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AnekcaHpap Tomawesuh

He3aBpweHn cumbonm 13 atesbea Ha
KocaHunhesom BeHUy

3rpaay Ha KocHaunhesom BeHuy 6p. 19 HUCy norogmne Hemadke bombe
6. anpwuna 1941, jep cy HAUUCTUYKKM NUNOTK JOOUAN 334aTaK Aa pa3ope
OHY NpeKo nyTa ke — HapogHy 6ubnnoteky Cpbuje, jesrpo 3Harba,
KyNType, Ayxa v notpebe 3a XyMaHUCTUUKMM Tpajatbem, Ynje pyLlieBmnHe u
Aase noacehajy n ynosopasajy. Y H0j ce f0 3aBpLueTka Jpyror cBeTckor
paTa Hanasuno NHcTuTyT [lpXKaBHe WTamnapuje, a oHAa je novena aa
CNYKM YMETHULMMA M YMETHOCTU. HeKo je, NpeTnocTaB/bamo Bpo
CBECHO W OArOBOPHO, KENeo Aa NOACETU Ha HYXKHOCT nobeae ceera WTo
CTPEMMW HAjNNEMEHUTUJUM LiM/beEBUMA. FbeHW NPBY CTaHapPU-YMETHULM
6unn cy Kocta XakmaH (1899-1961), *ueko Crojcas/besuh (1900-1978),
3opa Monoswuh (1902-1978), JoBaH Kyknh (1907-1982), Hukona lpaoBsay,
(1907-2000), CabaxaguH Xoyuh (1909-1982), lopaaHa JosaHosuh (1912-
1997), Munopag hupuh (1912-1994), Aywax Puctmnh (1913-1995),
BpaHko — flane CraHkoBuh (1915-1989), Mupko Mouyya (1915-1988),
3ynoukap Llymxyp (1921-1989) u Muogpar b. NMpotuh (1922-2014).
Heku cy neno ypegunu ceoje CTBapanayke paanoHuLE, Tako Aa je
Puctnhesa 6una Hanuk cuiygujy Ha A3ypHoj obasu, a NMovyunHa casnoHy-
QHWUKeapHUyu. BehunHa je Ty ocTana Ao Kpaja, 0OCMM HEKOULMHE

KOju ce HUCYy Ayro 3aapanu. CBu cy JONPUHENN Aa OBO KYN1THO MECTO

y beorpagy noctaHe Haw bpog-1a80p, ann MHOTO KOMbOPHUjU 0p,
napuvckor bawo-nagoapa Ha MoHMapTpy, KOju Cy KOPUCTUAU MHOTH
BEJ/IMKAHU CBETCKE YMeTHOCTU, Mehy Hurma u MNnkaco, a cTanHo ra
nocehusanu Matuc, bpak, JepeH, Andu SlopaHceH, MoaumbaHm,
Nunwuny, AnonnHep, KOKTO 1 MHOTW ApYru.

Y nogpymy 34arba Ha KocaHumheBom BeHLYy oamax ce nojasunia
pagaMoHMLA 33 ypaM/bMBakbe YMETHUYKUX AeNa, HELWTO KacHuje y
cyTepeHy v llpogajHa 2anepuja beoepag, BarkHa Kao jeauHa Te BpcTe
OOK HUje 610 TPKRULWTA YMETHUYKUX NpeameTa, 3aTUM 0/, Kaja

ce nocneptux ABajeceTak roamMHa nojayaHnm HeKomepLmjaaHUm
Nporpamom CynpoTCTaB/ba OMNLUTO] U HEKOHTPOANCAHO]
Komepumjanmsaumju. C 063upom aa je aunnommpao 1952, morsio 6m ce
pehu aa je Tomawesuh y 0BOj YygHOj, NPOCjaYKOj Kyau og crioHosaye,
CaTKaHOj oA, TaNIeHTa, AyXa U KpeaTMBHE eHepruje, passunjao 1 ysgurao
CBOjY, CPMNCKY M ONWTEYOBEYAHCKY YMETHOCT, OAHOCHO MO CBEMY OCTao
Kao tbeH HenpeBasnheHn KOPUCHMUK.

Kaga je Muogpar b. NMpotuh gobuno 3HaTHO KOMPOPHUjU aTesbe y
CBeTOropcKoj yanum, NpeTxo4HO NPUBaTHO BNACHMLLTBO Ypolla
Mpeaunha, y erosy coby 3a pas Ha KocaHunhesBom BeHLy ycenuno ce
AnekcaHgap Tomawesuh. MpBu cTaHap je y H0j aKymynnpao cHary 3a
[asbe noasure y CONCTBEHOM CIMKAPCTBY, IMKOBHOj KPUTULM, TEOPUjU
YMETHOCTU M ynpassbary My3sejom caBpemeHe yMeTHOCTH, a Apyru
M3BEO BULLE BPXYHCKMX OCTBAPEH:A, AOCErao BAACTUTY NOETUKY, OKYNMO
OKO cebe HajyrnefHunje IMYHOCTE CPRCKE KYNTYPe, XYMaHUCTUUKUX HayKa

1 ymeTHocTU. Munow bajuh noaceha fga cy ynaHosu Jeuembapcke
rpyne (1955-1960), Koja je yuBpcTUNa TeMesbe NoCNepaTHe MogepHe,
y Tomawesoj ,,Cobun hynosa“ 6ypHo pacnpas/basn Ha peaoBHUM
cacTaHUMMa, CBaKO M3HOCKO Apyraynje naeje, WTo Huje buna npenpeka
Aa ce mehycobHo nowTyjy u yBaxkasajy. M. b. MpoTtuh ceegoum aa

je Tomawesuhes npeu atesbe 6K0 ,,04 NOAA A0 TaBaHULE NOKPUBEH
nonnuama NyHUm Tectuja, bapgaka, y/baHuua, Yupaka, GoNKNOPHUX
burypa, WwapeHnLa, CEOCKNX CIMKAHUX U Pe3aHuX WKpUka.” Y
TaKBOM ambUjeHTy, Koju ogpakaBa CKNOHOCT Ka HENPOAa3HUM
AOMeTMMa MUHYNMX BEKOBA, HAacTana Cy AieNa Koja KopecnoHAuMpajy ca
HajaKTyeNHUjUM TeHAEeHLUMjaMa YMETHOCTH Y CBETY.

Tomaluesuh ce, HajsepoBaTHMje MOYETKOM CegMe AeLEHMje, NPecenmo y
aTesbe Ha cnpaTy, Koju je Nasne YrpuHos onucao: ,Y Benvkum hynosuma
no yrnosuma ose Tomalwesuhese cobe-my3eja cTajano je yaeHyTo

CTapo opy:Kje: Ayre v TaHKe NyLuKe ‘Wwapke’, Kybype, Konsba, jataraHu,
maydeBu 1 gpyro. 3naosu cobe-nsnoxxbe 6unm cy obojeHn TamHo-
LpBEHO a JallYaHKW Nog TamHo-3eneHo. OBaj ‘Telw KW' KonopuT npoLluapaH
VCKpEeHeM CTapOor Opy»Kja, yNoTnyHeH KONIOPUTOM CTape rpHyapuje,

a nocebHO KONOPUTOM OHe BenuKe Konuje ppecke AHhena us Ceete
Coduje oxpuacKe Ha 3MAY U3HaL KPEBETA Y APYrOoM Aeny npocTopuje —
npeacTaB/bav Cy y OCHOBU KOIOPUT HeroBux cIvKa.” Aua, Tomal nam
KocmeTcku Puc, Kako cy cee Tomawesuha ocnossbasanu, ypegmo je ca
WIFCTaHYAHUM YKYCOM U CBOj APYrY KPeaTUBHU MUKPOKOCMOC. Kepamuky
1 oCTaNe HapoaHe TBOPeBUHE, 3HANAYKM je NOBe3ao ca ogabpaHum
CTU/ICKUM HaMellTajem. Ycrneo je ga octBapu 3auyhyjyhe cknagaH cnoj
pypanHor v ypbaHor, UHTYUTUBHOT U PALLMOHANHOT, CUPOTUHCKOT U
npeborartor, MaTepujasHOr U AyXOBHOT, }KMBOTa U cMPTW. Ty je, y HamnoHy
CHare U3HeHaga NPemMuHyo. YrpuHOB je OCTaBMO Tpar 1 O NocaefHem
60opaBKy CBOT NpunjaTesba y aTtesbey: ,,M3a nonvue ce Hanasuo nexaj,
KpaTak, HU3aK, NpekpuseH 6ennm pyHom, Ha Kome je BUN0 U3N0KEHO
TeN0, NOKPMBEHO NOKpoBOM. Ha Tome Hausres HeynobHom nexajy
Tomawesunh ce oaAmapao, Ha Hemy peOBHO CMaBao, U Ha Hemy je caj,
nounsao.” Ap lopgaHa Tomawesuh, HeKaga apxeonor-koH3epBaTop y
Penybanykom 3aBoAy 3a 3alUTUTY CMOMEHMKA KyNType, HacTaBuna je

43 y HenpomereHoM ambujeHTy BpuHe 0 3a0CTaBLUTUHK CBOT Cynpyra.
Hwuje ycnena pa opopmu Heros neraT y ckaony 3aarba npeasuheHor

3a noaunsarbe Ha CnaBuju, Ha NaaLy CBOje NOPOAMLLE, KOjU je y3 yroBop
ycTynuna.

Kao BpcHM cnvKap-pectaypatop, Tomawesuh je 04/1M4HO YNO3HA0
Hacnare UMBMAM3aLUMja M, NOCEOHO, y3aeTe CPMCKOT CpestbOBEKOBHOT
Hacneha. OH je noTepamo TpudyHoBMheBO TauHO yBepetbe: ,YBEK Kaj,

je pahana HewTo HOBO, aBaHrAPAHO U PEBOJYLMOHAPHO, IMKOBHA
YMETHOCT je rnefana y npolwnoct.” PaHo je cxBaTWO 3Havaj Tpaguuuje,
anu v notpeby aa cavyBa becmpuwHOCW cumb0a N UCKPEHO OA,pasu
cebe u cBoje A06a, YaK U Aa HajaBM OHO LITO CTUMKeE. 3aTO je Heros onyc
jeaMHCTBEH NO CMOjy CTapor U HOBOT, IMYHOT U YHWUBEP3aNHOT. Y carnacjy
ca NOeTUKOM MoZepHuU3Ma nesecetnx, obpahusao je mpTee Npuposae un
nopTpeTe, Nojayao reomeTpu3aLmjy Gopme, Harnacmo CHaXKHy KOHTYpY,
peayKoBao ManeTy M NOKa3ao u3BaHpeaaH ocehaj 3a ycarnalaBarbe CBUX
AeTasba Komnosuuumje. Y Bpeme JoMUHaLMje ancTpakumje u eHpopmena,
CKOHLLeHTPKUCAOo ce Ha 6e306A1MYHO 1 CAnKapcKy maTepujy. Mnak, ynopeao
je HacTaBMo fa rpagu ocobeHe KOMMNO3WLUMje Ymnje cy BUTHE KOMNOHEHTe
e/1eraHTHO NojeiHOCTaB/bEHM, BP0 aCKETCKM CaXKETU U ONeMerbeHun



cermeHTM nocyaa, opHameHata, bacafila MaHaCTUPCKUX LPKBU U dpecaka
WAIN Heyer Apyror WTo Takohe Mma 1 ecTeTcky U cMMB0oANYHY BPEAHOCT.

Y nocneptum rognHama Kusota Tomawwesunh ce NOCBETMO PUTMOBUMA
reoMeTpUjCKMX elieMeHTFaTa. TeXXMo je mawieproj Mmesnoguju n pocesamy
YHUBEP3a/IHOT M ancosnyTa. 3Hao je Aa MOHOXPOMHE TPOYr/10Be,
XOPUW30HTa/IHE NapasiesiHe INHUje N CTPeNnLe ca TKaHMLA BeLWTo
NPEeTBOPU Yy BU3Ye/IHE YNHEHULLE U 3HAKE CAMOCBOjHE NEKCUKE.

Ca MUCKYCTBOM [,apOBUTOF MO3anyapa, NPeKpUBao je Leny nognaory
CBOjeBPCHUM Tecennpartbem TEXHUKOM BEPMUKYNIATYM, MaKo He
YCUTHEHMM UCTOBETHUM KOLKamMa HeKor AparoueHujer KameHa, Hero
yjeaHaueHMM moaynvMma og, obpaheHux gacaka, KaHeMpaHUX KBagpara,
Tpoyrnosa uav pombosa. OH je, no CrojaHy heauhy, noactuuaj 3a

,CBOje CIMKe-KOHCTPYKLMje Morao Aa Hahe 1 y Tako3BaHOj N/I0TOBaHO]
OpHaMEHTULM YHYTpaLLHe apxuTekType bankaHa n Cpegrer Uctoka“,
npMmeHeHoj Ha BpaTMMa Heno3HaTor MajcTtopa, Koja je us bujenor Mosba
[OHEO y CBOj Apyru atesbe. YKMBao je y uaeanHom peay, ,,ancoayTHUM
CKNagoBuMa, ceeTnoctu Koja MPUCTAJE Ha wera” (Pagomup
KoHcTaHTMHOBMN), pUTMOBMMA AMjaroHana, BEPTUKaNA U XOPU3OHTaNa,
MCTO Kao W CN/eToBa NPaBUIHUX IMHEAPHUX ype3a M KOHTpacTa ABe UaKn
HajsuLe Tpu 60oje, cumeTpuju, acumeTpuju... CBECHO UK He, CTBapao

je onTuuKe edekTe M U3BECHY ONAPTUCTUYKY UTPY, aau U yobamyasao
naeorpame, MoXaa Yak u cebu HegoKyumse 3Hake. Ha Kpajy je og uctmx
eflemeHara KpMUCTanmcao Kpuntorpame Ha jeaHobpasHo 060jeHoj OCHOBM
M NpUBIMKNO Cce HEKOj BPCTU pesbeda.

Tymauehu ocTBaperba U3 OBe cepuje ca 3ajeAHUYKMM Hasmeom Jeso,
KoHcTaHTMHOBMA je youmno: ,Tomawesnheso HajsuLie oTkpuhe je
6ecMpTHOCT cMMbona: cMMB0ON He yMUpe ca 3HAYEeHEM, jep Herosa
dyHKLMja He Mopa BUTK camo y cyK6U cmucna; GyHKUMja cumbona je,
nocsie CMpTH 3Havera, GyHKLMja My3nUKa U GyHKLMja YNCTO IMKOBHA:
TaMo rae yMMpem Kao CMUCA0, BAaCKPCaBaM Kao YNCT 3BYK, KAao YNCTa
NvHKja. CMPT jegHOT CMUCAA HUje U CMPT AyXa, WWUpPer o4, CBaKOT CMUCAA,
AyXa Koju, Kag, ra CMMCao HanycTu, Kag, ce npaBal, UCTopuje NPOMeH#M

(y3 nomsbaBy cmMucnoBa), U Ty rae je cMucao NoKpeHyT, 1 TEK Kag je
NOKPEHYT, HaNa3u YUCTY INHU]Y N YUCTU 3BYK.”

Tomawesuh je A0 CTPYKTYpa CKOPO ancTPaKTHUX KOMMNO3ULLMja J0NA3MO0
noBohereMm y CaBpLUEeH pej, reOMEeTPUJCKUX PaBHU 04, KOjUX cy nojeanHe
ocnoboheHe ceera WTO BOAM Ka 610 KaKBOj acoumjaumiju, a apyre
3aCHOBaHe Ha ancTpaxoBakby U NOETU3ALMjN PEANTHOT UAN YMETHUYKOT.
OTKpMBAO je M3BOpe 3a NOCTU3arbe HOBMX NIACTUYHUX CagprKaja

y pocturHyhmMma HenosHaTux TBopaua. OH ce Huje NpuapKasao
NONA3unLLTA, HEro je AaTe YNHbeHULLe — IMKOBHOCT No cebu, npunarohasao
COMNCTBEHOM CEH3MBUANTETY MU 3aKOHUMA C/TIMKAPCTBA. YCNOCTaB/bao

je cknag cynTUAHWX TOHOBA, PaBHOTEXY IMHEAPHOT U NMUKTYPAJHOT,
NPOLWOT U cafiallkber, TPeHYTHOr 1 BeyHor. Cam je objacHuo aa ce
ocnoboawno ,,bopmyne nkoHorpaduje n oKpeTao npanssopuma.” ¥Ysgurao
ce po HecnyheHux BucHHa ynvpyhu norneg,y cpeatb0OBEKOBHY YMETHOCT
— apPXMTEKTYpPY M CIMKAPCTBO, UCTO Kao W Y LIApeHuLLe, Yapane, Kelesbe,
npecavue n apyre ynotpebHe npeameTe y Koje Cy HalWM HENO3HATH
[ApPOBUTKU MpeLM YTUCHYAN ,,CBY NOE3Njy CBOje carbaniayke aywe”
(Hagexxaa Netposuh). Y Katanory camocTanHe usnoxbe (1967), objacHuo
je Aa ce ,,NOCBETMO CyLWITAcTBY HHUXOBOM, HMXOBOM YHYTPaLLHEM

OyXY KOjU1 je XapMOoHMja M3parkeHa jeaukom reometpuje.” Y nctom

jesrpoBMTOM TEKCTY OTKPMO je Aa je 3a kera reomeTpumja ,,cumb0on oHe
npeBacxofHe YMETHOCTU Koja TPaXKM XapMOHMYaH nopeaak y ceeTy

1 YOBEKY, KOja Ce CynpoTCTaB/ba Xaocy U amopdHOCTH, Y NPOLLNOCTH
M CafalbOCTM U, Y UCTU MaX je U BM3Mja M HaroBeLlTaj CKNaaa Koju
nonasn.”

Mwuna Pajkosuh je 3ak/byumna aa Tomawesuheso cAnMKapcTso ,upne

13 ay6OKMX CNojeBa MHOTO CTapMUjuX 0, T1a Ha KOMe je HUK/1a ByHTOBHa
CBECT O HOBOj MMUCUjW KOA BE/IMKMUX TEOPETMYAPA MKOHOKa3Ma Haluer
noba — u3 aybuHa BpemeHa Kaja je reomeTpujcKka ancTpakuumja 6una
HOpManaH YMeTHMYKM n3pas. (...) Tomawesmh HANOLITO HE KOMMpPa HATK
Bapupa cTape WeMe; HanpoTUB, OpHaMeHTaHa 06paja NoBpLUNHE
reoMeTpujcKor CTua je pasopeHa Aa bu ce, ca mogepHom aocnegHowhy,
oceT/bmBowhy, peTkom KyntusucaHowhy n nHamsmayanHom ceewwhy
BEYMTM 3HALM pacnopeamnnn no Apyrum NpUHUMNMMa: Beoma boraror,
cnobogHor puTma, BUGpaHTHE paBHOTEXKe, CUMETpUje, O4HOCHO, bosbe,
nponopunoHanHocTn. Oxunsenu sHauu, nogmaaheHu, urpajy ConcTeeHy
UTPY — HYU NPUMUTUBHY, HWU HaWBHY, HU HapPOACKY. (...) U3BecHa mekoha,
YaK TOMNAMHA, 3a04eHYTOCT, yb6naxasajy v XyMmaHu3yjy cTpory 036u/bHoCT
KOCTypa 0BOT aHWMKOHWYHOT CIMKapCTBa.”

Nasap TpuoyHosuh je npumeTno Aa y ,MUTaBOj 03K CIMKApa
reomeTpKjCKOr n3pasa pasnnKyjy ce ABe NopoauLe: jeaHy YNHE OHM
CYyBM, HEMALUTOBUTU, KaZIBUHUCTUYKM LyXOBM, KaKas je 6o MoHapwjaH,
Ha NpUMep, KOA, KOjUX je reoMeTPMjCKM paLlMoHann3am npupoaHa
nocnegmua ogcyctea dbaHTasmje; Apyroj Nnpunagajy OHM CTPacHM,
POMAHTUYHM U HEYKPOTUBM JbyACKM TUNOBW, Kaksu cy Mnkaco nau

Haw Tomawesuh, 3a Koje je reomeTpujcKka paBHOTEXa, moryh nsnas,
CPeAacTBO Aa ce opraHuM3yje Xaoc, Aa Ce CTULWA U YMUPU TeMMNepameHT.”
Muogapar b. MpoTtuh je nyumaHo KoHcTaToBao Aa Tomawesuh BeyHO

M cajallmbe ,Huje cynpoTcTas/bao, Beh ybeheHo objeantsasao,
Aokasyjyhu na ce MoHapvjaHoBa unu Basapenwujesa wudpa cagprke

y nojacy ca Kocmeta unu y hunnmy ns Metoxuje: 0CHOBHU 06aMUM 1
PUTMOBM CYy HENPOA3HU, OHW CYy TEME/bU CBUX CTPYKTYpa U CUCTEMA,
CTBApPHO aTeMMOopasiHK, anconyTHW.” Hu muwsberbe Masna Bacuha He
pasnukyje ce og onwTtenpuxsaheHor: ,Tomawesuh je nsrpagmo jeaHy
OPUIMHANHY BU3Wjy reOMETPUjCKe ancTpaKkLumje, Tako AedpuHucaHy
grosso modo, anu nsseaeHy 13 Zomahmnx MOTMBa, TPAAULMOHANHUX
BPeAHOCTM OAYXOB/bEHUX jeAHOM HOBOM BUTanHowhy.” KoHayHo, 1
Nnpnja MepeHuk notephyje Aa je 0Baj YMETHUK 4OBEO ,,CPMNCKY YMETHOCT
lwesnecetTnx y cam Bpx becnpeameTHe, Heany3uBHe, YNCTE U ayTOHOMHeE
nnoxe — objekra.”

YaK 1 Hajcy»KeHuju n3bop, ycnoB/beH BO/bOM BACHWKA Aa 3a U3Narakbe
yCTyne Uan He OHO LITO BPUKHO YyBajy, NoKa3yje Aa je Tomawesuheso
CTBapasialiTBO HEOABOjMBO OA, aKTYe/IHUX TOKOBA KOZ, Hac 06HOB/beHe
MogepHe, NocebHO o MaTULLe reomeTpujcKe ancTpakumje, on-apTa u
HOBOT cMMB0/1a, aKo NPOUCTUYE M3 NOLITOBAHA CPMCKE CPeHOBEKOBHE
YMETHOCTM YBPCTO NOBE3AHE Ca BU3AHTUjCKUM, aHTUUKUM U APEBHUM
Hacnehem, Takohe u 3 sbybaBu Npema HapoAHMM PYKOTBOPUHAMA Koje
noHaB/bajy npay3ope 1 came no cebu nocTajy HezaspweH cumbos. U3 Tor
[BOjCcTBa HOBOT W CTapor, y carnacjy ca gaposutowhy 1 o6pasosarbem,
ocehatbeM U 3HaEM, Tparakbem 3a CO60M U OTKPUBAHEM HEYracior
[yXxa BeJIMKMX NPETXOAHMKA, HacTana cy U3BaHpeaHa Aena AOoCTojHa
HaLUMX U CBETCKMX My3eja CBeBpeMeHe YMETHOCTH.



AnekcaHgap Tomawesuh

(Coko Barba, 5. VIIl 1921 — Beorpaa, 19. VI 1968)

Mo ouy, yuntesmy y Cpeackoj Ha LLlapnaaHmHKn, notom y KocoBckoj
MuTposuum, nopekno soam n3 Ctapor KonawwuHa kog, Mehu, no majum ms
Coko barbe. CKNOHOCT Ka YMETHOCTU pa3Bujao je y OCMOrOAMULLIHOj LKOAN
y3 JedTy BaHueToBuha y KocoBckoj Mutposuum, 3atum y3 Xpuctudopa
LUpHunosuha y Yunteswckoj wrkonu y Ckonsby (1936-1941). Y Beorpaay je
maTypupao (1942) n nmkoBHo ce obpasoBao Koa JosaHa bujenuha, 3ope
MeTtpoeuh, dparbe Pagouaja u CeetonmKa Jlyknha y npuBaTHOj CAMKAPCKO
wkonm MnageHa Jocuha (1942-1943). Kao cBoje HacTaBHMKe HABeo je U
BuHKa paaHa n Bnagumupa Mpepajesrha. 3anocamno ce Kao yumTesb y
Baatby Ha KonaoHuKy (1943), opakne je otuwao y Mbapcku napTU3aHCcKu
oapep, (1944).

Ctyampao je (1947-1952) Ha AKaaemMuju INKOBHUX YMETHOCTHU Y
Beorpaay, Kog, npodecopa /bybuue — Llyue Cokunh, Kocte XakmaHa,
MBaHa Tabakosuha, Muxauna Metposa n Hepesbka MBosgeHoBmha.
Moxahao je aTesbe 3a ppecky Ha Bosapy y Mapusy (cemecTtap 1949),
KOA, MajcTopa AekopaTuBHOT cankapcTea lMNjepa AHpuja ge na Jukoca
Aja. YcaBpluaBao je KOH3epBauujy caunka Kog Pobepta Munepa y Jlyspy
(1952/1953) n Anbepa duavna y Kpa/beBCKOM MHCTUTYTY KYATYpPHOT
Hacneha y bpuceny (1955).

Ocum CIMKapCcTBOM (y/be, TEMNEpPa, aKBapes), MO3auKOM, LPTEXKOM U
rpadukom, 6aBno ce KOH3EPBaALMjOM M pecTaypaLmnjomM UKOHA U C/IUKa,
nocebHo ¢ppecaka y upksama: ce. Copuja y Oxpuay, Basegerbe npecsete
boropoauue y /liunswaHy, cs. MNetap y bujenom lMosby, €B. anoctonm

y Nehkoj NaTpujapwmjm, y maHactupmuma: Mopada, pavaHumua un
Xunanpap. Ypaguo je suiue konwuja ppecaka. bno je camkap-pectaypaTtop
y CaBe3HOM MHCTUTYTY 3a 3alUITUTY CNOMeEHMKa KynType (1952-1962),
3aTUM [0 Kpaja npodecop MOHYMEHTANHOT C/IMKAPCTBA Ha AKasdemunjn
npumer-eHNX ymeTHocTu y beorpagy.

PenoBHO je n3narao camocTasiHO M y4eCcTBOBAO HA JIMKOBHUM CMOTpama
oA, 1952. roguHe. B1o je unaH ymeTHUYKMX rpyna CamocuianHu v
Lleuembapcka epyna.

[o6uo je OpaeH paga ca cpebpHUm BeHuem (1961) 1, NoCTXymHO,
OkTobapcKy Harpaay beorpaga 3a AMKoBHY ymeTHOCT (1968). dakyntet
npUMereHUX YMETHOCTU OCHOBAO je Harpaay AnekcaHgap Tomawesuh
3a HajbosbM CTyAEHTCKM paga (1969).

dopmmpao je boraty 36MpKy HapoaHe Kepamuke. U3abpaH je 3a
AonucHor YiaHa MefyHapoaHe akagemuje Kepamuke y Henesu (1967).

Hberosa 3HayajHa gena vyBajy 1 usnaxy HapogHu mysej, Mysej
caBpemeHe ymeTHOCTM U My3ej rpaga y beorpagy, lanepuja nMkoBHe
YMeTHOCTU Manepwmja AMBHE YMETHOCTM NOKAOH 36MpKa Pajka Mamysuha
y HoBom Capgy. U3Beo je mo3auke y [lomy KynTtype y 3ajedapy (1962) un
Ha nnaToy ucnpeg, wkone y Combopy (1964), Kojy je npojekToBao boraaH
borgaHosuh.

OcHoBHa nuTepaTypa

(A. Tomasevic), Aleksandar Tomosavi¢, Dom JNA, Beograd, 1967;

M. Rajkovi¢, Slikarstvo Aleksandra Tomaseviéa, Umetnost 9, 1967,
37-38; /1. TpudpyHosuh, Tomawesuh. CAUKap u Yoeek, y: AnekcaHgap
Tomawesuh. Cnuke, Mysej rpaga beorpaga, beorpag, 1969; /1.
TpudyHosuh, Cluapa u Hosa ymewiHocuw, 3orpad, 3, lanepuja dpecaka,
beorpag, 1969, 39-52; M. b. Npotuh, AnexkcaHgap Tomawesuh (1921-
1968), y: Cpncko caukapcuieo XX eeka. Kwuza gpyaa, Honut, beorpaga,
1970, 458-460; LU. Llobesb, YMeTHUUYKM NnK AnekcaHapa Tomalwesuha,
360pHUK 3a IMKOBHE YyMeTHOCTH, 7, MaTuua cpncka, Hosu Cag, 1971,
179-204; G. Tomasevi¢ (biografija, bibliografija i katalog), S. Celi¢,

R. Konstatinovi¢ i M. Vunjak (autori tekstova), Aleksandar Tomasevié¢
1921-1968. Slike i crteZi, Umetnicki paviljon ,Cvijeta Zuzoric¢”, Beograd,
1980; B. BojuHosuh 1 . Tomawesuh (npupehusaun), M. Pajkosuh,

P. KoHcTaHnTuHoBMA, C. henunh u M. YrpuHoB (ayTopu TEKCTOBA),
AnekcaHgap Tomawesuh, YNYC, Beorpag, 1988; H. JosaHosuh,
AnekcaHgap Tomawesuh 1921-1968. Lipuiexcu, epaguxe, akeapenu,
Fanepuja nMKoBHe ymeTHOCTM MokoH 36MpKa Pajka Mamysuha, Hosu
Capg, 1999; |. Merenik, Ideoloski modeli: Srpsko slikarstvo 1945-1968,
Beopolis, Beograd, 2001, 88-90; H. KycoBau, AsnekcaHgap Tomawesuh,
PTC, Beorpag, 2005; J. Cronuh, AnekcaHgap Tomawesuh. Cauke, lanepuja
/IMKOBHE yMeTHOCTM MoKoH 36upKa Pajka Mamy3uha, Hosu Cag, 2007:
Jb. Musbkosuh, AnekcaHgap Tomaweswuh, Puma, Kparyjesay, 2010.



Monunc nanoxxeHmnx gena

1. Ateswe, 1954.
y/be Ha naaTHy, 50 x 69,5 um
Bn. hophe Momuposuh, Beorpag,

2. MpTtBa npupoga, 1954.
y/b€ 1 Temnepa Ha naaTHy, 55 x 36 um
MpusaTHO BRacHUWNTBO, beorpag,

3. lopaaHa y eHTepujepy, 1956.
y/be Ha naaTHy, 50 x 70 um
Bn. MnageH Mapaw, beorpag

4. bena pnba, 1957.
y/be 1 Temnepa Ha nnatHy, 48 x 80 um
Bn. UeaH Hepeswkosuh, beorpag,

5. MpTBa npupoga ca ase pube, 1958.
y/be 1 Temnepa Ha naatHy, 50 x 90 um
Bn. Patko Cumuhesuh, Beorpag

6. MpTBa npupoga ca rpoxkhem, 1958.
y/be Ha naaTHy, 50 x 90 um
Bn. Pagojuua Muxajnosuh, Beorpag,

7. Mexap ca yawom, 1958.
y/b€e 1 Temnepa Ha naatHy, 78 x 70 um
Bn. Patko Cumuhesuh, Beorpag,

8. JlunsbaHcKa pacaga, 1962.
y/be 1 Temnepa Ha naaTHy, 68,8 x 49,7 um
Bn. doHpaumja Byjuumh konekuymja, beorpag,

9. EHdopmen 1V, 1963.
y/be Ha naHennno4uu, 70 x 50 um
AnekcaHgap Mwunojesuh, beorpag

10. feno 63/18, 1964.
Temnepa Ha naHennaouun, 50 x 70 um
Bn. ®oHpaumja Byjuunh konekumja, beorpag,

11. Aeno 63/9, 1964.
Temnepa Ha naHennaouun, 70 x 50 um
Bn. hophe Momuposuh, Beorpag,

12. feno 63/1, 1964.
Temnepa Ha naHennaoumn, 70 x 50 um
Bn. hophe Momuposuh, beorpag,

13. feno 63/52, 1964.
y/be Ha naHennaouun, 70 x 100 um
Bn. AnekcaHgap M. Tomaweswuh, Beorpag

14. Oeno 63/19, 1965.
Temnepa Ha naHennnaouun, 70 x 50 um
Bn. Bojucnas Hosecku, beorpag,

15. feno 63/23, 1965.
Temnepa Ha naHeanaouu, 50 x 70 um
Bn. AparaH CtojaguHosuh, Beorpag,

16. Oeno 63/20, 1966.
Temnepa Ha naHeanaouu, 50 x 70 um
Bn. AnekcaHgap M. Tomaweswuh, Beorpag,

17. Oeno 63/27, 1966.
Temnepa Ha naHeanaouun, 70 x 50 um
Bn. AnekcaHgap M. Tomaweswuh, Beorpag,

18. leno 63, 1966.
Temnepa Ha naHeanaouu, 70 x 50 um
Bn. AnekcaHgap Mwunojesuh, Beorpag

19. fleno 65/25, 1966.
60jeHn ApBeHU enemeHTH Ha naHennaouu, 70 x 50 um
Bn. AnekcaHgap Munojesuh, beorpag,

20. fleno 65/6a, 1967.
60jeHn ApBEHM eNeMeHTH Ha naHennaouu, 70 x 50 um
Bn. Bojucnas Hosecku, beorpag,

21. Oeno 65/17, 1967.
60jeHN ApBeHN enemeHTH Ha naHennaouu, 70 x 50 um
Bn. AnekcaHgap Munojesuh, beorpag,

22. feno 65/14, 1967.
60jeHn ApBEHU eNeMeHTH Ha naHennaouu, 70 x 50 um
Bn. [paran CtojaguHosuh, beorpag,

23. leno 65/50, 1968.
60jeHn ApBEHM enemeHTH Ha NaHennaouu, 150 x 70 um
Bn. Patko Cumuheswuh, Beorpag

24. leno 65/46, 1968.
60jeHn ApBeHN enemeHTH Ha naHennaoun, 70 x 100 um
Bn. AnekcaHgap M. Tomaweswuh, Beorpag,

25. fleno 65 — BpaTta , 1968.

60jeHn ApBEHN enemeHTU Ha NaHennIo04uu,
OMNTUX — NeBO U AeCHO Kpuno no 160,5 x 63 um
Bn. Bojucnas Hosecku, beorpag,



1. Atesbe, 1954. / Studio, 1954




3. lopaaHa y eHTepujepy, 1956. / Gordana in the Interior, 1956

2. MpTBa npupoaa, 1954. / Still Life, 1954



4. bena pnba, 1957. / White Fish, 1957
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5. MpTBa npupoaa ca ase pube, 1958. / Still Life with Two Fish, 1958

6. MpTBa npupogaa ca rpoxhem, 1958. / Still Life with Grapes, 1958
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7. Mexap ca yawom, 1958. / Goblet with a Glass, 1958
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8. lunsbaHcka dacaga, 1962. / Facade in Lipljan, 1962
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10. leno 63/18, 1964. / Oeuvre 63/18, 1964
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11. Oeno 63/9, 1964. / Oeuvre, 63/9, 1964

12. Neno 63/1, 1964. / Oeuvre 63/1, 1964
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13. fleno 63/52, 1964. / Oeuvre 63/52, 1964
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18. eno 63, 1966. / Oeuvre 63, 1966




14. leno 63/19, 1965.
/ Oeuvre 63/19, 1965




/ Oeuvre 63/27, 1966

17. feno 63/27, 1966.
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24. [leno 65/46, 1968. / Oeuvre 65/46, 1968
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Ljubica Miljkovi¢
Aleksandar Tomasevié

Unfinished Symbols
from the Studio at Kosanci¢ev Venac

The building at Kosanci¢ev Venac no. 19 was not hit by German bombs
on 6 April 1941 because the Nazi pilots were instructed to destroy the
one across the street — the National Library of Serbia, the nucleus of
knowledge, culture, spirit and the need for humanistic continuance. The
ruins of the library still stand today and continue to remind and warn.
Until the end of World War Two, the State Publishing House was housed
at no. 19 and after the war it became a building which served the needs
of artists and art. We suppose that someone knowingly and with a sense
of responsibility in mind wanted to revoke the destruction and stress the
necessity for the most noble aims to prevail. Its first residents were well
known artists Kosta Hakman (1899-1961), Zivko Stojsavljevi¢ (1900-1978),
Zora Popovic¢ (1902-1978), Jovan Kuki¢ (1907-1982), Nikola Graovac
(1907-2000), Sabahadin Hodzi¢ (1909-1982), Gordana Jovanovic¢ (1912-
1997), Milorad Ciri¢ (1912-1994), Dugan Risti¢ (1913-1995), Branko-Lale
Stankovi¢ (1915-1989), Mirko Pocuca (1915-1988), Zulfikar DZzumhur
(1921-1989) and Miodrag B. Proti¢ (1922-2014). Some of them beautifully
decorated their creative workshops, thus Risti¢’s studio was like a studio
on the Cote d’Azur, and Pocuca’s was like a drawing room-antique shop.
Most of them lived out their lives in the building, except for a few that did
not stay long. All of the residents and their friends who frequently visited
them contributed to make the building at Kosanci¢ev Venac no. 19 an
iconic place in Belgrade. It became our Boat-Wash House but much more
comfortable than the Paris Boat Wash House (Le Bateau-Lavoir) in the
Montmartre district that was the residence of any outstanding artists

and writers among them Picasso and it was frequented by Braque,
Derain, Dufy, Laurencin, Modigliani, Lipchitz, Apollinaire, Cocteau

and many others.

As soon as the artists moved into the building at Kosancicev Venac a
workshop for framing pictures moved into the cellar and sometime later
the Sales Gallery Beograd (Prodajna galerija Beograd) moved into the
basement. It was a very important gallery as it was the only one which
dealt in selling artwork at a time when the market for artwork did not
exist. During the last twenty years, it has once again gained importance
because it has increased its non commercial program of exhibitions
resisting the general and uncontrolled commercialization of art. Since
Aleksandar Tomasevi¢ graduated in 1952, we can say that he developed
and advanced his Serbian and generally humanistic art in this unusual
pauper’s ivory tower made of talent, spirit and creative energy. Namely,
he has remained the unsurpassed resident of this building.

When Miodrag B. Proti¢ was allocated a much more comfortable studio
in Svetogorska Street that used to be the private property of the painter
Uros Predié, Aleksandar Tomasevi¢ moved into his studio. The first
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resident of this studio accumulated energy for the development of his
art, art criticism, theory of art and the management of the Museum

of Contemporary Art and the second one executed some outstanding
paintings , developed his own style and turned it into a meeting place for
the most respectable people of Serbian culture, humanistic studies and
art. Milos Baji¢ remembers that the members of the December group
(1955-1960), the group that laid the foundations of postwar modern

art, had passionate discussions in Tomas’s “Room of Jugs”, everyone
voicing his own opinion but it was no obstacle for mutual respect and
acceptance. M.B. Protic testifies that Tomasevic’s first studio was “from
floor to ceiling full of shelves filled with jugs, oil lamps, candle holders,
kilims, folk art figures, painted and woodcut folk chests.” In such a milieu
that reflected his affinity for the unsurpassed achievements of the past,
artwork was created that corresponded to the most current tendencies of
art in the world.

Tomasevi¢ most probably moved into a studio, on one of the floors of the
building, at the beginning of the 70s. Pavle Ugrinov left a description of it:
“There were large jugs with old weaponry in the corners of Tomasevi¢’s
room-museum: long and thin rifles, pistols, spears, yatagans (long curved
knives or swords), swords and others. The walls of the room were painted
dark red, the wooden floor dark green. These “heavy” colors were
intersected by the sparkling of old weaponry, complimented by the colors
of old pottery and especially the colors of the large copy of the fresco
Angel from St. Sophia Church in Ohrid placed over the bed in the other
part of room - represented the basic colors of his paintings.”

Aca, Tomas or the Lynx from Kosmet as he was called by his friends,
decorated his second studio and microcosms of creativity with a
sophisticated taste. With knowledge and taste he combined pottery and
other folk art artifacts with period piece antique furniture. He managed
to create a surprising harmony between the rural and urban, intuitive and
rational, pauperism and wealth, the material and spiritual, life and death.
This is where he suddenly died when he was in the peak of his creative
powers. Ugrinov wrote about his friend’s last moments in his studio:

“The bed was behind the shelf, his body was laid over a white fleece

on a short low bed and covered by a shroud.” It was on this seemingly
uncomfortable bed that Tomasevi¢ used to rest, sleep on and now it was
his final resting place.” Dr. Gordana Tomasevi¢, his wife, who worked

as an archeologist and conservationist in the Republic Institute for the
Protection of Cultural Monuments, continued to live in the studio after
the death of her husband not changing anything and looking after his
heritage. She did not succeed in establishing his bequest that should have
been housed in a building that was to be built near Slavia Square on her
family’s land that she consigned by contract for this purpose.

As a skilled paintings conservator and restorer, Tomasevic¢ had an
excellent knowledge of the layers of bygone civilizations, he was
especially well informed on the great achievements of Serbian medieval
heritage. He confirmed the correct claim of Lazar Trifunovié, the art
historian: “Whenever art gave birth to something new, avant-garde

and revolutionary it looked to the past.” He recognized the significance
of tradition early but he also recognized the need to preserve the
immortality of symbols and to honestly express his time and himself,
even to announce that what will come. That is why his oeuvre is a unique
blend of the old and new, the personal and the universal. In accordance



with the poetics of modernism of the 50s, he depicted still lifes and
portraits, straightened the geometrization of form, emphasized the
powerful contour, reduced the color palette and showed an outstanding
feeling for the harmonization of all the details of the composition.

He focused on the formless and the painterly matter in a time when
abstraction and art informel dominated the art scene. However, he
simultaneously continued to paint distinctive compositions whose vital
components were elegantly simplified, ascetically reduced and refined
segments of pots, ornaments, facades of monastery churches and
frescoes or other objects which had an aesthetic and symbolic value.

During the last years of his life, Tomasevi¢ concentrated on the rhythms
of geometric elements. He strove towards the maternal melody and
achieving the universal and absolute. He knew how to transform the
monochromatic triangles, horizontal parallel lines and arrows from woven
folk fabrics and skillfully transform them into visual facts and signs of a
unique lexis. Using his experience as a talented mosaic maker, he covered
the whole base in a special technique which combined tesselatum

with vermiculatum, although he did not use the small even sized cubes
of precious stones but used uniform modules of cut planks, incised
squares, triangles or rhombs. According to Stojan Celi¢, he could have
been inspired to produce “his paintings-constructions by the so called
plotting ornamentation of the interior architecture of the Balkans and the
Middle East”, the one that was used by an unknown artisan on the doors
that he had brought to his studio from Bijelo Polje. He took pleasure in
ideal order, “absolute harmonies, light that SHONE on him” (Radomir
Konstantinovi¢), the rhythms of the diagonal, vertical and horizontal

lines as well as the networks of straight linear incisions and contrasts

of two or more colors, the symmetry and asymmetry ... Consciously or
unconsciously, he created optical effects and playing with optical art, he
also created ideograms, maybe even symbols which were unfathomable
for him. Finally, he would use the same elements and crystallize
cryptograms on a uniformly painted base and would come close to a
certain kind of relief.

Interpreting the works from the cycle entitled Oeuvre (Delo),
Konstantinovi¢ noted: “Tomasevi¢’s greatest discovery is the immortality
of symbols: symbols do not die when they lose their meaning because
their function need not to be only in the service of meaning; after the
meaning of symbol dies it acquires another function that can be musical
or purely visual: where | die as meaning, | am resurrected as pure sound
or pure line. The death of one meaning does not mean the death of spirit,
which is broader than any meaning, the spirit finds the pure line and pure
sound only when meaning departs from it, when the direction of history
changes (with meanings crashing), when meaning is activated, and ONLY
when activated.”

The structures of Tomasevic¢’s almost abstract compositions were
achieved by positioning the geometric planes in a perfect order and
while some of them could not evoke any associations others were based
on abstracting and poetization of the realistic or artistic. His source of
inspiration for achieving new plastic subject matter were anonymous
artists from the past. He did not abide to the starting point, but
accommodated the given facts — visuality itself - to his own sensibility
and rules of painting. He established the harmony of subtle tones, the
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balance of the linear and pictorial, the past and the present, the transient
and the eternal. He explained that he had liberated himself from “the
formula of iconography and turned towards the original sources”. He

rose to great heights fixing his gaze both on medieval art, its architecture
and painting, and folk artifacts: kilims, knitted stockings, aprons, distaffs
and other objects that were used in everyday life and into which our
anonymous skilled ancestors impressed “all the poetry of their fantasizing
soul” (Nadezda Petrovi¢). He explained in the catalogue of his 1967 solo
exhibition “I am committed to their essence, their inner spirit which is
harmony expressed by the language of geometry.” In the same concise
text he revealed that for him geometry was primarily “the symbol of art
that demands a harmonious order in the world and in man, the one that
opposes chaos and amorphousness in the past and present and is at the
same time both the vision and indication of approaching harmony.”

Mila Rajkovi¢ concluded that Tomasevi¢’s painting “draws from the deep
layers, much older than the land which nourished the great theoreticians
of iconoclasm of our time to acquire a rebellious awareness for a new
mission — it comes from the depth of time when geometric abstraction
was a normal artistic expression. (...)Tomasevi¢ does not copy or vary old
schemes: on the contrary, the ornamental processing of surface of the
geometric style is disrupted so that the eternal signs would be arranged
with modern consistency, sensitivity, rare sophistication and individual
awareness according to different principles: those of a rich free rhythm,
vibrant balance, symmetry, that is, a better proportionality. The revived
signs, rejuvenated, dance to their own tune — neither primitive, nor
naive, nor traditional folk. (...) There is a certain softness, even warmth
that downplays and humanizes the strict severity of the skeleton of this
untraditional painting“.

Lazar Trifunovi¢ noted that “two families can be distinguished in the
whole lineage of painters of geometric expression: one is made up

of the dry, lacking imagination, Calvinist spirits as was Mondrian, for
example, whose geometric rationalism was a natural result of their

lack of imagination; the passionate, romantics and untamed types of
men belonged to the other as did Picasso and our Tomasevi¢ for whom
geometric balance was a possible means to organize chaos, to tame

and pacify the temperament.” Miodrag B. Protic¢ lucidly concluded that
Tomasevic’s eternal and the present “is not opposed, but convincingly
united, proving that Mondrian’s and Vasarely’s code can be found in a
traditional waistband from Kosmet or a kilim from Metohija: the basic
forms and rhythms are eternal, they are the foundations of all structures
and systems, truly atemporal, absolute.” Pavle Vasi¢ agrees with the
generally accepted stance: “Tomasevi¢ has constructed an original vision
of geometric abstraction, defined as grosso modo, but derived from
domestic motifs, traditional values which have been enriched by the
spirituality of a new vitality”. Finally, Lidija Merenik acknowledges that
the work of this artist brought “Serbian art of the 60s to the pinnacle

of art which had no subject, was non-allusive, and had a pure and
autonomous plane — object”.

Even the most restricted selection of paintings displayed at this
exhibition, which is the result of the owners reconsideration on whether
to lend or not the paintings they cherish, shows that Tomasevic creativity
is intrinsically linked to the current movements of revived modern art in



our country, especially to the matrix of geometric abstractionism, op-art
and the new symbol. Although the source of his art is his great respect
for Serbian medieval art that is closely linked to the Byzantine, ancient
Greek and Roman and ancient heritage as well as his love for folk art
artifacts that repeat the archetypes and thus they themselves become
an unfinished symbols. Outstanding works of art worthy of domestic

and world museums of contemporary art have been produced from this
duality of the new and old, in compliance with talent and education,
feeling and knowledge, a search for oneself and the discovery of the vital
spirit of great predecessors.
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Akeksandar Tomasevic
(Soko Banja, 5 August 1921 - Belgrade, 19 June 1968)

His father, originally from Stari Kola3in near Pe¢, was a school teacher in
Sredska on Sarplanina and then in Kosovska Mitrovica while his mother
was from Soko Banja. He developed his affinity for art in elementary
school encouraged by his teacher Jefta Vancetovic¢ in Kosovska Mitrovica
and by Hristifor Crnilovi¢ in the Teacher’s Training School in Skoplje (1936-
1941). He graduated from high school in Belgrade (1941) and studied art
with the famous painters Jovan Bijeli¢, Zora Petrovi¢, Franja Radocaj and
Svetolik Luki¢ who taught in the private school for painting owned by
Mladen Josi¢ (1942-1943).He also mentioned Vinko Grdan and Vladimir
Predajevic as his other teachers. He worked as a school teacher in Badnja
on Kopaonik (1943) from where he joined the Ibar Partisan detachment
(1944).

He studied at the Fine Arts Academy in Belgrade (1947-1952), his
teachers were Ljubica Cuca Soki¢, Kosta Hakman, lvan Tabakovi¢, Mihail
Petrov and Nedeljko Gvozdenovi¢. He attended the fresco workshop at
the Beaux Art in Paris (ENSBA, one semester in 1949) and studied with
the master of decorative painting Pierre-Henri Ducos de la Haille. He
continued his studies in conservation and restoration of paintings with
Robert Miller at the Louvre (1952/1953)and Albert Philippot at the Royal
Institute for Cultural Heritage in Brussels, Belgium (1955).

He was a prolific artist who painted in oil and tempera, did watercolors,
made mosaics, did drawings and prints, worked on conservation and
restoration of icons, paintings and particularly frescos: he worked in
the St. Sophia Church in Ohrid, the Presentation of Holy Mother of God
Church in Lipljan, St. Peter’s Church in Bjelo Polje, St Apostles Church

in the Pec¢ Patriarchate and in the following monasteries: Moraca,
Gracanica and Hilandar in Mont Athos. He made many copies of frescos
and was employed in the Federal Institute for the Protection of Cultural
Monuments (1952-1962). After leaving the Institute, he worked as
professor of monumental painting at the Academy of Fine Arts in
Belgrade.

Since 1952, he exhibited his artwork regularly at solo and group
exhibitions. He was a member of the art group the Independent
(Samostalni ) and the December Group (Decembarska grupa).

He was awarded the Order of Labor with Silver Wreath (1961) and after
his death he was awarded the Belgrade October Award for Fine Arts
(1968).The Faculty of Applied Arts established the Aleksandar Tomasevié¢
Award for the Best Student’s Work (1969).

He formed a rich personal collection of folk pottery. He was chosen as
the corresponding member of the International Academy of Ceramics in
Geneva (1967).

His important works are housed and displayed in the National Museum,
Museum of Contemporary Art and Belgrade City Museum; Fine Arts
Gallery, Gallery Of Fine Arts — Gift Collection of Rajko Mamuzic in Novi
Sad. He produced mosaics in the Cultural Center in Zajecar (1962) and
on the plateau in front of the school in Sombor (1964) designed by the
architect Bogdan Bogdanovic.



Exhibited works

1 Studio, 1954
Oil on canvas, 50x69,5 cm
Courtesy of Dorde Momirovi¢, Belgrade

2 Still Life, 1954
Oil and tempera on canvas, 55x36 cm
Private collection, Belgrade

3 Gordana in the Interior, 1956
Oil on canvas, 50x70 cm
Courtesy of Mladen Maras, Belgrade

4 White Fish, 1957
Oil and tempera on canvas, 48x80 cm
Courtesy of lvan Nedeljkovi¢, Belgrade

5 Still Life withTwo Fish, 1958
Oil and tempera on canvas, 50x90 cm
Courtesy of Ratko Simicevi¢, Belgrade

6 Still Life with Grapes, 1958
Oil on canvas, 50x90 cm
Courtesy of Radojica Mihajlovi¢

7 Goblet with a Glass, 1958
Oil and tempera on canvas, 78x70 cm
Courtesy of Ratko Simicevi¢, Belgrade

8 Facade in Lipljan, 1962
Oil and tempera on canvas, 68,8x49,7 cm
Courtesy of Foundation Vujici¢ Collection, Belgrade

9 Informel IV, 1963
Oil on panel board, 70x50 cm
Courtesy of Aleksandar Milojevi¢, Belgrade

10 Oeuvre 63/18, 1964
Tempera on panel board, 50x70 cm
Courtesy of Foundation Vujici¢ Collection, Belgrade

11 Oeuvre, 63/9, 1964
Tempera on panel board, 70x50 cm
Courtesy of Dorde Momirovi¢, Belgrade

12 Oeuvre 63/1, 1964
Tempera on panel board, 70x50 cm
Courtesy of Dorde Momirovi¢, Belgrade

13 Oeuvre 63/52, 1964
Tempera on panel board 70x100 cm
Courtesy of Aleksandar M. Tomasevi¢, Belgrade
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14 Oeuvre 63/19, 1965
Tempera on panel board, 70x50 cm
Courtesy of Vojislav Noveski, Belgrade

15 Oeuvre 63/23, 1965
Tempera on panel board, 50x70 cm
Courtesy of Dragan Stojadinovi¢, Belgrade

16 Oeuvre 63/20, 1966
Tempera on panel board, 50x70 cm
Courtesy of Aleksandar M. Tomasevi¢, Belgrade

17 Oeuvre 63/27, 1966
Tempera on panel board, 70x50 cm
Courtesy of Aleksandar M. Tomasevi¢, Belgrade

18 Oeuvre 63, 1966
Tempera on panel board, 70x50 cm
Courtesy of Aleksandar Milojevi¢, Belgrade

19 Oeuvre 65/25, 1966
Painted wooden elements on panel board, 70x50 cm
Courtesy of Aleksandar Milojevi¢, Belgrade

20 Oeuvre 65/6a, 1967
Painted wooden elements on panel board, 70x50 cm
Courtesy of Vojislav Noveski, Belgrade

21 Oeuvre 65/17, 1967
Painted wooden elements on panel board, 70x50 cm
Courtesy of Aleksandar Milojevi¢, Belgrade

22 Oeuvre 65/14, 1967
Painted wooden elements on panel board, 70x50 cm
Courtesy of Dragan Stojadinovi¢, Belgrade

23 Oeuvre 65/50, 1968
Painted wooden elements on panel board, 150x70 cm
Courtesy of Ratko Simicevi¢, Belgrade

24 Oeuvre 65/46, 1968
Painted wooden elements on panel board, 70x100 cm
Courtesy of Aleksandar M. Tomasevi¢, Belgrade

25 Oeuvre 65 - Door, 1968

Painted wooden elements on panel board,
Diptych — left and right wing each 160,5x63 cm
Courtesy of Vojislav Noveski , Belgrade
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