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Jelena Tomasevic 

Guilty Knowledge 

2022 

Courtesy of the Artist  

 

 

 

The title, Guilty Knowledge, coming from legal terminology, is used when you know that an 

unlawful situation exists but you choose to ignore.  

 

How we are trying to exist in society of constant movement and dominant political environment. 

The motor powering the vibration comes from a dildo, keeping the “head” in constant movement 

and noise. The stickers that say Head come from the sports company Head, which produces 

sports and leisure equipment. Everything is made of materials and things that already 

exist and that have already been produced and devised by someone. In this 

experiment, different objects for different purposes and from different perspectives have been 

merged and put into function and in a shared space, together, as an attempt to preserve a kind 

of collective memory. 

The intention is to understand that from the point of view of, say, walls or the environment, 

we are just passer-by in every "space".  

Post-human world not as a vision of the end of the world, but as a possible suggestion of a new 

beginning,  

some space after the end of everything in which things and parts of the body began to assemble 

themselves as a suggestion of some new beginning.  

 
 

Video 1 (Youtube link) 

https://youtu.be/CeG4h4GazJ0
https://www.youtube.com/embed/CeG4h4GazJ0?feature=oembed


 

 

 
 

Video 2 (Youtube link) 

 

 

https://youtu.be/RNkmvYvmqsI
https://www.youtube.com/embed/RNkmvYvmqsI?feature=oembed
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„Burden of Proof“ 

Specific object made out of plaster boards and metal. It is envisaged to be shown in the gallery 

space, with the lower side of the terrace lying on the floor and the other side backed up to the wall. 

2017 

wToerkxtien progress 

Jelena Tomasevic 

Installation 
 
 
 

Recapitalisation of Memory 
Fehlgehen der Tat 

 

 
 
 
 
Dimension variable 

2018 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Specific object made out of plaster boards and metal. It is envisaged to be shown in 

the gallery space, with the lower side of the terrace lying on the floor and the other 

side backed up to the wall. 



THE LOOKOUT 

THE LOOKOUT is the concrete construction made according to precise drawings that will be 

provided provided. It is an L-shaped section construction elevated from the ground so it gives a 

impression of levitation above the ground level. It should be positioned at the perfect lookout 

point oriented in such a way so the user-visitor does not see the view like sketched in the 

drawings. 
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THE LOOKOUT 

the ground level. It should be positioned at the perfect lookout point oriented in such a way so the user-visitor does not see the view like sketched in the drawings. 
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THE LOOKOUT is the concrete construction made according to precise drawings that will be provided provided. It is an L-shaped section construction elevated from the ground so it gives a impression of levitation above 

 
 
 
 
 
 

 
By Jelena Tomašević and Dijana Vučinić 



THE LOOKOUT 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 

By Jelena Toma?;evit and D1jana Vu init 



JELENA TOMAŠEVIĆ  

BURDEN OF PROOF  
 
Size-specific installa8on   
width 3m, height 2.2m, depth 1,1m, weight cca 700kg, exterior -  
stainless steel, interior - plaster walls   
Installa(on, 2017  
Autostrada Bienale 
The Future of Borders 

 

 
 

 
 

This outdoor/indoor installa(on is made from 75% mirror stainless steel. A glossy stainless  
steel object that resembles a guard house, or solders’ house, or a police border object.  

 
The object has a proper door, that automa(cally close upon spectator’s entrance, inci(ng the 
claustrophobic feeling even further. Inside of the steel object, a table and a chair is installed, 
along with a small sink.  

 

 

Since the object is made of glossy stainless steel, a spectator could see his or her own 
distorted reflec(on on the outer walls. Entering the object, the spectator could feel the 
anxiety of the work itself. The installa(on insists on the theme of (me, memory, personal 
freedom and reminiscing, and the work is dedicated to the people who live and work  
isolated in the small one-man cell spaces where even the architecture is a sort of 
punishment. 
Specifi c object made out of plaster boards and metal. It is envisaged to be shown in 

the gallery space, with the lower side of the terrace lying on the fl oor and the other 

side backed up to the wall. 

Marko 

D:20180530200639Z00'00'5/30/2018 9:06:39 PM 



 

 
 
 
 
 
 
 
 

 



 

 
 
 

 



 

 
 
 
 
 
 
 
 

 



 
 

 
 
 
 
 
 

 



 
 

 
 

 
 
 
 

 



Mixed Memory  
 
2017/2018 
Installa.on  

 
Glass, metal, wood, paper, plexiglass, plas.c objects, grass etc. Very important part of this installa.on  
are 8 short stories wriCen by professionals and workers from the former Yugoslavia.  

 
„Displacement, disloca0on, disorienta0on  
The horror vacui is [also] the sen3ment that characterises much part of the work of Jelena Tomasevic, the  
author of a complex work of more linguis3c, stylis3c, formal and content levels. The ar3st who handles  
the different languages with rare simplicity, eminently pain3ng and sculpture, but also videos, all  
employed with formal exper3se but also with a declared post-conceptual matrix. Memory as the subject  
of Au fil du temps has therefore graGed without any fric3on on its usual obsessions concerning human  
condi3on, space (even architectural), violence, social constraints. With Mixed memories, the unpublished  
work presented here, she has given life to an installa3on, created ad hoc for the exhibi3on space, and  
including pain3ngs, sculptures, objects and texts. For the occasion she asked eight people, professionals  
and workers from the former Yugoslavia, to write a page of memoir, in which personal memories mingled  
with a historical episode. All the eight authors of the memoirs wrote personal episodes on the background  
of the war that crushed the Balkan Country, thus highligh3ng both the inauspicious nature of this page of  
history, as well as the spontaneous unanimity of the work itself. The other moments of the installa3on are  
deployed with the usual language of Tomasevic, the author of a real historical and sociological fresco.  
Human figures copied with carbon paper from magazines or her own photos; embossed and real  
architectural parts, jarring slenderness of these human figures; objects constructed, adapted or invented  
by the ar3st-demiurge, creator of her own personal world in miniature. All pervaded by a dreamlike  
dimension, some3mes claustrophobic, some3mes suspended. Because the dominant feeling in her is just  
this: the suspension of any judgement, a life consumed in expecta3on.“  
   

Gaetano Centrone 
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One neighbour often grabs my attention. H•is tall, no more than 50 years old, but leeks oiqhty. 

Bv•ry time I see him. I t•el physical pain. I rece=ber reading somewhere that the so-called 'mirror 

neurons', located in cur brains, are •aponaible tor this. Ita' like when we aee ao=eone has been hit and we 

Leel pain 

in the same spot wh•r•that other person hurts.These neurons are the ones responsible tor e:pathy. 

This neighbour always sits on a bench in our hood, hu.nched, stiff, his hands hardened into fists. 

One fisted hand al·ways holds •ciqarette. So=.etic:ea he talks, not for long, always repe3ting the 3onter.ce: 

'Politicians, bankers and journalists havo do3troyod this world.'A girl frou:r hoed 3ays that whon she feels 

a bout ot depression coming, she goes out and looks for hi.and she feels tter when she sees hov depressed 

th•=an 11. Sbt 1aya, amilin9; 'Ut 11 at laaat th:oo timtl mo:tdtp••••t4 than any otho:op:oaaoa po•oon.' 

I thin.k, though it would be stupid to say it to the girl, that what our neighbour has is not depression, 

but an even more s•rious condition, although, on the outside, it seems like pure depression vitb its obvious symptoms. 

The neighbour waa in the war during the '90s, and he has actually novor r•turned from tho ••r. 

What cback from the war waa not a man, but a pice of eoat insid•human skin. He has a wife, a rather short woman, 

who walk•the stre•t•together with hie. H•alwaywalks three steps ahead of her.You would hardly think 

they'r•walking together unleaa you pay attention, and when you do, you'd think he is running away fro= her a.nd she 

is chasing him. She has mildly embarrassed expression, which she tries to hide with smile and seronq ke-up. This is 

his second wite. 

Hi•tirat wife died of cancer atter only several years of rriago. Sho waa tall. There is laundry net on their balcony. 

It'•been fixed rather high- obviously while the first wife wa3 still alive. The second wife had to 

c• 

with a technique othrowing the laundry over the net, because she can't reach that high. 

o:up 

I gu••• the laundry ia ao-. kind of revenge to tho passers-by. One niqht, late, I aaw her leaning against a tr•e, 
having aex with a azi driver. It was summer. That tree is near the b4nch on which her huaband is spending hie life, 

aaoJting, mumblinq •nd looking down, to the ground. 
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National Art Gallery Tirana, Albania 



Jelena Tomasevic 
 

Installa0on 
produc0on year 2013 
Title: Object Of Punishment   

 
 
 
 
 

 
Object Of Punishment is a phrase taken from the legal terminology. It discusses the 
ul0mate goal of applying legal penal0es on civilians and states. It deals with the ethical 
values of punishment and the very purpose of the punishment.  

 
Twisted pool is actually a real pool (in modern architecture pools are made from stainless 
steel) which is twisted, smashed and bended. The pool is made of stainless steel sheet 
plate, inner surface is covered with real pool colour, twisted smashed and bended. Pool 
dimensions are 3,8m x 2.5m depth is 1,4.  

 

Pool is placed in such manner to block and to fit this exhibi0on space.   
 

I am interested in how much one object can be extended in the space and in the same 0me  
operate as a work of art.  

 

Produc0on process that can be shown beside this work can be seen in the following video -  
hNps://www.youtube.com/watch?v=2IRRyzX1ryE   

 

 
 
 
 
 
 
 
 

Technical list for Object Of Punishment  
 
dimensions - dimensions: 3,8m x 2.5m x 1,4 (depth)  

mass: 230 kg stainless steel  

entrance to the exhibi0on space should be 2,5 m wide 
there should be a direct source of lightning from the ceiling of the exhibi0on space  

http://www.youtube.com/watch?v=2IRRyzX1ryE
http://www.youtube.com/watch?v=2IRRyzX1ryE


 

 
 
 
 
 
 
 
 
 

 



 

 
 

 
 
 
 
 
 
 

 



 

 
 
 
 
 
 
 
 

 
 

Galerie Perpetuel, Frankfurt, Germany 



Instala'on   
Thought  

 
 

2010  
Stux Gallery NYC  

 
 

Tomasevic creates a composi'on with un-related mundane elements 
such as model of swimming pool with full of water, a hair blower, table, 
and a bunch of soil with grass.  

 
 

The blow of the hair drier causes the water to flow over the edge of the 
pool and water the grass, turning its green. For Tomasevic only "thought" 
contextualizes another thought. A thought also contextualizes not only 
the origin of a thought, but also the thinking process and its intended 
des'na'on. 

 
 
 
 
 
 

 



 

 
 
 
 

 



Just Kidding is a short film of an 8 minute single take, a narrative of surreal and enigmatic 
imagery using elements previously seen in her paintings such as a house, swimming pool, 
girl, and hair dryer. 

 
 
 

“In Cinema, the long take is usually a means to explore duration of the time and mimetic 
potential of the imagery, but in Just Kidding, this stylistic device is used as an allegorical 
compression; an artificial sublimation of the displacement, i.e. of the human Ex-sistence. 
Jelena Tomasevic’s vision is both melodramatic and ecstatic, functioning as both an anxious 
description and a serene analysis. Within the strange landscape: a house, a chair, a  sliding  
board,  a  pool.  Enters  one  person,  a  girl.  She  inscribes  herself  into  this topography, 
this constellation of objects, and we as spectators are suddenly confronted with a 
hermeneutical enigma, maybe even with suspense - What's going on here, where does all 
of this lead? The answer lies in mise-en-scene: things have their meaning according to their 
(architectonic) position in the created symbolic network. As we watch our heroine, the girl, 
as a developing short story, different aspects are noticed; the sand being a disruptive 
element, the acknowledgment of the camera in the end, the hair dryer as the sword of 
Damocles hanging over the girl's head. When she enters the pool, one wonders if it is a 
blissful or tragic event, but that is Jelena Tomasevic’s Just Kidding: a mystery, that acute 
danger, that fragile beauty of our existential Frisson.” 

Aleksandar Becanovic, 2008 
 
 
 
 

 

 



 
 
 

 



 



 



 

 
 
 
 

 



Jelena Tomasevic  

 

 
 

Installa0on  
"Road on the Wall  
Wall as a Road“  
2003  

 
 

The works consists of 4 asphalt slabs,   dimensions 1.50 x 1.90,   4cm thick,  
8%   granula0on.   The   thickness   corresponds   to   road   construc0on  
standards. Each of the slabs is a factual resec0on of a road. The weight of  
all   four   slabs   approximates   one   ton.   This   projects   deals   with   the  
objecthood of u0li0es.  

 

 
 
 
 
 
 
 

  
 

 



 

 

 
 
 
 
 

 



Jelena Tomasevic  

 

Installa0on   
 
 

"Life Interest"  
 
 

2016  
dimensions: 30cm x 50cm material: 3mm steel  

 

Plaster box is installed the door frame between two rooms, 
with 16 collages on small steel plates inside of it 

 

In my pain0ngs on steel plates, images are copied with graph copy paper from my vast and 
diverse collec0on of photographs, ranging from fashion magazines to found photographs 
and my own random photographs of sights and scenes that we remember through peripheral 
vision. Using other people photos and mixing them with mine I try to make a group of work 
that will be a kind of collec0ve memory These pain0ngs are loaded with surreal scenes, 
with figures, objects and concrete, brutalist architecture that float in white undefined spaces. 
The architecture is reminiscent of my home town, which was en0rely destroyed during 
WW2 and rebuilt as a modernist utopian experiment with inhabitants not able  to  cope  with  
the  challenges  of  new  communal  ways  of  living  and  pressure  from  
‘poli0cal  and  social  mechanisms  exerted  upon  them’.  In  par0cular,  they  express  the 
difficulty for women to escape the stereotypical images of femininity and the anxiety resul0ng 
from the social pressure to conform to a masculine ethos. These dreamlike fragments are 
absurd, ironic, violent, melancholic, humorous and they are always shown in random groups 
from the ceiling to the floor of exhibi0on space or rota0ng in groups of four on specially made 
posts.  

 
   

Life Interest refers to the law term, where the survivor is given the right to live in the property 
for  the rest of  his  or  her life.  For  this  exhibi0on,  a  space within  the space, purposely 
made container, has become a sePng for visitors to enter into this world of spectacle and as 
ar0st would like to say ‘ world of collec0ve memory’. As Linda Nochlin points out seeing 
Jelena’s pain0ngs in Montenegrin pavilion at 51st Venice Biennale: ‘It is difficult  to  describe  
the  effect  of  these  pain0ngs,  or  to  say  how  their  memorable strangeness is achieved: 
yet they have remained in my head ever since I saw them’.  

 

 
 
 

Venue: Handel Street Projects London 



 

 
 
 
 
 
 
 
 
 
 

 



 

 
 
 

 

 
 
 
 
 
 
 

 



 

 
 
 

 
 
 
 
 
 

 



 

 

 
 
 
 
 
 

One   neighbour often  grabs my  attention.  He  is tall, no  more than  50   years olci, but looks ei9hty. 

Every  ti.me I see him , I .feel physical pain . I .reme .r reactinq soMvh•re that  th• so-eallect  'mirror  neurons', 

located in our brains 
1 

are responsible for this.  It's lik• when   we  see  SOMone ht.s been hit  and we  feel pain in  

the same   spot  where that other person hurts.  These neurons are  the on•s responsible  for  empathy. 

This  neighbour always sits on a bench in  our  hooci, hunehe<L stiff$ his hands hardeneci into fists. 

One   fisted hand always holds a cigarette. Sometimes h• talke,  not for long ,  ahtt.ya repeating the sentence: 

\Politicians,  ban.kers and journal.iata  have destroyed  this world. ' A girl from our hood says  that  when   a be   feels 

a bout of depression coming , abe goes out and.  looks for him, and she feels  better  when  she  se.es bow  depressed 

the man   is. She says , smiling:  'He is at least  three timet 1r10r• depressed  than any other  depressed person .' 

t  think,  though it would be stupid to ••Y it  to the qirl, thflt what our  neighbour has is not depression, 

but  an even more serious condition, although,  on   the outside, it seetu like  pure depression with itt obvioue   aymptom.e. 

The neighbour was in  the  war during- th• '90•,   and he has actual.ly  never  returned  from the war. 

What   came   back from the  war was not  a man,    but a pice of meat inside  human   akin. He  has a wife,. a rather  abort  woman , 

who  walks the  streets tog-ether with him..    He  alwaya walka three steps  ahead of her.  You  would  hardly think they're  waUcinq 

together  unless  you pay attention, and wh•n you   cio,  you'd  think  he   ia  running away from her  and ehe ia  chasing him. 

She has mildly  embarrassed  e.xpreaaion , "hieh abe tries  to hide with smile and strong m.ak-e-up.   Thia ia his  second wife. 

His first wife died of cancer after  only ••veral yea.ra of marriaqe.  She was   tall. Th•r• il laundry net on   their  balcony. 

It'a  been fixed  rather  biqh - obviouely wh_ile  the first wife was still alive. The ••con.d wife had to  come   up 

with a technique  of  tbrow1ng the l-aun4ry  over the net , because abe c-an't reach that hig-h. 

I queaa the laundry ia  some   kind ot  reveng-e to  the  paaaers...by . One   n.ight,   late, I aaw   her leaning agai.nlt a tree, 

having  sea: with a  ta.x.1 driver. It waa   IUJI!ft,8J:.  'f'hllt tree  ia  near  the bench on which her hueband is apending hie  life, 

tmokin9, mwabling and looking  dovn,  to the ground. 

 

 
 
 
 
 
 
 
 
 
 

 



 

 
 
 

 
 

 
 
 

 



 

 
 
 
 
 

 



 

 

 
 
 
 
 
 
 
 

 



 

 

 
 
 
 
 
 
 
 

 



 

 

 
 
 
 

 

 



 

 

 
 
 
 

 

 



 

 

 
 
 
 
 
 
 

 



 

 

 
 
 
 
 
 
 
 
 

One  nei;hbou.r ol'ten ;r..Oe II)' att.encion . He ie tal    no  aore  than SO   yea.re   o1d ,  but loolta e1;hty , 

Every time  Ieee  h:La,  Ifeel  pbyaic:al pain . I r...U.r reading • where that U.e  ao-c.a led   a.irror  neuxona ' , 

located in ou.r  brai..n.a , a.re   reepo.naible l'othla .  It ' a  lUte when  ,. aee  ao...on.e baa   been hit  end  ,. t..t pa.in in   

the •..., a pot  where that  other  peraon hurte . Th.eae  neu.rona  are  the onea reaponaible tor  eapat.hy . 

!'b.la   nei9hbou.r alwaya  a.1ta  on  • bench in  ou.r  hood, buneh-.d , a tiff , Me   banda hardened into  l'iata . 

On• tiat.e4  band   a.lwaya   bolda a  ci;a.rette . So..t.i.JD41a he   Ulka ,   not tor  lonq 
4       

alwaya  repeati.n; the aenten.:.: 

'Politiciana, banker• and   'ournallaU have deatzoyed  tb.ia world .' A girl troa  our hood   aaya that  when  ehe   feel a 

• bout of   depreaaion c.oaing,   ahe   ;oea out and   looka tor him , and   ehe   teela  bett.er when  ahe aeea hov  d•pr••• 

t.be  aao ia . She   aaya ,  1109 : 'He  ia at leaat three ti. . a 110re  depreaaed  than any   ot.h.r depreeaed p& .raon .' 

Ithinlt,   tbou;b it wrou.ld be atupld to  a-ay  ito  the ;irl,      t what   our  neiqhbou..r baa   ia  not depreaaion , 

but an  even .ore eerloua condition , a.ltbough ,  on   the out.aide , it,..., like  pure depreaaion with ita  obvioua  aympt.c.a . 

'l'be  neighbour vaa   1.n   the vu  dur.ln; the  ' goa ,  and be  baa   actually  never r:etu ned tr011  e war . 

What  e.aae   bac;lt  trOll the war  wu  not  a aan,  but a  pice of   -•t inaide  hwaan ak.J.n . l:fe  haa   a  wl.l'e , a rather •hort wo.an , 

who valka the at.r.. ta  toqet.her witl'l   hia . Be  alvaya wa..Uta t:hree a tepa ahead ot  b.er . You  would.  har:clly  think  they ' r• w-.l.kin9 

toqet.her unleea  you  pay   attention , and when  you  do.  you 'd   think h•    ia running away  tc011  bee and.  abe ia  cha.ain9 hill . 

She baa   aildly .-ba.rr:aaaed expreeeion . which  ahe   t.riea t.o hict.  with aaile and  at.ronq a&lte-up . Thia ia  hia  ••cond. vil'e. 

Bla   tirat. vife died of   «ncer  after  only a..-.rayea.ra  of   .. rciap ,     She   waa  t.a l. 7here ia lao.nd.cy   net on   their balcony . 

tt.' • been fixed rather high • obvi.oualy while the  tint. wil'e vu  a till alive . The  aecond wife had   t.o COIN up 

with a  technique ol'   t.hrovin; the  lAu.nd.cy  over: the ftet,  beoaU-ae  abe   can't reach  that hlqh . 

I 9lJe•• the lau.nd..ry ia  aa.e  ki.nd  of   reveng-e  to  the paa .. r•-by . one   nJ.qht , late, J:   ••w   he.l'   leani.ng &CJainat  a  tr.. , 

ha•i"9 ,._.with  a ta..l d.river . tt waa  a a: . That U.. ie n.ear   the  bench on  wbic.h  her  buaband ia  apendin;  hie  lite, 

aaokin;au.blinq and   looJd.n; down, to  the 9rou.nd . 
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Jelena Tomasevic ‘Life Interest’ 
 

 
 

As we enter ‘Life Interest’, Jelena Tomasevic’s first Lon- 

don solo show, we find ourselves in an empty room. The walls 

of Handel Street Projects are bare, and it takes a moment to 

realise that there is another structure that has been built 

adjacent to it, that the bare walls in fact house something 

on the other side. We turn a corner, pass beneath a harsh 

neon light, and we are in a concrete box with a thick black 

rubber floor. The space is implausible, genuinely claustro- 

phobic, a step back in time to the styles and materials of 

the 60s and early 70s and the urban architecture that most 

of the14 works arranged asymmetrically inside depict. 

 
The paintings are tacked randomly onto the walls, as if to 

suggest a kind of graffiti or postcards pinned haphazardly. 

The zig-zag positioning disorients the viewer, and we have 

to twist and turn and crouch to be able to see the works 

properly. It emphasises their place as accretions or inter- 

ventions within another space, the concrete box-like struc- 

ture that contains them both representing and embodying the 

coercive frame of an artificial environment. 

 
This tension is inscribed in the paintings themselves, all 

executed on steel plate. A girl sits at the side of a vast 

blue pool, its water not translucent but substantial and 

massy. Her scale gives a sense of isolation, a tiny figure 

in the void, surrounded by bare white paint, yet the aquat- 

ic mass is its counterpoint, a vast block of colour, and 

this contrast is played out in many of Tomasevic’s works: 

fragile, wiry figures and massive, heavy objects and struc- 

tures. 

 
The same discrepancy is approached by Tomasevic’s mixing of 

style and genre. A factory building is connected to a pipe 

with pump, yet the scales are totally awry. The pump is 

drawn in almost cartoonish strokes, and dwarfs the scale of 

the building. On the other side, a ramp exits the factory 

door yet then peels up into space at a sharp right angle, 



 

 

 

 
 
 
 

another ubiquitous feature of Tomasevic’s work. Fences and 

buildings follow their own antigravitational agendas, first 

flat and then rising sharply into the sky, like a minimalist 

reduction of the famous scenes in ‘Inception’ where clogged 

city streets fold upward. 

 
Yet rather than suggesting a surreal or ‘dream-like’ log- 

ic, as is often claimed, Tomasevic’s interventions on space 

aim at the heart of embodied existence. Like many of her 

contemporaries, she grew up in one of the newbuild towns 

that sprung up in many parts of Europe after the bombings 

of WWII. Proto-modernist architecture was the template for 

many of these projects, and whole communities were sudden- 

ly moved there, forced to inhabit strange concrete spaces 

with their new geometries of life. For many of these people, 

the experience remained bizarre, even after years of liv- 

ing there. It was as if they were living in someone else’s 

utopia, someone else’s architectural drawings. 

 
Hence the repeated mismatch between people and places in 

Tomasevic’s paintings, and the way in which the spaces 

themselves do things that empirical spaces tend not to. They 

are following the logic not of a space built for people but 

of a more abstract rational space. In one of the works, a 

swimming pool bends up into the sky at a perfect right 

angle, evoking not only the geometry of an architectural 

plan, of line, but also an impossibility, like the fric- 

tionless planes or perfect geodesics of Galileo’s thought 

experiments. Just as the figures are set in contrast to 

these lines, so too the massy substantial forms that return 

in Tomasevic’s work indicate an excess that line and mea- 

sure are unable to contain. 

 
Space, for Tomasevic, is ultimately less an enabling con- 

tainer than a violent constraint, and several of the works 

portray invasion or injury. In one, the architectural out- 

line of a house is tilted on its side as a hollow structure 

enters it; in another, a couple support a collapsed figure 

while a huge cartoon hammer strikes him, the action of hit- 

ting reiterated by the bold dotted lines of motion. Once 



 

 

 

 
 
 
 

again, two disparate genres and two disparate scales share 

the same space, suggesting the violence of the abstract, 

the violence of abstraction itself. As Tomasevic says, she 

is focusing here on “pressure from political and social 

mechanisms exerted upon individuals, presented in the form 

of mechanical tools hurting people”. 

 
In one of the paintings, a blank space is punctuated by 

four tiny butterflies and, in the far corner, a piece of 

collaged masking tape hides a matchstick female body, an- 

nulled in the surrounding space. If humans are the los- 

ers here, there is no idealisation of them. In one text 

work, we read of a miserable scene on a park bench where a 

war veteran sits hunched, smoking and reviling the world 

around him. The artist observes his wife having sex with a 

taxi-driver against a tree. No formal system of architec- 

ture can mitigate their imperfection and pain. 

 
Tomasevic takes her figures from photographs, either her 

own or from magazines and other sources. By placing them 

in her scenes, she mimics the utopian project  itself of 

placing ‘real’ people in artificial spaces. This presence 

of abstraction is echoed in Tomasevic’s use of bold, high- 

ly artificial colour blocks. A dark factory on one side of 

a painting is offset by a bright red container bin on the 

other, drawn with firm unreal lines and a uniformity of 

colour that indexes its own semiotic density. Contrasting 

this, and present in other works, we find collage elements 

- a bit of tissue, a scrap of tape - the very opposite of 

the formal features and angular geometries that character- 

ise her architectural spaces. 

 
Part of the richness of Tomasevic’s work is how she is 

able to convey this idea about the experience of growing 

up in a new modernist town, where real bodies were made to 

live in abstract spaces, while at the same time saying 

something about representation itself. These paintings are 

as much about autobiography as they are about concepts. 

The violence is that of the symbolic itself. The legal 

terminology that Tomasevic often uses to title her shows 



 

 

 

 
 
 
 

evokes this quite directly: ‘Life Interest’ can designate the right 

of a person - the life tenant - to occupy a property during their 

lifetime, after which it may revert to its owner. The owner here is 

both the bureaucratic and social system that built the town and formal 

abstract space itself. 

 
We realise now that this is the concrete box that we are standing or 

crouching in to look at Tomasevic’s paintings: an artificial space 

that does not give us the room we need. We view the paintings from the 

very space that the paintings chronicle. And inhabiting this space, 

as Tomasevic wants us to understand, is difficult. 

 
Darian Leader 

 
 
 
 

dimensions 30x50cm, material: 3mm steel, mixed technique 
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dimensions 30x50cm, material: 3mm steel, mixed technique 
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One  ne19bbour oftAn t'.ral>a  ay attention. Be h uU, no aoa:e  th.n 50  yea.u old., but l.ooka   eighty. 

&ve.c"y t l .I    aee bi.a,   1:   feel  p)l.yaic•l pain.  I rr re•dlng a011ewbare  tb•t  the ao-eall-.d 'airror  neuron•• , 

l tAd in our br•ina, •re r••ponaibla tor thi•. It"• like when we aee aC Morte b.a.a been hit and  we feel pain 

in  the a&M apot where that  other paraon hurta. 'l'heae   ne11rona   •r• tM Oftaa .l'eaponaible for: "'*fl'atl\y. 

'l'hh nal9hbour alwaya alta oc a beAch  ic 0\ar: bood,  l'naACbK, atiff, hh haa"hudeninto flata , 

One  fiatAd band  always bolda a  ci9uette. so-u.. a  he ulka, not  for loft  ),  alway•  rapeatirag the aentAnee: 

1 PolitJ.clana , l>ankeu and journalhta .,_"deatroy.d tbl.a  world .•     A  girl fro• our hood  aaya that  when abe feela 

a bout of  depreadon  coaif19, abe  go.a out and   looka for  b.ia,  a.nd abe  feela better w'ban aha   aeaa how deprea.a.d 

n  b. She  aaya,  aallinq: ' He  la at least three  t.iJHa aore d.epreaaecl tbn •ny other depreaaed penon.' 

I thlnlt,  thoogh it would  be  awpid to aay it to the 9id , that •b•t ou.r  neighbour tt.a ia  not depre.. ion, 

but an  evan mora  aarioua condition,  althO\Igh#  on   the outaide, it ae... like  pure depreaaion vit.h ita obvioua a)'IIPto&*. 

'f'M  nalqhbOur wu  in  the  war  durin.g  the • 90a,  and ha  h.. actually  never r-aturn.4 fc-oa  tba war, 

What  c...- bact fro• the war vaa  not a  aan, but a  plea of ••t lnal.da h..-.n akin. Ra h•a a wife,   a rat.he.r abort vo.an, 

who walta tbe atreata  t.ooet.M.r with  hia. Be alwaya vallta  thr•• at•pa  ahead of  bar. lov would  b.a&'dly  tll.in)lc:  tbayn wdtinq 

t tbar unl••• yoo  p.&f   attant.iol'l,  and  whan you  do, you'd think  be     ia  rw\nln9 away  fro. ber aftd  abe  la ch.. lng bJ.a. 

Sba hae  aUdly ..O.nua.cl expraaalon,  vh.icb abe triea to bi<M witll.  ..Ue and atrOftq aaka vp. Tbia ia  hia aacotld w·ife. 

Bh f.f..zat  vita di•d ot cancer afte.r only aavera.l yNra of  aa.rz-ia.ge.  She vaa   taU. nar• l• lau:adry nat 01:1   tb•ir  balcony. 

It' a bean fixed  rather  high - obvioualy vbUe tM fh'at vita ••• a till al.ive , The  aaeoad vifa  bad  to co. up 

with a  t.cbnique of  throwinq tb4l laund.ry o"r tb.e   n•t. bacauae a.h• c,an• t r .cb  tbat high. 

I queaa t.ha  l.aundry ia  ac.a Jcincl ot  raven;• to the paaaara by. On• ni9bt,  leu, l aaw  har l•aaiagainat  • t.r... 

having ••• vltl'.l  a  t.lci clrlvar, It vaa   aw.ar. 'l'b.at  tr.. ia fte•r the  bench on  whlcb her  bua))and  ie apandinq hia  llfa, 

aac>Jc1nt 1 -..bllnq and lootlnq  down,   to the ground. 

 
 
 
 
 

 

 



dimensions 30x50cm, material: 3mm steel, mixed technique 
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Darian Leader is a psychoanalist and author of Introducing Lacan, 

Why do Women Write More Letters Than They Post?, Promises that 

Lovers Make When It Gets Late, Freud's Footnotes, Stealing Mona 

Lisa, Why do People Get Ill, co-written with David Cornfield, The 

New Black, What Is Madness? and Srticly Bipolar. His latest book 

Hands is published in June 2016 by Hamish Hamilton. He practis­ 

es psychoanalysis in London and he is a founding member of Centre 

for Freudian Analysis and Research and a member of the College of 

Psychoanalysts UK. 
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