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Koriste}i drvo i gvo`|e kao naj~e{}i materijal za realizaciju

svojih skulptura, delo Svetomira Arsi}a Basare je duboko ukore-

weno u vlastito tle, u Kosovo i Metohiju i wihovu istoriju.

Izborom tema, oslawaju}i se na stare zanate za obradu drveta i

gvo`|a, a pri tome ne zapostavqaju}i dostignu}a moderne umet-

nosti, delo Svetomira Arsi}a Basare zauzima izuzetno mesto u

istoriji savremene srpske skulpture.

Nakon dve decenije od retrospektivne izlo`be odr`ane 1998. godi-

ne u Galeriji Srpske akademije nauka i umetnosti, ove, 2019. godi-

ne, u istoj galeriji prire|uje se izlo`ba Svetomira Arsi}a Basare

sa delima nastalim u periodu od 1998. do 2018. godine.

Autor i selektor izlo`enih radova je Nikola Kusovac.

Izlo`ba se organizuje povodom jubileja – devedeset godina od ro|ewa

Svetomira Arsi}a Basare.

Du{an OTA[EVI]
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Dobro je poznato da je skulptura, po prirodi stvari, 

disciplina koja, za razliku od srodnih likovnih disciplina 
poput slikarstva, tempere, akvarela, pastela i grafike, 

ne dozvoqava brze, lake i zbog toga 

ponekad nedovoqno osmi{qene promene, 

ili bar olaka zala`ewa u neistra`ene prostore 

i duha i materije.

Rad sa skupim i sve skupqim materijalima poput mermera, grani-
ta, kamena ili drveta i wihovo daqe likovno oblikovawe zahteva-
ju temeqnu pripremu i studiozna prethodna istra`ivawa. Zbog to-
ga se nove i stoga ~esto povr{ne ideje, uz olaku smenu raznorodnih
poetika, u skulpturi javqaju, prihvataju i {ire usvajaju sa izves-
nim zaka{wewem, ali zato traju du`e, tvrdokornije su i otporni-
je na razne pomodne hirove. Vajari stoga retko srqaju u nepoznato,
pa deluju mawe radoznalo, {to mo`e biti mana, ali je ~e{}e raz-
log pouzdanog i zrelog rasu|ivawa i delovawa, {to je uvek vrlina.
Posmatrano u svetlu tih osobina, i delo vajara, dugogodi{weg li-
kovnog pedagoga, akademika, ~lana SANU Svetomira Arsi}a Basare
postaje jasnije i lak{e shvatqivo.

Rodoqubiv, marqiv, uporan, anga`ovan 

SVETOMIR ARSI] BASARA
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U stvari, celovita predstava o li~nosti, delu i delovawu vajara
Arsi}a Basare mo`e se najlak{e ste}i kada se wegova, sada se to mo-
`e sa sigurno{}u zakqu~iti, blistava umetni~ka biografija posta-
vi na pozadinu wegovog mukotrpnog, mnogim neda}ama optere}enog
i te{kim isku{ewima izlo`enog `ivota. Prosto je neshvatqivo
kako je to, sre}nom igrom sudbine, siroma{no i poluizgladnelo se-
qa~e stiglo da poha|a osnovnu {kolu, da bude seoski sluga, malo-
letni radnik u rudniku i golobradi partizan u Drugoj kosmetskoj
brigadi od 1942. do oktobra 1944, kada je zbog mladosti demobili-
san, i potom da, o~ito po skra}enom programu za one koje je rat omeo
u normalnom {kolskom razvoju, zavr{i ni`u gimnaziju i 1948. upi-
{e [kolu za primewenu umetnost u Ni{u. Uporedo sa marqivim
u~ewem nije propu{tao da u~estvuje u omladinskim radnim akci-
jama kakve su bile one na izgradwi auto-puta Bratstvo–jedinstvo,
zatim na podizawu Novog Beograda, pa na pruzi Doboj–Bawaluka i
hidrosistemu Vlasina na Vlasinskom jezeru. 

Ohrabren dobrim prijemom prvih skulptura koje je izlagao 1950. (Glava devoj~ice) i 1951.
(Pastir-frula{ sa [are), upisao je 1953. Akademiju primewenih umetnosti u Beogradu.
Skulpturu je studirao u klasi profesora Radete Stankovi}a, kod koga je, posle ponovqenog di-
plomskog ispita, marta 1958. uspe{no okon~ao studije.

Neobi~no trudoqubiv i marqiv, na svoj na~in uporno ambici-
ozan i krajwe preduzimqiv, Basara je neposredno po sticawu dip-
lome, ve} u aprilu, po~eo da radi pri Oblasnom narodnom odboru
u Pri{tini. Tada je kao referent za umetnost inicirao osnivawe
Kluba likovnih umetnika Kosova i Metohije, dok je istovremeno
organizovao i likovnu koloniju u De~anima. Naredne, 1959, po~eo
je da se bavi pedago{kim radom kao predava~ u U~iteqskoj {koli u
Pri{tini, da bi 1962. pre{ao u tamo{wu Vi{u pedago{ku {kolu,
gde je predavao vajawe i metodiku likovnog vaspitawa. Ukratko, u
krajwe nepovoqnim uslovima, u sredini gde su tek pravqeni prvi
umetni~ki koraci, dokazao se kao izuzetno zna~ajan pregalac na po-
qu kulture. 

Zahvaquju}i takvom, prete`no pionirski va`nom radu, prosto
ga nisu mogla mimoi}i mnoga dru{tvena priznawa. Uz ~esta i mno-
gobrojna studijska putovawa {irom Evrope i u~e{}a na presti`nim
vajarskim smotrama i simpozijumima u zemqi i inostranstvu, od
Portoro`a i Vrwa~ke Bawe do Moravica u ^ehoslova~koj, predavao



je na Odseku za vajarstvo Akademije umetnosti u Pri{tini, gde je
u vi{e navrata obavqao funkciju dekana.

^iwenica da se Basara umetni~ki formirao krajem pedesetih
i po~etkom {ezdesetih godina, u vreme kada se skulptura kod nas
{iroko otvarala prema uticajima apstrakcije, ali se istovremeno
nije odricala ve} usvojenog tipa Rosandi}eve figurativne pla-
stike koju odlikuje „te`wa ka unutra{wem duhovnom pokretu”, od-
redila je su{tinu i sudbinu wegovog potoweg stvarala~kog razvoja.
Osim na samom po~etku, kada je sledio i negovao duh ekspresioni-
sti~ke figuracije, o ~emu svedo~e skulpture poput Skice za spome-

nik i Prestrojavawe, obe iz 1961, Arsi} se ubrzo potom priklonio
jednom tipu, tada u jugoslovenskoj skulpturi, veoma ra{irene aso-
cijativne i ~iste apstrakcije, ~ije poetike pro`imaju wegova de-
la poput: Asocijacije, Ikara i Pomerawa sna, nastalih 1962, zatim
Poku{aja otcepqewa 1967, Igre oblika 1968. ili jednog celog ci-
klusa tzv. Vertikalnih varijacija, ra|enih od 1969. do sredine se-
damdesetih godina. 

Tako je Arsi}, uporedo, izbegavaju}i svako me|usobno potirawe
ili netrpeqivo su~eqavawe, negovao i razvijao odre|ene antropo-
morfne, pa i sasvim svedene, od suvi{nog oslobo|ene forme, s jed-
ne, a apstraktne, mada uvek jasno uo~qivog organskog porekla, jedre,
jezgrovite, jajolike, napu~ene ili u nizovima date oblike, s druge
strane. 

Me|utim, on ne bi bio to {to jeste kada bi se olako odrekao svoje prave 
prirode, u prvom redu svoje neraskidive povezanosti sa zavi~ajem, 

odnosno sa svim zavi~ajnim eti~kim i esteti~kim vrednostima 
utemeqenim na kosovskom zavetu, mitu, etnosu i eposu. 

Stoga, ta~no na na~in kojim se, bez `urbe i oprezno, od figurativ-
nog kretao ka apstraktnom, on u proteklih nekoliko decenija, od
vremena wegove zna~ajne i retrospektivne izlo`be kojom se zapa-
`eno predstavio Beogra|anima u paviqonu Cvijeta Zuzori}, kra-
jem 1984. i po~etkom naredne godine, po~iwe da pravi prve bitne
otklone od takozvanog ~istog plasti~nog izraza, izbegavaju}i na taj
na~in zamke pukog i ~esto ispraznog estetizirawa. To mu je po{lo
za rukom kada u skulptorski postupak, uz obradu wemu od po~etka
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bliskog kori{}ewa drveta kao materijala, uvodi jo{ i metal. Ta~-
nije, sa upotrebom novog materijala javili su se u wegovom vajar-
skom radu elementi pri~e, raznorodni narativi, naj~e{}e mitskog
i folklornog porekla, uz sve nagla{enija simboli~ka zna~ewa i
uz sve ~e{}a posezawa za dru{tvenoistorijski anga`ovanim poruka-
ma, ~ija je upotreba rasla sa rastom krize koja je sve `e{}e potre-
sala wegovo rodno Kosovo i Metohiju. Stoga je, doista, bio u pravu
autor teksta u katalogu Arsi}eve izlo`be u Beogradu kada je zapazio
da wegove skulpture nastale posle 1980. „nisu nimalo dokumenti o
vremenu niti ilustracija stawa, ve} stav, prkos i inat, postoja-
nost uverewa i ve~no trajawe koje svom vremenu ne nudi odgovore
ve} predo~ava strahovawa”. Prema svemu {to je tada izlo`io, o~i-
tuje se Arsi}evo udaqavawe od estetiziranih biomorfnih formi
prema jednom novom, ekspresionisti~ki `e{}em i nagla{eno
dru{tveno anga`ovanom figurativnom oblikovawu.

U naponu biolo{ke i stvarala~ke snage, svestan da se ne mo`e u
celosti iskazati skulpturom ~iju bit odlikuje ukidawe ~itqivih
elemenata pri~e i koja radije nudi monologe umesto razgovora, on
pravi radikalan otklon prema onoj vrsti plasti~nog izra`avawa
~iji se sadr`aj jasno ~ita ve} iz naslova wegovih radova: Parastos

iluzijama mojim ili Ne utuli ogwi{te moje iz 1980, zatim Dedin

partner iz Kumanovske bitke, Topovi Alekse Da~i}a i koju godinu ka-
snije, ta~nije 1986, kada oblikuje skulpture Oklopnik cara Lazara

i Dugo pam}ewe i kada svoju stvarala~ku poetiku poja{wava re~ima:
„Bavio sam se takozvanom ~istom umetno{}u, ali kada se na na{oj
svetoj zemqi, Kosovu i Metohiji, desilo da narod, na{, napu{ta
ogwi{ta, zakqu~io sam da moja kosmopolitska umetnost ne zna~i
ni{ta.” Na takvom, vi{e eti~ki nego esteti~ki va`nom stavu teme-
qi}e se bez kolebawa i bilo kakvih drugih upitanosti svekoliko
Arsi}evo potowe vajarsko delo i delovawe, upravo do dana{wih
dana, do wegove pune stvarala~ke zrelosti i na svoj na~in, prili-
kama na Kosovu i Metohiji iznu|ene dru{tvenopoliti~ke anga`o-
vanosti. O tome vi{e nego upe~atqivo svedo~e wegove skulpture:
Majka Srbija, zatim ciklus od {est varijanti radova naslovqenih
(Ne)milosrdni an|eo, nekoliko nazvanih Apokalipsa, Ma~ u Hri-

stovoj ruci, Srbija i Rusija do Tokija ili O iskone, o drevni dube,

Putir drvo i tako redom. 
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Takvom zapa`awu sada, bezmalo tri i po decenije posle Arsi}eve izlo`be u Cvijeti Zuzo-

ri}, ina~e razdobqu ispuwenom wegovim zapa`enim, zaslu`eno nagra|ivanim i svake pohvale
vrednim minulim radom kako vajara i likovnog pedagoga tako i svojevrsnog teoreti~ara umet-
nosti i veoma aktivnog pregaoca na poqu kulture u Srbiji druge polovine HH veka, ina~e kru-
nisanog 1994. izborom za redovnog ~lana SANU, jedva da bi imalo ne{to bitno da se doda. 

Na to upu}uje doslednost i celovitost wegovog ukupnog rada,
wegova strpqivo bru{ena i plodnom praksom izbru{ena esteti~-
ka shvatawa utemeqena na nepokolebqivim eti~kim stavovima.
Sti~e se utisak da je svojim proteklim delovawem sledio i nasto-
jao da u praksi otelotvori sve one osobine {to ih je Lazar Trifu-
novi} sa`eo u zakqu~ku svog eseja Putevi i raskr{}a srpske skulp-

ture, ina~e uvodnog ~lanka u ~asopisu Umetnost br. 22, za april,
maj i jun 1970, koji je bio u celini posve}en srpskoj savremenoj
skulpturi i srpskim savremenim skulptorima. 

Trifunovi} je u zakqu~ku svog po mnogo ~emu inspirativnog
teksta izneo su{tinski va`na zapa`awa o onda savremenoj srpskoj
skulpturi, isti~u}i kako je ona „negiraju}i istoriju obnovila tra-
diciju” i pri ~emu se: „Ka modernom plasti~nom svetu ona nije
kretala zatvorenih o~iju, bez kriti~nosti, upu}ena prema orijen-
tirima van wenog tkiva, ve} obazrivo, suzdr`ano, ponekad sa kom-
pleksima, prihvataju}i samo one ideje koje su mogle da postanu i
wene, ukqu~uju}i se u internacionalne tokove skulpture svojim
specifi~nostima, a ne mehani~kim vezivawem za wih. Nesumwivo
je i to”, nastavqa Trifunovi}, „da je ona postigla visoki nivo i
zna~ajne plasti~ne kvalitete koje od we tra`e vi{e smelosti i
slobode, vi{e eksperimenata i istra`iva~kog duha kako bi ono
{to je dostigla daqe razvila i usavr{ila.”

Dakle, obazriv, do iskqu~ivosti odlu~an da prihvati samo one
ideje i ona estetska re{ewa koja wemu i wegovoj stvarala~koj nara-
vi odgovaraju, koja je mogao da prihvati kao svoja, Arsi} Basara je od
samih po~etaka bavqewa skulpturom uspostavio jedan sistem vred-
nosti koji je potom samo dosledno dogra|ivao i plodnom praksom
brusio do ideala. U stvari, uporan i marqiv, on se celinom svog
stvarala~kog opusa pokazuje kao tipi~an predstavnik one, sada se
to mo`e tvrditi bez bojazni od preterivawa, herojske generacije
srpskih vajara i, gle ~uda, vajarki ~ije delo bez ostatka potvr|uje
zakqu~ak Lazara Trifunovi}a da su tokovi srpske savremene skulp-
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ture, one posle Drugog svetskog rata, svojim vitalnim tendencija-
ma bile umetni~ki „okrenute prema modernom senzibilitetu”. 

Od ~asa kada je stupio na srpsku i jugoslovensku umetni~ku sce-
nu, a to se zbilo po~etkom 1958, kada je diplomirao, ta~nije u vre-
me kada su se u Srbiji na delu dokazivale ili likovno formirale,
navodim ih kao istinsko ~udo srpske skulpture: Daroslava Vijoro-
vi}, Ana Be{li}, Olga Jan~i}, Olga Jevri}, Mira Juri{i}, Vida
Joci}, Lidija Mi{i}, Mira Letica, Angelina Gatalica, Mira
Markovi} Sandi}, Ana Vi|en, Venija Vu~ini} Turinski, Jelisave-
ta [ober Popovi}, Qubinka Savi} Grasi, Nade`da Prvulovi},
Radmila Graovac, Oqa Ivawicki, Danica Kokanovi} Mladenovi},
Milica Ribnikar, Katarina Ristivojev, Radmila Budisavqevi},
Savica Damjanovi}, a kada su wihovim tragom nastavqale Bori-
slava Prodanovi}-Nedeqkovi}, Marina Tadi}, Leposava Milo{e-
vi}, Nada Deni}, Qiqana Vrani}, Vesna Panteli}, Marijana Gvo-
zdenovi} i druge. Odnosno, kada su maticu teku}ih umetni~kih
aktuelnosti skulpture u Srbiji, tokom druge polovine HH veka,
svojim delima ~inili, da ne pomiwemo veterane, uglavnom likov-
ne pedagoge, koji su se dokazali izme|u dva svetska rata, uz Arsi}a
Basaru jo{: Sava Sandi}, Aleksandar Zarin, Nandor Glid, Steva
Bodnarov, Milan Besarabi}, Radivoj Lala Suboti~ki, Matija Vu-
kovi}, Vladeta Petri}, Milovan Krsti}, Vojin Stoji}, Gradimir
Aleksi}, Mom~ilo Krkovi}, Jovan Kratohvil, Petar Ubovi}, Oto
Logo, Slavoqub Vava Stankovi}, Jovan Soldatovi}, slikar i pisac
Zoran Petrovi}, Eugen Ko~i{, Eugen Sekuli}-Tapasto, Gabor Al-
ma{i, Stevan Duki}, Neboj{a Mitri}, Bo`idar Jovovi}, Nikola
Antov, Mi{a Popovi}, Nikola Koka Jankovi}, Bo`idar Obrado-
vi}, Pavle Radovanovi}, Mi{a Sari}, Mijo Miju{kovi}, Ostoja
Gordani} Balkanski, Milun Vidi}, Boris Anastasijevi}, Qubo-
mir Denkovi}, Du{an Gakovi}, Milan Vergovi}, Vojislav Jaki},
Nikola Koqa Milunovi}, Milan Luki}, Miroslav Proti}, Vladi-
slav Petrovi}, Miodrag @ivkovi}, Ratko Giki}, Milija Ne{i},
Tomislav Kauzlari}, Dragomir Mileusni}, Dragi{a Obradovi},
Pavle Risti}, Milorad Damwanovi}, Milorad Stupovski, Milan
^etnik, Kosta Bogdanovi}, Anton Kraqi}, Mihailo Paunovi}, Mi-
hailo Stani}, Milorad Tepavac, Vojislav Vujisi}, Slavoqub Ra-
doj~i}, Vladimir Komad, Mihailo Tripkovi}, Nenad Stankovi},
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Slave Ajtoski, Velimir Karaveli}, Ante Marinovi}, Du{an Marko-
vi}, Ivan Felker, Slobodan Savi}, Miroslav Stamenkovi}, Niko-
la Vukosavqevi}, Milivoje Bogosavqevi}, \or|ije Crn~evi}, Sava
Halugin, Ratko Vulanovi}, Mladen Marinkov, Mom~ilo Jankovi},
Tomislav Todorovi}, Dragoslav Krnajski i jo{ mnogi drugi.

Mada koli~ina i brojevi, kada su u pitawu umetnost i stvarala-
{tvo, ne zna~e mnogo, ipak se ne mo`e zanemariti ~iwenica da je
skulptura u Srbiji po~etkom HH veka bila u povoju, da je broj aktiv-
nih i akademski obrazovanih vajara bio zanemarqiv, svodio se na
Petra Ubavki}a, \or|a-\oku Jovanovi}a, Simeona Roksandi}a i
Dragomira Aramba{i}a, kojima su se tek posle Prvog svetskog rata
pridru`ili Toma Rosandi}, Petar Palavi~ini, Sreten Stojanovi},
Risto Stijovi}, @ivojin Luki}, Du{an Jovanovi} \ukin, zatim
Mihailo Tomi}, Ilija Kolarovi}, Radeta Stankovi}, \or|e Orao-
vac, Marko Bre`anin, Peri{a Mili}, Frano Din~i} Menegelo i
jo{ izvestan broj radom vi{e ili mawe zapa`enih umetnika, {to
zna~i da se mo`e s pravom zakqu~iti da je posle Drugog svetskog
rata do{lo do naglog procvata skulpture u Srbiji. Taj nesporno
neo~ekivani uspon ove grane umetnosti, ne samo kvantitetom nego,
{to je mnogo va`nije, ostvarenim visokim umetni~kim dometima,
proistekao je, o~ito, iz nu`nosti da se u svakom pogledu slede to-
kovi savremene svetske skulpture. Na takav tok razvoja posebno je
sna`no uticalo vi{e unutra{wih i spoqnih ~inilaca. Trifuno-
vi} pak uo~ava i isti~e da prve decenije posle Drugog svetskog rata
u srpskoj skulpturi po rezultatima deluju monumentalno, vidi ih s
punim pravom kao radikalnu revoluciju, kao po~etak prave skulp-
ture, a obja{wava ih time {to je ona negiraju}i istoriju obnovila
tradiciju. Ta~nije, {to je srpska skulptura tada re{ila odre|ene
probleme, pre svega one za koje su u woj samoj postojali stvarni po-
voqni uslovi, koje je mogla da primi i usvoji, ali ne slepim po-
dra`avawem tu|ih re{ewa ili mehani~kim vezivawem za wih, ne-
go tako {to je prihvatala one uticaje koje je mogla da uskladi sa
svojim mogu}nostima i da ih podredi svojim stremqewima. 

Upravo taj slo`eni i bespogovorno va`an zadatak unutar srpske
i jugoslovenske umetnosti obavile su generacije vajara umetni~ki
formiranih i stasalih u prvim decenijama nakon Drugog svetskog
rata. Me|u wima vi{e nego zapa`eno i va`no mesto, svojim minu-
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lim radom, zauzima vajar, pregalac na poqu kulture, likovni peda-
gog i teoreti~ar Svetomir Arsi} Basara. To mu je po{lo za rukom u
vreme za koje wegov savremenik i odli~an poznavalac umetni~kih
prilika u Jugoslaviji tokom druge polovine HH veka, tako|e slikar,
likovni pedagog, kriti~ar i teoreti~ar umetnosti Stojan ]eli}
smatra da nije bilo nakloweno razvoju skulpture. Jer, pi{e on
1966. povodom 6. Oktobarskog salona: „Skulpturi treba i tlo i pro-
stor i zna~ajna materijalna podr{ka.” Upravo elementi ili uslovi
koji ni onda, ni potom, a osobito sada, nisu bili nakloweni raz-
voju skulpture kao likovne discipline. 

Ipak, uprkos svim nepovoqnim uslovima za razvoj skulpture u
Srbiji i kod Srba, upravo u godinama koje ]eli} ocewuje kao nepo-
voqne, de{ava se ne{to sasvim neo~ekivano, ili bar te{ko pojmqi-
vo i obja{wivo. Skulptura kao likovna disciplina na tlu Srbije
ra|a neo~ekivano bogate i zrele plodove i dose`e neslu}eno viso-
ke vrednosti. To weno blistavo razdobqe moglo bi se na najboqi na-
~in pratiti i potkrepiti delom i delovawem vajara Arsi}a Basa-
re, kao tipi~nog predstavnika nekoliko generacija vajara u Srbiji
koji su bili tvorci tog neo~ekivanog procvata skulpture na tlu
Srbije. Upravo brzina stvarala~kog sazrevawa i nagli uspon vred-
nosti, koji se o~ituje ve} na po~etku, u prvim decenijama wegovog
javnog rada, ogla{enog krajem pedesetih godina pro{log veka, sli-
kovito svedo~e o bujnom razvoju umetnosti vajawa na ovim prosto-
rima. Sve {to je kao vajar oblikovao bilo je wegovo dosledno na-
stojawe, katkad i te{ka borba duha sa materijom, da se ne odstupi
od potrage za umetni~kom istinom i da se pri tome izbegnu zamke
estetike i pukog estetizma.

Vaqa samo ista}i da je do ove su{tinski va`ne spoznaje Arsi} Basara do{ao rano, jo{ po-
~etkom osamdesetih, zato nipo{to ne iznena|uje wegov umetni~ki i `ivotni stav koji je izneo
u pristupnoj besedi 1994, kada je izabran za redovnog ~lana SANU. To {to je tom prigodom is-
takao re~ima: „Ne okre}em se vi{e prema svetu kao uzoru, ve} prema ambijentu u kome `ivim,
iz koga sam ponikao; okre}u}i se tradiciji svog naroda, tra`im identitet, dokaz o korenu,
pravo na budu}nost” jeste wegovo umetni~ko vjeruju i u celosti obja{wava bi}e wegove skulp-
ture nastajale tokom tri, ~etiri minule decenije.

Kona~no, ne mo`e se oteti utisku da je i Basara, poput ve}ine
wegovih savremenika, dobro razumeo poruku legendarnog i po skulp-
turu druge polovine HH veka u Jugoslaviji presudno va`nog vajara
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Henrija Mura, koji je na pitawe o wegovom odnosu prema delu Mike-
lan|ela kratko odgovorio da pred wim treba stati sa dubokim po{to-
vawem, pokloniti se i nastaviti daqe. Zadivquje na~in na koji su
umetnici u Srbiji, posebno ubedqivo vajari, razumeli i potom u
svakodnevnoj praksi primewivali stvarala~ku pouku, naravou~e-
nije, ovog uglednog svetskog umetnika. Mada je Basara tokom trajawa
izlo`be dela Henrija Mura, koju je ina~e posetio, bio jo{ na studi-
jama skulpture, ipak wegova potowa shvatawa i osobito tuma~ewa
tradicije svedo~e da nije ostao slep za wegove pouke i poruke. 

Tako se, naprosto, name}e pitawe, {ta se u tom razdobqu obnove
ratom razorene zemqe na tlu novooformqene avnojske Jugoslavije,
pa prema tome i u mediju skulpture na podru~ju Srbije sa pokraji-
nama, zna~ajno i povoqno dogodilo da je do{lo do procvata umet-
ni~kog stvarala{tva? Odgovor neumitno vodi ka ~iwenici da je
novonastala dr`avna zajednica, uprkos nesumwivim elementima
dr`avnog terora i prinude kojima je u~vr{}ivala netom ste~enu
vlast, jednovremeno uspostavqala jedan socijalno odr`iv sistem
vladawa u kome su prosveta, za{tita kulturnih dobara, jednako kao
sama kultura i umetnost, dobile vidno mesto. Na ~elo institucija
prosvete i kulture na{li su se na razne na~ine, ali pre svega stru~-
no, provereni kadrovi. Tako su akademije umetnosti, likovnu i
primewenu, vodili vajar Sreten Stojanovi} i Branko [otra, vajar,
grafi~ar i slikar; u matici pozori{nih zbivawa na{ao se Bojan
Stupica; muzi~kih Miroslav ^angalovi} i wemu podobni; filma
Vojislav Nanovi} i @or` Skrigin, a za{tita kulturnih dobara
poverena je neponovqivom Miloradu Pani}u Surepu; mati~ni Na-
rodni muzej Veqku Petrovi}u; Muzej primewene umetnosti Nadi
Andrejevi} Kun, dok su u kratkom roku osnovane desetine drugih
muzeja i galerija {irom Srbije i wenih pokrajina. Sli~ni proce-
si odigravali su se i na Beogradskom univerzitetu, posebno na ka-
tedrama za istoriju umetnosti, arheologiju, etnologiju i estetiku,
zatim na arhitekturi, gde su studente do~ekivali Svetozar Radoj~i},
\ur|e Bo{kovi} i Aleksandar Deroko, odnosno slikari Svetislav
Strala i Borivoje Radenkovi}. Ukratko, stvoreni su dobri predu-
slovi za procvat kulture i umetnosti.

O~ijukawe nove jugoslovenske vlasti sa takozvanim Zapadom,
koje se zbilo posle okretawa le|a Staqinu, SSSR-u i wegovim sa-
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telitima, dobro je do{lo osvajawu novih stvarala~kih sloboda,
posebno na poqu likovnih umetnosti. ^iwenica da se ideje i este-
tika u SSSR-u, vladaju}e poetike socijalisti~kog realizma u srp-
skoj umetnosti nisu nikada su{tinski ukorenile, omogu}ila je da
u prvi plan po zna~aju izbiju umetnici formirani i stvarala~ki
provereni u decenijama izme|u dva svetska rata. Jedna za drugom
otvaraju se u Beogradu tokom 1951. izlo`be Petra Lubarde, Pe|e
Milosavqevi}a, Stojana Aralice i Milana Kowovi}a. Dodu{e, go-
dinu-dve ranije javio se onda mla|ani Mi}a Popovi}, najpre zapa-
`enom izlo`bom u paviqonu na Malom Kalemegdanu, a potom se
otisnuo iz legendarne Simine 9, u Beogradu, put Dalmacije. Tamo
}e sa istomi{qenicima, Verom Bo`i~kovi}, potom Popovi}, zatim
Batom Mihajlovi}em i budu}om mu suprugom Qubinkom Jovanovi},
odnosno sa Petrom Om~ikusom i wegovim `ivotnim pratiocem
Kosom Bok{an, tragaju}i za stvarala~kim slobodama, delovati kao
neformalna Zadarska grupa. Vaqa jo{ imati na umu da se upravo po-
~etkom pedesetih godina u Beogradu likovno i duhovno formiraju
Leonid [ejka, Sini{a Vukovi} i Miro Glavurti}, budu}i uteme-
qiva~i i teoreti~ari grupe Mediala, odnosno da istovremeno u
Beogradu deluju autenti~ne i samosvojne stvarala~ke li~nosti po-
put Igora Vasiqeva, Uro{a To{kovi}a, Dada \uri}a, Qube Popo-
vi}a, Vladana Radovanovi}a, Pe|e Risti}a, Vlade Veli~kovi}a,
Bogoquba Jovanovi}a i Slave Bogojevi}a. Kao {to se ne mo`e pore-
}i da su samo nekoliko godina kasnije, sredinom {este decenije,
vode}u ulogu u prihvatawu i propagirawu ideja i shvatawa raznih
vidova apstrakcije preuzeli partijski provereni kadrovi na ~elu
sa slikarima i likovnim pedagozima kakvi su bili Milo{ Baji},
Stojan ]eli} ili Dragoslav Stojanovi} Sip i Aleksandar Toma-
{evi}, odnosno i vajari poput Jovana Kratohvila, Vojina Stoji}a,
Nandora Glida, Miodraga Popovi}a, Aleksandra Zarina i tako re-
dom. Gotovo istovremeno, ta~nije krajem {este decenije, upravo sa
formirawem Mediale kao grupe, u matici likovnih aktuelnosti
na{li su se nosioci poetike enformela: Zoran Pavlovi}, Branko
Proti}, Mi}a Popovi}, Lazar Vozarevi}, Vojislav [iqa Todoro-
vi} i @ivojin Turinski. Ukratko, o~ito je vlast, formiraju}u dr-
`avu, formirala i sna`ne institucije ~ije je rukovo|ewe poveri-
la osvedo~enim stru~wacima, a upravo su te institucije bile
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najboqe jemstvo ukupnom dru{tvenom razvoju, posebno na poqu pro-
svete, kulture i umetnosti. Samo se na taj na~in, sna`ewem institu-
cija, a nipo{to osvajawem demokratskih ili kakvih drugih sloboda,
kojih ina~e nije ni bilo, mo`e objasniti nagli procvat umetni~-
kog stvarala{tva na prostorima avnojske Jugoslavije i samim tim
Srbije sa pokrajinama. Ba{ kao {to se sada, u ovo vreme, sveukup-
na duhovna kriza, pa i kriza umetni~kog stvarala{tva, mogu obja-
sniti o~itom krizom institucija prepu{tenih razornom delova-
wu liberalnog kapitalizma, podr`anog nezaja`qivim interesima
narasle partijske birokratije, kao i duboko ukorewenim, gotovo u
sve pore srpskog dru{tva preovla|uju}im duhom samoporicawa.

Samo na taj na~in mo`e se objasniti ~iwenica da je skulptura
na tlu Srbije, gde nije imala ~vr{}eg oslonca, bila gotovo bez
pro{losti, u teskobnoj i po wu i wene slo`ene materijalne i sku-
pe izvo|a~ke zahteve represivnoj sredini, krajem pedesetih i to-
kom {ezdesetih godina HH veka do`ivela neo~ekivano buran, revo-
lucionaran razvoj i bezmalo herojski uzlet. U tom i kvalitetom i
kvantitetom istinskom uzletu skulpture u Srbiji, zapa`eno i zna-
~ajno mesto zauzima Svetislav Arsi} Basara, ~ije se raznorodno
stvarala~ko delovawe na prostorima Kosova i Metohije, osobito
tokom {ezdesetih i sedamdesetih godina, ve} sada mo`e oceniti
kao istorijski zna~ajno.

Nikola KUSOVAC
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Raspe}e Majke Srbije, 1999 (kat. br. 2)
Crucifix of Mother Serbia, 1999 (Cat. No. 2)







Ma~ u Hristovoj ruci, 2001 (kat. br. 14)
Sword in Christ’s Hand, 2001 (Cat. No. 14)
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‹‹ (Ne)milosrdni an|eo I, 2002 (kat. br. 15)
‹‹ (Un)Merciful Angel I, 2002 (Cat. No. 15)

(Ne)milosrdni an|eo II, 2002 (kat. br. 16)
(Un)Merciful Angel II, 2002 (Cat. No. 16)
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(Ne)milosrdni an|eo IV, 2005 (kat. br. 31)
(Un)Merciful Angel IV, 2005 (Cat. No. 31)





28

(Ne)milosrdni an|eo V, 2005 (kat. br. 32)
(Un)Merciful Angel V, 2005 (Cat. No. 32)

(Ne)milosrdni an|eo VI, 2009 (kat. br. 40) ››
(Un)Merciful Angel VI, 2009 (Cat. No. 40) ››





– – –

SVETOMIR ARSI] BASARA se pojavquje kao nezaobilazna li~nost
savremene srpske skulpture. 

Wegov obimni opus obuhvata niz evolutivnih krugova – od eks-
presivnih, realisti~ki orijentisanih radova do asocijativne ap-
strakcije – da bi u posledwih desetak godina ostvario dramati~an
svet oblika koji izrawa iz dubokog anga`mana sudbinom svog zavi-
~ajnog tla.

Vreme u delu Arsi}a Basare odvijalo se u znaku stalnog uspona,
u znaku osvajawa sopstvenog bi}a i bi}a skulpture.

U tihoj izolaciji, pogleda uprtog u prostore pro{irenih hori-
zonata savremenih likovnih idioma, koriste}i iskustva zate~enog
likovnog trenutka, wegova prva suo~avawa sa stvarala~kim proble-
mom kretala su se u domenu ispitivawa mogu}nosti forme da kao
estetska, likovna ~iwenica prevede unutarwe nemire autora. Ti
rani radovi svedo~e o radoznalosti mladog umetnika u tragawu za
sopstvenim putem, majstorstvu savladanog zanata – poznavawu ma-
terije drveta ~ije osobenosti i oblikovane vrednosti suvereno ko-
risti.

Za Arsi}a drvo ne predstavqa samo odgovaraju}i materijal
skulptorske gradwe u koji utiskuje svoju viziju, u kome re{ava sta-
vqene probleme forme. U svom dubinskom sloju drvo je prisutno u
svom vi{eslojnom slo`enom zna~ewu – i kao veza sa detiwstvom, sa
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prirodom, sa [arom – ono donosi simboli~ke poruke, davna pre-
dawa, ono pulsira mitskim sadr`ajima i kao takvo `ivi paralel-
no u svakom nastalom obliku.

Takvo prisustvo drveta kao posebnog entiteta bremenitog po-
sebnim porukama otkriva mo} stvaraoca da fenomen umetnosti po-
meri u domen nadstvarne onostrane pojave.

Vitalisti~ki princip koji proizlazi iz same materije nasta-
wuje wegovo razu|eno delo bilo da su u pitawu rani radovi – mo}-
ne ekspresivne dinami~ne artikulisane celine u kojima se sme-
wuju prodori oblikovanog praznog prostora sa napetim volumenom
pokrenutih masa sna`nog energetskog naboja; bilo da su u pitawu
arhitekturalne kompozicije – vertikalni stubovi u kojima nizovi
ponovqenih elemenata prizivaju ideju beskrajnog rada, a u svojoj
geometrizovanoj euklidovskoj ~istoti pulsiraju nekom animalnom
snagom; bilo da se radi o na|enom obliku drveta odabranom u dija-
logu sa unutarwom predstavom – koji se uz potrebne intervencije
di`e do artefakta.

Bogata skala morfolo{kih struktura u re{avawu slobodne
forme kojoj se pridaje mo} govora u funkciji je potrebe za iskazom
nekih op{tih qudskih sadr`aja – emotivnih reagovawa na odre|e-
na saznawa o zagonetki `ivqewa – na {ta upu}uju i naslovi ostvare-
nih dela: Zato~enik qubavi, Eutanazija, Feniks, Ikar, Pomerawe

razuma, Deobe, Prodori uma, Birokratsko stablo i dr.
U procesu sazrevawa, univerzalne teme se povla~e pred nepo-

srednim do`ivqajem zavi~ajnog tla – do`ivqajem [are, wenog re-
qefa, kamewa, urvina, jama, dramati~nog delovawa erozivnih sila
koje se projektuju u oblik, opor, izlokan, uznemiren, grubo tesan
sekirom, o{trih bridova, rustikalan, s jakim kontrastima svetla
i senke. I u ovom ciklusu Basara izvla~i iz drveta ekspresiju ko-
ja utvr|uje li~ni pe~at nastalih obi~aja. 

Oblaci nad [arom, Kaskade Juga, Kapije Juga, Holokaust – otvara-
ju Basari put do novih do`ivqaja prostora.

Nesre|ene prilike u neposrednoj stvarnosti, egzistencijalna
ugro`enost bi}a sopstvenog naroda naveli su Basaru da kao zreli,
iskusni stvaralac, kao svedok i tuma~, postavi sebi pitawe odno-
sa eti~ko–estetsko, nacionalno–univerzalno, pitawe uloge i smi-
sla umetni~kog ~iwewa u datom istorijskom trenutku.
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Presudan preokret u stvarala~koj motivisanosti objavquje se
ve} 1982. godine u predmetima folklornog prizvuka, rustikalne
grube, drvorezbarske ornamentalne obrade koji kroz svoje izvorne
naslage zra~e dalekim vremenima, sredwovekovqem, paganskim du-
hom. Svetom oblika dramati~nih iskaza Basara emituje svoje odgo-
vore na ugro`enu egzistenciju dvojakim oblikovanim re{ewima.
Iz dubokih slojeva probijaju se i smireniji oblici – dedine fru-
le – uz ~ije zvuke su se odvijali i svakodnevnica i prazni~na do-
ga|awa naroda na ovim prostorima. Okrenut sopstvenom tlu i we-
govoj istoriji, Arsi} Basara se zaustavqa na ~vornim mestima
herojske, slavne i tragi~ne sudbine svoga naroda. U nizu totemskih
obli~ja uspravqenih, nagorelih stabala okovanih gvo`|em, zar|a-
lim lancima, ukra{enih metalnim tokama (Oklopnici cara Laza-

ra), za{titom `ivog tkiva – u svojoj prete}oj snazi ogla{ava se
svest o dostojanstvu onih istorijskih trenutaka koji su potvr|iva-
li pravo na pravo. Zato~enici identiteta, ovi stubovi evociraju
svojim materijalom, wegovim energetskim potencijalom, simbo-
li~nim znamenom, u svojim slo`enim sklopovima ne samo isto-
rijsko ve} i neko pravreme koje prodire u sada{we sa aurom – dej-
stveni simulakrum mita, legendi u koje je utkana nacionalna
samosvest – egzistencijalna utemeqenost.

U nizu imaginarnih topova u posedu neke gotovo surove organske sile usmerenih u pravcu na-

dolaze}e opasnosti iz kojih kao da se razle`e grmqavina, Basara utelovquje kao metaforu po-

trebu za odbranom.

Kroz specifi~no na|eni spoj dva materijala – gvo`|a i drveta – karaktera apliciranih ele-

menata u osmi{qenim odnosima, odvija se naracija zasnovana na prodoru kolektivno nesvesnog.

U posledwim radovima Basara otkriva onaj dubinski sloj – one duhovne vrednosti koje su odre-

|ivale i odr`avale na{ etnos na svetlu dana. Sakralne sadr`aje u kojima je na{ narod na{ao uto-

~i{te, koji su pomogli da ostane uspravno, Basara je preneo u uzbudqive ambijentalne strukture.

U ovom posledwem ciklusu umetnost se ne pojavquje kao problem forme kao takve, ona u datim

uslovima postaje instrument eti~kog anga`mana – oblik borbe za nad`ivqavawe, utvr|ivawe

istorijskog `ivotnog prava na sopstveno zavi~ajno tle.

Najdubqe slojeve svoga bi}a – dela jednog etnosa u ime etosa – Basara suvereno prevodi u oblik –

izuzetne evokativne snage istinski pro`ivqen, korenit, jedinstven u svojoj formalnoj osobenosti.

Basara se potvr|uje svojim delom kao autenti~ni stvaralac koji svoju autenti~nost duguje

istorijski autohtonim sadr`ajima koje je umeo i znao da prenese u jezik materije – umetni~ki ~in.

U svom delovawu Basarino delo je drevno i ovovremeno.

32



Za nas koji imamo istorijsko pam}ewe, ova su dela tragovi na{eg genetskog koda, na{eg hoda

po mukama – za one koji ga nemaju, ostaju kao znaci univerzalnog zna~ewa.

Umetnost koja `ivi `ivot svog stvaraoca, umetnik koji `ivi `ivot svoje umetnosti.

Kao takav Svetomir Arsi} Basara predstavqa posebnu stranicu u savremenoj srpskoj skulpturi.

– – –

Drvo u genu.

S drvetom se ra|a, `ivi – raste,
Bori i druguje.
Oslu{kuje ga i ~uje…

Od wega se odvaja i s wim se poistove}uje…
S wim razgovara, postavqa pitawa, dobija odgovore…
Za wega je drvo i materijal u koji utiskuje svoju viziju i viziju ko-

ju mu do{aptava samo drvo…

…i simulakrum i `ivo bi}e i simbol i so zemqe i mitska pri-
~a i predawe.

U kakvom su sve dosluhu? On ga obara, te{e, gla~a, isprobava dej-
stvo alatke i snagu… dubi, re`e, otvara, zatvara, spaja i razdvaja,
prati wegove pokrete ili ih zaustavqa, razgra|uje i gradi nove,
svoje i uvek wegove oblike.

Razmewuje svoju energiju s energijom drveta – svoju misao s we-
govim biti. U Basarinom delu taj savez je uvek prisutan.

– – –

Oblici – nikad neutralni – prenose nemir. U prostor se probija-
ju `estinom unutarweg naboja. Rastu – prevedeni u protest. U napo-
nu, deluju kao grmqavina, ni~u iz gneva i revolta – ~vorovi, gr~
materije u obliku, natopqen emocijom, dramom, tragikom.

Forma je izujedana, mu~eni~ka. Sabijena energija nastawuje
sklopove koji osvajaju mo} forme kao sredstva govora – iskaza ko-
ji prati egzistenciju u datom trenutku – reagovawe na stawe koje se
ne mo`e izmeniti.

Iz tog sveta oblika dramati~nih iskaza emituje svoje odgovore

na ugro`enu egzistenciju dvojakim oblikovanim re{ewima. Iz dubokih slojeva probijaju se smi-

reniji oblici – instrumenti u kojima po~iva ono bi}e nacionalno koje se odr`avalo kroz zvuk

osobenog instrumenta – dedine frule.
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S druge strane, u tvora~ku svest nadiru se}awa na vekovne borbe
predaka za opstanak nacionalnog bi}a – ona se otelovquju u pred-
stavama oru`ja – kultnih predmeta – imaginarnoj viziji ratnika.
Topovi… u slo`enim sklopovima drvenih ~inilaca, rustikalnog
karaktera – beleg duha narodnog folklora – usmerenih u pravcu
odakle dolazi opasnost – razle`e se grmqavina otpora.

Oklopnici cara Lazara – uspravna debla opto~ena lancima i
metalnim plo~ama, za{titom `ivog tkiva – u svojoj prete}oj sna-
zi utvr|uju svest o odbrani i otporu.

Metal grli drvo, prodire u wega – savez `ivog bi}a i oklopa
izvire iz do`ivqaja umetnika u kome se prepli}e ose}aj savreme-
nog trenutka i onog iz davne pro{losti na kojoj taj savremeni trenu-
tak po~iva. Pro{lost isplivava na povr{inu u sada{wosti – kao
neka potvrda – prava.

U daqem hodu Basara se suo~ava u nekom dubinskom sloju s onim
duhovnim vrednostima koje su odre|ivale i odr`avale na{ etos na
svetlu dana. Sakralni sadr`aji u kojima je na{ narod na{ao uto-
~i{te da ostane uspravan uputili su Basaru da u svom delu na wih
odgovori u slo`enim kompozicijama nagla{ene evokativne mo}i.

– – –

U neposrednoj komunikaciji sa datim ~iwenicama, ~iwenicama koje

rawavaju bi}e, koje ugro`avaju tle, „trag porekla”, kako ka`e Basara, koje podsti~u na odbranu,

na poku{aj spasavawa ugro`enog identiteta, Basara izvla~i iz dubina – kolektivno pam}ewe,

na povr{inu – predstave kojima su zatamweni sadr`aji koji su utvr|ivali pravo naciona na

sopstvenu zemqu i opstanak. 

– – –

Da parafraziram S. Bo{waka – wegovo lucidno obja{wewe Basarine

„istori~nosti” koja je, po wemu, u krajwoj konsekvenci aistori~na – preplavqena nanosima mi-

ta – uslovqena emotivnom vizijom istorije – ona je poetizovano vi|ewe istorije. Wena forma se

sudbinski vezuje za svog autora, u svojoj objektivnosti – subjektivna. Li~no iskustvo istorije.

Basara se identifikovao sa svojim delom.

Pro{lost postaje deo savremenosti.

U karakter forme – narogu{ene, dramati~ne, elementarne i naru{ene, ponekad prete}e u kojoj

se bore svetlo i senka – sa simboli~nom aurom – sna`ne ekspresije unutra{wih naboja, defini{e

skulpture iz takozvanog Kosmi~kog ciklusa. 
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One ulaze u prostore oblika neprekidno anga`ovanih, u kojima
do`ivqaj i misao kroje formalna re{ewa, nova, nenadana, speci-
fi~na, samosvojna.

Proces sazrevawa odvija se od op{tih univerzalnih sadr`aja do
osve{}ewa, otkrivawa statusa svog pojedina~nog bi}a – dela bi}a
naroda. 

U skulptoralna re{ewa prodire neposredni do`ivqaj tla – za-
vi~ajnog – [are, koji prati istovremeno bolni sudar sa onom zbi-
qom u kojoj je ugro`eno pravo, pravo na opstanak u sopstvenom za-
vi~aju.

Skulptura se vi{e ne pojavquje kao problem forme, ona je u
ovim uslovima instrument eti~kog anga`mana – oblik borbe za nad-
`ivqavawe, utvr|ivawe istorijskog, `ivotnog prava na sopstveno
zavi~ajno tle.

Kosmi~ki ciklus izrasta iz te iskonske vezanosti za grudu, za
sudbinu nacionalnog bi}a i za sopstvene korene. Probija se kroz
oblik – jedinstven, samosvojan – kao otelovqewe u predmetu, poru-
ka kolektivne memorije potonulih vremena.

Oklopnici cara Lazara (zato~enici identiteta), uspravqena
debla okovana lancima, evociraju svojim materijalom, wegovim
energetskim potencijalom, simboli~nim znamenom, u slo`enim
sklopovima ne samo istorijsko ve} i neko pravreme, sa aurom, dej-
stveni, ekspresivni, nabijeni emocijom, slojevitim znamenima,
simulakrum mita. Legende u koje je utkana nacionalna samosvest –
egzistencijalna utemeqenost.

Najdubqe slojeve svoga bi}a – dela jednog etnosa u ime etosa –
Basara suvereno prevodi u oblik – jedinstven u svojoj formalnoj
osobenosti.

U posledwim radovima Basara otkriva onaj dubinski sloj u ko-
me je religiozno ose}awe predstavqalo konstantu narodnog bi}a –
osnovicu koja ga je odr`avala u wegovom dostojanstvu – u svesti o le-
poti i vrednosti `rtve. Tu vezu sakralnog i istorijskog prenosi
jezikom metafore u uzbudqivim ambijentalnim strukturama.

– – –

Materijal u delu Basare nosi istovremeno i semanti~ke vrednosti
simbola.
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Delo Basare priziva prisutnost ~oveka koji stoji iza tih obli-
ka svojim dletom, svojom sekirom, svojom snagom, svojom tvora~kom
voqom i duhom.

– – –

Basara i drvo – sva mogu}a svojstva i poruke uneo je u svoje obimno
razu|eno delo – dodelio mu je i podelio one vrednosti koje su od-
re|ivale wega kao stvarala~ku li~nost kroz vreme i u vremenu.

Olga JEVRI]

36





Kosan~i} Ivan, 2017 
(kat. br. 77)

Kosan~i} Ivan, 2017 
(Cat. No. 77)



Toplica Milan, 2017 
(kat. br. 78)

Toplica Milan, 2017 
(Cat. No. 78)



Milo{ Obili}, 2017 
(kat. br. 79)

Milo{ Obili}, 2017 
(Cat. No. 79)









Simfonija I, 2017 (kat. br. 81)
Symphony I, 2017 (Cat. No. 81)
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Simfonija II, 2017 (kat. br. 82)
Symphony II, 2017 (Cat. No. 82)
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Simfonija III, 2018 (kat. br. 90)
Symphony III, 2018 (Cat. No. 90)
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Basara…*

Basara… Basara… Basara…
Resko, o{tro, prozuklo, kao bojni pokli~, 
kao podstrek na samospoznaju i samopo{tovawe!

Basara… Basara… Basara…
Kao `estoki udar misli u odgonetawu zagonetke sudbine. 

Kao hronometar ve~nosti.

Kako pri}i tom delu sraslom i slivenom sa svojim tvorcem, ne-
raskidivo vezanim za tlo zavi~aja, stegnuto alkama pro{losti, a
oblikom i licem usmerenim ka nebeskim neizmernim visinama?

Kako tuma~iti tu monumentalnu jednostavnost i kristalnu mo-
nolitnost, a pritom ne gre{iti i nehoti~no odlomcima i krhoti-
nama re~i ne besvetiti zna~aj i poruku dela i ~oveka?

Vidim sebe kao klesara koji danima }ute}i i pu{e}i kru`i
oko ogromne stene tra`e}i ta~ku u kojoj }e je jednim udarcem rase-
dlati. Odustajem od tragawa za raskovnik-re~ju, shvataju}i da je
svaka Basarina skulptura neprobojni monolit. Taj monolit sazdan
od tragawa za upori{tem, izvorom snage i odlu~nosti, odupirawem

* Ranije objavqeno: 
Nikola Mirkov, Basara…, 
u: Svetomir Arsi} Basara,

Beograd 2018, 46–49.



nepravdi, odolevawem isku{ewima i pozivawem na dostojanstveno
no{ewe sudbine.

Bez obzira na to da li wegova skulptura asocira na biqku, ~ove-
ka, `ivotiwu ili na pojam, mislenu imenicu, na~elom ona je oda
slobodi i veli~awe no{ewa sudbine. Spomenik tegobnosti `ivota
i dostojanstva odolevawa – no{ewa sudbine.

MOJIROFOROS, kujemo novu starogr~ku re~ u skladu sa dubinom i drevno{}u
Basarinog ume}a. Virtuozna ve{tina kojom vlada u oblikovawu dela pretpostavqa se i naslu-
}uje. Prekrivena je krikom, jaro{}u, nepravdom, tegobom i stremqewem ka pravdi. Svaki udar
dleta, svaki `leb, svaka pukotina, svaki izvor svetla ili zakutak tame odraz su li~nih rana i
neprekidne borbe protiv neumitnosti nepravde prema narodu kojem pripada.

MOJIROFOROS – postojani i dostojanstveni snositeq sudbine, savremeni ste}ak,
prkosni oblik, stub svetili{ta istorije i opstanka jednog naroda, zalog odolevawa i trajawa
– to je Basarina skulptura.

Dok te{e, se~e, drobi, urezuje, rezbari, slama, Basara sa`ima i
svodi. Odoleva zovu da se preda daru da minuciozno ukra{ava svo-
je delo. Tragaju}i za osnovnim su{tastvenim i temeqnim, on ne
sledi Praksitelovu „liniju koja te~e”, koju je, u~e}i, razaznavao.
Tu liniju preina~ava u liniju koja sledi jezgro i misli i materi-
jala. U liniju ki~menicu, liniju sadr`ajnicu i drveta, kamena i
bronze i poruke. I u apstraktnim skulpturama i u skulpturama
istorijskih i mitskih velikana, i u portretima ~ak, on osloba|a
arhetipski oblik, sr`, su{tastvo, bit, kroz liniju skrivenu u po-
javnim oblicima. Tako Basara uspostavqa prepoznatqivu, ali ne-
prevodivu i neiskaznu vezu sa istorijskim delovawem i zna~ajem i
zna~ewem prikazane li~nosti.

Za razliku od izvikanih veli~ina koje su pateti~no, pompezno,
teatralno i pretenciozno prikazivale istorijske li~nosti, svo-
de}i ih na scenografski prigodni prizor, Basara osloba|a figu-
ru iz drveta i kamena ostvaruju}i spoj arhetipskog znaka, narodnog
znamena, jedinstva ~oveka i prirode. Tako emanira stamenost, ne-
pokolebqivost, `ivotvornost, odolevawe. Wegove figure plene
pretrajavawem, sa`etom porukom, a ne minucioznim samouva`ava-
wem. To pretrajavawe ostvaruje linijom, stavom, oblikom, masom,
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igrom svetlosti i tame, te`inom, masivno{}u, temeqno{}u, zau-
zdanom snagom. Vertikale i horizontale, o`iqci od dleta, metal-
ne trake, lanci, pojasevi i kacige, sliveni i sjediweni, upotpuwu-
ju upe~atqivi utisak.

Poput li~nosti iz Hemingvejevog romana Starac i more, Basa-
ra plovi okeanom umetnosti na splavu od debala sa [ar-planine,
na svojim skulpturama. Svaka wegova skulptura odra`ava wegov du-
hovni lik, i ne samo to. I on sam li~i na svoju skulpturu. Po sta-
turi, po zaustavqenom pokretu, po masivnosti, po kvrgavosti i po
~vornovatosti. A varnice u wegovim o~ima opomiwu na o`iqke
dleta `ivota.

Navodna anga`ovanost Basarinog dela tuma~ena je kao „izraz
li~nog opredeqewa da na stvarala~ki na~in i umetni~kim ~inom
svedo~i o vremenu u kojem `ivi”.

Basara, me|utim, nije imao izbora da se opredeli. Morao je da bude ono

{to jeste. A to nije bio izbor „li~nog opredeqewa”, ve} sno{ewe sudbine pod

teretom ~istote i snage svog ja-stva. Mojiroforos je i on sam kao wegovi

preci i wegovi poslednici – wegove skulpture.

Wegovo delo je opredme}eni moralni ~in proistekao iz izri~i-
tog imperativa da svedo~i o narodnom integritetu, o wegovom pravu
na slobodu, da bude beleg ostav{tine za budu}nost, da bude putokaz. 

U ~estim razgovorima kojima sam bio po~astvovan, Basara se,
pokad{to, prise}aju}i se godina kada je kao dete ~uvao stoku, doti-
~e ose}awa uzbu|enosti kada ~ovek u planini ugleda drugog ~oveka.
Uporno }e ga dozivati, ~ak i kada je o~igledno da ga ovaj ne mo`e
videti ni ~uti. Te`wom za dosluhom, za dopirawem bar eha stvara-
la~kog glasa, odi{e i Basarino delo. Delo pro`eto verom u borbu,
u pravdu, u sabornost i pravo na slobodu svog naroda.

Basara je, kako su prijem~ivo iskazali glasoviti kriti~ari i
istori~ari umetnosti, vajar u kojem se sjediwuju „snaga drvose~e i
snaga kova~a”, u ~ijem radu euklidovska strogost i razboritost ni-
su nikada nadvladale snagu spontane lirske i ~esto i epske emotiv-
nosti. U wegovim rukama „dleto je zamenila sekira, a wen britki
udarac kao u rukama drvose~e, vi{e otkriva nego {to skriva organ-
ski oblik osloba|aju}i ga suvi{nih naslaga”.
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Sin rodoquba i borca, stradalnika i pa}enika, siromaha i te-
gobnika, drvose~e i drvodeqe, tvorca korita i kolevke, spaja svo-
jim delom materijal i oblike, pro{lost i budu}nost, sjediwuje
vreme sa svojim, na{im nacionalnim prostorom.

Od korita u kojem je okupan, od kolevke u kojoj je zaquqan do za-
gledawa u {ume i birawa debala koja }e sa ocem dovu}i za ogrev i
obradu, do svog samosvojnog fizi~kog pa i umetni~kog suo~avawa sa
drvetom, materijalom za oblikovawe misli, Basara se stalno bo-
rio protiv nepravde. Spomen na korito koje je po nalogu i hirom
imu}nog suseda otac i daqe gla~ao i potom probu{io, i simboli~-
ki i bukvalno obele`ava i operva`uje Basarin rad i stvarala~ke i
moralne nazore.

Najamnik, ~uvar stoke, sluga, maloletni partizan, Srbin u ne-
voqnom okru`ewu, diskriminisani umetnik, kasnio je u dosezawu
svojih ciqeva i mesta kojemu pripada.

Za ulazak u ve~nost srpske umetnosti i u svetili{te moralnih
i doslednih velikana – nije zakasnio.

Basara… Basara… Basara…

Nikola MIRKOV
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Hristos sa ma~em, 1999 (kat. br. 8)
Christ with the Sword, 1999 (Cat. No. 8)
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Sveti ratnici: Nikita, 1999 (kat. br. 4)
Saint Warriors: Nicetas, 1999 (Cat. No. 4)
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Sveti ratnici: Dimitrije, 1999 (kat. br. 5)
Saint Warriors: Demetrios, 1999 (Cat. No. 5)



Sveti ratnici: Teodor, 1999 (kat. br. 6)
Saint Warriors: Theodore, 1999 (Cat. No. 6)
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Sveti ratnici: Prokopije, 1999 (kat. br. 3)
Saint Warriors: Procopius, 1999 (Cat. No. 3)



Figura despota Stefana Lazarevi}a, 2004 (kat. br. 30) 
Figure of Despot Stefan Lazarevi}, 2004 (Cat. No. 30)







Portret Svetog Save, 2002 (kat. br. 23)
Portrait of St. Sava, 2002 (Cat. No. 23)
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Desanka Maksimovi}, portret, 2002 (kat. br. 18) ››
Desanka Maksimovi}, portrait, 2002 (Cat. No. 18) ››

Desanka Maksimovi}, figura, 2002 (kat. br. 19)
Desanka Maksimovi}, figure, 2002 (Cat. No. 19)





„U meni ima ne{to, ali ne znam {ta je to”
Vinsent van Gog

Potraga za sopstvenom li~no{}u obi~no traje dugo, i uvek s velikom
neizvesno{}u. Dugo tra`imo svoj put: pipamo, zastrawujemo, sve dok
ne prona|emo sebe, dok ne otkrijemo svoju supstitucionalnu sr`,
skrivenu i zapretenu, u nama se zbivaju velike promene i veliki
zaokreti. A kada do|e do sudwih promena i do punog sjaja u nama,
onda se taj sjaj i plamen vi{e ne gase. Na{e nadahnu}e i na{a stva-
rala~ka `eqa nikada vi{e ne usahne i ne zamrzne se.

Moj zenitni trenutak i najvi{i stvarala~ki uzlet uslovqen je
ro|ewem i stalnim boravkom mojim na Kosovu i Metohiji. Okru`en
bogatom duhovnom ba{tinom svog podnebqa, inspiri{em se i na-
pajam celo svoje bi}e, rasplamsava se stvarala~ki `ar, impuls po-
staje silovit i agresivan. Pod zavi~ajnim kosovskim nebom mome
stvarala~kom ̀ aru dovoqan je najmawi povod da se skulptura pretvo-
ri u buktiwu rasplamsalih oblika i da se uzburkani talasi ose}a-
wa prenesu u realizaciju epskih likova iz na{e slavne pro{losti.
Besmrtnost kosovskog mita, ve~na slava na{ih vitezova, zanosna
lepota Pe}ke patrijar{ije, Visokih De~ana, Bogorodice Qevi{ke,
Gra~anice, daju sna`an podsticaj da se stvara nova umetnost koja tre-
ba da odrazi duhovno stawe vremena u kojem `ivimo. Reminiscen-
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Potraga za 
sopstvenom li~no{}u*

* Ranije objavqeno: 
Svetomir Arsi} Basara,

Potraga za sopstvenom

li~no{}u, Glas SANU 400/8,
Beograd 2005, 7–10



cije sa usamqenih hodo~a{}a zavi~ajnim predelima, fascinan-
tan svet pejza`a, obiqe vegetacije, legendi i mesta po kojima su se
kretali i u kojima su boravili Nemawi}i, nadahwuje stvarala~ku
svest da na jedinstven i neponovqiv na~in oblikuje i otelotvori
svoj unutarwi poetski mir.

Za autenti~nost dela presudne su stvarala~ke preokupacije koje nalaze svoja izvori{ta i
svoje sadr`aje u korenu svog porekla, u svetu detiwstva, i u wemu onu `ivu arteriju elementar-
noga, ve~no i nezamenqivo usa|enog sveta prvobitnih utisaka. Presudna je duboka privr`enost
Zavi~aju, koju nikakva superiornost saznawa ne mo`e da bri{e, niti da gasi. Ona ostaje u traj-
nom, neizbrisivom se}awu kao tajni plamen ili intimni svemir, neodoqiv i prisan. Usmere-
nost sopstvenog duha ka sopstvenom poreklu i izvori{tu prvobitnih saznawa ~uva u sebi
o{tro ~ulo za oblike i okvire jednog sveta koji je duboko pro`ivqen i ~ija magnetska sila
privla~i stvaraoca trajno, uvek mu se vra}a da bi u wemu istra`ivali ne{to prosawano, na-

slu}eno, zaboravqeno i skriveno.
Dugo nisam bio po{te|en lutawa i naga|awa oko su{tinskog

zna~ewa i vrednovawa forme i sadr`ine u likovnom izra`avawu.
Dugo sam se bavio ~istim oblikom i bespredmetnom umetno{}u,
smatraju}i da sam takvim svojim stvarala{tvom i takvim shvata-
wem umetnosti bli`i univerzalnom, kosmopolitskom, internaci-
onalnom i nadnacionalnom shvatawu umetnosti, koje (kako sam ka-
snije shvatio) ne poznaje istorijske oblike `ivota, preko kojih
jedino postajemo svesni sebe, svog porekla i svog postanka. Dugo
nisam mogao da shvatim da sam ba{ takvim shvatawem odvojen od
su{tine naroda kojem pripadam. Nisam mogao da shvatim da in-
ternacionalizam poni{tava svaki qudski konkretan identitet.
Da je nacionalno ose}awe jedino i pravo qudsko obele`je. Da samo
preko svog sopstvenog nacionalnog iskustva i sadr`aja mo`emo da
se ukqu~imo u svetsku, univerzalnu qudsku kulturu. I da bez naci-
onalnog identiteta, da bez nacionalnog duha i karaktera nema ni
autenti~nog stvarala~kog nadahnu}a.

Kao posledica tog duhovnog zaokreta, po~etkom osamdesetih go-
dina pro{log veka u mom stvarala{tvu javqa se anga`ovana faza.
Tu fazu je likovni kriti~ar Kosta Vasiqevi} okarakterisao na sle-
de}i na~in: „To je epski ispri~ana serija opredme}enih evokacija
herojske i tragi~ne sudbine srpskog naroda, sudbine vi|ene dija-
hronijski kroz vreme (Kosovski boj, Prvi i Drugi srpski ustanak,
Balkanski ratovi i Prvi svetski rat), ali se te evokacije sme{taju
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u sinhronijsku ravan aktuelne eskalacije albanskog ultranacio-
nalizma i separatizma i celog jada qudske mizerije, {to ih usija-
no balkansko i kosovsko grotlo, kao kakva paklena ma{ina svemu
uprkos, prosipa takore}i u srcu prosve}ene Evrope.”

Da bih progovorio o sada{wosti, izrazio i do~arao tragiku `i-
vqewa i ironiju vremena u kojem `ivim, primoran sam da se vra-
}am u pro{lost, u mitologiju i epiku, na davno zapaqeno ogwi{te
koje polako jewava, gasi se i nestaje, u daleku istoriju kraqeva i ca-
reva, poveqa i manastira. Okru`en duhovnim naslagama pro{losti,
bogatim i raznovrsnim motivima Zavi~aja, te`im ka samom vrhu
uspona. Zavi~aj podsti~e i pru`a stvarala~ku mo}, stimuli{e i
ubrzava misao. Jedino u Zavi~aju do`ivqavam vrhunske ekstaze, pu-
no}u ose}awa i kreativne podsticaje.

Kako se ose}am bez Zavi~aja? Bez Zavi~aja pritisnut sam nepodno{qivom 

~amotiwom, pre`ivqavam delirijumski zatvor iz kojeg nemam izgleda 

da iza|em. Bez Zavi~aja nestaju uzvi{ene vizije, nestaju imaginacije, 

kastrira se i desenzualizira plemenita predstava o svetu i qudima. 

Bez Zavi~aja ne postoji put u umetnost, jer Zavi~aj stvara predodre|enost.

Svetomir ARSI] BASARA
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Apokalipsa (S 300 – ^uvar mira), 1984–2000 (kat. br. 11)
Apocalypse (S 300 – Guardian of Peace), 1984–2000 (Cat. No. 11)
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Apokalipsa II (S 400 – ^uvar mira), 1984–2000 (kat. br.12)
Apocalypse II (S 400 – Guardian of Peace), 1984–2000 (Cat. No. 12)
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Bulava – ~uvar mira, 2007–2015 (kat. br. 61)
Bulava – Guardian of Peace, 2007–2015 (Cat. No. 61)



Putir Vrwa~ke Bawe, 2001–2003 (kat. br. 29) 
Chalice of Vrnja~ka Banja, 2001–2003 (Cat. No. 29)





Vremenske zone Rusije I, 2009 (kat. br. 42)
Time Zones of Russia I, 2009 (Cat. No. 42)



Vremenske zone Rusije II, 2011 (kat. br. 51)
Time Zones of Russia II, 2011 (Cat. No. 51)
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Putir Nemawi}a III,
2013 (kat. br. 59)

Chalice of the Nemanji}s III,
2013 (Cat. No. 59)

Putir Nemawi}a IV, 2017 (kat. br. 83) ›› 
Chalice of the Nemanji}s IV, 2017 (Cat. No. 83) ››
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Egzodus ruralni, 2017 (kat. br. 80)
Rural Exodus, 2017 (Cat. No. 80)
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Egzodus urbani, 2018 (kat. br. 89)
Urban Exodus, 2018 (Cat. No. 89)





Biografski deo

15. maja, ro|en u {arplaninskom selu Sevcu.

Zavr{ava osnovnu {kolu u rodnom selu i postaje seoski sluga.

Zapo{qava se u rudniku hroma „Jezerina” na [ari.

Stupa u II kosmetsku brigadu.

Krajem oktobra demobilisan je zbog mladosti.

Upisuje se u prvi razred ni`e gimnazije u Uro{evcu.

Upisuje se u [kolu za primewene umetnosti u Ni{u kao pripadnik prve ge-
neracije te {kole.

Vaja svoj prvi samostalni rad, glavu Devoj~ice.

Uspe{no pola`e prijemni ispit na Akademiji za primewenu umetnost u Beo-
gradu.

Sa slikarom Momom Mirkovi}em, prvi put samostalno izla`e skulpture u
Gradskoj biblioteci u Aleksincu.

Po~etkom marta diplomira na Akademiji za primewenu umetnost u Beogra-
du. Od aprila radi u Oblasnom narodnom odboru u Pri{tini kao referent
za umetnost. Osniva likovnu koloniju u De~anima, inicira osnivawe Kluba
likovnih umetnika Kosova i Metohije, organizuje izlo`be, pi{e likovne
kritike.

Prelazi na rad u U~iteqskoj {koli u Pri{tini.

Studijski putuje po Italiji, obilazi Napuq, Pompeju, Rim, Firencu i Ve-
neciju. U Rimu pose}uje Quadriennale Nazionale d’arte. Poseta Kvadrijenalu
imala je presudan uticaj na osavremewavawe wegove skulpture.

1928.

1938.

1942. 

1944. 

1945. 

1946. 

1948. 

1950.

1953. 

1956.

1958.

1959.

1960.
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do 1998. godine 

objavqena je u katalogu 
Galerije SANU br. 91.



Samostalno izla`e u Pri{tini.

Predaje vajawe i metodiku likovnog vaspitawa sa {kolskim radom na Vi{oj
pedago{koj {koli u Pri{tini.

Samostalno izla`e u Pri{tini i Subotici. Realizovao spomenik Bori i
Ramizu u Landovici kod Prizrena.

Realizovao spomenik {arplaninskim partizanima na Brezovici.

Studijski putuje u Pariz.

Nagrada za idejno re{ewe spomenika poginulim borcima iz Orahovca.

Dobija nagradu ULUS-a za vajarstvo. U~estvuje na me|unarodnom simpozijumu
vajara „Forma viva” u Portoro`u.

Samostalno izla`e u Pri{tini.

Izla`e na Firentinskom bijenalu. Studijski putuje po Albaniji. Dobija na-
gradu grada Pri{tine, nagradu ULUK-a i otkupnu nagradu za idejno re{ewe
spomen-kosturnice Jugoslovenima umrlim i poginulim u Italiji (Gonars).

Po~iwe da predaje na Akademiji umetnosti u Pri{tini. Studijski putuje po
Gr~koj. Izla`e samostalno u Kru{evcu.

Odlikovan Ordenom bratstva i jedinstva sa srebrnim vencem. U~estvuje na
Me|unarodnom simpozijumu vajara u Moravanima (^ehoslova~ka). Dobija
nagradu Univerziteta u Pri{tini na Prole}nom salonu ULUK-a.

Izabran za dekana Akademije umetnosti u Pri{tini. Dobija nagradu Maj-
skog salona ULUK-a.

1961.

1962. 

1963.

1964.

1965.

1966.

1969. 

1970.

1971.

1973.

1974.

1975.
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Svetomir Arsi} Basara 

u Pri{tini, 1967.

Pored skulpture u Ostro`cu 

na Uni, 1971.

Svetomir Arsi} Basara 
in Priština, 1967

Beside the sculpture in Ostro`ac 
on the Una, 1971



Po~iwe da gradi ateqe na Brezovici.

Biran po drugi put za dekana Akademije umetnosti u Pri{tini. Dobija na-
gradu ULPUK-a.

Dobija Sedmojulsku nagradu SR Srbije za vajarstvo.

Samostalno izla`e u Pri{tini. Otkupna nagrada Galerije umetnosti u
Pri{tini.

Dobija nagradu SULUJ-a. Izla`e u Ni{u.

Prire|uje prvu retrospektivnu izlo`bu skulptura u Paviqonu „Cvijeta Zu-
zori}” u Beogradu.

Samostalno izla`e u Trsteniku.

Dobija nagradu AVNOJ-a za vajarstvo i Prvu nagradu na izlo`bi „Beograd
inspiracija umetnika”

Samostalno izla`e u galeriji „Salambo” u Parizu.

Samostalno izla`e u Ra{ki i u Kulturnom centru u Beogradu.

Samostalno izla`e u Trsteniku, Loznici, Krupwu, Obrenovcu, Negotinu i
Boru.

Izla`e u Kragujevcu i Pri{tini.

Izabran za redovnog ~lana Srpske akademije nauka i umetnosti – SANU.

Penzionisan na Akademiji umetnosti u Pri{tini. Samostalno izla`e u Beo-
gradu i Ni{u.

Izabran je za ~lana Me|uodeqewskog odbora za prou~avawe Kosova i Meto-
hije SANU (19. marta 1996). Odr`ao ~etiri samostalne izlo`be u Vrwa~koj
Bawi, Kragujevcu, Subotici i Somboru.
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1976.

1977.

1978.

1979.

1981.

1984.

1985. 

1986.

1988.

1989.

1990.

1991.

1994.

1995. 

1996.

Svetomir Arsi} Basara sa

slikarom Aleksom ^elebonovi}em

na otvarawu retrospektivne

izlo`be skulptura u paviqonu

Cvijeta Zuzori}, 1984.

Svetomir Arsi} Basara and 
the painter Aleksa ^elebonovi} 

at the opening of the retrospective
exhibition in the Pavilion 
of Cvijeta Zuzori}, 1984



Dobija nagradu za skulpturu Novembarskog salona u Pri{tini. U~estvuje u
radu Vajarske kolonije u drvetu „Di sfilato” u Svilajncu i kolonije Umetni~ke
naseobine u Ariqu.

Odr`ao samostalnu retrospektivnu izlo`bu u Galeriji SANU; tim povodom
je objavqena monografija Srete Bo{waka. Dobio Vukovu nagradu. U~estvuje
na simpozijumu „Mermer i zvuci” u Aran|elovcu. 

Zbog nemogu}nosti da radi u svom ateqeu na Brezovici, seli se u ateqe u
zgradi Akademije. U~estvuje u radu vajarskog simpozijuma „Mermer i zvuci”
u Aran|elovcu.

Na umetni~koj smotri „Mermer i zvuci” u Aran|elovcu zavr{ava 1988. zapo-
~etu mermernu skulpturu monumentalnih dimenzija Igra oblika. U okviru
letweg programa Vrwa~ke kulturne sve~anosti radio je vajarski „Ateqe Ba-
sara–Obradovi}” uz u~e{}e sedam mladih vajara i dva slikara. U organiza-
ciji Instituta za srpsku kulturu iz Pri{tine, 4. aprila je u Leposavi}u
odr`an nau~ni skup Delo Svetomira Arsi}a Basare. 

Rukovodi radom druge sesije „Ateqea Basara–Obradovi}” (Vrwa~ka Bawa – Za-
mak kulture, 3–25. septembra) za mlade vajare i likovne kriti~are. U~estvovao
u osnivawu Me|unarodne radionice za nauku i umetnost „Kremna–otkrovewe”
u Kremnama i u radu tribine „Zadatak i budu}nost Radionice”. Na nau~nom
skupu @ivot i delo Vuka Filipovi}a u Leposavi}u izla`e referat „Li~-
nost Vuka{ina–Vuka Filipovi}a”.

Rukovodi radom tre}e sesije „Ateqea Basara–Obradovi}” (Vrwa~ka Bawa –
Zamak kulture, 21. avgust – 14. septembar). Po zavr{etku rada otvorena je iz-
lo`ba u Zamku kulture. U~estvuje u radu likovne kolonije „Kremna–otkrove-
we”. Otvara izlo`bu skulptura i crte`a vajara Dragi{e Obradovi}a u Kul-
turnom centru „Sveti Sava” u Subotici. 

Otvorio izlo`bu prve postavke savremene skulpture u okviru Vrwa~kih kul-
turnih sve~anosti, 12. jula. Kao voditeq u~estvovao u radu IV sesije „Ateqea
Basara–Obradovi}” u Vrwa~koj Bawi (1–15. avgusta). U~estvovao na VIII sa-
zivu Me|unarodnog simpozijuma skulptora „Apatinski vajarski Meander”,
15–30. avgusta. U~estvovao na jubilarnom, X otvorenom likovnom ateqeu u
Gimnaziji u Kru{evcu.

Dobio plaketu kwi`evnika Vuka{ina–Vuka Filipovi}a.

Sudelovao je i govorio na promocijama svoje monografije u Galeriji savreme-
ne umetnosti u Ni{u i Srpskom kulturnom centru „Sveti Sava” u Subotici. 

U~estvuje u radu likovne kolonije „Rtaw 2007” u okviru koje je uradio skulp-
turu Srpski hajduk.

U~estvuje u radu III me|unarodne likovne kolonije „Homo ART @agubica
2009” i u jubilarnom 25. sazivu Kolonije „Bakar” u Boru. Bio je gost Likovne
kolonije „Zlatibor 2009”.
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1997.

1998.

1999.

2000.

2001.

2002.

2003.

2004.

2005.

2007. 

2009.



U~estvuje u radu Kolonije „Belovodske rozete” u Belim Vodama.

U~estvuje u radu Prve internacionalne vajarske kolonije „Boj~in”.

U~estvuje u radu Prvog internacionalnog susreta vajara Homoqe–@agubica.

U manastiru Mile{eva u~estvuje u radu likovne kolonije organizovane u
okviru priprema za obele`avawe osam vekova zadu`bine kraqa Vladislava
Nemawi}a. Boravi dva meseca u Vrwa~koj Bawi i povodom ~etrnaest godina
kontinuiranog rada na ovoj smotri prire|uje izlo`bu svojih monumental-
nih skulptura ispred ateqea „Sne`nik”. Izlo`bu je otvorio kriti~ar Sreto
Bo{wak.

Radi na pripremawu skulptura za izlo`be u Parizu i u Galeriji SANU. U~e-
stvuje na vajarskom simpozijumu na Go~u u okviru smotre „Go~ki krug”. Zavr{a-
va skulpturu ~etiri metra visine koja je, u stvari, nose}i elemenat budu}eg
polijeleja namewenog novopodignutoj crkvi na Go~u. ^lan je Odbora za podi-
zawe spomenika Zoranu \in|i}u. ^lan je Odbora i ~lan `irija za podizawe
spomenika Stefanu Nemawi. ^lan je `irija za spomenik na{em baletskom
umetniku Miloradu Mi{kovi}u. Otvorio prvu likovnu koloniju u Kon~are-
vu, odr`anu 12–14. maja u porti Hrama Sv. Jovana Krstiteqa koja je okupila
nekoliko desetina umetnika iz cele Srbije.

U~estvovao je u radu 13. Me|unarodne umetni~ke kolonije, koja je odr`ana u
organizaciji Udru`ewa likovnih umetnika Homoqa, 20–27. maja u @agubici.
U toku boravka u koloniji bio je gost RTV Homoqe. U kwizi ruskog balkanologa
dr. Viktora I. Kosika pod naslovom Zaminirovanaja kultura, reprodukovana
je Basarina skulptura (Ne)milosrdni an|eo.
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2010.

2011.

2012.

2013.

2017.

2018.

Sa }erkama Gordanom i Jelenom 

u Parizu, 2018.

Svetomir Arsi} Basara u

devedesetoj godini, Beograd 2018.

With his daughters Gordana 
and Jelena in Paris, 2018

Svetomir Arsi} Basara aged 90,
Belgrade 2018
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Samostalne izlo`be

Vrwa~ka Bawa, Zamak kulture: 
Skulptura Svetomira Arsi}a Basare, jul–avgust.

Kragujevac, Umetni~ka galerija Narodnog muzeja:
Skulptura Svetomira Arsi}a Basare, oktobar.

Subotica, Srpski kulturni centar Sveti Sava: 
Izlo`ba skulptura Svetomira Arsi}a Basare, 21. novembar – 6. decembar.

Sombor, Narodni muzej: 
Izlo`ba skulptura Svetomira Arsi}a Basare, decembar.

Sremski Karlovci, Galerija Kulturnog centra – Karlova~ka umetni~ka 
radionica: Svetomir Arsi} Basara – samostalna izlo`ba, februar.

Ariqe, Gradska galerija – Kulturni centar: 
Svetomir Arsi} Basara – skulptura, 27. oktobar – 6. novembar.

Beograd, Galerija SANU: 
Svetomir Arsi} Basara – skulptura, 17. septembar – 8. oktobar.

Novi Sad, Galerija Ogranka SANU „Platoneum”: 
Basara – skulpture, septembar.

Bawa Luka, Narodno pozori{te, foaje: 
Basara – skulpture.

Leskovac, Galerija Narodnog muzeja: 
Svetomir Arsi} Basara – skulpture, decembar–januar.

1996.

1997.

1998.

1998/1999. 

Sa akademikom Miodragom

Mi}om Popovi}em na otvarawu

izlo`be u Kulturnom centru

Beograd, 1989.

With the academician 
Miodrag Mi}a Popovi} at the 

opening of the exhibition at
Cultural Centre of Belgrade, 1989



88

1999. Vlasotince, Galerija Doma kulture: 
Svetomir Arsi} Basara – skulpture, februar.

Pirot, Galerija: 
Svetomir Arsi} Basara – skulpture, februar–mart.

Vrawe, Galerija Narodnog muzeja: 
Svetomir Arsi} Basara – skulpture, mart–april.

2000. Beograd, Diplomatski klub: 
Svetomir Arsi} Basara – skulpture, jun 
(zajedno sa Tomislavom \oki}em – slike).

2001. Beograd, Ruski dom: 
Oklopnici cara Lazara – skulpture u drvetu i metalu, januar.

2002. Ko{tuni}i, Dom kulture: 
Oklopnici cara Lazara (u okviru manifestacije „Dani {qiva”).

Struganik, Dom kulture: 
Oklopnici cara Lazara (povodom promocije etno-naseqa Mi{i}evo Selo).

2005. Beograd, Kosovsko-metohijska ku}a: 
Izlo`ba skulptura Svetomira Arsi}a Basare, oktobar.
Deo wegovih radova ostao kao deo stalne postavke.

2006. Ni{, Galerija savremene likovne umetnosti: 
Izlo`ba skulptura Svetomira Arsi}a Basare.

Novi Kne`evac, ^itaonioca biblioteke: 
Izlo`ba skulptura Svetomira Arsi}a Basare.

Beograd, Ruski dom: Izlo`ba skulptura Svetomira Arsi}a Basare.

2007. Ni{, Galerija savremene likovne umetnosti „Srbija”: 
Samostalna izlo`ba skulptura.

2008. Petrovac na Mlavi, Galerija Zavi~ajnog muzeja: 
Skulpture akademika Svetomira Arsi}a Basare, 18. januar – 7. februar.

@agubica, Galerija Udru`ewa likovnih umetnika Homoqa, februar.
Despotovac, Centar za kulturu, mart.
Svilajnac, Centar za kulturu: 

Izlo`ba u okviru manifestacije „Sin|eli}evi dani”.
Vrwa~ka Bawa, Galerija „Selena”.

2009. Apatin, Galerija Doma kulture: Samostalna izlo`ba.

2010. Be~ej, Narodni muzej: Samostalna izlo`ba, april–oktobar.

2011. Beograd, Galerija RTS: 
Izlo`ba skulptura, 10. novembar 2011 – april 2012. godine.



2012. Novi Beograd, Blok galerija: 
Retrospektivna izlo`ba skulptura Svetomira Arsi}a Basare u okviru
proslave Dana op{tine, 12–15. april.

Novi Sad, Galerija Ogranka SANU, zajedno sa vajarem Savom Haluginom, 
jun 2012.

2015. @agubica, Dom kulture, povodom proslave Dana op{tine, 
25. septembra 2015. otvorena je izlo`ba skulptura.
Izvestan broj skulptura ostao kao deo stalne postavke.

2018. Beograd, Kosan~i}ev venac. 
Izlo`ba Basarinih skulptura u slobodnom prostoru pod nazivom
Oma` Kosan~i} Ivanu u okviru sve~anog otvarawa rekonstruisanog
Kosan~i}evog venca, 25. februar – 25. mart.

Pariz, Kulturni centar Srbije u Parizu. 
Samostalna izlo`ba 14 skulptura postavqenih na tri nivoa galerije, maj.
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Sa akademikom Vladimirom

Veli~kovi}em na otvarawu 

retrospektivne izlo`be u

Kulturnom centru u Parizu, 2018.

With the academician 
Vladimir Veli~kovi} at the opening

of the retrospective exhibition in 
the Cultural Centre in Paris, 2018
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Va`nije grupne izlo`be

1997. Pri{tina, Umetni~ka galerija: Novembarski salon, novembar.

1999. Beograd, Galerija SANU: U slavu velikana, dela umetnika ~lanova SANU 
iz umetni~ke zbirke SANU, avgust–septembar.

Beograd, Umetni~ki paviqon Cvijeta Zuzori}: Jesewa izlo`ba ULUS-a, 
15. novembar – 12. decembar.

2000. Beograd, Muzej savremene umetnosti: Skulptura posle 50. 
Vrwa~ka Bawa, Zamak kulture: „Ateqe Basara–Obradovi}”: 

Izlo`ba skulptura i slika, septembar–oktobar.

2002. Vrwa~ka Bawa, Zamak kulture: „Ateqe Basara–Obradovi}”: 
Izlo`ba skulptura i fotografija, avgust–septembar.

Herceg Novi, „Art gallery Sue Ryder”, FLU Cetiwe: U susret jubileju, 
povodom tridesetogodi{wice rada Akademije likovnih umjetnosti
Pri{tina, jun.

2005. Beograd, Galerija SANU: Izlo`ba „Dela ~lanova SANU”.
Galerija „Radionica du{e” u Beogradu: Izlo`ba „Svi `ivi akademici”.

2007. Beograd, Galerija „Progres”: Izlo`ba skulptura srpskih vajara. 
Vrwa~ka Bawa, Zamak kulture: Izlo`ba skulptura srpskih vajara.
Svilajnac, Galerija Doma kulture: Izlo`ba skulptura srpskih vajara.
Petrovac na Mlavi, Galerija Udru`ewa likovnih umetnika „Homoqe”: 

Izlo`ba skulptura srpskih vajara.
Aleksandrovac, Galerija Doma kulture: Izlo`ba skulptura srpskih vajara.
Trstenik, Galerija Doma kulture: 

Izlo`ba likovnih umetnika op{tine Trstenik.

2008. Bor, Muzej rudarstva i metalurgije u Boru: 
Zajedni~ka izlo`ba skulptura srpskih vajara druge polovine XX veka.

Muzej vinarstva i vinogradarstva u Aleksandrovcu: 
Zajedni~ka izlo`ba skulptura srpskih vajara druge polovine XX veka.

Centar za kulturu „Sveti Stefan despot srpski” u Despotovcu: 
Zajedni~ka izlo`ba skulptura srpskih vajara druge polovine XX veka.

Centar za kulturu „Stefan Nemawa” u Lapovu: 
Zajedni~ka izlo`ba skulptura srpskih vajara druge polovine XX veka.

2010. Beograd, Galerija RTS, izlagao u okviru izlo`be 
„Likovna kolonija RTS-a Zlatibor 2010”.

2011. Beograd, Zajedni~ka izlo`ba ~lanova SANU u Galeriji SANU 
povodom 170 godina od osnivawa SANU.
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2013. Pariz, izlo`ba Savremena srpska apstraktna skulptura.
Vrwa~ka Bawa, ateqe paviqona „Sne`nik”: Izlo`ba povodom obele`avawa 

14 godina rada „Ateqea Basara–Obradovi}” u Vrwa~koj Bawi.

2014. Beograd, zajedni~ka izlo`ba Umetni~kog udru`ewa LADA u umetni~kom 
paviqonu „Cvijeta Zuzori}” povodom 110 godina postojawa Udru`ewa. 

2016. Beograd, Galerija SANU: Izlo`ba povodom 175 godina od osnivawa SANU, 
Umetni~ka zbirka SANU, likovni umetnici akademici 
– izla`e skulpturu Oklopnik cara Lazara, (2012).

Beograd, Jesewa izlo`ba ULUS-a 2016 
– izla`e skulpturu Deveta simfonija L. V. Betovena, (2016), drvo, metal.

Izlo`be Umetni~ke kolonije „Brod”: 
Galerija „Krug”, u Petrovcu na Mlavi, januar; 
Galerija ULUH, @agubica, februar; 
Narodni muzej u Po`arevcu, april; 
Narodni muzej Kragujevac, jun; 
Kulturni centar Novog Sada, jul; 
Likovni salon Doma kulture, Trstenik, avgust; 
De Vin~a, Beograd, septembar – izla`e skulpturu Vremenske zone Rusije,
kombinovana tehnika drvo, metal; 200 × 140 × 50 cm.

2017. Vrwa~ka Bawa, Zamak kulture: Izlo`ba Dru{tva srpskih umetnika LADA.
Zrewanin, Narodni muzej: Izlo`ba Dru{tva srpskih umetnika LADA.

U svom ateqeu, u ku}i 

u Maloj Moštanici, 2019.

In his studio, at home 
in Mala Moštanica, 2019 
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Javni spomenici

1997. U~iteq Rajko Uro{evi}, bronza, 70 cm, 
bista u dvori{tu osnovne {kole u selu Gotovu{a, Kosovo 
(Sirini}ka `upa).

Gligorije–Gli{a Elezovi}, bronza, 70 cm, 
bista u porti Crkve Sv. Ilije u Vu~itrnu (uni{tena 1999).

Gligorije Bo`ovi}, bronza, 70 cm, 
bista ispred Tehni~ke {kole u Zubinom Potoku.

Akademik Vuk Filipovi}, bronza, 70 cm, 
bista u Domu kulture Bra}a Vojinovi} u Vu~itrnu (uni{tena 1999).

1998. Sv. Simeon, bronza, 70 cm, 
bista ispred zgrade Instituta za srpsku kulturu u Pri{tini 
(Zigmund Brenke, ~inovnik UNMIK-a, uklonio je spomenik 2002).

Dr Vojislav Dan~etovi}, bronza, 40 cm, 
reqef na rodnoj ku}i u Vu~itrnu (ku}a spaqena, reqef uni{ten 1999).

2000. Sv. Sava, bronza, 70 cm, 
poprsje u Centru za kulturu u Leposavi}u.

2002. Akademik Qubodrag Mihajlovi}, bronza, 70 cm, 
bista u bolni~kom parku Kosovske Mitrovice.

2004. Bista vo`da Kara|or|a, postavqena ispred Instituta 
za srpsku kulturu u Leposavi}u.

Bista Vuka Stefanovi}a Karaxi}a, postavqena ispred Instituta 
za slavistiku Univerziteta u Be~u (Austrija).

Skulptura postavqena u De~jem odmarali{tu u Stani{incima na Go~u 
(materijal: drvo i metal; dimenzije 500 × 90 cm).

2005. Bista Slobodana Jovanovi}a, 
postavqena u amfiteatru Pravnog fakulteta u Beogradu.

2015. Bista Slobodana Jovanovi}a ispred ulaza u Pravni fakultet.
Portretna bista pesnika Lazara Vu~kovi}a – restauracija. 

Obnovqena bista postavqena ispred Doma kulture u Gra~anici. 

2016. Biste akademika Radomira Luki}a i Mihaila \uri}a. 
Biste su postavqene u parku Mali Ta{majdan.

2017. Poprsje Slobodana Jovanovi}a natprirodne veli~ine. 
Odliveno je u bronzi i postavqeno ispred zgrade 
Pravnog fakulteta u Beogradu.



Nagrade i priznawa

1998. Vukova nagrada Kulturno-prosvetne zajednice Srbije za izuzetan doprinos 
razvoju kulture u Republici Srbiji i svesrpskom kulturnom prostoru.

2005. Vidovdansko priznawe za duhovno uzdizawe univerzitetske misli, 
Univerziteta u Pri{tini, Kosovska Mitrovica. 

2007. Nagrada „Prof. dr Vojislav K. Stojanovi}” Udru`ewa univerzitetskih 
profesora i nau~nika Srbije, Beograd.

2017. Velika nagrada Dru{tva srpskih umetnika LADA.

2018. Zlatna medaqa za zasluge u kulturnim delatnostima.
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Otvarawe prve retrospektivne

izlo`be u Umetni~kom paviqonu

Cvijeta Zuzori}, Beograd 1984.

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

Belgrade 1984 



Izlo`beni katalozi

Svetomir Arsi} Basara : skulptura / [autor izlo`be Sreto Bo{wak]. – 
Beograd : Srpska akademija nauka i umetnosti, 1998. – 185 str. : ilustr. ;
24 cm. – (Galerija srpske akademije nauka i umetnosti ; 91)

Basara : skulpture : Galerija Ogranka SANU u Novom Sadu, Platoneum, 
Novi Sad, septembar 1998. / [autor fotografija Nikola @ivkovi}]. – 
Novi Sad : Srpska akademija nauka i umetnosti, Ogranak, 1998. – [4] str. :
ilustr. u bojama ; 20 cm. – (Izdawe / Srpska akademija nauka i umetnosti,
Ogranak ; 18)

Svetomir Arsi} Basara : skulpture : decembar 1998 – januar 1999, 
Galerija Narodnog muzeja Leskovac : februar – mart 1999, Galerija Pirot :
mart – april 1999, Galerija Narodnog muzeja Vrawe / predgovor i autor 
izlo`be Sr|an Markovi} ; prevod na francuski Sun~ica Milo{evi}. 
– Leskovac : Narodni muzej, 1999. – 42 str. : ilustr. ; 21 cm

Svetomir Arsi} Basara : skulpture : Galerija savremene likovne 
umetnosti Ni{, Galerija „Srbija”, 14. novembar – 6. decembar 2006. / 
[urednik Milica Todorovi}]. – Ni{ : Galerija savremene likovne umetnosti,
2006. – [8] str. : ilustr. u boji ; 25 cm
ISBN 86-7740-022-2

Svetomir Arsi} Basara : skulpture : Galerija „Ateqe Basara-Obradovi}”,
Trg kulture Vrwa~ka Bawa, juli 2008 / [uvodni tekst Milica Todorovi}]. –
Vrwa~ka Bawa : „Ateqe Basara–Obradovi}”, 2008. – 16 str. : reprodukcije ;
24 cm
ISBN 978-86-905369-3-1

Svetomir Arsi} Basara : Galerija RTS, Beograd, 10. novembar 2011 – 
3. februar 2012. / [autor kataloga Sr|an Markovi} ; fotografije Slobodan
Sari}]. – Beograd : Radio-televizija Srbije, 2011. – 32 str. : ilustr. ; 22 cm
Svetomir Arsi} Basara : biografija: str. 29–31.

ISBN 978-86-6195-012-4 

Svetomir Arsi} Basara, Sava Halugin : vajarski iskazi : Galerija SANU
Ogranak u Novom Sadu, Platoneum, jun 2012. – Novi Sad : Srpska akademija
nauka i umetnosti, Ogranak, 2012. – 1 presavijen list ([6] str.) : ilustr. 
u bojama ; 24 x 32 cm. – (Izdawe / Srpska akademija nauka i umetnosti,
Ogranak ; 111)
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Korito [zbirka pripovedaka] / Svetomir Arsi} Basara. – Pri{tina : 
Kulturna Manifestacija „Gligorije Gli{a Elezovi}” : Narodna i 
univerzitetska biblioteka : Dru{tvo kwi`evnika Kosova i Metohije,
1998. – 124 str. ; 21 cm. – (Biblioteka Proza)
ISBN 86-7935-059-1

Rukopis gor~ine / Svetomir Arsi} Basara ; [razgovor vodila] Marija 
\or|evi} // Politika. ISSN 0350-4395. 95 : 30400 (12.06.1998) 21.

Skulptura Olge Jevri} – sublimirana kosmi~ka harmonija / Svetomir Arsi}
Basara // Delo Svetomira Arsi}a Basare : zbornik radova / [urednici 
Milo{ \or|evi}, @eqko ]upi}]. – Pri{tina ; Leposavi} : Institut za
srpsku kulturu ; Leposavi} : Biblioteka „Sveti Sava”, 2000. Str. 19.

Suautorstvo – osnovni uslov za uspe{nu realizaciju sinteze / Svetomir
Arsi} Basara // Razgovori : Vrwa~ke kulturne sve~anosti. – Vrwa~ka Bawa
: Kulturni centar, 2000.

Balkan budi zavist : akademik Svetomir Arsi} Basara o geografskoj 
i duhovnoj provinciji / [razgovor vodila] Milijana Belan~i} // Borba.
ISSN 0350-7440. 81 : 177 (26. 06. 2002) 10.

Li~nost Vuka{ina-Vuka Filipovi}a / Svetomir Arsi} Basara // Ba{tina.
ISSN 0353-9008. 13 (2002) 19–26.

Kad se kamen pretvori u buktiwu rasplamsalih oblika / Svetomir Arsi}
Basara // Lu~a. ISSN 0354-7787. 11 : 4 (2002) 77–80.
Izgovoreno u Srpskom kulturnom centru Sveti Sava, 6. juna 2002. u Subotici.

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

Potraga za sopstvenom li~no{}u / Svetomir Arsi} Basara // Glas : Odeqewe
likovne i muzi~ke umetnosti / urednik Dejan Despi}. – Beograd : Srpska
akademija nauka i umetnosti, 2005. Str. 7–10. (Glas / Srpska akademija 
nauka i umetnosti ; kw. 400. Odeqewe likovne i muzi~ke umetnosti; kw. 8,
ISSN 0352-6720)

Privr`enost zavi~aju i superiornost saznawa / Svetomir Arsi} Basara. //
Lu~a. ISSN 0354-7787. 15 : 1 (2006) 15–16.
Izgovoreno prilikom predstavqawa monografije „Basara ili skulptura kao sudbina”,
Subotica, 1. dec. 2005.
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U ponoru nostalgije : [intervju] / Svetomir Arsi} Basara ; [razgovor vodio]
Savo Popovi} / Ve~erwe novosti. ISSN 0350-4999. (13. novembar 2011) 

Oblikovawe preda~kih stabala / Svetomir Arsi} Basara ; razgovarale: 
D. Jovanovi}, R. Mitrovi} ; fotografije: Stanko Kosti} // Zenit. 
ISSN 1452-5534. 9 : 14 (2014) 16–26.

Lepota pe}ina Isto~ne Srbije : milioni godina tihovawa i stvarawa : 
[katalog izlo`be u Galeriji nauke i tehnike SANU] / [fotografije] Stanko
Kosti} ; [tekstovi Svetomir Arsi} Basara … i dr.]. – Beograd : ULUPUDS,
2017. – 72 str. : ilustr. ; 23 x 23 cm
ISBN 978-86-6213-056-3

Kosovo je na{a duhovna vertikala i putokaz / Svetomir Arsi} Basara ;
[intervju vodila Rada Komazec]. Jedinstvo. ISSN 1450-9741. (26. jun 2018)

Moj zavi~aj Kosovo nije tu|a dr`ava / Svetomir Arsi} Basara ; [intervju 
vodila]Miqana Kraq. Ve~erwe novosti. ISSN 0350-4999. (25. februar 2018)

Literatura o umetniku (izbor)

Drevno i ovovremeno : skulpture Svetomira Arsi}a Basare / Olga Jevri}. 
Politika. ISSN 0350-4395. Kultura, umetnost, nauka. 42 : 8 (6. 06. 1998) [1].
Iz re~i na otvarawu izlo`be u Galeriji SANU.

Materijali u skulpturi Svetomira Arsi}a Basare / Sava Halugin. Krovovi.
ISSN 0353-6351. 14/15 : 47/49 ( 2000/2001).

U mitskom savezu sa prirodom : o stvarala{tvu Svetomira Arsi}a Basare /
Petar \uza. Politika. ISSN 0350-4395. 97 : 31059 (13. 04. 2000) 27. 

Delo Svetomira Arsi}a Basare : zbornik radova / [urednici Milo{ \or|evi},
@eqko ]upi}]. – Pri{tina ; Leposavi} : Institut za srpsku kulturu ; 
Leposavi} : Biblioteka „Sveti Sava”, 2000. – 131 str. : ilustr. ; 24 cm. – 
(Biblioteka Posebna izdawa / Institut za srpsku kulturu, Pri{tina ; 1)

Svetomir Arsi} Basara : redovni ~lan [SANU] / priredila Gordana 
Radoj~i}-Kosti}// Godi{wak. ISSN 0351-0336. - Kw. 109 (2003), str. 429–434.

Svetomir Arsi} Basara : ili skulptura kao sudbina / Sr|an Markovi} ;
[prevod na engleski Jasminka Bang = translation to English Jasminka Bang ;
fotografije Milo{ Soldatovi} … [i dr.] = photographs Milo{ Soldatovi} …
[et al.]. – Beograd = Belgrade : SANU ; Pri{tina : Narodna i univerzitetska 
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biblioteka „Ivo Andri}” = National and University Library “Ivo Andri}”,
2004. - 254 str. : fotogr. ; 32 cm. ISBN 86-7935-076-1

Svetomir Arsi}-Basara / Sreto Bo{wak // Akademici XXI veka : slikari i
vajari SANU i CANU / prire|iva~ Mom~ilo-Mo{a Todorovi}. – Beograd :
Radionica du{e, 2005. Str. 10–19. 
ISBN 86-83385-07-8

Monografija Sr|ana Markovi}a o Svetomiru Arsi}u Basari / Olga Jevri}
// Glas : Odeqewe likovne i muzi~ke umetnosti / urednik Dejan Despi}. 
– Beograd : Srpska akademija nauka i umetnosti, 2005. Str. 11–14. – (Glas /
Srpska akademija nauka i umetnosti ; kw. 400. Odeqewe likovne i muzi~ke
umetnosti; kw. 8, ISSN 0352-6720)

Skulptura kao sudbina / M. Belan~i} // Borba. ISSN 0350-7440. 84 : 330
(13. decembar 2005) 7.

Kosovska pripovedawa Svetomira Arsi}a Basare / Sr|an Markovi} // 
Kosovsko-metohijski zbornik. ISSN 0354-284X. 5 (2013) 273-287.

Balkanû: pamÿtü i pamÿtniki v processe «pe~ataniÿ» novoé kulüturû
nacionalizma / V. I. Kosik. VESTNIK Sankt-Peterburgskogo 
gosudarstvennogo universiteta kulüturû i iskusstv. 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.

Svetomir Arsi} Basara / [prevod Mark Brogan, Dragana Bogojevi} ;
fotografije Ugqe{a Dap~evi}, Ivana Tomanovi}] = [traslation Mark
Brogan, Dragana Bogojevi} ; photography Uglje{a Dap~evi}, Ivana Tomanovi}].
– Beograd : Obrazovni centar Basara = Belgrade : Basara Educational Centre,
2018. – 220 str. : fotogr. ; 23 x 28 cm
ISBN 978-86-900784-0-0
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1. Hajduk Veqko, 1998, drvo i metal, 200 × 95 × 50 cm

2. Raspe}e Majke Srbije, 1999, drvo i metal, 260 × 250 × 50 cm 

3. Sveti ratnici: Prokopije, 1999, bronza, 85 × 20 × 17 cm

4. Sveti ratnici: Nikita, 1999, bronza, 85 × 25 × 15 cm

5. Sveti ratnici: Dimitrije, 1999, bronza, 85 × 25 × 15 cm

6. Sveti ratnici: Teodor, 1999, bronza, 85 × 25 × 15 cm

7. Sveti ratnici: Nepoznati, 1999, bronza, 85 × 23 × 15 cm

8. Hristos sa ma~em, 1999, bronza, 22 × 72 × 15 cm

9. Igra oblika, 1998–2000, kamen, 300 × 100 × 160 cm

10. Ratnik cara Lazara, 2000, drvo i metal, 220 × 60 × 60 cm

11. Apokalipsa (S 300 – ^uvar mira), 1984–2000, 
drvo i metal, 400 × 142 × 74 cm

12. Apokalipsa II (S 400 – ^uvar mira), 1984–2000, 
drvo i metal, 516 × 164 × 74 cm

13. Putir Nemawi}a II, 2001, drvo i metal, 200 × 160 × 160 cm 

14. Ma~ u Hristovoj ruci, 2001, drvo i metal, 300 × 100 × 60 cm

15. (Ne)milosrdni an|eo I, 2002, metal i drvo, 270 × 90 × 30 cm

16. (Ne)milosrdni an|eo II, 2002, metal i drvo, 290 × 90 × 30 cm

17. (Ne)milosrdni an|eo III, 2002, metal i drvo, 300 × 100 × 30 cm

18. Desanka Maksimovi}, 2002, portret, gips, 75 × 25 × 25 cm

19. Desanka Maksimovi}, 2002, figura, gips, 65 × 25 × 15 cm

20. Dr Qubodrag Mihailovi}, 2002, bista, bronza, 70 × 25 × 45 cm

21. Zaustavqeni val, 2002, drvo, 50 × 26 × 16 cm

Katalog*

* Dela u katalogu obra|ena su
hronolo{ki.

Rimski broj pored naziva dela
ozna~ava delo istog problema

ali razli~itog re{ewa.



22. Raspe}e: Srbija I, 1999–2002, drvo i metal, 260 × 250 × 60 cm

23. Portret Svetog Save, 2002, gips, 76 × 25 × 25 cm

24. Olimpik, 2003, metal, 140 × 100 × 80 cm

25. Krovovi Kopaonika, 2003, metal, 100 × 90 cm

26. Igra oblika II, 2003, drvo, 120 × 100 cm

27. Oklopnik cara Lazara X, 2003, drvo i metal, 210 × 40 × 40 cm

28. Oklopnik cara Lazara XI, 2003, drvo i metal, 220 × 50 × 40 cm

29. Putir Vrwa~ke Bawe, 2001–2003, drvo, 180 × 135 × 133 cm

30. Figura despota Stefana Lazarevi}a, 2004, bronza, 70 × 15 × 15 cm

31. (Ne)milosrdni an|eo IV, 2005, metal, 290 × 90 × 100 cm

32. (Ne)milosrdni an|eo V, 2005, metal, 300 × 100 × 100 cm

33. Portret Gordane Arsi} Komqenovi}, 2006, gips, 26 × 40 × 22 cm

34. Portret Jelene Arsi}, 2006, gips, 30 × 55 × 30 cm

35. Igra oblika, 2000–2007, kamen, 300 × 100 × 160 cm

36. Srpski hajduk, 2007, drvo i metal, 220 × 50 × 50 cm

37. Portret \or|a Komqenovi}a, 2007, gips, 25 × 42 × 30 cm

38. Oklopnik cara Lazara XII, 2007, drvo i metal, 220 × 45 × 45 cm

39. Portret dr Vladimir Keni}, 2008, gips, 25 × 40 × 30 cm

40. (Ne)milosrdni an|eo VI, 2009, metal, 290 × 90 × 100 cm

41. (Ne)milosrdni an|eo VII, 2009, metal, 300 × 100 × 100 cm

42. Vremenske zone Rusije I, 2009, drvo i metal, 255 × 185 × 55 cm

43. Oklopnik cara Lazara XIII, 2010, drvo i metal, 220 × 60 × 50 cm 

44. O iskone, o drevni dube…, 2007–2011, drvo i metal, 285 × 200 × 150 cm

45. Oklopnik cara Lazara XIV, 2011, drvo i metal, 220 × 50 × 50 cm

46. Oklopnik cara Lazara XV, 2011, drvo i metal, 220 × 50 × 50 cm 

47. Oklopnik cara Lazara XVI, 2011, drvo i metal, 220 × 50 × 50 cm 

48. Oklopnik cara Lazara XVII, 2011, drvo i metal, 220 × 50 × 50 cm 

49. Kosmi~ki sat, 2011, drvo, 250 × 20 × 40 cm

50. Boj~inski putir, 2011, drvo, 500 × 70 × 70 cm

51. Vremenske zone Rusije II, 2011, drvo i metal, 300 × 185 × 60 cm

52. Vremenske zone Rusije III, 2011, drvo i metal, 300 × 185 × 60 cm

53. Oklopnik cara Lazara XVIII, 2012, drvo i metal, 230 × 40 × 40 cm

54. Vremenske zone Rusije IV, 2012, drvo i metal, 250 × 80 × 70 cm

55. Vremenske zone Rusije V, 2012, drvo i metal, 250 × 80 × 70 cm

56. Vremenske zone Rusije VI, 2012, drvo i metal, 250 × 80 × 70 cm

57. ^uvar mira, 2012, drvo i metal, 490 × 180 × 70 cm

58. Holokaust, 2013, drvo i metal, 70 × 40 × 70 cm
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59. Putir Nemawi}a III, 2013, drvo, 100 × 65 × 55 cm

60. Srbija + Rusija do Tokija, 2014, drvo i metal, 300 × 150 × 140 cm

61. Bulava – ~uvar mira, 2007–2015, drvo i metal, 720 × 110 × 260 cm 

62. Vremenske zone Rusije VII, 2008–2015, drvo i metal, 255 × 185 × 55 cm

63. Vremenske zone Rusije VIII, 2008–2015, drvo i metal, 255 × 185 × 55 cm

64. Vremenske zone Rusije IX, 2008–2015, drvo i metal, 255 × 185 × 55 cm

65. Vremenske zone Rusije X, 2008–2015, drvo i metal, 255 × 185 × 55 cm

66. Vremenske zone Rusije XI, 2008–2015, drvo i metal, 255 × 185 × 55 cm

67. Car Lazar, 2015, drvo i metal, 260 × 120 × 50 cm 

68. Car Du{an, 2015, drvo i metal, 260 × 120 × 50 cm 

69. Putiri Nemawi}a I, 2013–2015, drvo i metal, 70 × 40 × 35 cm

70. Putiri Nemawi}a II, 2013–2015, drvo i metal, 70 × 40 × 35 cm

71. Putiri Nemawi}a III, 2013–2015, drvo i metal, 70 × 40 × 35 cm

72. Putiri Nemawi}a IV, 2013–2015, drvo i metal, 70 × 40 × 35 cm

73. Putiri Nemawi}a V, 2013–2015, drvo i metal, 70 × 40 × 35 cm

74. Ku}a u kojoj `ive mrtvi, 2015, drvo i metal, 70 × 40 × 40 cm 

75. Vladimir Vladimirovi~ Putin I, 2015, bista, gips, 30 × 25 × 20 cm

76. Vladimir Vladimirovi~ Putin II, 2016, bista, gips, 80 × 30 × 23 cm

77. Kosan~i} Ivan, 2017, drvo i metal, 250 × 70 × 70 cm 

78. Toplica Milan, 2017, drvo i metal, 250 × 70 × 70 cm 

79. Milo{ Obili}, 2017, drvo i metal, 340 × 100 × 90 cm

80. Egzodus ruralni, 2017, drvo i metal, 260 × 130 × 70 cm 

81. Simfonija I, 2017, drvo i metal, 250 × 250 × 70 cm 

82. Simfonija II, 2017, drvo i metal, 250 × 250 × 150 cm 

83. Putir Nemawi}a IV, 2017, drvo i metal, 250 × 150 × 90 cm

84. Jug Bogdan, 2018, drvo i metal, 255 × 80 × 80 cm

85. Bo{ko Jugovi}, 2018, drvo i metal, 245 × 70 × 80 cm

86. Damjan Jugovi}, 2018, drvo i metal, 240 × 50 × 80 cm

87. Qubodrag Jugovi}, 2018, drvo i metal, 210 × 50 × 80 cm

88. Dedine frule VII, 2018, drvo i metal, 370 × 50 × 50 cm

89. Egzodus urbani, 2018, drvo i metal, 250 × 80 × 80 cm 

90. Simfonija III, 2018, drvo i metal, 290 × 240 × 90 cm 
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Hajduk Veqko, 1998 (kat. br. 1)
Haiduk Veljko, 1998 (Cat. No. 1)







Oklopnik cara Lazara XII, 2007 (kat. br. 38)
Cuirassier of Tsar Lazar XII, 2007 (Cat. No. 38)



Oklopnik cara Lazara XI, 
2003 (kat. br. 28)

Cuirassier of Tsar Lazar XI, 
2003 (Cat. No. 28)



Oklopnik cara Lazara XIII, 
2010 (kat. br. 43)

Cuirassier of Tsar Lazar XIII, 
2010 (Cat. No. 43)





Oklopnik cara Lazara XIV, 
2011 (kat. br. 45)

Cuirassier of Tsar Lazar XIV, 
2011 (Cat. No. 45)





Oklopnik cara Lazara XV,
2011 (kat. br. 46)

Cuirassier of Tsar Lazar XV,
2011 (Cat. No. 46)



Oklopnik cara Lazara XVI, 
2011 (kat. br. 47)

Cuirassier of Tsar Lazar XVI, 
2011 (Cat. No. 47)





Oklopnik cara Lazara XVII, 
2011 (kat. br. 48)

Cuirassier of Tsar Lazar XVII, 
2011 (Cat. No. 48)



Oklopnik cara Lazara XVIII, 
2011 (kat. br. 53)

Cuirassier of Tsar Lazar XVIII, 
2011 (Cat. No. 53)
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Srbija + Rusija do Tokija, 2014 (kat. br. 60)
Serbia + Russia up to Tokyo, 2014 (Cat. No. 60)





Car Lazar, 2015 (kat. br. 67)
Tsar Lazar, 2015 (Cat. No. 67)





Jug Bogdan, 2018
(kat. br. 84)

Jug Bogdan, 2018
(Cat. No. 84)







Bo{ko Jugovi}, 2018 
(kat. br. 85)

Bo{ko Jugovi}, 2018 
(Cat. No. 85)



Dedine frule VII, 2018 
(kat. br. 88)

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

Du{an OTA[EVI]

FOREWORD
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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,

Patriotic, Diligent, Persistent, Engaged 

SVETOMIR ARSI] BASARA
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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 [ara), 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 Pri{tina 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 Pri{tina, 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 Portoro`
and Vrnja~ka Banja to Moravica in Czechoslovakia, he lectured at the Department
of Sculpture of the Academy of Arts in Pri{tina, 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 Da~i} 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 Be{li}, Olga Jan~i}, Olga Jevri},
Mira Juri{i}, Vida Joci}, Lidija Mi{i}, Mira Letica, Angelina Gatalica, Mira Markovi}
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Sandi}, Ana Vidjen, Venija Vu~ini} Turinski, Jelisaveta [ober Popovi}, Ljubinka
Savi} Grasi, Nade`da 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 Milo{evi}, 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
Suboti~ki, Matija Vukovi}, Vladeta Petri}, Milovan Krsti}, Vojin Stoji}, Gradimir
Aleksi}, Mom~ilo Krkovi}, Jovan Kratohvil, Petar Ubovi}, Oto Logo, Slavoljub Vava
Stankovi}, Jovan Soldatovi}, the painter and the writer Zoran Petrovi}, Eugen
Ko~i{, Eugen Sekuli}-Tapasto, Gabor Alma{i, Stevan Duki}, Neboj{a Mitri}, Bo`i-
dar Jovovi}, Nikola Antov, Mi{a Popovi}, Nikola Koka Jankovi}, Bo`idar Obrado-
vi}, Pavle Radovanovi}, Mi{a Sari}, Mijo Miju{kovi}, Ostoja Gordani} Balkanski,
Milun Vidi}, Boris Anastasijevi}, Ljubomir Denkovi}, Du{an Gakovi}, Milan Ver-
govi}, Vojislav Jaki}, Nikola Kolja Milunovi}, Milan Luki}, Miroslav Proti}, Vla-
dislav Petrovi}, Miodrag @ivkovi}, Ratko Giki}, Milija Ne{i}, Tomislav Kauzlari},
Dragomir Mileusni}, Dragi{a Obradovi}, Pavle Risti}, Milorad Damnjanovi}, Milo-
rad Stupovski, Milan ^etnik, Kosta Bogdanovi}, Anton Kralji}, Mihailo Paunovi},
Mihailo Stani}, Milorad Tepavac, Vojislav Vujisi}, Slavoljub Radoj~i}, Vladimir
Komad, Mihailo Tripkovi}, Nenad Stankovi}, Slave Ajtoski, Velimir Karaveli}, Ante
Marinovi}, Du{an Markovi}, Ivan Felker, Slobodan Savi}, Miroslav Stamenkovi},
Nikola Vukosavljevi}, Milivoje Bogosavljevi}, Djordjije Crn~evi}, Sava Halugin,
Ratko Vulanovi}, Mladen Marinkov, Mom~ilo 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 Aramba{i}, to be joined after the
First World War by Toma Rosandi}, Petar Palavi~ini, Sreten Stojanovi}, Risto
Stijovi}, @ivojin Luki}, Du{an Jovanovi} Djukin, Mihailo Tomi}, Ilija Kolarovi},
Radeta Stankovi}, Djordje Oraovac, Marko Bre`anin, Peri{a Mili}, Frano Din~i}
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 ]eli},
thought to be a non encouraging to sculpture development. For, in 1966 he wrote
on the occasion of the 6th 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 ]eli} 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 I have come; while turning to the traditions
of my people, I 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 [otra, the sculptor, graphic artist and painter; in the heart of
theatre events was Bojan Stupica; of musical ones Miroslav ^angalovi} and his
like, Vojislav Nanovi} and @or` 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
Radoj~i}, Djurdje Bo{kovi} 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, Pe|a 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 Bo`i~kovi}, later Popovi}, then Bata
Mihajlovi} and his future wife Ljubinka Jovanovi}, also with Petar Om~ikus and
his life companion Kosa Boka{an, seeking for creative freedom they acted as
informal group of Zadar. It should be remembered that at the beginning of the
1950s, Leonid [ejka, Sini{a 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{ To{kovi}, Dado Djuri}, Ljube Popovi},
Vladan Radovanovi}, Pe|a Risti}, Vlade Veli~kovi}, Bogoljub Jovanovi} and Slave
Bogojevi}. 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 ]eli} or
Dragoslav Stojanovi} Sip and Alaksandar Toma{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 [ilja Todorovi} and @ivojin 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



137

– – –

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 [ar – 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. 

Svetomir Arsi} Basara*

1

* Previously published: 
Olga Jevri}, Svetomir Arsi} Basara,

in: Delo Svetomira Arsi}a Basare,
Pri{tina – Leposavi} 2000, 

pp. 19–26.
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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 [ar, 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 [ar, 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…

2
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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.



141

– – –

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. Bo{njak – 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 JEVRI]
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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.
I 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

Basara…

* Previously published: 
Nikola Mirkov, Basara…, 
in: Svetomir Arsi} Basara,
Belgrade 2018, pp. 46–49.
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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 [ar 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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“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{, Gra~anica 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-

The Quest for
My Own Personality*

* Previously published: 
Svetomir Arsi} Basara, 

Potraga za sopstvenom li~no{}u,
the SASA Glas 400/8, 

Belgrade 2005, pp. 7–10.
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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.
I 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 I 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 ARSI] BASARA
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Biography

1928 was born on 15 May in Sevce, the village on [ara Mountain.

1938 finished elementary school in his birthplace and became a village servant.

1942 employed in the chromium mine “Jezerina” on [ara.

1944 joined the Second Kosmet Brigade.

1945 demobilized for his youth at the end of October.

1946 entered the first grade of grammar school in Uro{evac.

1948 enrolled the School of Applied Arts in Ni{ as a student of the first generation of
that school.

1950 sculpted his first independent work, head of a Girl.

1953 successfully passed the entering examination at the Academy of Applied Arts in
Belgrade.

1956 together with painter Moma Mirkovi}, for the first time he exhibited his sculptu-
res independently in the City Library of Aleksinac.

1958 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
Pri{tina as an arts administrator. He established the Fine Art Colony in De~ani,
initiated the forming of the Club of Fine Artists of Kosovo and Metohia, organized
exhibitions, and wrote visual art critiques.

1959 changed his post for the new one at the Teacher Training School in Pri{tina.

1960 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.

Biography and Bibliography*

* Bibliography up to
1998 is published in 
the Catalogue of the

SASA Gallery No. 91.



1961 had a solo exhibition in Pri{tina.

1962 lectured sculpture and fine arts teaching methods in school education at High
Pedagogical School in Pri{tina.

1963 had a solo exhibition in Pri{tina and Subotica. He created the monument to Boro
and Ramiz in Landovica near Prizren.

1964 created the monument to the Partizans of [ara on Brezovica.

1965 study tour to Paris.

1966 the Award for the solution concept of the monument to the fallen soldiers from
Orahovac.

1969 the Award for Sculpture of the Association of Fine Artists of Serbia. He partici-
pated in the International Symposium of Sculptors “Forma viva” in Portoro`.

1970 solo exhibition in Pri{tina.

1971 exhibited at Florence Biennale. Study tour to Albania. He received the Award of
the City of Pri{tina, 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). 

1973 started lecturing at the Academy of Arts in Pri{tina. He went on a study tour to
Greece. He had a solo exhibition in Kru{evac.

1974 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 Pri{tina at the Spring Salon of the
Association of Fine Artists of Kosovo. 

1975 appointed dean at the Academy of Arts in Pri{tina. He received the Award of the
May Salon of the Association of Fine Artists of Kosovo.

1976 started constructing his atelier on Brezovica. 

1977 for the second time appointed dean of the Academy of Arts in Pri{tina. Awarded
by the Association of Fine and Applied Artists of Kosovo. 

1978 received the Seventh of July Award of SR Serbia for Sculpture.

1979 solo exhibition in Pri{tina. He won premium prize of the Gallery of Arts in Pri{tina.

1981 received the Award of the Union of Associations of Fine Artists of Yugoslavia. He
exhibited in Ni{.

1984 organized his first retrospective exhibition of sculptures at the Pavilion “Cvijeta
Zuzori}“ in Belgrade. 

1985 had a solo exhibition in Trstenik.

1986 received the AVNOJ Award for Sculpture and the First Prize at the exhibition
“Belgrade – Inspiration of Artists“.

1988 had a solo exhibition in the Salammbo Gallery in Paris.

1989 had solo exhibitions in Ra{ka and the Cultural Centre of Belgrade.
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1990 had solo exhibitions in Trstenik, Loznica, Krupanj, Obrenovac, Negotin and Bor.

1991 exhibited in Kragujevac and Pri{tina.

1994 elected as full member of the Serbian Academy of Sciences and Arts – SASA. 

1995 retired from the Academy of Arts in Pri{tina. He had two solo exhibitions in Bel-
grade and Ni{.

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

1997 received the Award for the Sculpture of the November Salon in Pri{tina. He took
part in the Wood Sculpture Colony “Di sfilato” in Svilajnac and the Colony of
Artistic Settlement in Arilje.

1998 held solo retrospective exhibition in the Gallery of SASA; the monograph by
Sreto Bo{njak was published on that occasion. He received the Vuk Award. He
participated in the Symposium “Marble and Sounds” in Arandjelovac. 

1999 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.

2000 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 Vrnja~ka 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 Pri{tina the scientific
meeting “Work of Svetomir Arsi} Basara” was held in Leposavi} on 4 April.

2001 directed the second session of “Basara–Obradovi} Atelier” (Vrnja~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 Filipovi}
in Leposavi} he presented his essay “The Personality of Vuka{in–Vuk Filipovi}”.

2002 directed the third session of “Basara–Obradovi} Atelier” (Vrnja~ka 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 Dragi{a Obradovi} in the Cultural Centre “Saint Sava” in
Subotica. 

2003 opened the exhibition of the first setting of contemporary sculpture within
Vrnja~ka Banja Cultural Festival on 12 July. As a leader he took part in the fourth
session of “Basara–Obradovi} Atelier” in Vrnja~ka 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 Kru{evac. 



2004 received the Plaque of the Writer Vuka{in–Vuk Filipovi}. 

2005 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.

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

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

2010 participated in the work of the Colony “Rosettes of Bele Vode” in Bele Vode.

2011 participated in the work of the First International Sculpture Colony “Boj~in”.

2012 participated in the work of the First International Sculptors’ Meeting Homolje–
@agubica.

2013 in the monastery of Mile{eva 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 Vrnja~ka 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 “Sne`nik” atelier. The exhibition was opened by
a critic Sreto Bo{njak.

2017 worked on preparing sculptures for exhibitions in Paris and in the SASA Gallery.
He participated in the Sculptural Symposium on Go~ 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 Mi{kovi}. Opened the first Fine Art Colony in Kon~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.

2018 participated in the 13th International Art Colony organized by The Union of Fine
Artists of Homolje from 20–27 May in @agubica. 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 I. Kosik, Ph.D., which was titled Mined
Culture (Zaminirovanaja kultura).
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Solo Exhibitions

Vrnja~ka 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

1996

1997

1998

1998/1999

1999

2000

2001 



2002 Ko{tuni}i, 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 Mi{i}’s Village)

2005 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.

2006 Ni{, Gallery of Contemporary Fine Arts: 
Exhibition of Sculptures of Svetomir Arsi} Basara

Novi Kne`evac, Reading Room of the Library: 
Exhibition of Sculptures of Svetomir Arsi} Basara

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

2007 Ni{, Gallery of Contemporary Fine Arts “Serbia”: 
Solo Exhibition of Sculptures

2008 Petrovac on the Mlava, Gallery of the Local Museum: 
Sculptures of the Academician Svetomir Arsi} Basara, 18 January – 7 February

@agubica, 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}”

Vrnja~ka Banja, Gallery “Selena”

2009 Apatin, Gallery of the Cultural Centre: Solo Exhibition

2010 Be~ej, National Museum: Solo Exhibition, April – October

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

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

2015 @agubica, 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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2018 Belgrade, Kosan~i}’s Wreath (Kosan~i}ev venac), 
the open-air exhibition of Basara’s sculptures entitled 
Homage to Kosan~i} Ivan as a part of ceremonial opening of reconstructed
Kosan~i}’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

Important Group Exhibitions

1997 Pri{tina, Art Gallery: The November Salon, November

1999 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

2000 Belgrade, Museum of Contemporary Art: Sculpture After Fifties

Vrnja~ka Banja, Castle of Culture: “Basara–Obradovi} Atelier”: 
Exhibition of Sculptures and Paintings, September – October

2002 Vrnja~ka 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 30th anniversary of the
Academy of Fine Arts Pri{tina, June 

2005 Belgrade, Gallery of the SASA: Exhibition “Works of the SASA Members”

Gallery “Soul Workshop” in Belgrade: Exhibition “All the Living Academicians”

2007 Belgrade, Gallery “Progress”: Exhibition of Sculptures of Serbian Sculptors

Vrnja~ka 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



2008 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

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

2011 Belgrade, Collective Exhibition of the SASA Members, 
on the occasion of 170 years of establishing the SASA 

2013 Paris, the exhibition Modern Serbian Abstract Sculpture

Vrnja~ka Banja, Atelier of the Pavilion “Sne`nik”: exhibition marking 14 years
of “Basara–Obradovi} Atelier” in Vrnja~ka Banja

2014 Belgrade, Collective Exhibition on the 110th Anniversary 
of the Artistic Association LADA in the Art Pavilion “Cvijeta Zuzori}”

2016 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, @agubica, February
National Museum Po`arevac, April
National Museum Kragujevac, June
Cultural Centre of Novi Sad, July
Fine Arts Salon of the Cultural Centre, Trstenik, August
De Vin~a, Belgrade, September – exhibited the sculpture Time Zones of
Russia, combined techniques wood, metal; 200 x 140 x 50 cm

2017 Vrnja~ka 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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Public Monuments

1997 Teacher Rajko Uro{evi}, bronze, 70 cm, 
bust in the elementary school yard in the village of Gotovu{a, Kosovo
(Sirini}ka district)

Gligorije-Gli{a Elezovi}, bronze, 70 cm, 
bust in the churchyard of the Church of St. Ilias in Vu~itrn 
(destroyed in 1999)

Gligorije Bo`ovi}, 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 Vu~itrn 
(destroyed 1999)

1998 St. Simeon, bronze, 70 cm, 
bust in front of the Institute for the Serbian Culture in Pri{tina 
(Zigmund Brenke, UNMIK officer removed the monument in 2002)

Vojislav Dan~etovi}, Ph.D., bronze, 40 cm, 
relief on his birthplace in Vu~itrn 
(the house was burnt, the relief destroyed in 1999)

2000 St. Sava, bronze, 70 cm, 
bust in the Cultural Centre in Leposavi}

2002 Academician Ljubodrag Mihajlovi}, bronze, 70 cm, 
bust in the hospital park in Kosovska Mitrovica

2004 Bust of Grand Leader Karadjordje, 
set in front of the Institute for the Serbian Culture in Leposavi}

Bust of Vuk Stefanovi} Karad`i}, 
set in front of the Institute of Slavic Studies at the University of Vienna
(Austria) 

Sculpture, 
set in Children recreation center in Stani{inci on Go~ 
(material: wood and metal; 500 x 90 cm)

2005 Bust of Slobodan Jovanovi}, 
set at the amphitheatre of the Faculty of Law in Belgrade.

2015 Bust of Slobodan Jovanovi} at the entrance of the Faculty of Law

Portrait bust of the poet Lazar Vu~kovi} – restoration. 
The restored bust set in front of the Cultural Centre in Gra~anica



2016 Busts of Academicians Radomir Luki} and Mihailo Djuri}. 
The busts are set in Mali Ta{majdan Park

2017 Bust of Slobodan Jovanovi} in supernatural size. 
Cast in bronze and placed in front of the Faculty of Law in Belgrade in 2018

Awards and Acknowledgements

1998 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.

2005 The Vidovdan Acknowledgement for the spiritual rise of university thought, 
The University of Pri{tina, Kosovska Mitrovica

2007 The Vojislav K. Stojanovi}, Ph.D. Award of the Society of the University 
Professors and Scientists of Serbia, Belgrade

2017 The Grand Award of the Society of Serbian Artists LADA

2018 The Golden Medal for Achievements in Cultural Work

Catalogues of Exhibitions

Svetomir Arsi} Basara: Sculpture / [author of the exhibition Sreto Bo{njak] –
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 @ivkovi}]. – 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
Sun~ica Milo{evi} – 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 Vrnja~ka Banja, July 2008 / [introduction Milica Todorovi}] – Vrnja~ka
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)



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

2. Crucifix of Mohter Serbia, 1999, wood and metal, 260 × 250 × 50 cm 

3. Saint Warriors: Procopius, 1999, bronze, 85 × 20 × 17 cm 

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

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

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

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

8. Christ with the Sword, 1999, bronze, 22 × 72 × 15 cm

9. Game of Shapes, 1998–2000, stone, 300 × 100 × 160 cm

10. Tsar Lazar’s Warrior, 2000, wood and metal, 220 × 60 × 60 cm

11. Apocalypse, (S 300 – Guardian of Peace), 1984–2000,
wood and metal, 400 × 142 × 74 cm

12. Apocalypse II, (S 400 – Guardian of Peace), 1984–2000, 
wood and metal, 400 × 142 × 74 cm

13. Chalice of the Nemanji}s II, 2001, wood and metal, 200 × 160 × 160 cm 

14. Sword in Christ’s Hand, 2001, wood and metal, 300 × 100 × 60 cm

15. (Un)Merciful Angel I, 2002, metal and wood, 270 × 90 × 30 cm

16. (Un)Merciful Angel II, 2002, metal and wood, 270 × 90 × 30 cm

17. (Un)Merciful Angel III, 2002, metal and wood, 300 × 100 × 30 cm

18. Desanka Maksimovi}, 2002, portrait, plaster, 75 × 25 × 25 cm

19. Desanka Maksimovi}, 2002, figure, plaster, 65 × 25 × 15 cm

20. Dr. Ljubodrag Mihailovi}, 2002, bust, bronze, 70 × 25 × 45 cm

21. Stopped Wave, 2002, wood, 50 × 26 × 16 cm

Catalogue*

* 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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22. Crucifix: Serbia I, 1999–2002, wood and metal, 260 × 250 × 60 cm

23. Portrait of St. Sava, 2002, plaster, 76 × 25 × 25 cm

24. The Olympic, 2003, metal, 140 × 100 × 80 cm

25. Roofs of Kopaonik, 2003, metal, 100 × 90 cm

26. Game of Shapes II, 2003, wood, 120 × 100 cm

27. Cuirassier of Tsar Lazar X, 2003, wood and metal, 210 × 40 × 40 cm

28. Cuirassier of Tsar Lazar XI, 2003, wood and metal, 220 × 50 × 40 cm

29. Chalice of Vrnja~ka Banja, 2001–2003, wood, 180 × 135 × 133 cm

30. Figure of Despot Stefan Lazarevi}, 2004, bronze, 70 × 15 × 15 cm 

31. (Un)Merciful Angel IV, 2005, metal, 290 × 90 × 100 cm

32. (Un)Merciful Angel V, 2005, metal, 300 × 100 × 100 cm

33. Portrait of Gordana Arsi} Komljenovi}, 2006, plaster, 26 × 40 × 22 cm

34. Portrait of Jelena Arsi}, 2006, plaster, 30 × 55 × 30 cm

35. Game of Shapes, 2000–2007, stone, 300 × 100 × 160 cm

36. Serbian Haiduk, 2007, wood and metal, 220 × 50 × 50 cm

37. Portrait of Djordje Komljenovi}, 2007, plaster, 25 × 42 × 30 cm

38. Cuirassier of Tsar Lazar XII, 2007, wood and metal, 220 × 45 × 45 cm

39. Portrait of Dr. Vladimir Keni}, 2008, plaster, 25 × 40 × 30 cm

40. (Un)Merciful Angel VI, 2009, metal, 290 × 90 × 90 cm

41. (Un)Merciful Angel VII, 2009, metal, 300 × 100 × 100 cm

42. Time Zones of Russia I, 2009, wood and metal, 255 × 185 × 55 cm

43. Cuirassier of Tsar Lazar XIII, 2010, wood and metal, 220 × 60 × 50 cm

44. Oh Genesis, Oh, Holy Oak…, 2007–2011, wood and metal, 285 × 200 × 150 cm

45. Cuirassier of Tsar Lazar XIV, 2011, wood and metal, 220 × 50 × 50 cm 

46. Cuirassier of Tsar Lazar XV, 2011, wood and metal, 220 × 50 × 50 cm 

47. Cuirassier of Tsar Lazar XVI, 2011, wood and metal, 220 × 50 × 50 cm 

48. Cuirassier of Tsar Lazar XVII, 2011, wood and metal, 220 × 50 × 50 cm 

49. Cosmic Clock, 2011, wood, 250 × 20 × 40 cm

50. Chalice of Boj~in, 2011, wood, 500 × 70 × 70 cm

51. Time Zones of Russia II, 2011, wood and metal, 300 × 185 × 60 cm

52. Time Zones of Russia III, 2011, wood and metal, 300 × 185 × 60 cm

53. Cuirassier of Tsar Lazar XVIII, 2012, wood and metal, 230 × 40 × 40 cm

54. Time Zones of Russia IV, 2012, wood and metal, 250 × 80 × 70 cm

55. Time Zones of Russia V, 2012, wood and metal, 250 × 80 × 70 cm

56. Time Zones of Russia VI, 2012, wood and metal, 250 × 80 × 70 cm

57. Guardian of Peace, 2012, wood and metal, 490 × 180 × 70 cm

58. The Holocaust, 2013, wood and metal, 70 × 40 × 70 cm



59. Chalice of the Nemanji}s III, 2013, wood, 100 × 65 × 55 cm

60. Serbia + Russia up to Tokyo, 2014, wood and metal, 300 × 150 × 140 cm

61. Bulava – Guardian of Peace, 2007–2015, wood and metal, 720 × 110 × 260 cm

62. Time Zones of Russia VII, 2008–2015, wood and metal, 255 × 185 × 55 cm 

63. Time Zones of Russia VIII, 2008–2015, wood and metal, 255 × 185 × 55 cm 

64. Time Zones of Russia IX, 2008–2015, wood and metal, 255 × 185 × 55 cm 

65. Time Zones of Russia X, 2008–2015, wood and metal, 255 × 185 × 55 cm 

66. Time Zones of Russia XI, 2008–2015, wood and metal, 255 × 185 × 55 cm 

67. Tsar Lazar, 2015, wood and metal, 260 × 120 × 50 cm 

68. Tsar Du{an, 2015, wood and metal, 260 × 120 × 50 cm 

69. Chalices of the Nemanji}s I, 2013–2015, wood and metal, 70 × 40 × 35 cm

70. Chalices of the Nemanji}s II, 2013–2015, wood and metal, 70 × 40 × 35 cm

71. Chalices of the Nemanji}s III, 2013–2015, wood and metal, 70 × 40 × 35 cm

72. Chalices of the Nemanji}s IV, 2013–2015, wood and metal, 70 × 40 × 35 cm

73. Chalices of the Nemanji}s V, 2013–2015, wood and metal, 70 × 40 × 35 cm

74. The House Where the Dead Live, 2015, wood and metal, 70 × 40 × 40 cm 

75. Vladimir Vladimirovi~ Putin I, 2015, bust, plaster, 30 × 25 × 20 cm

76. Vladimir Vladimirovi~ Putin II, 2016, bust, plaster, 80 × 30 × 23 cm

77. Kosan~i} Ivan, 2017, wood and metal, 250 × 70 × 70 cm 

78. Toplica Milan, 2017, wood and metal, 250 × 70 × 70 cm 

79. Milo{ Obili}, 2017, wood and metal, 340 × 100 × 90 cm

80. Rural Exodus, 2017, wood and metal, 260 × 130 × 70 cm 

81. Symphony I, 2017, wood and metal, 250 × 250 × 70 cm 

82. Symphony II, 2017, wood and metal, 250 × 250 × 150 cm

83. Chalice of the Nemanji}s IV, 2017, wood and metal, 250 × 150 × 90 cm

84. Jug Bogdan, 2018, wood and metal, 255 × 80 × 80 cm

85. Bo{ko Jugovi}, 2018, wood and metal, 245 × 70 × 80 cm

86. Damjan Jugovi}, 2018, wood and metal, 240 × 50 × 80 cm

87. Ljubodrag Jugovi}, 2018, wood and metal, 210 × 50 × 80 cm

88. Grandfather’s Flutes VII, 2018, wood and metal, 370 × 50 × 50 cm 

89. Urban Exodus, 2018, wood and metal, 250 × 80 × 80 cm

90. Symphony III, 2018, wood and metal, 290 × 240 × 90 cm
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