











EDUCATION OF THE EYE Copied William Howgarth, self-portrait, “Painting the Comic Muse”, 1757 (Left)
2011 Two palettes made in performance by Dafen Artists seen in image 21 (Center)
Education of the Eye, Dafen, 5'30" a video of the two chinese artists performing
the Education of the Eye in their studio. (Right)

Installation View
Belgrade Cultural Center



EDUCATION OF THE EYE

2011
Performance
Dafen, China, Painting Studio

Performance of Education of the Eye in a studio shared by the two
Chinese Artists shown. They performed the same experiment as
the artists from Belgrade.



EDUCATION OF THE EYE

2011
Palettes Detail
Dafen, China, Painting Studio

Details of palettes made in performace of Education of the Eye in
artists studio Dafen shown in image 21.



myh FoTE e

y CITUKApCTBY

Jbusana Runxy

arpaja ca uMeHoM Jlaszapa Tpuq:yno_‘ha
(1929-1983), uyBeHor mpodecopa, HCTO-
pHYapa YMETHOCTH H JIHKOBHOT xpnmqapn.‘xo-
ja ce pomemyje ox 1993, roaune, mocrana je plsa-
30BHH NPOQECHOHATHN TeCT 32 WeHe JaypeaTe

 YHjH CY KPHTHYAapCKH M300pH, Y 3aBHCHOCTH 01

adunuTeTa, NocBeheHH PasnHIATHM cpeuonem
Ma BH3YCJTHHX YMETHOCTH. H kao wro je Jlasap
TpudyHosuh y cBojoj reﬂepal.u{m 61O Kpm'lap
M3pasuTOr ayTOPCKOT CTaBa Koju ce 6e3 ocraTka

| sajarao 3a oapehene TE€3€ Halase-

| hu 3a HAX yIOPHINTA ¥ PELEHTHO]

Y

Bopeu Ha]nux Yerxuue Ayrulmx 6oja

CITOCOOHHUM [1a pEAaTHBH3Y]Y H/HIH Membajy 3Hauaj
H 3Ha4erbe leJla Kao H PasHUM JAPYTHM Napagok-
CHMa H MOBPIIHOCTHMA KOjHMa je H3/IoXKeHa KyJI-
Typa H EB€HH CHCTEMH laHac, 110 JIOTHIIM CTBapH,
Tpakema MIAJUX YMETHHKA U KpH-
THYapa HHUCY ,yCMepeHa Ka IpoHa-

| YMErHWYKOj OpakcH, Tako 1 nanac, Bopen Hajaux, nsbop naxkemy KoHauHHX pellema Beh ka
y MOTIYHO H3MemeHoM ApymTeeno-  Maje himpuh y oKBMpY — cTUMy/IHcalby IHjanora H pasymeBa-
NOJMTHYKOM KOHTEKCTY H MO3HUH-  MpojexkTa Kputudapn Yy BpemeHa”,
OHHUpary YMETHHYKOL e7a M ibero- ¢y usabpanu 2011. HoBoj reHepauujn xpuTH4Yapa

BHX Ky/JITYPHUX napaiurmu, aeayje JlMkosHa ranepuja npunaga v Maja Tiupuh, naypearku-
jenHa HoBa reHepauuja kputnuapa.  KyatypHor ueHtpa 1a Harpaae /lasap TpudyHosuh 3a
IMoanaro je, cBaka reHepannja Ha- beorpaga 2007. roaHHY; OHa je IPOTEeKIHX ro-

HOBO npofseMaTH3yje NHTame Ko-

- je 6u rmacuio: lllta ganac Busyen-

HE YMETHOCTH M KPHTHKA MOpasyMeBajy ¥ Kako
Mory GutH peneBanTHH? [IpoBoLMpaHa H3Mee-
HHM KOMYHHKaLIHjCKHM KOJIOM, Hnmpue"?wymy-
poM 1 6p30M HHCTaHT HHPOPMAaLIHjOM, CYMBHBHM
BpeaHOCTHMA OpeHIMpPaHor CeKTaKsa, »’m jUMa

HHa ahUpPMHCaHa K30 He3aBHCHA K-
CTOCKHH:A KOja CBOJy IpodecHoHaNHY
npakcy peanusyje y HHTepAHCUMIUIMHAPHO] apTH-
Ky/NallHju cUTyalHMja, forahaja U IMYHOCTH, OTBO-
PEHOM [IMjaJIOTy ¥ yMpekaBamy V CIM4YHe HiaejHe
U PaKTHYHE MPOIiece Ha MHTePHALHOHAIHO] CLie-

HH. YIIPaBo U3 TOT HCKYCTBA, OHa Y CBOM KPHTHYap- -

[

CKOM H360pY HaCJIOB/LEHOM Hpmamm;e paa-
JHKe: MHOTOCTPYKM MOTEHIH]AIA |

TIPE/ICTaBba AMEPHYKOT YMETHHKA Bopena Hajnuxa
(1962) 1 eeroBe npojekTe Koje peaiusyje y AMepu-
1, EBponn 1 A3uju Henutyjyhu 0AHOC KOHLENTY-
ajiHe YMEeTHOCTH ¥ CJIHKapCTBa, MehyMHCTHTYLIHO-
HaJIHy capafiiy, 00pa3oBatbe Iy6/IHKe H TyMaueme
YMETHOCTH ¥ KOHTEKCTY Pa3THYHTHX APYIITBEHHX,
MOJMTHYKHX, NICHXO0MOWKHX W HIEOTOMKHX YCiI0-
Ba. Y caBpeMeHOj IMPaKcH MO3HATH CY eKCIIepHMEH-
TH ca IIPeAIOIIIAMa H3 HCTOPHje YMETHOCTH, Kao
¥ pasJHYHTH acTIeKTH HBHXO0BE PeHHTepIpeTalHje
¥ TeopHjcKe peduieKcHje Y KOjUM ce BPeIHY]jy mpo-
uec, IMjaioT ¥ NapTHLIKMAIHja.

Taxo cy npuMepH KIaCHYHUX My3€jCKHX CIIHKa
»Ayronoprper” Bunujama Xorapra # ,,AyTonop-
TpeT YMeTHUKA ca naseroM” Bace [Tomopuma
nocayxunu Bopeny Hajauxy 3a excrepuMeHT
+EnykoBamwe oka”; HIeja 0 ucTopujckom Hacnehy
Kao HHTErpaJHOM JIe/ly CaBPeMEHOT HCKYCTBa aJIH
M KYATYPHHM TeMebHMa Pas3IHYMTOr MepPLUMIH-
paba Goje peanM3oBaHa je y KOHUENTYaTHOM 3a-
natky y bepnuny u Beorpany. Tana je rpyna mo-
3BaHHX HHAMBMIYA elyKOBalbe nepuenuuje Goje
MaHHecToBaNla HCIyhaBakbeM 3aJaTka Ha Mo-
NyTHPaHUM NObHMa NajeTe Aokasyjyhu Benuke
pa3sHKe y NepCOHATHOM ,unTamy . [Tpommupyjy-
hu cBoj McTpakiBavku KOHIENT K0 A3Hje, Bopen
Hajmux nenuryje peaHoCT, CHTYalIHje H mpoLece
OpraH{30BaHe H3paje KOMHja My3€jCKuX CIHKA ¥
kuHeckoM rpany laden. Ceojy npuyl o peHOMeHY
60je, eHOM COLHjaTHOM KOHTEKCTY H KyITYPHHM
TeMeJbMMa lbeHe nepuennuje Hajanx Hacrasmba B
y KoHuenty , Jlyrune yerke”, Takohe npeacrapibe-
HoM Ha Beorpanckoj u3nox6u. 3a 0By HHCTANA-
LHjy MHCITHPUCAH je IYTOM Y KIacHYHOM eBpOM-
CKOM CTHKapCTBY, a ayTOP HCTOPHjCKH PasBoj Ayre
Y CIMKapCTBY BHAM KaO npo;emnanycmxyycm—
Ba ¥ KOjUMa OrcTaje yM.



POLITIKA NEWSPAPER, SERBIA
01. February 2011

The Rainbow in the Paintings
Ljiljana Cinkul

The award named after Lazar Trifunovic (1929-
1983), a famous professor, art historian and art
critic, first awarded in1993, becomes a challenging
professional test for its recipients whose critical
choices, depending on their interests, manifest in
an exhibition reflecting a wide spectrum of the
field of visual arts. Just as Lazar Trifunovic was for
his generation a critic with a very distinguished
personal opinion, who without any doubt repre-
sented a particular thesis grounded in art practices
of his time, today a totally different social and
political context has generated a very different

art condition which is reflected upon as a differ-
ent aesthetic position. A position which must be
judged according to the tastes of a new genera-
tion of critics. It is known that every generation
examines over and over again the question of what
is relevant for the visual arts and the critical com-
mentary necessitated as its response. Provoked

by the new communication code, internet culture
and fast, instant information and suspicious values
of the branded spectacle, artists and their critics
have adjusted themselves to reflect those mutated
conditions resulting in new forms of art produc-
tion which are responses to the new paradoxes
and superficialities of the contemporary cultural
landscaped. Following that logic their quest has
switched from that of “finding final solutions
towards the stimulation of a dialogue and under-
standing of this radically new time”

Maja Ciric, the laureate for the year 2007, belongs
to this new generation of critics and curators. She
has confirmed herself as an independent curator
who realizes her practice as an interdisciplinary
articulation of situations, events and personalities

producing in the process an open dialogue with
similar ideas and practical processes occurring on
the international scene. Her critical choice of the
project entitled “Acceptable Differences: Pluri-
potentiality and Painting” presents the Ameri-
can artist Warren Neidich(1962) is the result.

His projects realized in USA, Europe and Asia,
examine a diverse fields of knowledge such as the
relationship of conceptual art to painting, inter-
institutional cooperation, perceptual education of
an audience and finally how different contexts are
the end result of the changing social, political, psy-
chological and ideological conditions that define
it. His contemporary practice experiments with
samples from art history, historical self-portrait
paintings, and their changing reinterpretation
and theoretical reflection.

In that manner the classical museum paintings
Self-Portrait by William Hogart and Vasa Pomori-
sac’s the Self-portrait of the Artist with a Palette
served as models for Warren Neidich’s artistic ex-
periment the Education of the Eye. Our historical
legacy as it is folded into contemporary experience
provides in this case an opportunity expose dif-
ferences in perception of color realized through a
conceptual task performed in Berlin and Belgrade.
Each individual of each group fulfills the task of
filling in a grid of squares with acrylic paints ac-
cording to their own specific appreciation of color
confirming in the end differences in perception.
Extending his research to Asia, Warren Neidich
examines realities, situations, and laboring pro-
cesses organized around the production of copies
of famous museum paintings in the Chinese city
of Dafen. Finally his research continues with the
work Rainbow Brushes, exhibited at the Belgrade
show as well. Inspired by his fascination with the
odd colors of rainbows in historical landscape
painting which do not reflect what we know to be
the visible spectrum discerned by science Neidich

proposes and alternative hypothesis as to the why
of the varied artistic responses to the representa-
tion of the colored bow. He sees perception itself
as an outcome of the cultural conditions inside
which the artist operates upon his or her mind.



