
28.
29.
30.
31.
32.
33.
34.
35.
36.
37.
38.
39.
40.
41.
42.
43.
44,
45.
46.
47.
48.
49.
50.
51.
52.
53.
54.
55.
56.
57.
58.

Crucifix: Serbia I, 1999-2002, wood and metal, 260 x 250 x 60 cm
Portrait of St. Sava, 2002, plaster, 76 X 25 X 25 cm

The Olympic, 2003, metal, 140 x 100 x 80 cm

Roofs of Kopaonik, 2003, metal, 100 x 90 cm

Game of Shapes 11, 2003, wood, 120 x 100 cm

Cuirassier of Tsar Lazar X, 2003, wood and metal, 210 x 40 x 40 cm
Cuirassier of Tsar Lazar XI, 2003, wood and metal, 220 x 50 x 40 cm
Chalice of Vrnjacka Banja, 2001-2003, wood, 180 x 135 x 133 cm
Figure of Despot Stefan Lazarevic¢, 2004, bronze, 70 x 15 X 15 cm
(Un)Merciful Angel IV, 2005, metal, 290 x 90 x 100 cm

(Un)Merciful Angel V, 2005, metal, 300 x 100 x 100 cm

Portrait of Gordana Arsi¢ Komljenovié, 2006, plaster, 26 x 40 X 22 cm
Portrait of Jelena Arsi¢, 2006, plaster, 30 x 55 x 30 cm

Game of Shapes, 2000-2007, stone, 300 x 100 x 160 cm

Serbian Haiduk, 2007, wood and metal, 220 x 50 x 50 cm

Portrait of Djordje Komljenovié, 2007, plaster, 25 x 42 x 30 cm
Cuirassier of Tsar Lazar XII, 2007, wood and metal, 220 x 45 X 45 cm
Portrait of Dr. Vladimir Keni¢, 2008, plaster, 25 x 40 x 30 cm
(Un)Merciful Angel VI, 2009, metal, 290 x 90 x 90 cm

(Un)Merciful Angel VII, 2009, metal, 300 x 100 x 100 cm

Time Zones of Russia I, 2009, wood and metal, 255 x 185 X 55 cm
Cuirassier of Tsar Lazar XIII, 2010, wood and metal, 220 x 60 x 50 cm
Oh Genesis, Oh, Holy Oak..., 2007—-2011, wood and metal, 285 x 200 x 150 cm
Cuirassier of Tsar Lazar XIV, 2011, wood and metal, 220 x 50 x 50 cm
Cuirassier of Tsar Lazar XV, 2011, wood and metal, 220 x 50 x 50 cm
Cuirassier of Tsar Lazar XVI, 2011, wood and metal, 220 x 50 x 50 cm
Cuirassier of Tsar Lazar XV1I, 2011, wood and metal, 220 x 50 x 50 cm
Cosmic Clock, 2011, wood, 250 x 20 x 40 cm

Chalice of Bojcin, 2011, wood, 500 x 70 x 70 cm

Time Zones of Russia II, 2011, wood and metal, 300 x 185 x 60 cm
Time Zones of Russia I1I, 2011, wood and metal, 300 x 185 x 60 cm
Cuirassier of Tsar Lazar XVIII, 2012, wood and metal, 230 x 40 x 40 cm
Time Zones of Russia IV, 2012, wood and metal, 250 x 80 x 70 cm
Time Zones of Russia V, 2012, wood and metal, 250 x 80 x 70 cm
Time Zones of Russia VI, 2012, wood and metal, 250 x 80 x 70 cm
Guardian of Peace, 2012, wood and metal, 490 x 180 x 70 cm

The Holocaust, 2013, wood and metal, 70 x 40 x 70 cm
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59.
60.
61.
62.
63.
64.
65.
66.
67.
68.
69.
70.
71.
72.
73.
74.
75.
76.
77.
78.
79.
80.
81.
82.
83.
84.
85.
86.
87.
88.
89.
90.

Chalice of the Nemanyics 111, 2013, wood, 100 X 65 x 55 cm

Serbia + Russia up to Tokyo, 2014, wood and metal, 300 x 150 x 140 cm
Bulava — Guardian of Peace, 2007—2015, wood and metal, 720 x 110 x 260 cm
Time Zones of Russia VII, 2008—-2015, wood and metal, 255 x 185 x 55 cm
Time Zones of Russia VIII, 2008-2015, wood and metal, 255 x 185 x 55 cm
Time Zones of Russia 1X, 2008—2015, wood and metal, 255 x 185 x 55 cm
Time Zones of Russia X, 2008—2015, wood and metal, 255 x 185 x 55 cm
Time Zones of Russia XI, 2008—2015, wood and metal, 255 x 185 x 55 cm
Tsar Lazar, 2015, wood and metal, 260 x 120 x 50 cm

Tsar Dusan, 2015, wood and metal, 260 x 120 x 50 cm

Chalices of the Nemanjics 1, 2013-2015, wood and metal, 70 x 40 x 35 cm
Chalices of the Nemanjics 11, 2013-2015, wood and metal, 70 x 40 x 35 cm
Chalices of the Nemanjiés 111, 2013—-2015, wood and metal, 70 x 40 x 35 cm
Chalices of the Nemanjics 1V, 2013-2015, wood and metal, 70 x 40 x 35 cm
Chalices of the Nemanjiés V, 2013-2015, wood and metal, 70 X 40 X 35 cm
The House Where the Dead Live, 2015, wood and metal, 70 x 40 x 40 cm
Vladimir Vladimirovi¢ Putin I, 2015, bust, plaster, 30 x 25 X 20 cm
Vladimir Viadimirovi¢ Putin II, 2016, bust, plaster, 80 x 30 x 23 cm
Kosanci¢ Ivan, 2017, wood and metal, 250 x 70 X 70 cm

Toplica Milan, 2017, wood and metal, 250 x 70 x 70 cm

Milos Obili¢, 2017, wood and metal, 340 x 100 x 90 cm

Rural Exodus, 2017, wood and metal, 260 x 130 x 70 cm

Symphony I, 2017, wood and metal, 250 x 250 x 70 cm

Symphony 11, 2017, wood and metal, 250 x 250 x 150 cm

Chalice of the Nemanjiés IV, 2017, wood and metal, 250 x 150 x 90 cm

Jug Bogdan, 2018, wood and metal, 255 x 80 x 80 cm

Bosko Jugovié, 2018, wood and metal, 245 x 70 x 80 cm

Damjan Jugovié¢, 2018, wood and metal, 240 x 50 x 80 cm

Ljubodrag Jugovic¢, 2018, wood and metal, 210 x 50 x 80 cm

Grandfather’s Flutes VII, 2018, wood and metal, 370 x 50 x 50 cm

Urban Exodus, 2018, wood and metal, 250 x 80 x 80 cm

Symphony 111, 2018, wood and metal, 290 x 240 x 90 cm
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CIP — Karanorusauuja y mydiukanguju
Haponna bubnuorexa Cpduje, beorpan

730.071.1:929 Apcuh C.5.(083.824)
730(497.11)"1998/2018"(083.824)

APCHR, Ceetomup bacapa, 1928—

Ceetomup Apcuh Bacapa : (pamosu 1998-2018) / [mpeBon Iparana Borojesuh,
Mapx BporaH ; dororpaduje Yrierna Jamuesuh, MBana TomaHosuh, Cranko Koctuh]. —
Beorpan : CAHY, 2019 (Beorpan : Ciny»deHu rnacHuk). — 162 ctp. : uiyctp. ; 24 cm. —
(Tanepuja Cpricke akafieMyje Hayka U yMETHOCTH ; 147)

Yropeno cpI. TeKCT U eHrL. npeBof. — Tupax 1.000. — Ctp. 82-97: Buorpaduja
u dubnuorpaduja / Kpucruna UrwatoBuh JoBosuh.

ISBN 978-86-7025-810-5

a) Apcuh, CBetomup Bacapa (1928-) — M3noxbenu katanosu
COBISS.SR-ID 273873420



lanepyja cpricke akaneMuje Hayka U YMETHOCTH
3axBasbyje nmopoguuy Apcuh

Ha BEJIMKOM [LOIIPUHOCY y peaiusauuju ussoxoe,
nocebHo rocnohu F'opananu Apcuh KommseHosuh,
rocriohu Jenenu Pucruh,

rocrioguny hophy Kommenosuhy

¥ rocrionuny Benumupy Puctuhy.









