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NAEJA TOJIEPAHIIMJE 1 BU3YEJIHA KYJITYPA:
MOJINTBA PUCTE BYKAHOBUHhA®

Hcka3uBame pa3muunuTUX UICJHUX caipikaja jeHa
j€ O]l KapaKTepUCTUKA €BPOIICKE YMETHUUKE MPAKCe U BU3Y-
eJlHe KyaType. BusyenmHum ce uckasyjy cTaBoBH O JPYIITBY,
MIPOTIATHpPajy Ce Pa3IMIUTH UACAIN U KPerpa ce COIUjaTHH
U monuTHdKku amOujeHT. OCHOBE 3a OBakBy YIOTpeOy
YMETHOCTH Jie)ke y MOhHM BH3YENHOI Jla HCTOBPEMEHO
MEepIUIHpPa U 00JUKYje CTBAPHOCT. AHTa)KOBaHO KopHIhe-
e BH3YEJIHE KYJITYPE UMa BeoMa JIyTy TPaJHUIHUjy U YBEK je
6mto mpuaroheHo KOHTEKCTY y KoMe Jienia HacTajy. Kpajem
19. u moueTkom 20. Beka, y3 aHTOKOBAHO JIEJIOBALE Y UIME
IIPKBE, ApKaBe, HAllMje U MOJUTHUYKE TapTHje, CIMKApH H
Hapy4YHOIM NPOINAarupajy pazjindure CTaBOBE O JIPYIITRBY,
penmuruju, MehyHanumoHanmHuM U MehykoHdecnoHaTHUM
OZIHOCHMA.

Jenna on 3HauajHUX APYIITBEHUX Heja Koja je
obemnexuina HOBY €BPOICKY KylTypy u Ouna yrpaheHa y
OpojHe IprKaBHE MPAaBHE CHCTEME j€ MUCAO0 O TOJEPaHIIHjH. !
ITojam TonepaHIMje 00yXBara CTaB O MOIITOBAIKY JAPYTHUX
BEPCKHX, HAIIMOHAIHHUX U HJIEJHUX yBepemwa, Apyraduje
KYJIType U JIpyradujer MoJUTHYKOT MHUIUbEHa. TojaepaH-
Mja ce CyNmpoTCTaB/ba EKCTPEMHHM CTAaBOBHMaA, OHA Ce
yrpaljyje y cxBarama 0 JbyACKUM TpaBUMa, Ta Ce 3aTO OHa
MIPETo3Haje Kao jeHa O OCHOBHUX KapaKTEPHUCTHKA IeMO-
KpaTcKuX apymrasa. Mictopuja uueje o JbyICKUM ITpaBuMa
Y TOJEPAHIMjU CE MPENO3Haje Y Pa3TUIUTHM CTAPUjUM
JpKaBHUM M BEPCKUM cucTemuMma.’? OHa ce WHTEH3UBHO
usrpalyje TokoM HOBOT BeKa, a 3Ha4ajHy TOJAMHY U CUMOO-
JTUYHY MIPEIOMHY Ta4uKy o3HavdaBajy 1789. ronuna u Jlekna-
panyja o nmpaBuMa yoBeka.> TokoM 19. Bexa CTaBOBH KOjH
MIPOM3HIIa3e U3 Ueje JbYICKHX MpaBa U TOJIEPaHIIHje YKIbY-
4yjy ce y 3aKOHOJIaBHe cucTeMe. To KapaKTepHIle U IPaBHe
HopmaruBe HoBoopmupane Kuexesune/Kpamesune Cp-
6uje. Maxo ce mpaBociaBHO XpUIThaHCTBO YCIIOCTaBIha KA0
JIpYKaBHA BEPOUCIIOBECT, J03B0JbABA CE€ JICIOBAE PA3IIU-
qutux penuruja. Kpajem 19. u mouetkom 20. Beka ujaeja
Bepcke Tonepannuje y Cpbuju ce jacHo omiena y er3ucTeH-
[UJU W U3TPAABH PA3TUIATHX OOTOCTYKOCHHUX 31ama y

THE IDEA OF TOLERANCE AND VISUAL
CULTURE: RISTA VUKANOVIC’S PRAYER*

One of the characteristics of European artistic
practice and visual culture is the expression of various so-
cial, religious, and political ideas. The visual can be used to
convey the attitude to the society, to propagate different
ideals and create social and political context. The basis for
such usage of art lies in the power of the visual to simulta-
neously perceive and shape the reality. Engaged usage of
visual culture has had a very long tradition, and it has al-
ways been adapted to the context in which artworks were
created. At the end of the 19th and the beginning of the 20th
century, apart from the engaged action on behalf of the
church, state, nation and political party, painters and patrons
propagated different ideas on society, religion, international
and inter-confessional relations.

One of significant social ideas which marked new
European culture and was embedded into various juridical
systems was the idea of tolerance.! The concept of tolerance
comprises the stance of respect towards other religious, na-
tional and ideological beliefs, different cultures and diffe-
rent political opinions. Tolerance is opposed to the extreme
attitude, it becomes an integral part of the understanding of
human rights, so it is recognized as one of the main chara-
cteristics of democratic societies. The history of the concept
of human rights and tolerance can be recognized in various
older social and religious systems.? It was intensively built
up during the early modern time, the year 1789 with the
Declaration of the Rights of Man and of the Citizen® being
a significant year and a turning point. During the 19th cen-
tury, the attitudes stemming from the ideas of human rights
and tolerance became part of legislative systems. This also
characterized juridical norms of the newly-founded Princi-
pality/Kingdom of Serbia. Even though Orthodox Christi-
anity became established as the state religion, other
religious practices were allowed. At the end of the 19th and
the beginning of the 20th century, the idea of religious tole-
rance in Serbia was clearly mirrored in the existence and
construction of various religious edifices in Belgrade. Is-

—b—



beorpany. McinaMcku MOMTBEHH KUBOT ce onBHja y baj-
pakiv [JaMHjH, TIOAYOKE ce HoBa cuHarora betr M3paen y
ynunu [apa Ypoma u m3rpahyje xaTonudka Kameja Ha
Bpauapy.*

YV Bpeme MpOCBETUTEIbCTBA, Kajla ce nieja Toie-
paHIHje aKTHBHO IPOIMAarupaiga y eBPOINCKOM IpPYIITBY,
J07Ia3d U 0 FEHOT MPEICTaBJbambha y KIWKEBHOCTH U
BHU3YyeIHO] KynTypu. KiacuuHo 1eno Koje mpeacTaBiba |
MPOMOBHIIIE TOJepaHnujy je apama lorxomma Jlecunra
(Gotthold Ephraim Lessing) Haman myopu, y K0joj ce mpu-
Ka3yje IUjaJior TPUITaJHUKA jeBpejcKe, XpHUIThaHCKe |
uciamcke BepoucrnoBect.’ JlecuHroBo neno je Jomau
Xanwuh npeBeo Ha cpIicKu je3uk cpeauHom 19. Beka.® Mneja
ToJIepaHInje je mpucyTHa u y aeny I[lona Ctjyapra Mumna
O cnoboou, xoje je y mianoctu npeseo Ilerap Kapahop-
hesuh.” IIpBo M3aame OBOT MPeBOJA je 00jaBmiIa Yjeaumena
OMJIaIMHA CPIICKA, IITO jJaCHO yKa3yje Jia je OHO yTHIIAIo Ha
yoOInYaBame CBECTH MJIa/Ie CPIICKE MHTEIUTEHITH] €.

Wneje o Bepckoj TOJEpAHIUjU W PEIIUTHjCKOM
IUTypajIu3My IIUPEHE CY U MPOMarupaHe 1 IyTeM BU3YeITHe
KynType. AHTHYKY OOTHEHY MHHEpBY, Ka0 alerOPUjCKy
nepcoHupUKaNMjy ToJepaHIyje, mpeactaBuo je Jlanujen
Xoposunku (Daniel Chodowiezky). I'padhuuke nmpencrase
cy m3pahuBane u moBogoMm IlareHTa O ToJIepaHUIUjH
(Toleranzpatent), koju je TokoM apyTe TojoBuHE 18. Beka y
Xa630ypikoj MmoHapxuju yBeo Jocud I1.8 Bunujam biejk
(William Blake) je u3Beo uiayctpoBany rpaduuky KiHUTY
Cse penucuje cy jeona (All Religions are one).’ [Turame
MelypenmurujcKor rjajora ce IoceOHO aKTyeIn30BaIo O
npyre monoBuHe 19. Beka. Mopwuin Hanuen Onenxajm
(Moritz Daniel Oppenheim) je 1856. ronuHe HacIMKao E0
Jlecunz u Jlasamep y nocemu koo Moszeca Mendencona.'
IIpobnem MelhypeaurujcKkux ogHoCca je ITOCeOHO 00ETeKUITIO
neno Maypunu [otnu6a (Maurycy Gottlieb) Xpucmoc y
Kanepnaymy wuz 1878/79."! Tlpukas pasiuuuTHX Bepa y
OKBHUPY JETUHCTBEHHX JIMKOBHUX OCTBapema OHO je 3acTy-
MJbEH M y BU3YEITHO] Mpe3eHTanuju xab30ypiike bocHe u
Xepnerosune. Ha cBetckoj n3nox6u y [Tapuzy 1900. ronu-
He, MaBUJHOH bocHe u XeplieroBruHe je HacIuKao W UJEjHO
ocMucTHO Yenku ciaukap Andonc Myxa (Alphons Mucha).
V oxBupy nmkiyca nocsehenor ucropuju bocue u Xepiie-
TOBHMHE HACJIMKAO j€ KOMITO3UIIN]y ca TpH Bojehe penuruje

lamic religious life was practiced in Bajrakli Mosque, a new
synagogue Beth Israel was erected in Cara Urosa Street,
and a catholic chapel was built in Vracar.*

At the time of Enlightenment, when the concept
of tolerance was actively propagated in European society, it
also entered the world of literature and visual culture. A
classical work promoting tolerance was a play by Gotthold
Ephraim Lessing Nathan the Wise, which featured a
dialogue among the members of Jewish, Christian and
Islamic religion.’ Lessing’s play was translated into Serbian
by Jovan HadZi¢ in the mid 19th century.® The idea of
tolerance can also be found in the work of John Stuart Mill
On Freedom, which was translated by Petar Karadjordjevi¢
in his youth.” The first edition of this translation was
published by ,,Ujedinjena omladina srpska“ (United Youth
of Serbia) which clearly shows that it influenced the
development of awareness of young Serbian intellectuals.

Ideas of religious tolerance and religious pluralism
were spread and propagated by means of visual culture, as
well. Antic goddes Minerva, as an allegorical personification
of tolerance, was introduced by Daniel Chodowiezky.
Graphic images were also made for the Patent on Tolerace
(Toleranzpatent), which was introduced in the Habsburg
Monarchy during the second half of the 18th century by
Joseph I1.% Similarly, William Blake composed an illustrated
graphical book A/l Religions are one.’ The issue of inter-re-
ligious dialogue became particularly topical as of the begin-
ning of the 19th century. Moritz Daniel Oppenheim painted
Lessing and Lavater as guests in the home of Moses
Mendelssohn in 1856.!° As it appears, the problem of inter-
religious relations was central to Maurycy Gottlieb’s work
Christ in Capernaum, from 1878/79. Also, the representa-
tion of different confessions within unique paintings was
present in visual presentations of the Habsburg Bosnia and
Herzegovina. In the World Exhibition in Paris, in 1900, the
pavilion of Bosnia and Herzegovina had a composition with
the three main religions in the country. There were Catholic
chrism, the process of sanctifying water in Orthodox Chris-
tianity, and an architect — the construction of a mosque.'? Fi-
nally, the problem of representation of different monotheistic
religions was the topic which Rista Vukanovi¢ explored in
his triptych The Prayer.
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y 3eMJbH, Ha K0jOj Cy TpHKa3aHe KaToJWYKa KpHu3Mma,
ocBeheme Bojie KoJl PaBOCIaBHUX U apXUTEKTa — U3TPaiiba
yamuje.'? TIpoGieMoM IpUKa3HBarba Pa3InuUTHX MOHOTE-
WCTUYKHUX penuruja 6aBuo ce u Pucta Bykanosuh y Tpun-
Xy Monumsa.

CJIMKAP UJIEJE: PUCTA BYKAHOBIh

Pucra Bykanosuh je pohen y bycosaun, y bocau
u Xeprerosunu, 1873. ronune.!* J[eTHHBCTBO je IPOBEO Y
Typu CeBepuny, PymyHuja, a TUMHA3H]y j€ 3aBPIIHO y
beorpany. Cimkapcko o0pa3oBame je, Kao CTHICHANCTA
Munucrtapctsa npocete Kpassesune CpOuje, 3amoueo y
Pycuju, y Iletporpany, 1891. rogune. Ilo comcTtBeHOM
3aXTeBy, y3 Moapiiky Muxaunia Bantposuha, mkonoBame
je HacTaBuO y MwuHXeHy. Ha MUHXEHCKY akagemMujy ce
ynucao TokoMm 1892. rommue. [lpumpemue crtyauje je
noxahao y aresbey yriieHOT CIIOBEHAYKOT ClIMKapa AHTOHA
AxOea, a akaeMCKo 00pa3oBambe je cTekao y ,,Mal-Schule®
Ora 3ajua (Otto Seitz) u ,,Componier Schule* Anekcannpa
Barnepa (Alexander — Sandor von Wagner). Y Munxeny, y
atesbey AHTOHa AsxOea, BykanoBuh je yrmoszHao u cynpyry
Bery (Babette Bachmayer).!* Ca mom ce Benyao y beo-
rpajy, UTO je OAPEIUIIO BUXOB 3ajeIHNYKH MTPUBATHU H
npodecroHaNIHN )KUBOT. BykaHoBuh je 3aBpIIMO ca CTy/IH]-
ckuM Oopasima y Munxeny 1898. roqune. Taga ce ctanHo
HacTamwyje y beorpany, rie 3ay3uma UCTaKHYTO MECTO Y
YMETHUYKOM U JIPYIITBEHOM YKUBOTY CPIICKE IMPECTOHHIIE.
On 1900. ronune, o cmptu Kupuna Kytnuka, 3ajeqHo ca
cynpyrom berom mpeysnma pykoBoljeme u opraHu3oBame
Cpricke CIMKapCKe IIKOJIE i YMETHHYKO-3aHaTCKe MIKoJIe. !
Pucta Bykanosuh je nmao ycrnexa mpu usjaramy CBOjUX
nena. Cnuky /[axuje je OTKynuo Kpasb MuiaH, a OH yde-
CcTBOBao y maBmiboHYy KpasbeBuHe CpOuje Ha CBETCKHUM
nznoxk6ama y Ilapuzy 1900. u Jlujexxy 1905. rommme.
HpymrBenu ycnex Pucte u bere Bykanosuh notephen je u
W3rpailboM BUXoBe Kyhe y nentpy beorpana, mo mpojekry
apxurekrte Munana Kameranosuha,'® koju je THX roguHa
yIpaBo pajuo U Ha M3Trpajmbu Oeorpajacke cuHarore ber
M3paen. Kyha Bykanosuha, usrpaljena y neHTpy rpaua, y
Kanmeran MummHoj ynuim, ocTaje mpBa 6eorpajcka yme-
tHruka kyha (Kunstlerhaus). Bykanosuhu cy y Munxeny

THE PAINTER OF IDEA: RISTA VUKANOVIC

Rista Vukanovi¢ was born in Busovaca, in Bosnia
and Herzegovina, in 1873."* He spent his childhood in
Turnu Severin, Romania, and he finished grammar school
in Belgrade. Having been granted scholarship by the Mini-
stry of Education of the Kingdom of Serbia, he started
studying fine arts in St. Petersburg, Russia, in 1891. On his
own request, supported by Mihail Valtrovi¢, he continued
his studies in Munich. He enrolled Munich Academy in
1892, after attending the preparatory studies in the atelier of
the eminent Slovenian painter Anton Azbe. He gained for-
mal education in Otto Seitz’s ,,Mal-Schule and Alexander
— Sandor von Wagner’s ,,Componier Schole®. In Munich, in
Anton AZbe’s atelier, Vukanovié¢ met his wife Beta (Babette
Bachmayer).!* They got married in Belgrade, which deter-
mined their common private and professional life.
Vukanovi¢ returned from his studies in Munich in 1898.
This was when he decided to stay in Belgrade, where he
obtained a prominent place in the artistic and social life in
the Serbian capital. Together with his wife Beta, as of 1900,
after the death of Cyril Kutlik, he took over the manage-
ment and organization of the Serbian School of Painting
and the Arts and Crafts School." Rista Vukanovi¢ had suc-
cess in exhibiting his works. The painting The Dahias was
purchased by King Milan Obrenovi¢, and Vukanovié¢ took
part in the pavilion of Serbian Kingdom in world exhibi-
tions in Paris 1900 and Liege 1905. What testified of the
social success of Rista and Beta Vukanovi¢ was the fact
that they were able to build a house of their own at the cen-
tre of Belgrade. Their home was made according to the
project of architect Milan Kapetanovié,'® who was also
working at that time on the construction of Belgrade syna-
gogue Beth Israel. Vukanovi¢’s house, built in Kapetan
Misina Street, at the very centre of the city, became the first
»Kunstlerhaus* — artist’ house in Belgrade. The Vukanovi¢
family had the opportunity to see the houses of eminent
artists in Munich, like Lenbachhaus and Villa Stuck. They
were important places of artistic life of the Bavarian capital
in the 19th century. Vukanovi¢’s home, as the first ,,house
of art” in Belgrade must have been constructed following
their example. This house had professional and private
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MOIVIM JIa BUJIE IOMOBE YIVIEJIHUX YMETHHKa, momyT JIeH-
6axxayca (Lenbachhaus) u Buite ltyk (Villa Stuck), xoju
Cy NpejCTaB/balii BaKHA MeCTa YMETHHYKOT IKHBOTA
GaBapcke nipectonuIle y 19. Bexy. CUrypHO pemMa lbHXOBOM
y3opy, AoM Bykanosuha je 6uo ,,ipBa ymeTHH4Yka Kyha*
beorpana, koja je mmana mpodecroHaTHe W TPHUBATHE
IpoCTOpe, NPOCTOpE 3a aresbe U cobe 3a OAMOp, a HhEH
YMETHHYKH KapakTep je OO UCTaKHYT CIMKAPCKUM TIPOrpa-
MoM Ha (acanu, ca mepcoHupukanujama U amoOIEMOM
ymeTHOCTH. Prucra BykaHoBuh je mpumamao jemHoM of
HAjaKTUBHUJUX U HAJYTHUIIAJHUJUX UHTEICKTYATHUX KPyroBa
beorpana tora go6a. CapahuBao je u mpujaresbeBao ca
MHTEJICKTYyaIliMa OKYIJbeHUM OKO CPIICKOT KEbHKEBHOT
racHuka, Mel)y kojuma cy OWIHM KIM)KEBHU KpHUTHUAP
boraan ITorosuh u ¢unozod bpauucnas I[lerponujesuh,
gyje je mopTpete, m3mel)y ocranux, Bykanosuh u HacIukao.
Wurenexryanny oOmuckoct ca P. Bykanosuhewm, borgan
IToroBuh je mocBemOYMO U TEKCTOM ,,Y CIIOMEH Ha Pucty
Byxkanosuha“.!?

Pucra Bykanosuh ce BeoMa aHara)xoBao y Opranu-
30Bamby CPIICKOT YMETHHUKOT YyApykemwa ,.Jlaga®“ u jyro-
CJIOBEHCKHMX YMETHUYKHX H3JI0KOM. YUeCTBOBAO je Ha
JYTOCIIOBEHCKMM YMETHHYKHM H3J0kOama y beorpany
1904, Coduju 1906. u 3arpedy 1908. rogune.'® Tokom
[IpBor cBeTckor para ca CpICKOM BOJCKOM C€ IOBJIa4HO
npeko Anbanuje y I'puky, onakie je otumao y OpaHirycky,
rne je u ympo 1918. rogune.

Crnukapcka noetrnka Prucre BykanoBuha npousaria
j€ 13 IeroBor 00pa3oBama Ha MUHXEHCKO] akasieMuju. Kpajem
19. Beka MHHXEHCKOM YMETHOIINy JOMUHHUpae Cy HIeje
MHCAOHOT' CJIMKAapCTBa, KOjeé Ce peajn30Bajio Yy OKBHpHMA
CHMOOJIHCTHYKO-CeriecHjcke roeTrke.!® CUMOOIMCTHYKA KyJl-
Typa TOTITYHO 00elekaBa paJi OpOjHHX CPIICKKX CITUKapa o0pa-
30BaHUX Ha MHHXEHCKO] akaaeMuju. Y CpOuju THX roadHa
WHTEH3MBHA CUMOOIMCTHUYKA OCTBapema peanusyje Dophe
Kpcruh y nemma oryt vikone Cyvpm xkresa Jlazapa ca MKoHo-
cTacay Huikoj CabopHOj PKBHU, Kao ¥ Ha CIIMKaMa 3aK1emed
ceemoe ‘bopha, Obpemerve enase knesa Jlazapa v IOPTPETy
Kpasba Mmiana Ha criomeHuky y Rypmuan.?’ McroBpeMeno
HacTajy pernpe3eHTaTiBHa cuMOomnucTiyKa ena Jleona Koena
y MusxeHy,?' a CHMOOITHCTHYKY TIOSTHKY TIPHUXBATa M HETYje U
Cresan Anexcnh.

rooms, space for atelier and rooms for relaxation, and its
artistic character was emphasized with the paintings on the
fagade. They featured personifications and emblem of art.
Rista Vukanovi¢ was a member of one of the most active
and influential circles in Belgrade of that time. He coopera-
ted and made friends with the intellectuals working on the
Srpski knjizevni glasnik. These were the literary critic Bog-
dan Popovi¢ and the philosopher Branislav Petronijevic,
whose portraits were painted by Vukanovi¢, among others.
Bogdan Popovi¢ confirmed that he felt intellectual close-
ness with R. Vukanovi¢ in his text ,,In Memory of Rista
Vukanovic¢“."?

Rista Vukanovi¢ was very much engaged in the
organization of the Serbian artistic association ,,Lada‘“ and
Yugoslav artistic exhibitions. He participated in Yugoslav
artistic exhibitions in Belgrade 1904, Sophia 1906, Zagreb
1908.'% During the First World War, Vukanovi¢ retreated
with the Serbian army to Greece via Albania. He went to
France, where he died in 1918.

The artistic poetics of Rista Vukanovi¢ stems from
his education at Munich Academy. At the end of the 19th
century, the Munich art was dominated by the ideas of intel-
lectual painting, which was practiced within the symbolist-
secessionist painting.'? The symbolist culture fully marks the
work of numerous Serbian painters who were educated at
Munich Academy. Djordje Krsti¢ created intensive symbolist
paintings, in his works like the icon Death of Prince Lazar
from the iconostasis in Cathedral Church in Ni$, as well as
in his paintings Oath of Saint George, Prince Lazar's Head
and in the portrait of King Milan on the monument in
Curlina.® At the same time, Leon Koen created representa-
tive symbolist works in Munich,?! and Stevan Aleksi¢ ac-
cepted and developed symbolist poetics, as well.2

At Munich Academy, Rista Vukanovic¢ started the
creation of his own opus in which he laid stress on narra-
tivity, national-propagandist and symbolist contents. Bog-
dan Popovi¢ pointed out that Vukanovi¢ was ,,one of the
painters who want to instill the painting with... ‘thought’;
or, the ones who are not satisfied with mere painting chara-
cteristics which address only our senses, but who wish their
painting to speak to our heart and mind, as well. This can
be an important or dramatic event, an anecdote, or a
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Pucta BykanoBuh je Ha MUHXEHCKO] aKaJeMHjU
3aro4yeo CTBapambe CONCTBEHOT OIyca, Y KOME C€ HCTUIY
HApaTUBHOCT, HAIIMOHAIHO-TIPONAaraH/HU U CUMOOJIHCTH-
uku canpkaju. borman ITonoBuh nctudue na je Bykanosuh
,,Ol OHUX CJIMKapa KOjH Yy CIMKY Xohe J1a yHecCy... ‘MUCIH;
TO jECT KOjH Ce He 33J0BOJhaBajy YUCTO CIAMKAPCKUM 0COOU-
HaMa Koje roBOpe CaMo HAIIMM YyJIHMa, HO JKeJIe J]a FbUX0Ba
CJIMKA HEIITO Ka)Ke U HallIeM cpily U HamieM ymy. To Moxe
OWTH HEKW 3HauyajaH WM JpaMaTUvaH jorahaj, HeKa aHe-
TJI0Ta, UM HEKa MUCA0, MOpaJlHa Wi Guino3odeka, mpes-
CTaBJbEHA CIIMKAPCKH H3BECHOM PaF-OM MM CHMOOoIoM .2

ITosnarn BykanoBuheB cIMKapcKu OIyC HHje
MHOTOOpOjaH. JeqHa o1 HBEroBUX MPBUX ClUKa je Jaxuje.
OBa xommo3unuja je Ouna HarpalheHa MenaboM Ha akaje-
MHU]jH, IITO jacHO ToKasyje Aa je BykanoBuh moTIyHO
OJIrOBapao ujeaiiMa akajaeMckor oopazoBama. Y Jaxujama
BykanoBuh cnuka emmzony ca mouetka [IpBor cprckor
yCTaHKa, a U3BOP KOMITO3HUIIMje je ercka mecMma ,,Ilogerak
Oyne Ha Jlaxuje*.>* JIuTepapHu U3BOP CIMKE M F-EH HAIHO-
HAJTHU CaJIpKaj CIIeNIe eTCKY MOETHKY Y CIHMKAPCTRY, KOjy Cy
y CPIICKO] YMETHOCTH TpHUMemHBalu Dypa Jakmuh u
Bophe Kpcruh.? Canpixkaj ciuke ce He (pOKycupa Ha KOH-
KpETHU MCTOPHUjCKU HapaTwB, Beh Ha norahaj xoju cumbo-
JTUYKA CcyOnmuMupa erncku ¢parMeHT ucTtopuje. Pucra
Bykanosuh ciuka u nena Ilpge ocpmee oaxujcxe n I yenap.
T'ycmap je Benmka TeMa cpricke ymeTHocTH 19. Beka, Kpo3
KOjy Ce orjeajia CJIMKa CPIICKOT HAallMOHAJIHOT IeBaya.?®
Kpajem 19. Beka nomasu 10 akTyeIr30Bamka U 0KUBIbABAha
mpejcTaBa ryciapa, a cTapu ryciap y CUMOOIUCTHIKO]
KYJITypH OJIM4aBa HOCHOIA TPAIUIMje ¥ CTApUX UCTHHA.
Hannonannu neBay 1o6uja Ha 3Ha4Yajy Ka0 BECHUK U TIeBaY
Oynyhux HarmoHaTHUX OOpPOM, TIa OH MOXKE J1a HOCH KakKo
CPIICKH, TaKO M JyTOCIOBEHCKH KapakTep.

MOJIUTBA

Tpuntux Moaumea je neno xoje je Pucta Byka-
HOBHN CIIMKao TOKOM Bulne roguHa. Clivka je HajBepoBar-
Huje 3amodera oko 1901. ronuHe, Kaja je HacTao jeaaH of
NPUIPEMHHUX IPTEKA, IMPEIcTaBa IaBe Myclumana.’’
OuyBaHU TPTEX MMOKazyje Ja je MpUIpeMa 3a CIUKambe
TPUNTHXA CBaKaKko 00yxBaTaja CJIOKEH MPOIeC CTBApama.

thought, ethical or philosophical, as a painted representa-
tion of an action or symbol“.?

Vukanovi¢’s well-known artistic opus is not too
bulky. One of his first paintings was The Dahias. This com-
position was awarded with a medal at the academy, which
undoubtedly showed that Vukanovi¢ had met the ideals of
academic education. In his composition The Dahias,
Vukanovi¢ painted an episode from the beginning of the
First Serbian Uprising, and the composition was inspired
by the poem ,,Beginning of the Rise against Dahias*.* The
literary source for the painting and its national content fol-
lowed the epic poetics in painting, which was used by Ser-
bian painters Djura Jaksi¢ and Djordje Krsti¢.* The content
of the painting does not focus on the particular historical
narrative, but on the event which symbolically sublimates
the epic fragment of history. Rista Vukanovic¢ also painted
The First Victims to Dahias and The Gusle-Player. The
gusle-player was a great topic of the Serbian art of the 19th
century, which reflected the image of the Serbian national
singer.?® At the end of the 19th century the image of the
gusle-player was revived and it became popular. In sym-
bolist culture the old gusle-player epitomizes the bearer of
tradition and ancient truth. The national singer is particu-
larly important as a herald and singer of the future national
battles, so he can have both Serbian and Yugoslav character.

THE PRAYER

The triptych The Prayer is Rista Vukanovic¢’s work
which he painted for many years. The painting was most
probably started around 1901. In that year one of the prelimi-
nary drawings was made, the image of a Muslim’s head.”
The preserved drawing indicates that the preparation for the
painting of the triptych must have included a complex process
of creation. Rista Vukanovi¢, as an academically trained
painter, must have explored and developed the composition
and details of the painting in the drawing first, and it was only
after that that he started to paint. The drawing of the Muslim’s
head is very precisely made, which clearly shows that the pre-
liminary studies were done very thoroughly.

During 1904 Vukanovi¢’s atelier was visited by
the Slovenian art historian Ante Gaber, who was staying in
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Kao akanmeMcku o6pa3oBaHn ciukap, Pucra Bykanosuh je
CUTYpHO pa3pahiBao KOMIIO3UIM]Y U AeTajbe CIUKE Yy
[PTEXKY, a MOTOM je IPHUCTYNao CiuKamwy. L{pTex riase
MyCIIMMaHa je BeoMa MpeIu3aH, MITo jacHO MoKa3syje 1a cy
MpHUNpeMHe CTyauje Onse Beoma 030uibHO n3paleHe.
Toxom 1904. BykanoBuheB aresbe je MOCETHO
CJIOBEHAUKH UCTOpruap ymMeTHocTH AHTe ['abep, koju je y
Bbeorpany 6opasuo moBoxom [IpBe jyrocioBeHCcke YMETHH-
yke uznoxoe. OH je 3a0enexno aa je Bykanosuh 3aoky-
IUbEH M3PaJIOM cliuke Moaumea, anu a HBeroB CIIUKapCKu
paj Tede Beoma criopo 360r 6pojaux ob6asesa. Ty ce HaBomH
W Ja je KapakTepucTuka BykaHoBHheBOT cCIHMKapCKOT
MOCTYIKa 3aCHOBaHAa Ha MCKYCTBY XOJAHJCKOT CIIMKapa
Tondpuna [lankena (Godfried Schalcken) n utanujanckor
ymeTHuKa Bosanuja Cerantunuja (Giovanni Segantini).?®
V3 peliaBame JUKOBHUX Mpo0ieMa, u3pajia Tpul-
tuxa Moaumea TofpasyMeBalia je CUTYpHO M ojapelheHe
mutepapHe npunpeme. bornan [Tomosuh HaBomu na je Pucta
Bykanouh Beoma nakJbHBO CTYIUPAO MOCTAHUITY Oarma-
CKOT IIIEWKa €BPOIICKOj jaBHOCTH, KOjy je M3 (paHITycKe
mrramrre mpey3eo CpIicKH KiMKEBHU ITacHUK.” TTomoBu-
heB HaBox ykasyje na je BykanoBuh mokyiiao ja ce yno3Ha
ca yuemHMa Pa3IMuYuTHX PelUTHja U Ja jeé BEpOBaTHO Ha
CIMYaH HaYMH MMOKYIIAo J1a J0OHje cazHamba O jyIan3My.

Konnent ciuke Monumea hopmynucan je y Tpu
rpyTie, Koje YMHEe TPHU Aeja TPUITHXA. Y CPeIUIIHEM eIy
je Xpurrhancka MOJIUTBA, IECHO OJT e je jeBpejcKa, a JIEBO
MYCIHMaHCKa.

VY npBoM IU1aHy XpUIINaHCKe MOJUTBE TPUKa3aH
je mymkapar. OH CTOju TOTHYTE IJ1aBe, 00y4ueH y rpahaHcko
oneno. M3a mera cy aBe keHCke Qurype koje kiede y
MOJUTBH. JlecHO o7 Ihera je cTapuja skeHa, a 1eBo miiaha. vV
M03aJIMHU ce BUJIM MKOHA boropoauiie ca XpucTom, ucrpen
KOje BHCH yNaJbeHO KaHJWIO0, Oapjak Ha KOME je KPCT, U
nycTep. XpulThaHuH je TpUKa3aH Kao CTaphju YOBEK ca
OpxoBuma. OBakaB THUIT PUTYpE je YecT y nmpukazuma Oar-
kaHckux xpumihaHa. Ctapuja *KeHCka ocoda KU pykKe
CKyIIJb€HE, YKPIITEHUX MPCTHjY, Y MOIUTBH. theH moren je
OKpeHYyT Ka 3eMJbH. Mitaha xeHcka ocoba je y mpBEHO]
XaJbUHH, Ca pyKaMa y recTy MoauTBe. CBETIO Ha CIIMIU HE
JIOJIA31 U3 JeIHOT M3BOpa.

Belgrade because of the First Yugoslav Artistic Exhibition.
He noted that Vukanovi¢ was preoccupied by his work on
the painting The Prayer, but that it was going slowly due to
his numerous engagements. He mentioned there that
Vukanovi¢’s painting technique was based on the works of
the Dutch painter Godfried Schalcken and Italian artist Gio-
vanni Segantini.?

Apart from the struggle with the painting tech-
nique, working on the triptych The Prayer must have im-
plied certain literary preparations, as well. As Bogdan
Popovi¢ notes, R. Vukanovi¢ had carefully studied the epis-
tle of the Sheik of Baghdad to the European public, taken
from the French press and published in Srpski knjizevni
glasnik.?’ Popovi¢’s remark implies that Vukanovi¢ was
trying to grasp the learning of different religions and that he
might have tried to obtain some knowledge on Judaism in
the same manner.

The concept of the picture The Prayer is formu-
lated in three groups, which compose three parts of the trip-
tych. The Christian prayer is placed in the middle, the
Jewish one is on the right hand side, and the Muslim one is
on the left.

At the forefront of the Christian prayer there is a
man. He is standing with his head bowed, dressed as a citi-
zen. Behind him, there are two female figures kneeling
down and praying. The woman on his right is older, and the
one on his left is younger. In the background there is an
icon of the Mother of God with Christ, a lit censer hanging
in front of it, together with the flag featuring a cross and a
chandelier. The Christian is represented as an elderly man
with a moustache. This type of figure was characteristic of
the representations of the Balkan Christians. An elderly
woman is holding her hands pressed together, with her fin-
gers interlaced in prayer. She is looking down. The younger
woman is wearing a red dress, with her hands praying. The
light in the painting does not come from any particular
source.

The most probable iconographic sources for the
image of the Christian prayer were the paintings of Ivana
Kobilca and Leo Arndt, which were made in Bosnia and
Herzegovina. The Slovenian painter Ivana Kobilca was
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HajsepoBarHuju mkoHOTpadCKH U3BOP 3a MpeE.-
cTaBy xpumhaHcke MonIuTBe cy ciuke VMBane Kobumie u
Jlea ApHra, koje cy HacTase Ha moapy4jy bocue u Xeprero-
BuHe. CroBeHauka ciukapka MBana Kobuiia 6opasuia je
Ha nozpy4jy bocue n Xepuerosune®® u, nsmel)y ocraior,
CIMKajla U CLIEHE U3 HApOIHOI KuBoTa. Ibena ciuka ¥V
ypreu youkoBana je y ,,Hamu“ 3a 1903. roquny.’! Y oBom
Jle]ly y TPBOM IIJIaHy je MpUKa3aH CTaphju MYyIIKapall y
MOJIUTBH, a M3a mhera je Bule urypa. JIBe skeHcke ocooe,
ctapuja u miaha, HEMOCPETHO H3a MYIIKaplia, MpUKa3aHe
Cy y MOJIUTBEHHM rectoBrMa. CTapuja UMa yKpIITeHE pyKe
Ha TpyanMa, a Miiaha CKJIOIJbEHE Y 3HaK MOJHUTBe. BykaHo-
BUN j& OUUTIIETHO NCKOPUCTHO OBO JIENO Ja OU KOHCTPYHCAO
COITICTBEHY KOMITO3HIIH]Y, aJli j€ U3MEHHO HhbHXOBE JIMKOBE.
Hewmauku rpaduuap Jleo Apurt (Leo W. Arndt) je Takohe
MIOCBETHO JIEO CBOj€ KapHjepe CIMKamky THIOBA U CIICHA U3
Bocue u Xepuerosune.*? OH je GpojHe HpTEKE MyOITMKOBAO
y WIIyCTpOBaHOM Yacomnucy ,,Hama“, a paguo je u miyctpa-
nuje 3a kwury o bocan Xajapuxa Penepa (Heinrich Ren-
ner). tberoso neno Ha monumeu nipukasyje ctojehy Mymiky
(burypy, ca KapakKTepUCTHIHUM OPKOBHMA, JT0 KOj€ je KeHa.
N3a mux ce BUAW KaHAWIO ca nKkoHama. OBa rpaduka je
pEenpoayKOBaHa y WIIYCTPOBAHOM KaleHaapy ,,Opao‘ 3a
1899. ronuny.*

Pucta BykanoBuh je mpey3eo mojenuHe MKOHO-
rpadcke enemente u3 nena Meane Koownie u Jlea ApHra,
Koje je motoM agantupao. OH HUje TIOKYIIA0 Ja MPUKaKe
HMceJak W3 MOJHUTBEHOT JXKMBOTa Xpuiihana, Beh je y
NpEeACTaBU MCTaKao CUMOOIMYKK Kapakrep. durype cy
MOCTaBJbEHE IIEHTPAIHO, ,,AKOHUYHO, TAKO J1a OHE jaCHO
CUMOOJIHIITY, & HE HITyCTPY]y XpUITNAaHCKY MOJIUTBY.

V jeBpejcKoj MOTMTBY MIPHUKA3aHa je TPyIia MyIIKa-
paua y cunaroru. OHU celie y Kilyriama 1 MoJie ce. Y IpBOM
pely Cy CTapHju YOBEK M JIe4akK, BEpOBATHO OTAll U CHUH,
o0OyueHu y rpahaHCKo 0f1el0, au HOCE JTMYHE MOJIUTBEHE
npeamere. Ha riaBama MM je Kama 3a MOJIMTBY — KHUIIa
(kippah), oko Bpara rmajy MOIHTBEHH mias — Taaut (tallit),
a Ha 4elly UM C€ BHJIU MOJHMTBEHO peMeme — TepUInH
(tefillin). Oxpacna ocoba y pynu ©Ma MOJHTBEHHK, a CUaK
je ympaBo y mera 3arielaH, Kao Jia mIpaTH TOK MOJIUTBE
npemMa O4eBOj KibH3H. J[euakoB MOJMTBEHHUK je Ha KIIYIU U

staying in Bosnia and Herzegovina for some time.** Among
other, she also painted the scenes of folk life. Her painting
In Church was published in the ,,Nada“ magazine for the
year 1903.%! In the foreground of this work there is an eld-
erly man praying, behind whom there are many figures.
Two women — an older and a younger one, immediately be-
hind the man, are shown at prayer. The older one has her
arms crossed on her chest, and the younger one’s hands are
put together, as a sign of prayer. Vukanovi¢ apparently used
this work to construe his own composition, and yet he
changed the characters. The German engraver Leo W.
Arndt also devoted part of his career to painting types and
scenes from Bosnia and Herzegovina.*? He published many
of his drawings in the illustrated magazine ,,Nada‘“, and
drew some illustrations for the book on Bosnia by Heinrich
Renner. His work At prayer features a standing male fi-
gure, with the characteristic moustache, next to whom there
is a woman. Behind them one can see a lit censer with some
icons. This graphics was reproduced in the illustrated ca-
lendar ,,Orao* for 1899.33

Rista Vukanovi¢ took over some iconographic ele-
ments from the works of Ivana Kobilca and Leo Arndt, and
later readapted them. He did not attempt to show a small
part of the devotional Christian life, but to lay stress on its
symbolic character. The figures are placed centrally, ,,iconi-
caly*, so that they undoubtedly symbolize, rather than illus-
trate, the Christian prayer.

In the Jewish prayer, there is a group of men in a
synagogue. They are sitting on the benches praying. In the
first row, there are an elderly man and a boy, probably fa-
ther and son. They are dressed as citizens, but with certain
personal objects of prayer. On their heads there is a cap for
prayer — kippah. Around their neck they are wearing a
prayer shawl — tallit, and on their forehead there is prayer
strap — tefillin. The grown up is holding a prayer book, and
the boy is staring at it, as if he were following the lines of
the prayer in his father’s book. The boy’s prayer book is on
the bench, and he is pressing his finger against it. On the
bench next to the man there is a cylinder hat. It clearly
points to the status of the painted person, but also implies
that during prayer the tokens of citizen’s wealth are put
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OH JpXH TIPCT Ha meMy. Ha kiymu 1o Mymkapua je
OJIJIOKEHHU IMJIMHIAP, KOJU jaCHO CBEIOYM O MMyhHOM
CTamy MpHUKa3zaHe 0co0e, alk HCTOBPEMEHO MOKa3yje Ja ce
NPUINKOM MOITUTBE 3HaIM TpaljaHcKor OOraTcTBa OIJIaKy
U Jla CBU BEPHHUIM HOCE MCTH THUIl Kale 3a MOJIUTBY. Y
JPYTOM pey ce BHJE JIBa MyIKapla. JeiaH o buX uMa
[J1aBy IOKPUBEHY MOJIUTBEHUM I1asioM. OH je MOTITyHO YHET
Yy MOJINTBEHH TEKCT, ILITO KAPAKTEPHIIIE U TeCT BEroBe pyKe
Ha raBu. Durypa 10 wera, ca KaroMm IomyT Irydape Ha
[JIaBU ¥ MOJIUTBEHUM IIAJIOM Ha paMeHHMa, JIP>KU PYKy Ha
MOJINTBEHUKY, Ha KJIYTH, ¥ U3roBapa MoiuTBy. OCBETIbemhe
y CIIMIIM CTHXKE ca CTpaHe, U3 Mpaslia ka koMme cy Gurype
OKpEeHyTe.

ClieHe 13 BEpCKOT KUBOTA ITOCTA]y BayKHE UICHTH-
TETCKE MPECTABE Y jJeBPEjCKOj KyATYpHU. JEBPEjCKHU CIMKAPH
NpPE/CTaBJbajy CLIEHE U3 FOAUIIKHET U HEeJleJbHOT Mpa3Hu-
yHOT nukiyca. Tokom 18. n 19. Beka HacTaje BeIUKH OpOj
noptpera pabuHa, kao u nena nocsehena crpagamuma u
norpomuMa.** Pucra Bykanosuh je Morao ja Oyje ymo3Har
ca OBHMM JIeJMMa U Jla UCKOPHCTH pelielka pa3BujeHa y
jeBpejckoj BHU3yeNnHOj KylaTypu. MkoHorpadwuja mpukasza
jeBpejCKe MOJTUTBE YeCTO 00yXBaTa MprKa3 Jleyaka y CHHa-
roru. Jleyaka u ctapujer 4oBeka (ora) cimka Maypuiu
Totnub y npenmeM uiaHy Ho3Hare ciuke Jeepeju y monu-
meu. [IpeacraBa geyaka y CHHArorn Mo<e Jia uMa BHIlIe-
CTPYKO 3HaueH-e: OHA j€ CBEJ0YaHCTBO TOPOJMIHUX OJHOCA,
MPOXKETHX BEPOM, Il U UCTUIAFE KOHTHHYHUTETA U Tpaja-
Hha JeBPEJCKOT BEPCKOT >KMBOTA. 32 Pa3HMKy OO IPYTUX
y4ecHHKa MOJHTBE, Ha BykaHoBuheBoj ciumm Jedax je
OKPEHYT Ka MOJIUTBEHUKY cTapuje ocode. OunrienHo je aa
j€ OH jOIII YBEK y TIpoIlecy y4uerma u Jia y3 moMoh cTapujux
caBJaJlaBa MOJIMTBEHA MIPaBUJIA.

OcuM Jevaka, KOju je HarHyT Ka CBOM OIly, JIBE
crapuje ocobe Ccy MpecTaB/beHe BEOMa €KCIIPECUBHO Yy
TPEHYTKY IeBama MOJUTBEeHe necMe. [loceOHo ce nctuay
HUXOBH TIOTVIETN, KOJU MOTITYHO OJITOBapajy HAYMHY Ha KOjH
j€ 0Baj BHUJl OYHOT TIOKpeTa TyMa4yeH. Y CIMKApCKO] IIKOIU
Pucrte u bere BykanoBuh, npegaBame 0 0Ky OApKao je ap
Bojucnas bBophesuh 1903. rogune. O uctude aa je ,,pox-
Hhavya OKpEeHyTa MOTIYHO HANpen U ,,/1a Cy BHJIHE JIMHUjE Y
00a oka mapayienHe MPHJINKOM CHa, Kao U Ja ,,CJIUYaH
TIOTJIE/T OUH]Y, aJTH ¥ TOJUTHYT K HeOy, Hahu hemo 1 'y mo6o-
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aside and that all believers should wear the same type of
cap at prayer. In the second row there are two men. One of
them has his head covered with the prayer shawl. He is
fully immersed in the prayer text, which is indicated by the
posture of his hand on his head. The figure next to him,
with a cap resembling a fur-hat on his head and a prayer
shawl on his shoulders, is resting his hand on the prayer
book, on the bench, saying the prayer. The light in the pic-
ture is coming from aside, from the direction the figures
are facing.

The scenes from religious life became important
representations of identity in Jewish culture. Jewish
painters depicted scenes from the annual holidays and life
cycle. During the 18th and 19th centuries there were a num-
ber of portraits of Rabbis and works devoted to sufferings
and persecution.* Rista Vukanovi¢ might have been fami-
liar with these works and used the solutions developed in
Jewish visual culture. The iconography of the representa-
tion of Jewish prayer often features a boy in a synagogue.
Maurycy Gottlieb painted a boy and an older man (the fa-
ther) in the foreground of his well-known painting Jews at
Prayer. The image of a boy in a synagogue can have ma-
nifold meanings. It is both a testimony of family relation-
ships, instilled with faith, and an emphasis on the continuity
and duration of the Jewish devotional life. In contrast to
other prayers, in Vukanovi¢’s painting, the boy is facing the
prayer book of an older person. It is evident that he is still
in the learning process, and that older people help him mas-
ter the prayer rules.

Apart from the boy, who is leaning towards his fa-
ther, two elderly people are shown in a very expressive man-
ner, at the moment of their chanting the prayer. The looks of
their eyes are especially prominent. They fully comply with
the manner in which this movement of eyes was interpreted.
In Rista and Beta Vukanovi¢’s school of painting, a lecture
on the eye was held by Dr Vojislav Djordjevi¢ in 1903. He
stressed that ,,cornea is facing straight ahead** and that ,,the
sight lines in both eyes are parallel* during sleep, adding that
,-a similar look, but also with the eyes facing the sky, can be
seen in the pious people praying to God. Some artists show
even a stronger feeling of ecstasy, by placing the parallel
sight lines even more remote from each other, divergently,
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JKHHX JBYIH KOju ce Monie bory. [iekoju yMeTHHITN TIoKazyjy
JOIII jadye OBaKBO JTYIIEBHO PacIONOKEh¢ HA Taj HAYMH, IITO
napasielTHe BU/IHE JIMHU]€ MPEICTaBEe jOIII jade OIBOjEHO jeHy
Of1 IpyTe IaKJie, AMBEPTeHTHO, Kao IITO je ciy4aj y PadannoBoj
Cuxcrunckoj Magonn‘.> Bykanosuh je HOTIyHO TIPHUMEHHO
yueme 1p B. Dophesuha: y mpBoj KIIynu mormien crapuje
0co0e | Jevaka MOTIYHO CYy Pa3iniuTO YCMEPEHH, YHME je
CHKHO HaIVIAlIeH MOJIMTBEHU 3aHOC CTapHjer.

IIpencrase ymkoBa JeBpeja y BykanosuheBoj crvim
HUCY MOPTpeTH, Beh MHOTO BuIlle TUNIM3UPaHe (PU3NOHOMH]E.
Byxkanouh je TokoM cTynuja y MUHXEHY MOTao Ja casHa 3a
MoJIeMUKyY OKo ciike Maxkca JInbepmana (Max Liebermann)
Jleanaecmoeoouwirsu Xpucmoc y xpamy. Jlnbepmany cy aHTH-
CEMUTCKH PACTIONIOKEH! KPUTHYAPH 3aMEPHIIN HAYHMH CITUKAHba
JeBpeja u kao ,,paBUIIaH MpUMeEpP‘* UCTAKIIA UCTOMMEHO JIETI0
Anonda Menmta (Adolph Menzel).® MeHIyioBy CIUKy
OJTHKYj€ aHTHCEMHUTCKH Kapakrep. Y 10j cy TprKasu JeBpeja
TIOTIYHO KapUKATYPaJHH, IITO j€ MPOU3AILI0 U3 TPaJUIHje
Anbpexra [Tupepa. Bykanosuh y moTImyHOCTH 0101ja aHTHCE-
MUTCKY JIMHU]Y | jaCHO MOKa3yje UIeaTN30BAHU JIUK JIeuaKa u
MOJTUTBEHH 3aHOC OJpaciux. TuMme Ha CMMOOJIMYaH HA4YUH
TpYKa3yje eKCIPECUBHH KapaKTep jeBPejCcKe MOJUTBE.

'V ucnaMcKoj MOJIMTBY Cy MPUKa3aHa IBOjUIIA MYCIIH-
MaHa Kako Kjiede Ha MonuTBeHoM humumy. OHH 00aBibajy
MOJTUTBEHH IOKJIOH — Celly OKPEHYTH MpeMa MOJUTBEHO]
HUIIK — MUXPaOy, KOju je yBeK ycMmepeH npema hatdwu. [Tpumm-
KOM CellJIe CITYIITajy Ce KOJIeHA, TIOTOM JIIAHOBH, T1a HOC U
4eJio, a TVIO Ce JOIUpyje U HOKHUM TipcTrMa. durypa Omka
rocMarpady je y3IurHyra, puKa3aHa y TPEHyTKY KaJia 3aro-
YHEbE TOKJIOH. Pyke Cy y BUCHHM YIIMjy M MYCIUMAHCKH
BEpPHUK U3roBapa ,,Anaxy akoap“ (Allahu ekbar). JIpyra ¢urypa
je mpuKazaHa y TpeHYTKY Kiamarma. Oba cy o0ydeHa y ocMaH-
CKO-HMCITaMCKy ojiehy, ca TypOannma Ha TiaBama. Kadran je
3es1eHe 00je, a OrpTad pBeHe. Y M03aUHU Ce BHJIE OTBOPH Ca
KapaKTepUCTHYHUM OOJIMIIMMA UCTIAMCKE apXUTEKType, a Ha
N0y JIGKOPATHBHHU elleMeHTH Ternuxa. OCBeTIbemhe y CIUIH
JI0JIa3H U3 MpaBlia MOJIMTBEHE HUIIIE M OCBET/haBa CaMo I0je-
JIMHE JIeNioBe (Urype, 4uMe ce TOCTIDKE IPaMaTHIHOCT M
MHCTHYHOCT.

like in Raphael’s Sistine Madonna“.** Vukanovi¢ fully im-
plemented the learning of V. Djordjevi¢. In the first row, the
eyes of the older person and the boy are facing completely
different directions. This is how the prayer ecstasy of the
older one is even more pronounced.

The images of the Jews in Vukanovi¢’s painting are
not portraits, but rather typified physiognomies. During his
studies in Munich, Vukanovi¢ had the opportunity to learn
about the debate on the Max Liebermann’s picture Twelve-
Year-Old Christ in the Temple. Anti-Semitic critics disap-
proved of Liebermann’s manner of painting the Jews,
pointing to the Adolph Menzel’s work of the same name, as
an example of ,,good practice*.** Menzle’s painting gives out
an air of anti-Semitism. The Jews are shown as caricatures,
which emanated from the tradition of Albrecht Diirer.
Vukanovi¢ entirely renounces the anti-Semitic line. He
clearly shows an idealized image of the boy and devotional
ecstasy of the grown-ups. In this manner he symbolically
points to the expressive character of a Jewish prayer.

In the Islamic prayer there are two Muslims kneel-
ing down on a prayer carpet. They are performing the pros-
tration — Sajdah, facing the prayer niche — Mihrab, which is
always directed to the Kaaba. During the prayer, they first go
down on their knees, after which they put their palms on the
ground, and finally their nose and forehead, touching the
ground even with their toes. The figure closer to the observer
is up straight, at the moment when the bow is about to begin.
The hands are raised up to the ears and the Muslim believer
is saying Allahu ekbar. The second figure is shown at the mo-
ment of prostration. They are wearing Ottoman-Islamic
clothes, with turbans on their heads. The caftan is green, and
the gown is red. In the background there are some openings
showing characteristic shapes of Islamic architecture. On the
floor one can spot some decorative elements of the carpet.
The light is coming from the direction of prayer, and illumi-
nates only some parts of the figures, creating a dramatic and
mysterious impression.

At the time when Vukanovi¢ painted The Prayer, the
Orientalist representation of the Muslim world dominated Eu-
rope, as well as Serbian art.’” There were a great number of
representations of Muslims at prayer, and Vukanovi¢ could
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V Bpeme kana Bykanosuh ciuka Moaumey opu-
JEHTAINCTUYKN TIPUKa3 MYCIUMAHCKOT CBETa JIOMHHHpA
€BPOIICKUM TIPOCTOPOM, ajIu U cprickoM ymetHorhy.?” Bpojra
Cy Jiena ca mpezicTaBaMa MyClIMMaHa y MOJIMTBH, a Bykanosuh
jé Morao ca BHMa Jia Ce yIo3Ha Kako y MUHXeHy, Tako U Ha
JY’)KHOCTIOBEHCKOM TIPOCTOPY. YIPaBO THX TOAWHA HACTAjy
OpojHa TMKOBHA JeJia Koja TPHUKa3yjy )KHUBOT Hapona y bocHu u
XepueroBuHu. BykanoBuh ce 1y 0BOj CIHITU OIIPEIEINO J1a
MCIIaMCKy MOJIUTBY TIpHKaXke Ha cuMOomdad HaunH. Cinka-
BEM 3elleHOT KadTaHa, MPUKA3a0 je jeHy O KapaKTepu-
cTIHUX 00ja ucnamckor ceeta. OBoj cy 0oju Oniia mpuaBaHa
pajcka 3HaueH-a M 3aTO C€ OHA BeoMa uecTo cpehe y NCIaMCKoj
BU3YeIHO] KynTypH. [IpocTop yamuje je Buiie cuMOoIrmIan
Hero KoHKpeTaH. Ha3upy ce JekopaTtiBHA €1eMEHTH Tennxa U
MMarvHapHa ,,0pfjeHTaHa’ apXUTEKTypa.

Koctumu y kojuMa je TpuKazaHa MyCIUMaHCKa
MOJIMTBA HE OTOBApajy peaTHOCTH OCMaHCKoT cBeTa oko 1900.
romuHe. Y ToM nieprony Beh je Oma obaBibeHa TpaHcdopma-
Mja KyaTypHor Mozena OCMaHCKOT [IapCTBa, a pe3yirar Tora
je OuIto 1 mpuxBaTame eBporicke oziehe u HolIewe deca. 3aTo
ByxanoBuheBa cnrka He MpenCcTaB/ba KOHKPETHA NCEYaK U3
MYCIIMMAHCKOT MOJIUTBEHOT ’KHUBOTA KOji OM MOTa0 Ja Ce BUAN
y Cpbuju nim bocan m Xeprieropuau. OHa je MHOTO BHIIIE
TIPETIO3HATIEUBA U CHMOOIMYHA CIIMKA FICITAMCKE MOJIUTBE.

MosnuTBa je jemHa ol BEIMKUX TeMa EBPOIICKE yMe-
tHOCTH 19. Beka. [IprkazuBame MomuTBeHOT oOpaharma BakaH
je caapykaj xpurirhancke ukoHorpaduje. [Ipukasu MOIUTBH
Xpucra, cBeTUTEIhA, KA0 M MOJUTBU HEXPUIINAHCKHUX Bepa
MPOM3MIIa3e U3 KOpITyca IPKBEHE HcToprje. YMH MOIUTBEHOT
oOpahama je 1 BaykaH JIe0 MpHUKa3a y KTUTOPCKUM KOMIIO3H-
1jamMa. MOJIMTBEHN CTaB TOCTaje M BaKaH IecT MOPTPETH-
caHux JTuaHOCTH. Y 19. BeKy ce HacTaBjba CTapa Mpakca y
MIPUKa3WBamkby MOJIMTBH, Hajmorpahyjy ce crapa HCKyCTBa H
yoOJyaBa HOBa IIpaKca MPHUKA3UBA-a MOJIUTBE.

MonutBa mocTaje caapikaj MOpaIn3aTopCKo-auaa-
KTHUKOT KapakTepa y rpahaHckoj KyATypH TpBe mosoBuHe 19.
Beka. [ pal)aHcku Mopai HHCHCTHPa Ha MOJIUTBH Ka0 BAYKHOM
caJiprKajy CBAaKOJJHEBHIIE KOjH ITOKa3yje OIaHOCT XPHUITNaHCKOT
norvieZia Ha cBeT. Ha oBaj HAYMH MOJUTBA Cc€ TpPHUKa3yje y
OounepMajepckoj KynTypu, na Tako Karapuna MBanosuh crvka
neno Cmapuya ce monu nped 06ed.>
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see them both in Munich and the Balkans. It was exactly at
that time that an abundant production of paintings appeared,
showing the life of the peoples in Bosnia and Herzegovina.
Vukanovi¢ chose to represent Islamic prayer in a symbolical
manner in this painting, as well. By painting the green caftan,
Vukanovi¢ showed one of the characteristic colours of the Is-
lamic world. Green is the colour which is said to have a hea-
venly meaning. This is why it can frequently be found in
Islamic visual culture. The space of the mosque is symbolic
rather than realistic. One can perceive the decorative elements
of carpet and imaginary ,,oriental architecture.

The costumes featured at this Muslim prayer do not
match the reality of the Ottoman world of 1900. During this
period of time, a transformation of the cultural model of the
Ottoman Empire had already been done. As a result, they ac-
cepted European clothes and the fez. Therefore, Vukanovic’s
painting does not show a realistic insight into the Ottoman
devotional life which was practiced in Serbia or Bosnia and
Herzegovina at that time. It is rather a recognizable and sym-
bolical image of the Islamic prayer.

Prayer was one of the great topics of European art in
the 19th century. Thus, representation of devotional address
was an important part of the Christian iconography. The ima-
ges of the prayers of Christ and saints, as well as the represen-
tations of unchristian prayers seem to have resulted from the
corpus of ecclesiastical history. The act of prayer was an im-
portant part of the images used in patrons’ compositions, the
devotional stance becoming an important gesture of the por-
trayed personalities. In the 19th century, the old practice of
prayer representations was continued, with the development
of the former experience, and establishment of a new practice
of prayer depiction.

The prayer became an integral part of the morali-
zing and didactic character in the citizen’s culture of the 19th
century. Citizen’s morale insists on prayer as an important
part of the everyday life, showing loyalty to the Christian ge-
neral outlook. Prayer was represented in such a manner in the
Biedermeier culture, and it was in line with this that Katarina
Ivanovi¢ created the painting Old woman praying before
meal



Toxom apyre monoBuHE 19. Beka MpUKa3u MOJIWTBE
MOTY J1a IMajy ¥ XpHUIINaHCKO-COLMjaTHU KapakTep. Ppan-
mycku ciukap JKan @pancoa Mune (Jean-Francois Millet)
CJTKa MOJIUTBEHE CLIEHE Y CKJIOINY CaBPEMEHOI COLIM]jaTHOT
nejzaka Opanirycke. Kpajem 19. Bexka MoiuTBa 1OCTaje U
jenaH oJ BaKHHX cajapikaja moMony Kora ce WACHTU(HKY]e
KynTypa oapelhene 3ajennuiie. 3aTo ce y BU3YETHO] KyITypH
jaBJbajy MPHUKA3U MOJIUTBH Pa3INIMTHX Hapoza. OBaj mpUCTyTT
je umao ,.etHorpadcku’ KapakTep, aim je decto 6uo oapeheH
OpHjEHTAIMCTIYKUM TOIIeIoM Ha Jpyror. Kapakrepucriian
HprMep OBaKBe Ipakce Mpyka BH3yellHa KyJiTypa boche u
XepueropyuHe y BpeMe aycTpoyrapcke BiacTu. [lpuxasu
XpUITNAHCKUX ¥ MYCIMMaHCKHX MOJIUTBH jaBJbajy Ce KaKo Y
WIyCTPOBAaHMM dYacomucuMma TmomyT ,,Hame, Tako u Ha
pasmieqHuiiaMa. Takohe, y BUIIETOMHO] eUIUju ocBeheHo]
Xa030ypIIkoj MOHAPXHUJU Y CIUIM M P MOJUTBA YECTO
uneHtudukyje onpeheru napo.’

V oBakBoj arMochepH 1 3HaYeHa MPHUKa3a MOJIUTBE
Kao Toroca Koju oMoryhasa mpoMHIbamka APYIITBEHE CTBAP-
HocTH, Pructa BykanoBuh ce orpeienio 1a HacluKa CJIOKEeHY
KOMITO3UIIH]Y — TPUNTUX Monumea, Koja ICTOBPEMEHO TIPea-
CTaBJbha MPUKa3e MOJIMTBEHOT 0Opaharma y TP MOHOTEUCTHUKE
penuruje. Y CBUM JETOBUMA TPUNTHXA MPUKA3Yjy C€ UCKIbY-
YHBO MOJMTBEHH MOKpeTH. He BuaM ce cnmka HajcBETHjUX
MpoCTOpa Xpama — oNTapa, CBUTKa Tope Wim Muxpada. CBeTocT
HAa CJIMIM C€ MOCTIKE MPBEHCTBEHO CBETIIOCHIM PEIICHHEM.
HeBuaspiBy M3BOP CBETIIOCTH OCBETJhABA JbY/E Y MOJIUTBH U
Jlaje CIUIN CaKpaJTHA ¥ MUCTUYHU KapakTtep. CIMKapCKH pa
Pucre Bykanosuha y Tpuntuxy Moaumea KapakTepHIle u3pa-
JKEH OJTHOC TIpeMa KOJIOPUTY U CBETIIOCTH, KOjH Cy TTOCTABJbEHU
y cy>x0y TeMaruke ciike. CIMKOM TIOMUHHUPA]y IPBEHKACTH U
HapaHIJaCTH TOHOBH, KOJU OCTBApPY]y jeAMHCTBEHN CBETJIOCHH
ytucak. OBO CBETIIO HUje OMJIO 3aCHOBAaHO HA WMCTIMTUBABY
MIPUPOJIHE CBETIIOCTH, Beh je MMano CHMOONMUCTHYKU Kapa-
krep.!! To ce jacHO HarIaIaBa v y HEKUM [PHKa3iMa TPUIITHXA
y mramny. Joad [yauh uctude: ,,JIuma cy ocBeT/beHa He camo
3panmMMa JaHa Wi cBeha, HEro o3apeHa OHOM BEIIMKOM
cBemonhy, Koja A0Ja3u ¢ OHYy CTpaHy CBETa, U3 AyIIE pacIuIi-
HyTe Y OHOj HEHaIMAIITHO] JIETIOTH HajOCHOBHHjET U HajBeher
yoBeunjer ocehaja. OHa je jema W XapMOHHMYHA ToeMa
0CI1000heHNX JTyIlia, je/Ha PEMriuo3Ha CUMQOHHja.

During the second half of the 19th century, images
of prayer could also have a Christian-social character. The
French painter Jean-Francois Millet painted devotional
scenes within contemporary social French landscape.®® At
the end of the 19th century the prayer became one of the im-
portant elements of identification of the culture of a particular
community. Therefore, in visual culture there were images of
different peoples’ prayers. This approach was marked by an
»ethnographic* character, but it was frequently defined by
the Orientalist view of ,,the other*. A typical example of this
practice can be noticed in the visual culture of Bosnia and
Herzegovina, at the time of Austro-Hungarian rule. The re-
presentations of Christian and Muslim prayers emerged in
the illustrated magazines like ,,Nada“, and in postcards. Also,
in the multi volume edition dedicated to the Habsburg
Monarchy, prayer often identified a particular people, both in
the image and in the text.*°

In such atmosphere, with emphasis on the impor-
tance of the prayer image, as a topos enabling contemplation
of social reality, Rista Vukanovi¢ decided to paint a complex
composition — the triptych The Prayer, which simultaneously
represented images of devotional address in three monothe-
istic religions. In each part of the triptych only devotional por-
traits are featured. The most holy space of the temple — the
altar, the Torah roll and Mihrab cannot be seen. The air of ho-
liness is primarily instilled in the picture with the distribution
of light. What gives the picture a sacral and mystical air is the
invisible source of light that illuminates the people at prayer.
Rista Vukanovi¢’s work on the triptych 7he Prayer is chara-
cterized by a pronounced interest in colour and light, which
are here placed at the service of the topic. The painting is
dominated by reddish and orange hues, which build up a
unique impression of light. Thus light was not really based
on any exploration of the natural light, but it rather had a sym-
bolist character.* This was clearly stated in some contempo-
rary comments of triptych. Jovan Duci¢ noted, ,,The faces are
illuminated not only by the daily rays of light or candles, they
are brightened by the great light which comes from another
world, from the soul dazzled in the outmost beauty of the
most essential and greatest feeling a man can have. It is a
beautiful and harmonic poem of the souls set free, a religious
symphony. 4
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Pucra Bykanosuh

Monumea

Viwe Ha uiatHy, 1901-1906.

Jum. 123 x 92, 153 x 92, 123 x 92 im
MonepHa rasnepuja, 3arped




,»OJICYCTBO® MPEIU3HOT MPUKa3a CBETOT MPOCTOpa
W CBeTHX o0jekara kKa Kojuma ce ymyhyje MOIuTBa H
HarIallexa ,,JeMMHCTBeHa ™ 00YKaHCKa MU MUCTHYHA CBETIIOCT
O0u ykasuBaiu Aa je BykaHoBuh Ha jejaH TUKOBHU HAYHH
UCTaKao Jla Cy MOJHMTBE Y MOHOTEUCTUYKUM pEIUrHjama
ycMepeHe ka ucToMm — jennom bory. To 6u moTBphuBao u
Ha3uB ciuke Moaumea, KOju ICTUYe MOJIUTBY ,,y JeTHUHU .
Tume ce MmonuTBeHO oOpahame MmpecTaBiba Kao jeAMHCTBEH
YHUH, JIOK C€ MPHUKa30M TPH MOHOTCHCTHYKE DEJIHTHje
yKa3zyje Ha Tpu Gopme MoauTBeHOr obOpahama. To jacHO
nokasyje na Pucra BykanoBuh ciaukamy OBOT jeiia HHUje
HPUCTYITHO Ca TEKEHOM Jla HAallpaBH HEKAKBY KOMITAPaIH]y,
Beh ca eJjboM Jia Ha jenaH CUMOOJIIMYKHA HAUUH TPHKAKE
MOJIUTBEHH YHH Y TPU MOHOTEHUCTHUKE PEIIUTUje Koje Cy
Oule 3aCTyIJbeHE Ha €BPOICKOM M 0aTKaHCKOM POCTOPY.

Crnoxenoct 3amuciu Pucte Bykanosuha mokasyje
U BErOBO ONpE/Iesbehe 1a HACINKA TPUNTHUX. TPUNTHX je
(hopMa penurujcKor Kapakrepa Koja je omiia Beoma pacrpo-
CTpameHa y KaTOJIMYKOj ¥ MPOTECTAHTCKO] XpUITNAHCKO]
ymeTHocTH. [IpaBociaBHa KynaTypa mosHaje GopMmy TpuIl-
THXa MPBEHCTBEHO y BUY KyNHHUX WMJIM NMPUBATHUX MKOHA.
Bykanosuh mnpey3uma ¢GopMy TpHUITHXa W3 CaBpeMeHE
€BPOIICKE YMETHOCTH. TPUIITHX CE TUX FOJIMHA aKTyeJIH3Yyje
y HEMaykoj YyMETHOCTH, Na jaeno baomwe seue (Heilige
Nacht) ciinka mo3HaTh Hemauyku yMeTHUK Ppuir poH Yie
(Fritz von Uhde) 1888/89. rogune. Y MUHXEHCKOM CIIHKap-
CTBY Kpaja 19. Beka HCTaKHYTO MECTO 3ay3UMa M TPUIITHX
rpoda Jleomonga ¢on Kankpojra (Leopold Graf von
Kalckreuth) u3 1898. romuue mocsehen 10. crtuxy 90.
ncaima ,,J[aHa roguHa HalMxX cBera uMa J0 ceaaMJeceT
roguna‘ (Unser Leben wihret 70 Jahre).*> ®opma Tpuntuxa
nokasyje BykanoBuheBy Hamepy. OH cakpanu3syje cBoje
JIeTIO ¥ Jaje My MKOHUYaH Kapakrep.

Buiieropuiime npunpemMe U IyrorpajaH paja Ha
TpunTUXy Moaumea nokasyjy BaXXHOCT OBOT jiena 3a Pucty
Bykanosuha. Bpeme y kome je TpunTux HacTao OWIo je
oberexxeHo CIokeHnM Mel)yHalnoHaIHUM 1 Mel)yBepckum
OJTHOCHMMA Ha €BPOIICKOM IIPOCTOpy. Y3 OpojHEe mpumepe
rpahaHcke ToJIepaHIIMje ¥ YCIIOH MTPECTOHUIIA MHTEPHAITHO-
HAITHUX KYJITYpa, J0JIA3UII0 je U JI0 eKCTPEMHHX HpuMepa
HeToJepaHIuje u pacuzMa. OpaHIrycKy je morpecana adepa
Hpajbyc, xpajem 19. u mouetkom 20. Beka JONUIO je 10
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The ,,absence® of a precise illustration of the holy
space and objects, to which the prayer is directed, together
with the pronounced ,,unique* divine and mystical light,
could imply that Vukanovi¢ managed to convey in his
painting that the prayers in monotheistic religions are di-
rected to one and the same God. This could also find con-
firmation in the very name of the triptych — The Prayer. He
features the prayer ,,in singular®. Thus, the devotional ad-
dress is depicted as a unique act, whereas the image of the
three monotheistic religions indicates that there are three
forms of devotional address. This undoubtedly shows that
in his work Rista Vukanovi¢ made no attempts to compare
and contrast the religions, but to symbolically show the act
of prayer in three monotheistic religions, which were domi-
nant in Europe and the Balkans.

The complexity of Rista Vukanovi¢’s idea is also
evident in his decision to paint a triptych. The triptych is a
form with a religious character, which was widespread in
Catholic and Protestant Christian art. In the Orthodox cul-
ture, the form of a triptych was mostly used for home or
private icons. Vukanovi¢ took over this form from the con-
temporary European art. At that time, the triptych was po-
pular in German art, and the painting Christmas Eve
(Heilige Nacht) was painted by the well-known German
artist Fritz von Uhde in 1888/89. The work that took an im-
portant place in the Munich painting from the end of the
19th century was the triptych by Leopold Graf von
Kalckreuth from the year 1898, devoted to the 10th verse of
the 90th psalm ,,Our life lasts for 70 years* (Unser Leben
wihret 70 Jahre).** The form of the triptych shows Vuka-
novic’s intention. He sacralized his work, giving it an iconic
character.

What points to the importance of The Prayer for
Rista Vukanovi¢ are the preparations and work on the trip-
tych that took many years. The time of its creation was
marked by complex international and inter-confessional re-
lations in Europe. In spite of numerous examples of citi-
zen’s tolerance and the rise of the capital cities of
international cultures, there were also some examples of
extreme intolerance and racism. France was shaken by the
Dreyfus affair. At the end of the 19th and the beginning of
the 20th century, the Jews were persecuted in the Russian
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BHUIIIE TIOTpoMa JeBpeja y mapckoj Pycuju, mro je yrumano
U Ha JIMKOBHY IPOAYKIH]jY,** a aHTHCEMHUTCKE pacIpase Cy
norpecaige HeMayke YMETHUYKE KPYroBe MOBOJOM CIIHKE
Makca Jlubepmana /[ganaecmozoouwiivu Xpucmoc y xpamy.
HcToBpeMeHO Ccy OpHjeHTaTUCTHUKE TPOjeKIINje a3ujCKUX
u adpuukux npezena, kao u bankana, mpousuiazuie u3
€BPOIICKUX UMIIEPHjaTHUX HOJIUTHKA.

KomruiekcHH oJJHOCH Cy 00esexaBain CpIicKy Kyl-
TYpHY U MOJIMTUYKY JABHOCT Y BpeMe HactaHka Monumee. Y
nepuony m3mehy 1901. u 1906. y beorpany je mommio 1o
cmeHe nuHacTuja. [locie yOucTBa Kpasba AJeKcaHapa
kpasbutle JIpare O6penosuh, Ha TpoH CpOHje 1o1ao je Kpayb
ITerap KapahopheBuh. MHTeH3uBHA CpIicKa HallMOHATHA
HOJIUTHKA je TapaiirMa MOJMTHYKE PEaTHOCTH, @ aKTHBHOCT
je mocebHO Omita ycmepeHa ka noapydjy boche u Xepiiero-
BuHe 1 Crape CpOuje. PaBHompaBaH ofJHOC Mpema JAPYTHM
BEPCKMM U HAIIMOHAHUM 3ajeqHuiiama y beorpamy u Cpouju
0wo je 3arapaHToBaH ycTaBoM. [IprCyCTBO pa3mMuUTHX PENH-
THja ¥ BepCKe ToJepaHIje OOENEeKUIO je U YMETHUYKHU
’KUBOT beorpaia, ma je Tako ciMkapcKa IIKoJia Kojy je 3armoueo
Kupun Kytnuk, a macraBunm Pucra n bera Bykanoswuh,
npBoOUTHO Omina cmemreHa y Canu mupa Ha EHre3oBiy,
UMamy Koje je TOAWrao eHINIeckH MHUcHoHap PpeHcuc
Mekensu (Frances Mackenzie).*

Waxko cy ce u 'y cpIiCKOj jaBHOCTH UyJIH TJIaCOBU
MPOTHB HECPIICKUX BEPCKUX M €THUYKHX 3ajCIHHUIIA, TOJIe-
panTaH ogHoc je momuHupao. Kpass [Terap Kapahophesuh
j€ TIOJI0KMNO KaMeH TeMeJball U MPHUCYCTBOBA0 ocBehemy
HoBe cuHarore ber U3paen.*

Ha TosiepanTHIjM OZHOC ITpeMa JPYTUM BEPCKUM U
eTHUYKUM 3ajeHHIlaMa YTHUIIaJe Cy M HMHTepIpeTaluje
CPIICKE U JYTOCJIOBEHCKE HAIIMOHAIHE Ujieje. Y UACONOTHjH
CPIICTBa IMPEOBJIaNIa0 je cTaB ,,0paT je MHO Ma Koje Bepe
610, mTo je OmiIa maposa CprcKo-MPOINaraHIHoOT IPYIITBA
,CBetu CaBa‘“. JyrocioBeHCKa UE0I0TH]a j€ UCTOBPEMEHO
JIOTIPUHOCHIIA TIPEBa3HIIAXKEHY BEPCKUX pa3iivKa U 00jenu-
IbCHOM JICJIOBalby YMETHHKA Ca IIEJIOT jy>KHOCIOBEHCKOT
IpocTopa.

Kao wu3y3eTHO ApPYHNITBEHO AaKTHBHA JIMYHOCT,
Pucta BykanoBmh je O6mo cBakako A00po YIMO3HAT ca
KOMILIEKCHHUM IOIVIeIMMa BpEMeHa y KoMe je xuBeo. JKeHu-
noom ca Hemumiom betom, oH je jacHO MpUXBaTHO UIEjY

Empire on several instances, which also affected the artistic
production.* Anti-Semitic debates were shaking German
artistic circles as a response to the painting Twelve-year-
old Christ in the Temple by Max Liebermann. At the same
time, Orientalist representations of Asian and African lands,
as well as those of the Balkans, were largely inspired by
European imperialist politics.

On the other hand, the Serbian cultural and poli-
tical public was characterized by complex relations at the
time when The Prayer appeared. Meanwhile, in between
1901 and 1906, there was a change of the dynasty in Bel-
grade. After King Alexander and Queen Draga had been
murdered, the Obrenovi¢ family was succeeded by Petar
Karadjordjevi¢, who came to the Serbian throne. Intensive
Serbian national politics was a paradigm of the political re-
ality, and the activities were mainly focused on the territory
of Bosnia and Herzegovina and Old Serbia. Equal stance
taken to other religious and national communities in Bel-
grade and Serbia was guaranteed by the Constitution. The
presence of different religions and religious tolerance cha-
racterized Belgrade’s artistic life, and so the school of paint-
ing founded by Cyril Kutlik, and later managed by Rista
and Beta Vukanovi¢, was first situated in the Hall of Peace
in Englezovac, originally a property of the English missio-
nary Frances Mackenzie.*

Even though there were some voices in the Serbian
public against non-Serbian religious and ethnic communities,
tolerance dominated them. King Petar Karadjordjevi¢ laid
the cornerstone for the synagogue Beth Israel and was pre-
sent during its consecration.* What inspired a more tolerant
attitude towards other religious and ethnic communities were
also the interpretations of the Serbian and Yugoslav national
idea. In the ideology of Serbianhood the stance ,,Brat je mio,
ma koje vere bio“ (,,A brother is dear, whatever his faith®)
was a motto of the Serbian-propagandist association ,,Saint
Sava‘. The Yugoslav ideology simultaneously contributed to
the overcoming of religious differences and to the coopera-
tion of the artists from the South Slavic territory.

Rista Vukanovié, as a particularly socially active
personality, was indeed very familiar with the complex ge-
neral outlook of the time he lived in. Having married Beta,
a German, he apparently accepted the idea of tolerance in

19

—b—



TOJIEpaHIIHje y TIPUBATHOM >KHBOTY. lIcTOBpeMeHO, HeroB
MIPUBATHU TPOCTOP je mpojekToBao Muman Karmeranosuh,
apxXuTeKTa HoBe Oeorpajcke cuHarore bet M3paen. [Ipesa-
3WITAKEHE HAIMOHAIHUX M BEPCKUX OKBHpa M O0pOy 3a
jyrocioBeHcTBO BykaHoBuh je JeMOHCTPHPAO U AKTUBHUM
OpPTraHU30BAKEM jY)KHOCIOBEHCKUX YMETHHKA.

VY cI0XeHUM MOTUTUYKUM U IPYIITBEHUM yCJIO-
BUMa, ciiuka Monumea Pucre Bykanosuha je cBakako numa-
Jla jacaH mporpaMcku kapaktep. OHa HUje Ouiia KpenpaHa
0 MPUHITAITY ,,yMETHOCT paju yMeTHOCTH , Beh kao jacaH
CTaB U MIPOMHUIIIBAE IPYIITBEHO-PEIUTH]CKE CTBAPHOCTH.
AHTa)XOBaHOCT CBOje MUCTH BykaHoBHh je moka3ao  jaB-
HUM n3narameMm Moaumse.

PELIEILIAJA

Tpuntux Moaumea je 6Wo BUIIIE TIyTa jaBHO U3Ja-
TaH, IITO je YCIOBWJIO HETOBO MPUCYCTBO M PEIENIHU]y Y
Haj3HauajHUjeM WHCTPYMEHTY jaBHOCTU — Yy INITaMIIaHUM
MenujuMa. Ciivka je mpBH MyT OWiIa M3JI0XKeHa Ha TPBOj
M3TI0KON YMETHHUKOT yapykema ,,Jlana“ y beorpaay 1906.
roguHe. M310x0y je Ha MpBU JaH YCKpca OTBOPUO Kpasb
ITerap Kapahopheruh y maBusboHy CpIICKOT TOJHONPH-
BpEIHOT IpymTBa,*’ mTo joj je mano kapakrep jgorahaja ox
BEJIMKE jaBHE BAKHOCTH. [TprKa3uBaun oBe N3I0K0e Kby
cy nocBeTwin 1 BykanoBuheBom pany. Monumea je npuka-
3aHa Ha J[pyroj jyrocnoBeHckoj u3noxou y Coduju 1906.48
u Tpehoj jyrocnoBeHCKO] YMETHHUYKO] U3JI0kK0N y 3arpedy
1908. rogune,* rae je jomr 6wo u3nokeH moprper Oire
JoBanoBuh y nacreny u jenaH HeUJACHTH()UKOBAHU IOPTPET
y yipy.* Ha nmyGnukoBanuM pororpadujama ca u3noxoe y
3arpeby’! Buau ce rie ce Hanasuo Bykanosuhes Tpuntux y
CPIICKOM OJieJherby. Monumea je Ouiia moCTaBJbeHa Y JeTHOM
pamy, a y3 By je ouna m3noxena cnuka Ceemu Rupuio u
Memoouje Ypomia [Ipenuha. Cuxy je 3a TpH U TI0 XHJbaJe
JquHapa’? orkynmita KpabeBcko-3eMabeKa Bliajia XpBaTcKe
u noxsioHmia je IITpocMajepoBoj ranepuju.

W3narame tpuntuxa Monumea toxom 1906. u
1908. ronuHe ycmoBuiio je Behu 6poj KpUTHIAPCKUX OCBPTA
U PasHOBPCHY CTPYKTYpYy pelLerniuje ciuke. Y TpuKazy
uznoxoe ,,Jlage 1906. bornan [TomoBuh je ucrakao na je
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his private life. At the same time, his home was designed by
Milan Kapetanovi¢, the architect of the synagogue Beth Is-
rael in Belgrade. Vukanovi¢’s overcoming of the national
and religious boundaries, as well as his fight for Yugosla-
vism, were also shown in his participation in demonstra-
tions and organization of Yugoslav artists.

Under these complex political and social condi-
tions, The Prayer painted by Rista Vukanovi¢ undoubtedly
had a clear character of a program. It was not created in
line with the ,,I’art pour I’art* principle, but as a distinct at-
titude and thinking of the social and religious reality. By
exhibiting The Prayer publicly, Vukanovi¢ showed an en-
gagement of his thought.

RECEPTION

The Prayer triptych was publicly exhibited a num-
ber of times, which conditioned its presence and reception
in the most important instrument of the public — in printed
media. The painting was first exhibited in the first exposi-
tion of the art association ,,Lada“ in Belgrade in 1906. The
exhibition was opened by King Petar Karadjordjevic¢ in the
pavilion of the Srpsko poljoprivredno drustvo (Serbian
Agricultural Association) on the first day of Easter in
1906,*” which gave it a character of a very important public
event. The exhibitors of this exposition dedicated much at-
tention to Vukanovi¢’s work. The Prayer was also exhibited
in the Second Yugoslav Exhibition in Sophia in 1906,* and
in the Third Yugoslav Art Exhibition in Zagreb in 1908.% In
Zagreb, Vukanovi¢ exhibited The Prayer, the portrait of
Olga Jovanovi¢ in pastel and an unidentified portrait in
0il.>® According to the published photographs from the Za-
greb exhibition,> one can see the position of Vukanovi¢’s
triptych in the Serbian pavilion. The Prayer was placed in
a single frame, and next to it there was the painting Saints
Cyril and Methodius by Uros Predi¢. The painting was pur-
chased by the Royal Country Government of Croatia for
three and a half thousand of dinars,*? after which they gave
it to Strossmayer’s Gallery.

The exhibition of The Prayer triptych during the
years 1906 and 1908 inspired a greater number of critical
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Monumea ,,Haj3aMalTHuja‘ CIMKa Ha 11eJ10j U3JI0KOH, Kao U
na je Pucra BykanoBuh mmao Texak 3amarak aa peuid
mpoOieM OCBETJheHha KAaKO Ha TOjeIMHAYHUM KPUIHMa
TPUNITHXA, Tako U y neanHu. OH Hariamasa Jia je cliuka
,,JOIII ¥ ITyHa JIEMNX TI0jeTUHOCTH: HAPOUUTO j€ JIEBO KPHJIIO
TPUNITHXA — MOJIUTBA JeBpeja — BpIio jieno uspaleHa, u mo
KOJIOPUTY, U TI0 KOMITO3UIIM]H, ¥ TI0 HAYMHY CXBaTama. |...]
I. Bykanosuh je Moxia 0o mpucTpacaH y KOPUCT XpH-
mhaHa; anu ce He MOXKe OCIIOPHUTH Ja j& KapaKTEePUCTHKA
OBHUX pa3HHUX ‘MOJHTaBa’ 030MJHPHO MpPOyUYeHa, Kao IITO H
MECA0 IieJI€ CIIMKE 3aClyXKyje CBaKy moxsajy*.”

Wznarame Tpuntuxa Moaumea 0CTaBUIIO j€ CHaXKaH
YTHCaK Ha TIOjeIMHe TIOCETHOIIe N3ToKOe ,,JIane y beorpamry
1906. roguue. O Tome cBenoun Hamexna Ilerposuh, koja,
npukazyjyhu npyry ., Jlanuny* uznox0y y beorpamxy 1909.
TOIMHE, NCTHYE TPUNTHUX Ka0 YMETHHYKH BpeaHo Bykano-
BuheBo nemo. OHa cMarpa Ja ,,ACTOPHjCKE KOMITO3UIIH]E
Jlaxuje u Jegpejcra monumea 'y TPUNITHXOHY 11ajy BykaHoBuhy
BPEIHOCT YMETHHKA jadyer yMETHHIKOT ocehamba, Ty je FleroBa
YMETHOCT, [...] y BuMa oH 00Jbe oceha ¢hopmy, a KOIOPUT My
j€ CHa)XHUJU ¥ UCTUHHUTH)U: HHINBUIYATHOCT MY j€ Ha OBUM
CIIMKaMa jaka v u3pasura‘.>

ITpukasyjyhu jyrocioBeHcKy u3nox0y y 3arpedy
1908. roqune, Bnagumup JlyHadek je maxkmy MOCBETHO H
BykanosuheBom Tpuntuxy. OH je y OBOM ey BHIIEO
PEUTH]CKO-COIMjaliHy HOTY: ,,Pucra BykanoBuh umane
jeman Tpuntux. YWHH ce, Ja TMpHKa3yje MOOOKHOCT ca
HOTOM COIMjaTHOM. PanHWK WM cespak Iiena y HEeIITo,
MOJVOKe 0uM, cajl he KIeKHYTH U TIpeAaTH ce CBOjeM pelu-
ruo3HoMm ocjehajy. C necna M3paenmuhanu y cunaroru. C
npujena 6oratu, o cTpara cupomaritu. [loHoCHO 103uBajy
CBOT JexoBy, 60ra 0CBeTe M KyIIIhe, 1031UBajy Ta y momoh 3a
CBOje TIPOTOHE W 3a CBOje MoTiaueHe cymieMeHuke. C
JIjeBa MyCJIMMaHU MIPeJIajy ce CBOjOj EKCTa3u, CBOME YCYY,
3a3uBajy ‘Amnaxa’. Uutas je TpunTux u3palheH y jenHoM Ha
1oJIa OCBHUjET/HEHOM JIOKATHOM TOHY, y KOjeM c€ OYHUTY]Y,
Ha IoJia pacBUjeT/beHe GUType BPJIO MOMHO CTyIHpaHe H
MO30PHO JIOHECEHE.

Tpu npumepa JnUKOBHE KpuTHKe bormana
ITormosuha, Hanexne Ilerpouh u Bnagumupa Jlynadeka
MoKasyjy Ja pereniuja tpuntuxa Moiumea HUje Ouna
jemuHCcTBeHA. lIpUKa3suBayM pa3iaMunuTO TyMmMade JTUKOBHE

reviews, and different structures of the painting’s reception.
In Bogdan Popovi¢’s review of the ,,Lada“ exhibition in
1906, it was noted that The Prayer was ,.the largest paint-
ing in the whole exhibition, and that R. Vukanovi¢ had to
solve a difficult problem of light, both in each of the trip-
tych wings, and in the whole painting. He stresses that the
painting is ,,also full of beautiful details: especially the left
wing of the triptych — the Jewish prayer — is masterfully
done, with respect to the colour, composition and the par-
ticular understanding, alike. [...] Mr. Vukanovi¢ might
have been a little partial to the Christians; however, it can-
not be said that the characteristics of these different
‘prayers’ were not studied meticulously, and the overall
thought of each of the paintings is worthy of every
praise®.>

The exhibition of The Prayer triptych left a strong
impression on the visitors of the ,,Lada* exhibition in Bel-
grade 1906. This was testified in Nadezda Petrovic’s review
of the second ,,Lada“ exhibition in Belgrade 1909, where
she singled the triptych out as Vukanovi¢’s valuable work
of art. She noted that, ,.the historical compositions of ‘The
Dahias’ and ‘The Jewish Prayer’ in the triptych show that
Vukanovi€ is an artist with a strong artistic sensibility, his
art is in there, [...] in them he sensed the form in a better
way, and the colour is more intensive and truthful: in these
paintings, his individuality is forceful and emphatic*.>*

Reviewing the Yugoslav exhibition in Zagreb
1908, Vladimir Lunacek devoted particular attention to
Vukanovi¢’s triptych. He read into this work a religious and
social overtone: ,,Rista Vukanovi¢ had a triptych. It seems
that he represented piety with a social overtone. The worker
or the peasant is looking at something, then looks up, and
is about to kneel down and break into religious feeling. On
the right there are Israelites in a synagogue. The rich ones
at the front, the poor ones at the back. They proudly invoke
their God Jehovah, the God of revenge and temptation, they
invoke his help for their persecutions and the subjected fel-
low people. On the right, the Muslims fall into ecstasy, their
destiny, they chant ‘Allah’. The whole triptych is done in a
half-lit local key, in which one can perceive half-illumi-
nated figures, very thoroughly studied and carefully ren-
dered.“>
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BPEIHOCTU W 3HAYeHe Jena. To jacHO TOBOpH J1a je perie-
MIIMja CIMKe 3aBUCHIIA O] MI0jeTMHAYHUX CTABOBA U CBEI0YH
0 pazyheHocTH cTaBoBa M OHOCA TpeMa YMETHOCTH KOJI
TUKOBHE MmyOmnuke kpajeM 19. u mouetkom 20. Beka.

OtkyrbuBame ciauke Moaumea Pucte Bykano-
Brha mpeicTaB/ba BeOMa BaKHY €MH30/1y Y lbeHOj UCTOPHjH,
aJy ¥ CEeTMEHT IMOJINTHKE Koja je mparmia MehyHapoane
u3j10k0e.%¢ M3arame jy)>KHOCIOBEHCKUX YMETHHKA MPE-
CTaBJbAJIO j€ jABHU TOJUTHYKH aKT, MHOTO BHIILIE HETO IITO
je To Oomuna mManudecranuja oapeljeHOr YMETHHYKOI I10-
Kpera. 3aTo Ccy Ha H3J0k0amMa y4yeCTBOBAIM YMETHHIIH
Hajpa3HOBPCHUJUX JTUKOBHUX TMOeTHKa. MICTO Tako, OTKYII
CIIMKa Ha OBUM H3JI0xkOama Tpedayio je Ja JEeTruTHMUIIE
onpeheny BIacT M Ja je MpuKaxke Kao 3alITUTHUIY YMET-
HocTu. Ha mpBoj jyrocimoBeHCkoj u3noxOu y beorpamy
1904. ronuHe, CMKe CPIICKUX, XPBATCKUX, CTIOBEHAYKUX H
Oyrapckux yMeTHHKa OTKyIuo je kKpasb Iletap Kapahop-
hesuh.>” Ha tpehoj usnoxou y 3arpedy, KylmoBHHY CIIHKa
omoryhwmiu cy nap ®@pamo Jocud u KpaseBcko-3eMabeka
Biana Xpearcke. CpefcTBiUMa 1apeBor (OH/Ia OTKYIIIEHO
j€ BHUIIIE Jiea U3 CPIICKOT oJieshema ,,Jlane* — ciauke bere
Bykanosuh 3amuuwvena n Mapka Mypara Ilponehnu oona-
yu u Bpujec.’® Tpunrux Pucre Bykanosuha oTkymnuia je
Biaia XpBarcke, ajii 10 NPOHAIAKEHA OTIIYHUJUX JIOKY-
MeHaTa 0 KYyIOBUHHU CIIMKE HE MOYKE JIa Ce TIPOLICHH J1a JIH je
Y KOJIMKO j€ OBaj YMH MPOM3AIIa0 U3 TaJallbUX CPIICKO-
XPBaTCKUX OJTHOCA, T.j. XPBATCKO-CPIICKE MOJIUTUYKE KOa-
vnyje.’

Otkyn BykanoBuheBe ciiMke je m3a3Bao OIITPY
peaknujy nojeaunana. Oto Kpayc je y 6eorpajackum HOBHU-
HaMma ,IlItamMma‘“ KpUTUKOBAO OBaj MOTE3 Biaje, IITO je
u3zassayo oarosop Josana J{yumha.®® OBa HOBHHCKA TOJIE-
MUKa je IMajia HaITMOHAIMCTUYKY TIPU3BYK, ajTi HUje OUTHO
yTHUIaa Ha 1ajby CYIOMHY M peleniujy ciuke. BykanoBu-
hesa ciuka je moxiomena lllTpocMajepoBoj ramepuju y
3arpely, y 4HMjUM Karajo3uMa je€ PEeloBHO OesexeHa:
,Molitva. Izvorni triptih. U tri slike prikazano je, kako se
svomu bogu klanjaju sljedbenici trijuh glavnih monothe-
isti¢nih vjera: kr§¢ani (po srijedi), Zidovi (lijevo) i musli-
mani (desno).“®! Cimka je HaKHaIHO IpeHeTa y MoaepHy
ranepujy y 3arpe0y, riie ce u JaHac Hallasu.
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The three examples of the art reviews of Bogdan
Popovi¢, Nadezda Petrovi¢ and Vladimir Lunacek show
that the reception of The Prayer triptych was not unani-
mous. The reviewers interpreted the value of the artwork
and its meaning in different ways. This clearly shows that
the reception of the painting depended on individual atti-
tude, testifying of a variety of stances and relations towards
art in the spectators of art at the end of the 19th and the be-
ginning of the 20th century.

The purchase of Rista Vukanovi¢’s The Prayer
was an important episode in its history, as well as a politi-
cal segment, which followed international expositions.*®
The exhibition of Yugoslav artists was a public political
move, rather than a manifestation of a particular art move-
ment. Therefore, artists with most different art poetics par-
ticipated in them. Similarly, the purchase of the paintings in
these expositions was supposed to legitimize a particular
government and show it as a protector of art. At the first
Yugoslav Exhibition in Belgrade 1904, the paintings of Ser-
bian, Croatian, Slovenian and Bulgarian artists were pur-
chased by King Petar Karadjordjevi¢.”” At the third
exhibition in Zagreb, the purchase of paintings was enabled
by Emperor Franz Joseph and the Royal Country Govern-
ment of Croatia. A great number of artworks from the Ser-
bian pavilion of ,Lada“ — Beta Vukanovi¢’s painting
Pensive and Marko Murat’s paintings Spring clouds and
Heather —were purchased from the Emperor’s fund.*® Even
though Rista Vukanovi¢’s triptych was bought by the Croa-
tian Government, until we find more documents about the
purchase we cannot be sure if, and to which degree, this act
was the result of the former relations between Serbia and
Croatia, or of the Croat-Serb Coalition.>

The purchase of Vukanovi¢’s painting spurred
fierce criticism from certain reviewers. Otto Kraus criti-
cized this patronage of the Croatian Government in Bel-
grade’s newspaper ,,Stampa“, which provoked Jovan
Ducié¢’s reply.®® Although this newspaper debate had a na-
tionalist overtone, it did not significantly affect the further
destiny and reception of the painting. Vukanovi¢’s painting
was bestowed to the Strossmayer’s Gallery in Zagreb. The
painting was always marked in the catalogues of this
gallery as follows: ,,The Prayer. Originally a triptych. In
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Tpuntux Moaumea Pucte Bykanosuha npencra-
BJbA jJEAMHCTBEHO JIEJO Y HOBH]jO] CPIICKO] YMETHOCTH H
KyaTypu. OHO TIpeBa3nja3d OKBHUPE W TPAHUIE MPOMU-
NUbaKka JIOKATHUX W YCKO YMETHHUYKHX Mpobiema u
ycMepaBa ce Ka aHaJIM3HU MOJIUTBEHOT KHBOTa MOHOTEHCTH-
YKHX peNHurydja — XpUIMhaHCTBa, jygaW3Ma W Hucjama.
BykanoBuheB mpucTyn 1eMOHCTpHpa He]y BEPCKE TOJIe-
paHIyje, Koja je TUX ToJHa KapakTeprcaia )XuBoT Kpasbe-
BuHe CpoOuje. [Iporec HacTaHKa TpUNTHXA MTOKa3yje Ja je
BykanoBuh 610 ymo3HaT ca BH3yeITHOM KYJITYpOM Koja ce
HeroBajia y EBponu, anu u y peruony. Mcrospemeno,
BykanoBuheBo akTMBHO y4eCTBOBambE€ Ha jy>KHOCIOBEH-
CKHUM H3JI0)KOaMa OMIIo je CUMOOIMYKY 03HAYEHO OTKYIIOM
Monumee 3a llITpocmajepoBy ranepujy y 3arpedy. Tume je
JIEJI0 CIIMKaHO y beorpamy mpoHANuIo MECTO y jeTHOM Of
BOXHUX JYKHOCJIOBEHCKHX KyATYpHHUX cpenumTa. MkoHo-
rpaduja u xKxuBoT Tpuntuxa Moaumea Pucre Bykanosuha
MOKa3yjy CIOKEHOCT KyATYPHOT M YMETHHYKOT JKHBOTA C
kpaja 19. u moyetka 20 Beka u CIOCOOHOCT J1a c€ Kpo3
BHU3YEJTHO TIPOMUIILIBAjY HAjCIOKEHHja MUTakha BEPCKOT H
JIPYIITBEHOT ’KUBOTA U 3aCTYT4]y COTICTBEHH HICalH.

the three paintings the followers of the three dominant
monotheistic religions are shown praying to their God: the
Christians (in the middle), the Jews (on the left), and the
Muslims (on the right).“®! The painting was later brought to
the Modern Gallery in Zagreb, where it is still situated
today.

Rista Vukanovi¢’s The Prayer triptych is a unique
work of art in Serbian visual culture. It surpasses the frame-
works and boundaries of contemplating the local problems,
focusing on the analysis of the devotional life of monothe-
istic religions — Christianity, Judaism and Islam. Vuka-
novi¢’s approach demonstrates the idea of religious
tolerance, which was characteristic of the life in the King-
dom of Serbia at that time. The process of the creation of
the triptych implies that Vukanovi¢ was familiar with the
visual culture nurtured in Europe, as well as the one from
the region. At the same time, Vukanovi¢’s active participa-
tion in the exhibitions of the Southern Slavs was symboli-
cally marked in the purchase of The Prayer for the
Strossmayer’s Gallery in Zagreb. In this manner, the work
painted in Belgrade found its place in one of the important
South Slavic cultural centres. The iconography and life of
Rista Vukanovi¢’s triptych The Prayer show the complex-
ity of the cultural and artistic life at the end of the 19th and
the beginning of the 20th century, opening the possibility to
think over the most complex issues of religious and social
life and express one’s own ideals in a visual manner.
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Hanomene

* McTpakuBame U MUCAakE OBOT TEKCTA, KA0 U OPraHn30Bambe
u3110k0e, oMoryhieHo je U onakmraHo y3 nomoh u capajimy BHILE HHCTH-
TylHja, OpraHu3anyja U nojenuHana. OBOM HPHIMKOM C€ 3aXBaJbyjeM
Hcropujckom my3sejy Cpouje, @ony 3a 0OTBOpPEHO ApymITBo, MonepHOj
rajepuju y 3arpe0y, JeBpejckom ncropujckom My3sejy y beorpany, Kynryp-
HOM 1pywTBy ,[Iajper”, Auu Cromuh, Upenn 3apuh, /lajann Brauca-
BsbeBuh, Jbepku [lynmubuh, Cnaseny Ilonapu, Enuesepy Ilany, Mupjam
Pajuep, Byky daytoBuhy, Uropy Bopozany u Janpanku IIponosuh.
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