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Nada Prqa svojata umetni~ka aktivnost ja zapo~na na krajot na 90-te godini na

minatiot vek so nekolku samostojni prezentirawa vo Skopje. Edna od tie prezentacii 

be{e i izlo`bata Odewe po ladna voda spored Dr. Knaip (Dr. Kneippe) postavena vo

Zavodot za fizikalna medicina i rehabilitacija vo Skopje, 1997. Izlo`bata 

funkcionira{e kako inscenacija na terapevskiot metod na le~ewe na Dr. Knaip,

bavarski sve{tenik i naroden lekar od 19. vek: vo golemi betonski kadi ispolneti

 so voda plutaa `enski no{nici na koi vo predelot na gradite bea otpe~ateni 

crte`i so ~etiri metodi na le~ewe so voda spored prira~nikot na dr. Knaip, 

dodeka vo edna ogromna metalna kada be{e postavena no{nica na koja, namesto 

crte`, trepere{e video slika na koja se povtoruvaa, so nekakov seni{en prizvuk, 

sekvenci od realniot prostor na Zavodot. 

[to be{e fascinantno kaj ova instalacija? Tokmu spojot me|u fragilnosta, 

ranlivosta na pretstavata na teloto (senzualnosta, tagata, stravot, bolkata, 

melanholijata ozna~eni/vpi{ani so belinata na no{ncite) so neverojatnata, 

zastra{uva~ka prisutnost na realnosta na samiot prostor, so negovata vnatre{na

organizacija i arhitektura. Ovoj spoj vizuelno be{e potenciran so preminot 

od realniot kon virtuelniot prostor: topografijata na  prostorot (celiot od 

agli, nagibi, zbieni transverzali), preku video snimka, se proektira{e vrz 

predelot na “teloto“, ozna~uvaj}i ja taka ne samo negovata nadvore{nost tuku i 

vnatre{nost. Strukturalno, tuka e biten preminot kon vnatre{nosta, kon ona 

{to bi mo`elo da se ozna~i kako ~ista subjektivizacija: subjektot kako efekt 

na realnosta, odnosno efektot na realnosta kako vnatre{na mapa na procesot 

na subjektivizacija i identifikacija. Ottamu, paradoksalno, onamu kade {to 

o~ekuvame da se pojavi polnotija, zgusnatost, nekakva cvrsta vnatre{na potpora, 
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se otvori praznina, rascep, linija na eksteriorizacija,  vnatre{na distanca 

koja ne mo`e da se nadmine: zatoa ranata nikoga{ ne mo`e da zarasne, a bolkata 

ne mo`e da is~ezne.     

 

Logikata na “rascepot“ ja nao|ame i vo Globalwood, proekt koj{to Nada Prqa go 

realizira{e vo Mala stanica - Nacionalnata galerija na Makedonija vo 2007, 

re~isi posle deset godini otsustvo od likovnata scena na Makedonija. Ako vo 

Odewe po ladna voda spored Dr. Knaip ovaa logika mo`e da se raspoznae kako 

pozadinski efekt na umetni~kata strategija da se tematizira pozicijata na 

postmoderniot subjekt (decentriranost, razedinetost, pasiviziranost), vo 

proektot Globalwood taa se konceptualizira so cel da se tematizira pozicijata 

na postjugoslovenskite, postsocijalisti~kite zemji od Balkanot i toa preku 

negativnite kulturni fenomeni koi go odbele`uvaat t.n. tranzicionen period,

preminot od realniot socializam kon demokratskiot liberalizam. Makedonija, 

koja posle krahot na socijalisti~kata (komunisti~ka) ideologija, opsesivno 

se naso~i kon konzumirawe na zapadnata  “ideologija“, kapitalot (no na eden

izrazito predmodernisti~ki na~in), ve}e dve decenii e zaglavena vo rascepot

me|u dve opcii, me|u Evropa kako posakuvano mesto i Evropa kako nevozmo`no 

mesto. Vo taa strukturalna  neramnote`a, vo toj rascep koj odvnatre go destabilizira

i potresuva op{testvoto, se naselija najrazli~ni prividenija, seni{ta, “temni

objekti na `elbata“: turbofolkot, ma~o i {ou biznis ikoni, monumentalni 

spomeni~ki i urbani “intervencii“ koi kako seni{ta go opsednuvaat javniot prostor,

mitski naracii, ubistveni nacionalni identifikacii.  Globalwood provokativno

i kriti~ki se postavuva kon ovie kulturni i op{testveni fenomeni koi kako 

specifi~ni, endemski sostojbi dopolnitelno gi hranat i taka negativnite 

pretstavi {to Zapad gi ima za balkanskite prostori. Naglasenite vizuelni i 

diskurzivni kontrasti na koi se bazira{e artikulacijata na celiot proekt 

(lokalno/globalno, niska/visoka kultura) na prv pogled se ~inat samo kako 

ironi~no potencirawe na ona {to i taka e premnogu o~igledno, premnogu vidlivo

(kako ogromniot krst na Vodno, koj no}e, osvetlen, poprima seni{ni dimenzii, 

na koj Nada Prqa mu gi sprotivstavi sopstvenite inicijali, osvetleni i postaveni

na pokrivot na galeriskiot prostor, ili natprevarot na turbo folk yvezdi 

nasproti `iri komisijata sostaveno od poznati istori~ari na umetnosta i 

teoreti~ari): no, kriti~kiot potencijal vsu{nost be{e upaten ne tolku kon 

vidlivite, tuku kon onie nevidlivi mesta na koi se odviva “virtuelnata“ igra 

na kapitalot i mo}ta, na skrienite op{testveni mehanizmi koi vsu{nost i go 

ovozmo`uvaat/ pottiknuvaat celiot toj proces na turbo metastazi. Zo{to, site 

ovie poremetuvawa koi kako fantazmatski izrastoci se mno`at i {irat na/

vo kolektivnoto telo, oslabuvaj}i ja taka energijata za bilo kakva poseriozna
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promena vo sistemot na vrednosti, ne se fenomeni koi se odvivaat nadvor od

op{testvenata, politi~kata stvarnost, tuku tie se politi~ki instrument so 

koj{to op{testvoto (uspe{no ili neuspe{no) ja izveduva svojata realnost.  

No, tuka ne se raboti za realnosta na sekojdnevniot `ivot kako op{testvena 

stvarnost na lu|eto vklu~eni vo procesot na proizvodstvo i konzumirawe na 

kulturnite proizvodi, tuku za realnosta kako ne{to Realno (za koe{to zboruva 

Lakan pravej}i razlika me|u realnosta i Realnoto), kako apstraktna, seni{na 

logika na mo}ta i kapitalot koi{to odlu~uvaat za toa {to }e se slu~uva vo 

op{testvenata i kulturnata stvarnost.  

 

Vo intervjuto napraveno po povod ovoj proekt, zapra{ana dali nejzinata percepcija

na Makedonija e percepcija od distanca - od nadvor (Prqa od 1999 `ivee vo 

London), taa }e odgovori: “Toa {to ne sum postojano vo edna sredina gi izostri 

moite setila. Me|utoa ostrinata na setilata e dvostrana i va`i i za Anglija

i za Makedonija/Balkanot. Se raboti za neobi~na forma na postoewe. Sekoj den 

imam poriv ‘da si zaminam doma‘, no kade e ‘doma‘ sega?...“  

1

“Kade e doma sega?“  Pra{awe koe Nada Prqa indirektno go postavuva vo proektot

Da ostanam ili da si odam, realiziran vo Muzejot na sovremenata umetnost 

vo Skopje, 2008. Da ostanam ili da si odam, naslov pozajmen od edna pesna na grupata

the Clash (od nivniot album Combat Rock, 1982), vo kontekstot na izlo`bata ne 

se postavuva kako pra{awe koe podrazbira Drug kako mesto na odluka, ili mesto 

od koe se o~ekuva (pozitivna ili negativna) reakcija koja bi ja pottiknala 

odlukata i bi ja razre{ila dilemata - dali da se ostane ili da se bega. 

Pra{aweto ovde go postavuva subjekt koj e sam so sebe, koj od sebe si postavuva 

pra{awe, od sebe si za samiot sebe: dali, i pokraj mizerijata na koja{to e 

izlo`en vo sopstvenata zemja, da ostane vo nea, ili da pobegne daleku, tamu na 

Zapad, tamu kade “`ivotot se `ivee“. 

Ova pra{awe Nada Prqa go tematizira preku egzistencijalniot status na 

makedonskite rabotnici (vo slu~ajov rabotnicite od fabrikite na tekstilnata 

industrija koi se vklu~eni vo proizvodstvoto na obleka  za zapadnite kompanii 

kako {to se Hugo Boss, Mango i dr.) koi vo “ovoj proces se bukvalno eksploatirani 

vo sredina vo koja mnogu od ~ove~kite i rabotni~kite prava se naru{eni (dolgi 

rabotni ~asovi, poniski plati, itn). Mnogu od rabotnicite smetaat deka 

nema nade` vo toj na~in na `ivot...ova ~uvstvo na o~aj se re{ava so toa {to 

izbiraat da emigriraat (~esto nelegalno) vo potraga po podobri uslovi i 

podobra idnina“.   

2
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No tokmu tuka nastanuvaat vistinskite problemi. Avanturata nare~ena podobar 

`ivot ~estopati zavr{uva vo nekoe “prifatili{te za ‘multikulturalniot‘ 

otpad na istorijata... Gor~livoto iskustvo go pretpostavuva u`asot na 

vra}aweto onamu od kade bile prisileni da pobegnat. Zapad vo nivnite o~i 

se pretstavuva kako totalna izmama, laga i predmet na otvorena omraza“.   

3

No duri i da uspeat da emigriraat tie nikoga{ nema da uspeat da se integriraat 

vo Noviot Svet, da stanat negovi ramnopravni gra|ani: tamu tie sekoga{ }e

bidat stranci. A strancite, kako {to veli @i`ek, “strancite mo`at da 

izgledaat i rabotat kako nas, no postoi ona nedofatlivo je ne sais quoi, ne{to 

vo niv ‘{to e pove}e od niv samite’, poradi {to tie ne se vo potpolnost lu|e“.   

4

Toa “{to e pove}e od niv samite“ toa e ona {to iritira, ona {to treba da se 

izbri{e, da se uni{ti, da se protera.  

Preku problematiziraweto na statusot na makedonskite rabotnici (koi vo 

na{eto op{testvo funkcioniraat kako nekakov “inerten ostatok“ koj treba da 

se potisne, da se stavi vo zagrada) Prqa, vsu{nost kriti~ki se postavuva kon 

onaa stereotipna pretstava za Nova Evropa kako mesto na sloboda, pravednost,

ekonomski prosperitet, mesto kon koe e proektirana `elbata za podobra idnina

na site onie koi ne se del od nejzinite granici. Za da ja razvie svojata ideja, 

koristej}i pove}e umetni~ki postapki i kombinacija na razli~ni disciplini 

i sredstva na izrazuvawe (instalacija, video, performans), taa sozdade edna

kompleksna postavka vo koja bea vklu~eni: instalacija na ma{ini za {iewe 

kako redy made postapka na oblikuvawe na realna situacija, fabri~ki ambient

dislociran vo Muzejot; nastan vo `ivo vo koj Prqa zaedno so grupa vraboteni vo

konfekcijata Makxins u~estvuva{e vo izrabotka na maici: rabotnicite gi {ieja,

a taa gi dizajnira{e, slikaj}i razli~ni frazi koi cirkuliraat vo zapadnite

zemji, a koi se odnesuvaat na strancite:  Send ‘em Back, Legal Alien, Bloody Foreigner 

i sl.; instalacija nare~ena Red za ~ekawe so koja se referira{e na aerodromski 

ambient vo koj crnite lenti se postaveni za da go naso~at dvi`eweto na patnicite

kon onie punktovi kade se vr{i nivna proverka, kako tehnika na “merewe na 

`ivotot“, a koi se sproveduvaat na site onie gra|ani koi poteknuvaat od drugata 

strana na “{engenskiot yid“, {to avtomatski gi obele`uva kako somnitelni, 

kako onie koi treba detalno da se proverat i kontroliraat, doveduvaj}i ja na

toj na~in vo pra{awe privatnosta na nivnite tela - postapka {to Agamben 

(Giorgio Agamben) ja narekuva biopoliti~ko tetovirawe. Na krajot, proekcii 

na tri videa vo koi se problematizira pozicijata na stranecot: Pravata, 

serija na video snimki na koi deca, koi poteknuvaat od zemjite na Nova Evropa,

a `iveat vo Zapadna Evropa, so te{kotija ja ~itaat Evropskata konvencija za

za{tita na ~ovekovite prava i osnovni slobodi; Zapad, video koe na metafori~en
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na~in referira na bri{eweto na cel eden svet poznat kako Isto~na Evropa;

potoa videoto Naka patat! kako referenca na estetiziranoto nasilstvo od filmot

na Kjubrik Pekolen portokal, vsu{nost go tematizira realnoto nasilstvo i 

instalacijata Lekcija po umetnost za nepostoe~kite deca, serija na fotografii

i crte`i so koe se referira na nevidlivosta na egzilantite. 

So site ovie postapki primeneti vo proektot, Nada Prqa kriti~ki reagira na 

op{testvenata stvarnost, na lokalno i globalno nivo, pri {to svesno go potkopuva

tradicionalniot poim na umetni~ka reprezentacija. Zanemaruvaj}i go koeficientot

na umetni~ka vidlivost (ona {to sme naviknati da go gledame kako umetnost), 

ovde “umetnosta“ se zdobiva so edna poinakva energija, naso~ena ne kon svetot 

na umetnosta, tuku kon svetot na realnosta: ne da se sozdade umetni~ki predmet 

koj  kako “umetnost“ }e bide smesten vo nekakvo neutralno, izdvoeno podra~je 

(Muzej), tuku kako li~en, tvore~ki stav, kako umetni~ka strategija vizueleniot 

potencijal  da se iskoristi kako kritika, otpor, nesoglasuvawe. 

Razmisluvaj}i za umetnosta vo terminate na nejzinite specifi~ni kompetencii 

(sredstva), a ne vo terminite na nejzinite specifi~ni celi (umetni~ki dela), 

Prqa insistira na transgresivnite aspekti na umetni~kiot ~in, na negovata 

efikasnost i delotvornost, so cel “da se zgolemi svesta na javnosta deka ovaa sostojba

mo`e permanentno da se odrazi na na~inot na koj idninata }e bide sozdadena“.   

5

Ilustracija / Illustration 

1 Odewe po ladna voda spored Dr. Knaip; Nada Prqa, 1997. 

Instalacija, Zavod za fizi~ka rehabilitacija, Skopje, Makedonija

1 Walking on Cold Water According to Dr. Kneipp; Nada Prlja, 1997.

Installation, Institute of Physical Rehabilitation, Skopje, Macedonia

1 Intervju so Nada Prqa na Mikele Robeki; Nada Prqa, Globalwood, Skopje: 

Nacionalna galerijana na Makedonija, 2007 (od katalogot na izlozbata)

2 Od opisot na proektot Da ostanam ili da si odam,  Nada Prqa

3 Zatocenici globalne paranoje; Zarko Paic; Art-e-Fact: Strategije otpora

(internet spisanie za  sovremena umetnost i kultura), br. 1

4 Ispitivawe Realnog; Slovoj @i`ek; Novi Sad: Akademska kwiga, 2008, str. 313

5 Od opisot na proektot Da ostanam ili da si odam; Nada Prqa



8

NADA PRLJA

BOOK 2 

NADA PRQA

KNIGA 2

Untitled-3   1 05.02.2009   14:22:27 Liljana Nedelkovska

Preface

Skopje, October 2008

Curator at NI Museum of Contemorary Art, Skopje



9

Nada Prlja started her artistic activity at the end of  the 1990’s with a series of solo 

exhibitions in Skopje. Amongst these was the exhibition entitled Walking on Cold Water 

According to Dr. Kneipp, installed within the Institute of Physical Rehabilitation in

Skopje, in 1997. This installation/exhibition functioned as a reenactment of the 

therapeutic healing methods developed by Dr. Kneipp, an 18th century Bavarian 

priest and practitioner of alternative medicine (hydrotherapy). In one of the

institute’s spaces, a series of female nightgowns were positioned (apparently floating) 

in large, water-filled concrete basins; the white nightgowns were imprinted, in the

area of the chest/heart, with drawings of Dr.Kneipp’s healing methods. In an adjacent

space, floating above a vast metallic tub for water treatment, another nightgown was 

installed onto which, instead of an imprinted drawing, the flickering image of a 

video was projected. The video consisted of a series of repetitive, dreamlike 

sequences of images of the real spaces of the institute itself.

What was so very fascinating about this particular exhibition was precisely the 

combination between the fragility and vulnerability of the represented body (the 

sensuality, sadness, fear, pain, and melancholy imprinted on the whiteness of the 

gowns) with the incredible and somewhat daunting presence of the real space itself, with 

its inner layout and architecture. This combination is visually highlighted by the transition 

from the real towards the virtual space as the topography of the space (with its angles, 

curves and condensed diagonals) was projected, through a video beam, onto the 

region of the ‘body’, marking thereby not only its exteriority but also its interiority. 

What is crucial here is the transition towards interiority, towards that which could be 

described as pure subjectivisation: the subject as the impression of reality, or rather, 

the impression of reality as an inner map of the process of subjectivisation and identifi-

cation. And there - where one would expect to find a sense of fulfillment and density, a

firm inner support - instead, paradoxically, a void or rift appears, a line of externalization.

An inner distance, which cannot be surpassed. This is why the wound can never heal, 

and the pain cannot disappear.

We also find the logic of the ‘rift’ in Globalwood, the project that Nada Prlja realised 

at Mala Stanica, the Macedonian National Gallery, in 2007, after a ten-year period of 

absence from the Macedonian art scene. In Walking on Cold Water According to Dr. 

Kneipp, this logic can be seen as the conceptual background of the artistic strategy in 

order to review the position of the postmodern subject (characterized by decentralisation, 

dislocation and passivity). In Globalwood, however, the notion of the rift is conceptualized

with the intention of reviewing the post-Yugoslav, post-socialist countries in the 

Balkans, by reflecting on the negative cultural phenomena, which characterise the 
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so-called period of transition – the transition from the realism of socialism towards a 

democratic liberalism. Macedonia, after the fall of the socialist (communist) ideology, 

reoriented itself towards an almost obsessive consumption of the western ‘ideology’ - 

capital, albeit in an explicitly pre-modern manner. For already two decades, Mace-

donia has been caught in the rift between these two options – between Europe as a 

desired place and Europe as an unreachable place.

Within this structural imbalance, in this rift that destabilizes and unsettles society from 

within, a variety of apparitions and phantoms, or ‘dark objects of desire’, have moved in. 

These ‘dark objects of desire’ are: the turbofolk phenomenon, various macho and

show-business icons, monumental statues and various ‘superficial urban interventions’ 

which, rather ghostlike, occupy the public space of the city - mythical narratives and 

monstrous nationalist identifications. Globalwood takes a critical and provocative 

position in relation to these socio-cultural phenomena, which, like specific endemic 

conditions, add to the already negative perception of the Balkans harboured by the 

West. The intentionally emphasized visual and discursive contrasts - themes on which 

the articulation of the entire project was based (such as local/global, low culture/

high culture) - seem, at first glance, to be merely ironic accentuations of the already too 

obvious and visible. An example of this is Prlja’s response to the huge neon cross on 

the summit of Mount Vodno which lit up, at night, assumes a ghostly dimension. Nada 

Prlja challenged this monumental cross with a ‘counter’ public art work – a large neon 

sign comprising her own initials, positioned on the highest point of the gallery’s roof. 

Another work that illustrates the same approach is Prlja’s competition-performance 

between aspiring stars of the turbo-folk musical genre against a jury comprising of 

well-known art historians and theoreticians. 

The critical potential of the work was directed not so much towards the visible, than 

at the less visible elements where the ‘virtual’ game of capital and power is played out, 

and towards those hidden mechanisms in society which, in reality, allow and stimulate 

that very process of ‘turbo metastasis’. All of these displacements which, like phantas-

magorical growths, multiply and spread themselves onto/within the collective body, 

weaken thereby the possibility for more meaningful changes to occur in the value 

system; these are not phenomena that evolve outside of the sociopolitical reality, but 

instead are political means through which society executes its reality. However, this is 

not about the reality of everyday life (as the reality of society and people involved in 

the process of production and consumption of cultural products). Instead, it is about 

reality as something Real (of which Lacan speaks when making a distinction between 

reality and the Real), as the abstract, ghostly logic of power and capital, which defines 

the sociocultural actuality.  
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In an interview that was held in relation to this project, Nada Prlja was asked whether 

or not her perception of Macedonia is a perception from a distance, from afar (Prlja 

has been living in London since 1999). Her response was as follows: ‘the fact that I am 

never in one single environment, sharpens my senses. However, the sharpness of the senses 

is two-sided and is relevant for both England and Macedonia / the Balkans. It is 

about a rather unusual form of existence. Every day I have a yearning ‘to go home’, 

but where is ‘home’ now?’   

1

‘Where is ‘home’ now?’ This is a question which Nada Prlja indirectly poses in her project 

Should I Stay or Should I Go?, realised at the Museum of Contemporary Art in Skopje 

in 2008. The question of the exhibition title Should I Stay or Should I Go? (borrowed 

from the title of a song by The Clash, from their 1982 album Combat Rock), is not being 

asked, in the context of the exhibition, as a question which encompasses someone else 

as a decision maker, someone else from whom one seeks a preconceived reaction that 

could provoke a decision, an answer that would solve the dilemma – whether to stay or 

to leave. The question here is being asked by a subject who is alone with himself, who

asks the same question of himself, of himself for himself: whether or not, despite the misery 

to which the subject is exposed in his own country, should stay there, or alternatively to 

escape far away, there in the West, there where ‘life is for living’.

Nada Prlja conceptualizes this question through the existential status of the Macedonian

worker – in this case, the employees of factories from the textile industry, who are 

involved in the production of clothing items for western companies such as Hugo Boss, 

Mango, etc. As Nada Prlja says: “In that process, these workers are literally exploited in 

an environment in which many of the human rights and workers’ rights are not being 

respected (long working hours, lower wages, etc). Many of these workers believe that 

there is no hope for a better life under such conditions - a feeling of despair that is often 

resolved through their decision to emigrate (often illegally) in search for better conditions 

and a better future.”  

2 

 But that is exactly where the real problems start. The search for a 

better life often ends in some sort of institutionalised shelter for the “multicultural 

refuse of history…This bitter experience is accepted in order to avoid the assumed dread 

of returning to the place from which they have been forced to flee. In their eyes, the West is 

portrayed as a lie, a total deception, and becomes the subject of open hatred”.  

3 

 However, 

even if they were to succeed in emigrating, the workers will never succeed in becoming

integrated within the New World, to become equal citizens; there, they will always 

remain foreigners. And, as Slavoj Zizek says, “foreigners can look like us and work just 

like us, but there is that certain unreachable ‘je ne sais quoi’, that something in them 

‘that is more than themselves’, and because of which they are not ‘entirely human’.  

4 
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That which is ’more than themselves’ is what irritates, that which needs to be erased 

and destroyed, to be expelled. Through reviewing and articulating the status of the 

Macedonian workers (which in our society acts as a kind of ‘remnant by inertia’ 

that needs to be suppressed and put into brackets), Nada Prlja is, in reality, 

taking a critical position in relation to the stereotypical view of New Europe as a 

place of freedom, justice and economic prosperity, a place onto which is projected the 

desire of a better future by all those who are not yet within its borders.

In order to develop and communicate her idea, the artist uses several artistic

processes and combinations in various disciplines and means of expression (installation,

video, performance), creating thereby a complex exhibition, which includes the 

following elements/works: 

An installation of sewing machines as a ready made approach to the recreation of a 

real situation: a factory ambience, dislocated and  recreated within the museum space. 

A live art event (performance) in which Prlja, together with a group of factory workers 

(employed in the textile company MakJeans) took part in the manufacture/production

of a series of T-shirts. The workers produced the shirts while the artist designed them, 

writing/painting onto them various phrases and slogans regarding foreigners, that 

appear in the press and legal documents in western countries, such as: Send ‘em Back, 

Legal Alien, Bloody Foreigner, etc.

Another installation, Queue, refers to the typical airport environment in which black 

ribbon barriers are positioned in a manner to direct the movement of travellers towards 

the control points (where they are thoroughly searched as a way of ‘measuring of life’, 

controls which are made on all those citizens coming from the other side of the 

‘Shengen wall’). This procedure automatically marks those citizens as suspicious, as 

those who need to be thoroughly checked and undergo a detailed search - in a manner 

which brings in question the privacy of their bodies; a procedure which Giorgio Agamben

terms as biopolitical tattooing.

The exhibition features three video projections that in different ways articulate and 

review the position of foreigners and their reality: Rights is a series of videos in which 

children, originating from the countries of New Europe but now living in Western 

Europe, read out aloud, with difficulty, the European Convention for the Protection of 

Human Rights and Freedoms; West is a video that, metaphorically speaking, refers 

to the erasure of a whole world known as Eastern Europe; and Give ‘em Hell!, 
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a video that, in referring to the aestheticised violence from Stanley Kubrick’s film 

A Clockwork Orange, reviews the reality of violence in contemporary society. 

Finally, the installation piece Art lessons for Invisible Children is a series of photographs

and drawings that refers to the subject of the invisibility of illegal immigrants.

With all of these works and approaches that comprise the project in the Museum of 

Contemporary Art, Nada Prlja reacts critically to the realities of contemporary society, 

on both a local and a global level, with which she consciously undermines the traditional

notion of artistic representation. Neglecting the coefficient of artistic visibility (that 

which we have become used to seeing/interpreting as art), here the ‘art’ is created with 

a somewhat different energy that is directed not towards the art world but towards 

the world of reality. The intention is not to make art objects to be positioned as ‘art’ in 

some neutral separated territory (the Museum), but to express a personal standpoint as 

an artistic strategy whose visual potential is intended to be used as a critique, a position 

of resistance, disagreement. 

Thinking about art in terms of its specific competence (means) and not in terms of its 

specific goals (art works), Nada Prlja insists on the transgressive aspects of the artistic 

act, on its efficiency and impact, with the aim of ‘raising the general public’s awareness 

about the fact that the aforementioned condition could have a permanent influence/effect 

on the manner in which the future is shaped’. 

5

1 Interview with Nada Prlja by Michelle Robecchi, Nada Prlja, Globalwood, Skopje: 

National Gallery of Macedonija, 2007 (text from the exhibition catalogue)

2 Project description; Should I Stay or Should I Go, Nada Prlja

3 Prisoners of a Global Paranoia; Zarko Paic, Art-e-Fact: Strategies of Resistance

(Internet magazine for contemporary art and culture), no.1

4 Interrogating the Real; Slavoj Zizek, Publisher: Novi Sad: Akademska knjiga, 2008, pp. 313

5 Project description; Should I Stay or Should I Go, Nada Prlja
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Lillian Fellmann

Conversation with Nada Prlja

Zurich, August & Skopje, September, 2008

Artistic Director of Kunsthalle Luzern, Switzerland
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I am interested in the distinction between political/critical art vs art as propaganda, 

illustration or activism. 

The questions that I would like to look into in the context of Nada Prlja’s exhibition 

at the Museum of Contemporary Art in Skopje Should I Stay or Should I Go? are the 

following: Can political art convey complex content or does it just make it visible? Is 

there a way to raise public awareness that goes beyond the mere expression of pain or 

pleasure; to say this is good, this is bad; to go beyond the dualistic place of artistic propaganda?

Nada Prlja reacted with partly productive discomfort, partly a feeling of wrongful 

stigmatization to my questions. I read this as the natural consequence of an 

independent and honest exchange between a curator/theorist from the West (who 

during the production of this text left Zurich for London, and London for Iceland 

and Rome and is now, for the first time, in Skopje and Pristina) and an artist from 

Macedonia (who is likewise travelling a lot and has spent her last ten years of artistic 

production and contestation in London). This overlap of shifted geographies and 

constantly changing points of reference added, from the beginning of our dialogue, 

a delicate layer of trust to this communication, which has spanned over four months. 

We both felt the common ground of a search / research for answers. 

The most important question that foregoes this exchange and led to my gladly 

agreeing to write this piece, is the following: how can artistic practice from a place 

of parallel or interrupted history, like Macedonia, historicize its artistic tradition 

outside the codes of the dominant history? What kind of new relationships can be 

formed today, between art, history and politics? And finally, what are the new forms 

of interdependence between center and periphery? 

Since Nada Prlja has left her home country over a decade ago - this solo exhibition 

marks her rare returns to it as an artist - I feel that her perspective is most productive 

in relation to my own inquiry, and I am grateful that she let me learn so much about 

her personal and artistic moments of self-criticalism for this show. I understand 

that it is a very fragile position from which she talks. It  is a position that must try 

to get a handle on something that one has deliberately replaced (or moved to the 

back of ones life, in order to find a different access to the world) – with the notion 

of nostalgia, frustration, or perhaps even guilt? Following this logic, this text doesn’t 

intend to become a smooth ride or provide a comprehensive narrative. 
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On the contrary, it’s rough and not ready to be at service, as it’s content is trying to 

enable to come to the surface certain physical, cultural and practice-bound fissures, which it 

is also hoping to bridge. Nada Prlja’s work is timely, attractive and strong-minded. 

The exhibition at the Museum of Contemporary Art in Skopje concerns itself with the 

so-called phase of transition in Macedonia from a Communist political culture to a 

Western-liberal democracy. As the artist states, this transitional phase becomes, as a 

matter of fact, a social state, as well as a state of mind. There is no confusion in terms 

of the means Nada Prlja uses, or what she needs to express. There is audacity. I might 

even have detected a fine layer of severe humour, but what I miss is the capacity for 

intrusion, even infringement on the viewer’s side. Looking at Nada Prlja’s work, 

I often feel erased and left out; it evokes in me the feeling that I am not needed as an 

audience-critic but as a consentor. I would like to put this sensation under scrutiny. 

Why do I feel left out? Why do I feel a claustrophobic notion?

Nada Prlja explained in an email to me, before answering the questions, that my 

description of  being ‘needed not as an audience-critic but as a consentor ‘ is a deep 

concern of hers. With regard to the exhibition at the Contemporary Art Museum in 

Skopje she says: ‘...As far as I can see, I have intentionally tried to make viewers 

feel claustrophobic, to make them feel restrained; I imposed the fact that there is 

no solution or easy way out of a certain situation. I used this methodology in order to 

recreate certain feelings – for example, to recreate the sensation of how you feel if you 

are waiting in queue at a country’s border and you are not sure whether or not you will 

be allowed to enter the country. Your concern about my erasure of the viewer/audience 

has provoked in me a serious dilemma about my work and about critical practices 

in general. Therefore your position makes it difficult for me to answer your questions, 

as it appears to me that we stand on different sides of the street - of when a certain 

project is conceived and subsequently delivered. In my first attempts to reply to your 

questions, I therefore tried (unconsciously) to defend my methodology and ways of 

creating, which in my view is wrong, as I could argue that there is nothing to defend.

Working as a socially and politically engaged artist, I am obliged to take a position -    

a clear position about the subject matter. As this project describes the position of migrant 

workers, I would not jeopardise their position, or my deep and serious concerns about 

them in order to favour or influence the position that the viewer should have within this 

project. I therefore demand consent from the viewers; indeed, he/she is ‘directed’ by the 

barriers through which he/she is walking; there is only one entrance and only one way 

out, so one could not stop in the middle and go back, you have to walk through it all. I 

am creating a situation of claustrophobia for the viewers in order to provoke them into 

identifying with and acting in favour of the workers...’ See illustration 1.
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1

The French philosopher Jean-Jacques Rancière, in a talk he gave in Zurich in 2007, 

introduced the term ‘negotiation’ as a specific quality that contemporary critical/

political art seems to lack in comparison with political art from the ‘60s – Martha 

Rosler’s piece Bringing the War Home had it, Wang Du’s piece did not. The first is a 

photomontage that places advertising images, expressing the happiness of American 

domestic life, together with  images of the Vietnam War; the latter shows the Clinton 

couple represented as wax figures, together with a plastification of Courbet’s Origine 

du Monde representing a huge vagina. In order to make this term ‘negotiation’ 

fruitful for this discussion, I first have to lay out Rancière’s idea of the two politics of 

aesthetics that constitute political/critical art and allow for this specific arbitration 

that lies at the heart of something that he states has disappeared from the critical/

political artistic stage – dissensus.   

  

Jacques Rancière calls a critical/political art one of a ‘third way’. It is a kind of 

specific negotiation, not between art and politics, but between two constitutive 

politics of aesthetics. 
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To start with, any art has two equalities: its separateness from the reality around it (art 

as a separate sphere and field of experience) and the suppression of this separateness 

(art as life), and it is precisely this original paradox that deems art political per se. That 

paradoxical linkage of two opposite equalities could make and did historically make 

for two main forms of politics (of aesthetics). And it is political/critical art’s quality to 

allow these two to be in conflict with each other in a complex manner.

The first politics of aesthetics aims at connecting the two qualities. The separateness 

of aesthetic equality and freedom has to be achieved by its self-suppression. It has to 

be achieved in an unseparate form of common life when art and politics, work and 

leisure, public and private life are the same. It animated the Gothic dreams of Arts 

and Crafts in the 19

th

 Century England as well as the technological achievements of 

the Werkbund or the Bauhaus in 20

th

 century Germany, the Mallarmean dream of 

poetry ‘preparing the festival of the future’ as well as the concrete participation of the 

Suprematists, Futurist and Constructivist artists of the Soviet Revolution. In all these 

cases, politics and art must achieve their self-suppression to the benefit of a new form 

of unseparate life, Rancière states - so as not to be pure art, nor pure politics.

The second form disconnects the two equalities. It disconnects the free and equal 

space of aesthetic experience from the infinite field of correspondence of art and 

life. The self-suppression of art to become life (by reaching beyond, reacting against 

the separate sphere of an institution that defines an object as art) is opposed by 

this politics, which is about resistance, or a resistant form; art as non-functional, 

as Adorno echoes the Schillerian goddess who is idle and therefore bears promise 

for all kinds of defiance. Also, this kind of work is dissensual and indifferent to 

any program of social transformation or any participation in the embellishment of 

prosaic life. (Political avant-gardism and artistic avant-gardism would fit together 

because of their lack of connection.) This separateness is not the refuge of pure 

beauty. On the contrary, it is the place where the very relationship of separateness 

and unseparateness clash, where they are reconciled and are at the same time 

irreconcilable. It is not about collapse of high art and low art, but the preserving of 

a heterogeneity of two sensory worlds. The paradigm collapses only if the boundary 

separating the two paradigms, collapses. Rancière’s example: When Rauschenberg 

put together a copy of Velazquez and a set of car keys on the same canvas, he still 

expressed his dedication to the treasuring of high art. The paradigm did not collapse, 

and the irreconcilable is just that - irreconcilable. 

How can this be applied to art and the perception of art? Under the clear-cut 

opposition of pure art and engaged art, we have to recognize the origin and enduring 
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tension of those two politics of aesthetics. It is these two aesthetics that allow us 

to identify art as such in the very forms of visibility and intelligibility, so Rancière. 

In other words: the quality of art that wants to stretch beyond the artistic separate 

sphere and the quality of art that wants to resist what is and wants to converge what 

is not in the real world, must both be at play, and interplay. These qualities must be 

at stake and be self-suppressed in order for us to fully conceive of something as art by 

means of our sensual as well as our informed minds and world knowledge. Critical/

political art mustn’t be a resolved statement, is that what we learn here?  

It must borrow from the zones of indistinction of art and life and it must borrow 

from the separateness of art works, the sensory foreigness that enhances political 

energies. Political art must be a collage of these opposites – art as a separate zone 

and art as life, and the suppression of both. It has to blend alternative aesthetics of 

politics, find new ways of experience of art that are neither this nor that. The main 

procedure of political art consists in setting out the encounter and possibly the clash 

of heterogeneous elements. The clash of the heterogeneous elements is supposed to 

bring about or disclose a break in our perception. 

I am inviting Nada Prlja to join me on a reverential journey lingering with some of 

them. This conversation by no means aims to be a theoretical analysis of her work, 

but is best read as an exchange of thoughts linked to the question what political/

critical art today can be, and how the artist herself encounters some of the above 

mentioned qualms and queries it entails as a practice: how can critical/political art 

be displayed in an intercultural context?

LF Question 1: The main piece The Workers’ Production Line takes up the prominent, 

central gallery part of the museum displaying a group of workers at work on industrial 

sewing machines. These women and men are producing T-Shirts. Dressed as 

a worker yourself, you stand at the end of the ‘production line’ during the live event 

and paint slogans onto the T-Shirts, saying: Illegal Alien, Send ‘em Back, Give ‘em Hell, 

Alien Mother, Bloody Foreigners, etc. One can read, in your exhibition, that you want 

to alert the public’s awareness about the working conditions for immigrants in the 

West. You bring in a piece of market reality into the separateness of the museum. We 

do not know whether these workers come from the East or the West? On what level 

do you feel this kind of information as being of importance to the audience? 

NP Answer 1: My work has shifted from being site/country specific (work about 

the disintegration of Yugoslavia, etc), into being time specific (working on timely 

issues, issues that are current at the time of the exhibition - such as the terrorist 
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attacks on London 07/07, Spain11/03, etc. See illustration 2). Most recently, the 

focus of my work has become more ‘situation specific’, which in my view, is work 

that analyses and reacts to certain situations, repeating themselves in different 

times and sociocultural and geographical locations. The exploitation of workers has 

been happening for many years within different geographical areas; it is therefore 

necessary to address this issue as it has been present for so long and it is still a reality 

today. This is why it is important to insert the market reality within the context of the 

exhibition, in order to accentuate and represent the exploitation of the workers.

Exhibiting this project within a Macedonian context, I am reflecting upon a particular 

situation that appears in countries from which there is a considerable level of 

emigration. This exhibition concept is therefore easily applicable to numerous other 

situations. Had the same project been exhibited in Poland, Romania, Croatia, Serbia, 

or other countries outside of the context of Western Europe - the origin of 

the workers would likewise have remained clear.  

LF 2: Every piece, under conditions of protection and security, in the museum 

is aestheticized. This aesthetisation allows for equality in the museum space 

with regard to our feelings as well as our thoughts. There is no such thing as 

high or low perception of contemporary art, no such thing as high understanding 

and low sensation. At least it is in this sense, that aesthetics can be regarded 

as political. The workers in the museum escape any signification or conflict, 

evoking much more an image, pure image. 

On the other hand, you seem to introduce a new kind of strangeness in a different 

sense of the clashing of heterogeneous elements. To extend this notion even wider, 

mystery was the key concept of symbolism, and it seems to me that the return of 

symbolism is on the agenda in much contemporary work. Not as a spectacular form 

of a revival of symbolist mythology and dreams in sense of the Gesamtkunstwerk. 

It’s a modest use of symbols that affects objects, collections, and images and signs in 

museums and galleries that doesn’t follow the logic of dissensus anymore. It seems 

that you too, are more interested in the testimony of co-presence (than an actual 

dissensus). Can you relate to this line of thought? What value does the concept of 

consensus and dissensus carry for your practice? 

NP 2: My creative process comes under three important stages. Firstly, I am 

interested in a particular situation, or context (the life of immigrant workers, the 

interpretation of the Muslim population by the contemporary western world, etc) 

- this part of the process could be called the ‘background’ for the projects. Secondly, 
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comes the visualisation. I do not follow a single method of expression, I always 

try to work in different mediums, the reason for which is the pure need to address 

the ‘background’ (or the context) in the most appropriate manner. This is where 

all the ‘aestheticizing’ (as you would say) happens and it is the shortest part of the 

projects’ process. The last part of the process is concerned with creating a situation/

possibility for the project to realistically make a change/influence the ‘background’ 

of the project, in other words to influence the momentary situation with which 

the project works (like for example to improve the position of migrant workers, 

change the western perception about the Muslim population, etc). The workers, 

combined with the gallery audience, is a ‘pure image’. The ‘Strike’, lasting for the 

duration of the exhibition, is another such ‘pure image’. The ‘pure images’ are 

evidence of ‘the testimony of co-presence’, but this co-presence does not equate 

to consensus; instead, it reflects the concept of dissensus.

Pure image is something that provokes a reaction within me; visual messages 

(imagined or real) are something that leaves a deep impression on me. The image of 

the atomic bomb falling on the ground, the image of the mother with child running 

during the Vietnam war... all of this falls under the category of ‘pure images’, which 

are capable of provoking a reaction. They are in the position of seeking dissensus 

(disagreement with a situation in which we live; in other words, from the point 

of view of my own creative processes - the negation of the facts that create the 

‘background’). Without this dissensus, the project looses its potential /intention to 

realise the final goal of the work - which is to trigger a reaction that can create a real 

change (or the ‘third phase’; see illustration 3).

LF 3: Since the industrial revolution in the 19

th

 century, farmers and farm workers 

moved into the cities to find a better life there. (Im)migrant workers came a long 

way, giving up their roots and homelands to find wealth by working in an industrial 

nation. Some industrial countries even invited them over since they were in need of 

more workers. Through this process of migration, foreigners, with their religions and 

ideas, have joined a nation, and they have to be accepted, sometimes controlled and 

at best integrated in a productive way. Migration has always been a part of European 

history. We all read more and less horrible stories about the working conditions 

of immigrants in Western countries; these reports and stories are part of every 

European national past and present, while being drenched with stereotypes going 

both ways. You seem to want to inform people about these realities. 

What artistic means do you have to break through the political aesthetisation in the 

museum space? Or to ask the question with Rancière: Art is more and more about 
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topics and content that traditionally belonged to politics, he states. (Rancière used the 

term “matters” in a talk in Zurich; I have - appropriately, I hope - replaced this with 

“topics and content”, in response to Nada’s request for a concretisation or a synonym.) 

Do you agree with this observation, and does this mean that the two fields, art and 

politics, fight their battles more and more frequently with the same means? 

NP 3: I find it difficult to answer this question by using a word such as art (in general), 

so I would prefer instead to use the term ‘my art practice’. My practice finds 

it compulsory to erase the generalisations about what art, or art practice should be, or 

which methodology should be used in the art production in order to support/belong to 

a specific art structure. Within this project, I was interested in a power game, but not in 

a critique of it. I am interested in using the power structure and from that point of view, 

my art practice uses means that could be aligned with the means used by politicians. 

On this occasion of my exhibition in Macedonia, my art practice could be compared 

with the role of the politician. This comparison could be partially explained by 

the fact that this exhibition was held at the Museum of Contemporary Art in the 

city of Skopje. Anyone who knows the city and the position of the Museum within 

4



24

it, would agree that the building occupies the most prominent and ‘commanding’ 

position possible. Sited on the hill Kale in the heart of the city, it overlooks the 

city like an Acropolis, or an observatory, from where one surveys the surrounding 

city scape. When one is inside the Museum itself, one senses the presence of the 

intellectual bourgeoisie (see illustration 4.). 

The Museum’s physical position and institutional power, is part of my playing the 

power game. I am using this all-encompassing situation to place this particular 

art project into a position of power. This goes beyond the art itself, art forms, 

my practice (myself), the individual psyche of the worker, etc. At this point it 

reaches the potential comparison with the political (or politician’s) action – a 

statement not dissimilar to Bush’s statement ‘We are at war with the ‘Axis of Evil’. 

A message delivered from the position of power is ultimate; it demands obedience 

and allegiance. After the opening night and the live art event project The Workers’ 

Production Line - which comprised six industrial machines, positioned to replicate a 

production line in a textile factory - was left as it was at the moment at which the 

live art event came to an end. Various fabrics and threads were scattered all around 

and the inner space of the museum had the sense of having been evacuated or 

abandoned. This disturbing sight, or ‘pure image’, delivers an unspoken message - 

‘The factory workers are on strike!’  

Factory workers have recently been striking in front of the Parliament in Skopje, 

sleeping in tents positioned in the nearby park, expressing their anger at the current 

situation characterised by an extreme level of redundancy of workers, the closure 

of numerous factories in Macedonia, etc. Many of these newly unemployed workers 

have left in search for ‘a better future in the West’, often working illegally, without a 

proper work permit. However, this scene on the streets of Skopje, has become a part 

of the cruel reality for a number of recent years, already. As a result, passers-by, the media, 

even the representatives of political parties have become numb to this painful reality... 

I see this notion of social numbness as one of the biggest fears of contemporary 

society (concerning in equal measure both the East and the West). The numbness 

in this particular case is unfortunately mostly due to the fact that the complaints 

and revolt comes from below, from the streets, from a position lacking power. My 

intention, therefore, with this project, was to uplift the protest to the ‘heights’ of the 

Kale hill which, with its imposing position, commands the city. At the same time my 

intention was to place the ‘strike’ (and the industrial machines, factory workers, etc) 

into a grand national institution of the highest rank, to make them - the workers, and 

their reality, visible. 
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LF 4: An often-used contemporary form for aesthetic dissensus is the invitation 

(Ranciere also lists the joke and the collection). You invite workers in. You invite 

the audience to become buyers in the museum; they can purchase your T-Shirts. In 

a relational aesthetic frame of reference this should enable new relationships, “by 

giving small services, the artist contributes to the task of plugging the gaps in the 

social bonds,” so says the chief theorist of these aesthetics, Nicolas Bourriaud. You 

will be part of the production line. Given the fact that your workers will not be in touch 

with the audience, do not produce with but for them (which is what they always do in 

their everyday lives), it seems that this invitation is about something else?

NP 4: The requirement of art or the artist to be part of the servicing process 

is something that has been one of the driving forces for my art practice. There are 

several projects that I have been working on, which makes my practice become a 

‘provider of a service’. Probably most prominent of all these works is the project Give 

to Take, which has so far been produced in two versions. The first one is called Give 

to Take, Intellectual Property Agency, while the second is called Give to Take, Estate 

Agency. These both deal (once again) with the position of Eastern Europe within the 

framework of Europe; these are therefore worth mentioning within the context of the 

exhibition Should I Stay or Should I Go. 

Both projects attempt to give a parallel interpretation and a functional model 

/alternative to the ‘services’ that exist within the economic systems of Europe (and 

the World, in general). I believe that those systems could be modified (I will use 

the word ‘modified’ instead of ‘changed’). There are ‘gaps’ within society that could 

make such actions possible. Referring back to the previous question / answer, I am 

therefore seeking ‘power models’ with which to fortify the attempts to influence 

reality, by making those parallel models truly functional or possible. 

3
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GIVE TO TAKE

ESTATE AGENCY

NO COMMISSION!!!!

ENJOY THE WONDERFUL CHARMS OF THE CITY CENTER, SKOPJE

TRGOVSKI CENTAR - SKOPJE

FLAT WITHIN THE CITY’S BEST SHOPPING MALL

A unique opportunity to purchase a two bedroom flat, located on the fifth floor of a residential 

tower building in the very heart of the city centre. Located within the city’s first (and arguably 

still the best shopping mall, this is one of three ‘modern’ residential towers which were 

incorporated into this mixed use commercial complex. This riverside ensemble of buildings is only 

moments away from the main city square, and benefits from the active urban life concentrated 

around the numerous restaurants, cafes, shops, cinemas, galleries and parks within the city center.

The high position of the flat within the tower offers beautiful views of the river and the city center 

as well as mount Vodno; the generously sized balcony is ideal for morning coffees. The communal 

areas, however, are in need of minor improvements.

At the moment the property is unoccupied and owner is keen to sell; the furniture, if agreeable 

with the buyer’s taste, could be purchased for a good price.

5
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In the project Give to Take, Estate Agency, I was ‘selling properties’ from various 

Balkan areas in the context of a London gallery (the gallery of the Austrian Cultural 

Forum, a project commissioned by the curator Sophie Hope of Reunion projects). I 

would come every day dressed and acting like an estate agent during the exhibition 

opening hours; the gallery space was thereby transformed into a ‘functioning’ estate 

agency, with numerous framed images and descriptions of the selected properties 

for sale (there was a certain narrative looseness and essay-like deviation within 

these descriptive texts, which made this agency different from other, ‘proper’ estate 

agencies). See illustration 5.

By conceiving a project such as this, I was primarily interested in the use (misuse) of 

the art system, as the gallery served as a free venue for the agency and I was being 

paid an artist’s fee, which allowed me to act as an estate agent ‘for free’. Secondly, 

through this project, I was interested in the misinterpretation (or redefinition) of 

the established economic systems, by changing the stereotypical positions of the 

countries within financial exchanges. The catching point of this project, which, at 

the same time is also the project’s critical aspect, is the fact that this ‘Estate Agency’ 

offers properties without taking a provision of any potential sales and transactions, 

resulting in the possibility of avoiding the profit being made by the third party involved in 

the transaction between the owner and the purchaser of any given property. 

In real life, it is impossible to change or modify the existence and nature of human 

greed... Wasn’t the same attempt to modify human nature being made by Marx and 

Engels, with their vision of communism as a perfect society? I still remember, from 

my high school lessons in ‘Marxism’ (in those days an obligatory subject in all schools 

in former Yugoslavia) the statement that in communism, the worker’s labour will 

be rewarded according to his needs, as there will no longer exist a system of private 

ownership… (this dream is still like a ‘song to my ears’...). I do not, therefore, search 

for who is to be blamed for the capitalist system – the buyer or the seller, as their 

goals are the same: financial gain, profit. 

My work goes along with the principles of the established market economy, searching 

instead for small modifications within it - which, in this case, is the erasure of 

the third party person, the profit-making ‘in between’ person. The Give and Take, 

Estate Agency project could therefore represent a threat for professional estate 

agents, through which my goal would be fulfilled and the project ‘enables new 

relationships’ (as required by Bourriaud’s relational aesthetics). If the position of 

the artist is in question, by following the trajectory of this and the Should I Stay 

or Should I Go project, the artist’s position in these projects is like a singular link 
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in a chain – it is only a link within the concept, which is made with the attempt to 

modify the system in which we live (again, as required by Bourriaud’s ‘relational 

aesthetics’). Proposing parallel models, while at the same time exposing every link 

within the ‘chain’ (within this art project), gives visibility to moments/actions/

services that could be ‘taken for granted’ in everyday life. We live in an alienated 

world, where we are not completely aware of, and do not necessarily care about 

the manufacturing processes. We are recipients of the final products (from the 

pre-washed/pre-cooked/pre-packed food, to recipients of defined/finite political 

decisions). We are silently in agreement with everything around us, as we simply 

do not want to work against our own sense of conformism. When we go to Primark, 

Zara, H&M, we celebrate the moment of discovering a cheap item, we praise our 

own ability to ‘find a good deal’. Do we ever stop to think about the origin of and 

processes involved in the making of products and pre-packed, finalised items? No, we 

don’t. This aligns itself with the atrocious fact that we do not really comprehend wars 

in far away lands; we feel little compassion and are able to sit comfortably at home, 

discussing political aspects of the particular conflict in question while watching edited 

and censored material on TV. We do this without taking into account that the conflict 

being reported on - in reality means death, blood, torture, fear and loss.

The project The Workers’ Production Line reveals two ‘attributes’ of the factory 

workers that we do not normally encounter on a daily basis. Firstly, it gives them 

a presence – by being physically present, visible, within the museum – allowing 

them to be seen as such, as workers. The workers were seen as real people, people 

with a face and a body, as well as emotions; people that have a history, a present 

and a future. And secondly, it gives them a ‘voice’- through the slogans that were  

painted onto the shirts during the live art event. The slogans allow the possibility of 

representing their reality and the way in which they are perceived in the media, or in 

various legal documents (from where the slogans are ‘borrowed’). For example: I am 

a migrant factory worker = I am a ‘Bloody Foreigner’.

During the time of Tito’s Yugoslavia, the workers’ prime position within the social 

structure, represented the core of idealism in ex-Yugoslavia. As much as this was fake 

(adopting a propaganda-like approach not dissimilar from commercial advertising 

strategies) the workers themselves were proud to be workers. What can factory 

workers today feel about themselves? There is no longer any such idealism in our 

contemporary society… 

Perhaps the two qualities of critical/political art, as described by Rancière 

- ‘separateness from the reality around us and the suppression of this separateness’- 
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could actually be applied to real life. His concept of ‘separateness’ can be used as a 

representation of the everyday life of our contemporary middle-to-high classes (or 

the extent to which for them, their everyday is real?). 

By analysing the project in detail, I see a similarity of the concept of The Workers’ 

Production Line and Martha Rosler’s piece Bringing the War Home. Both of these 

projects’ intention is to interfere with (and thereby interrupt) the everyday of the 

‘superior’ middle-to-high class society, by introducing elements of reality, a distant/

hidden and often brutal reality. In the case of Rosler’s piece, this reality is the 

Vietnam war, while in my case, in The Workers’ Production Line, it is the destiny of 

the working classes.

LF 5: Does it matter whether you show your work in London or in Skopje, and if so, how? 

NP 5: It does matter, in the sense that my work is situation specific. I do not agree 

with the idea of ‘travelling exhibitions’ and I think that engaged art cannot be 

generalised and taken out of the context for which it has been created. A certain 

pre-knowledge/layers of information about a particular situation is necessary for 

the existence of an engaged project. My certainty in this is based on my personal 

experience of displacement, on realising how long it has taken me to adapt, as an 

artist, to my new environment and the society in which I now live and work. It 

took a long time before I felt capable of reacting to/talking about certain concepts 

that are crucial for me, within a different context (the context of London, UK, the 

West, capitalism, etc).  It involved a long process of learning about the particular 

social, political, local issues, etc - issues that for me were so easy to grasp while I 

was living in Macedonia, suddenly became entirely unclear to me. This has greatly 

influenced my practice as an artist and at the same time created the conflict, the 

double-sidedness, and the basis for the exhibition Should I Stay or Should I Go.

Illustrations

1 Queue; Nada Prlja, 2008; sketch of the project; pastel colours, 42x30 cm.

2 Bad News Project - Spain 11/03; Nada Prlja, 2004

Offset printing on newspaper, magenta colour, double-sided 60x42 cm.

3 Diagram for the three phases of the project’s development, by Nada Prlja

4 Photomontage of the context surrounding the Museum of Contemporary Art, Skopje.

5 Give to Take, Property Agency, Nada Prlja, 2007; 20 property descriptions/adds, video, 

wooden letters, the artist. This booklet includes one of these property adds.
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Lilijan Felman

Razgovor so Nada Prqa

Cirih, Avgust i Skopje, Septemvri, 2008

Umetni~ki direktor na Kunsthale Luzem, [vajcarija
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Zainteresirana sum za distinkcija pome|u politi~kata/kriti~ka umetnost 

nasproti umetnosta kako propaganda, ilustracija ili aktivizam.

Pra{awata na koi sakam da se zadr`am vo kontekst na izlo`bata na Nada Prqa 

vo Muzejot na Sovremena Umetnost vo Skopje Da ostanam ili da si odam se

slednite: dali politi~kata umetnost mo`e da izrazuva kompleksna sodr`ina 

ili samo istata ja pravi vidliva? Dali postoi na~in za  podignuvawe na  javnata 

svest koja {to ja premostuva ednostavnata ekspresija na bolkata i zadovolstvoto; 

da se ka`e ova e dobro, ova e lo{o; da se odi od drugata strana na dualisti~kata 

priroda na umetni~kata propaganda?

Nada Prqa odgovori delumno so produktivno nezadovolstvo, delumno so ~uvstvo

na pogre{na stigmatizacija na moite pra{awa. Ova go razbiram kako prirodna

posledica na nezavisna i ~esna razmena pome|u kurator/teoreti~ar od Zapadot

(koj vo vremeto na nastanuvaweto na tekstov zamina od Cirih za London i od

London za Island i Rim i e sega za prvpat vo Skopje i Pri{tina) i umetnik od 

Makedonija (koj isto taka patuva mnogu i gi pomina poslednive deset godini na

umetni~ko sozdavawe i poreknuvawe vo London). Ova preklopuvawe na pomesteni

geografii i dodadeni referenci vo postojano izmolknuvawe se protegna na 

pove}e od ~etiri meseci od po~etokot na na{iot dijalog, niz delikaten sloj 

na doverba vo komunikacijata. I dvete po~uvstvuvavme vzaemen interes za 

potraga/pretraga po odgovorite.

Najva`noto pra{awe koe prethode{e na ovaa razmena i koe dovede do toa so

zadovolstvo da prifatam da ja napi{am ovaa statija, e slednoto: kolku e vozmo`no

umetni~koto tvore{tvo od mesto so paralelna ili isprekinata istorija, kakva 

{to e Makedonija, da ja istoricizira svojata umetni~ka tradicija nadvor od

kodovite na dominantnata istorija? Kakvi vidovi na novi vrski mo`at da se

sozdadat denes, pome|u umetnosta, istorijata i politikata? I kone~no, koi 

se novite formi na me|uzavisnost pome|u centarot i periferijata?

Otkako Nada Prqa ja napu{ti svojata tatkovina pred pove}e od edna decenija

– ovaa samostojna izlo`ba gi odbele`uva nejzinite retki vra}awa vo nea, kako

umetnica –  ~uvstvuvam deka nejziniot svetogled sega e najproduktiven vo 

odnos na mojata  li~na potraga, i blagodarna sum {to mi dozoli da doznaam 

tolku mnogu za nejzinite samokriti~ni li~ni i umetni~ki do`ivuvawa vo 
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odnos na ovaa izlo`ba. Razbiram deka pozicijata od koja {to taa zboruva e 

mo{ne kr{liva. Toa e pozicija koja mora da se zadr`i za ne{to {to ~ovek 

namerno go zamenil (ili go ostavil zad sebe, za da najde poinakov pristap do svetot)

– so ideja za nostalgija, frustracija, mo`ebi duri i vina? Sledej}i ja ovaa 

logika, ovoj tekst nema namera prijatno da go “ponese” ~itatelot, nitu pak da bide

razbirliva storija. Naprotiv, toj e surov i ne e podgotven da vi poslu`i, a

negovata sodr`ina se obiduva na povr{inata da gi izvadi fizi~kite, kulturnite i

tvore~kite praznini koi, se nadevam, i }e gi premosti.

Tvore{tvoto na Nada Prqa e sovremeno, privle~no i smelo. Izlo`bata vo Muzejot

na sovremena umetnost vo Skopje se zanimava so takanare~enata faza na tranzicija

na Makedonija, od komunisti~ko politi~ko ureduvawe vo zapadno-liberalna demokratija. 

Kako {to izjavuva umetnikot, ovaa faza na tranzicija navistina stanuva pokraj 

op{testvena sostojba - sostojba na umot. Nema mesto za zabuna vo odnos na toa 

koi se sredstvata {to Nada Prqa gi upotrebuva za da se izrazi, nitu pak okolu 

ona {to saka da go izrazi. Taa ima hrabrost i drskost. Mo`e da se re~e deka duri 

i nasetiv edna tenka ni{ka na ostar humor, no mi nedostiga kapacitet da se 

nametnam, duri i da napravam “prestap” za da dojdam na stranata na gleda~ot. 

Nabquduvaj}i go tvore{tvoto na Nada Prqa, ~esto se ~uvstvuvam izbri{ana i 

izostavena; vo mene se budi ~uvstvo deka ne sum potrebna kako gleda~/kriti~ar, 

tuku kako istomislenik. Ova ~uvstvo bi sakala da go preispitam. Zo{to se 

~uvstvuvam izostavena? Zo{to imam vpe~atok na klaustrofobija?

Preku e-po{ta, u{te pred da mi odgovori na pra{awata, Nada Prqa mi objasni 

deka ona {to jas go opi{av kako ‘potreba ne za gleda~/kriti~ar, tuku za 

istomislenik’ za nea e od ogromna va`nost. Zboruvaj}i za izlo`bata vo Muzejot 

na sovremena umetnost vo Skopje taa veli: ‘...Smetam deka svesno se obidov da 

gi nateram gleda~ite da se ~uvstvuvaat klaustrofobi~no, ograni~eno; im ja 

nametnav vistinata – deka nema re{enie ili brz izlez od odredena situacija. 

Ja upotrebiv ovaa metodologija za da presozdadam odredeni ~uvstva – na primer 

~uvstvoto koga ~ekate vo redica na granica na nekoja zemja i ne ste sigurni 

dali }e vi dozvolat da vlezete. Tvojata zabele{ka deka gleda~ot/publikata e 

izbri{ana kaj mene razbudi ozbilna dilema za moeto tvore{tvo, i generalno za 

postoeweto na anga`iranite umetnosti. Tvojata pozicija mnogu mi go ote`na 

odgovaraweto na  pra{awata, za{to mi izgleda kako da stoime na razli~ni 

strani od edna ulica – onamu kade{to proektot se za~nuva i onamu kade{to 

podocna stignuva. Zatoa, vo moite prvi obidi da odgovoram na tvoite pra{awa 

se obiduvav (nesvesno) da ja odbranam mojata metodologija i na~inite na koi 

sozdavam, {to smetam deka e pogre{no, za{to tvrdam deka nemam {to da branam.



33

1

Rabotej}i kako socijalno i politi~ki anga`iran umetnik, jas sum prinudena 

da zavzemam stav – jasen stav po ova pra{awe. Bidej}i proektot ja opi{uva 

polo`bata na rabotnicite-migranti, jas nivnata polo`ba nema da ja zagrozam,

nitu }e ja zloupotrebam mojata dlaboka i seriozna zagri`enost za niv za da 

favoriziram ili pak da vlijaam na stavot koj gleda~ot treba da go ima za 

ovoj proekt. Zatoa, insistiram na toa gleda~ite da stanat istomislenici; 

navistina, toj/taa e ‘naso~en/a’ od preprekite niz koi minuva; ima samo eden 

vlez i eden izlez, taka {to nikoj ne mo`e da zapre na sredina i da se vrati nazad, 

patot mora da se izodi. Sozdadov sostojba na klaustrofobija za publikata za 

da gi isprovociram na identifikacija i razbirawe za rabotnicite...’ Vidi 

ilustracija 1.
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Vo razgovor voden vo Cirih vo 2007 godina, francuskiot filozof @an-@ak 

Ransier (Jean-Jacques Rancière) go vovede terminot ‘pregovor’ kako specifi~na 

osobina koja nedostasuva na sovremenata kriti~ka/politi~ka umetnost, za

razlika od politi~kata umetnost na {eesettite – deloto na Marta Rosler Nosewe 

na vojnata doma ja poseduva taa osobina, no deloto na Vang Du – ne. Prvoto e 

foto-monta`a koja spojuva advertajzing sliki koi ja izrazuvaat sre}ata na 

amerikanskiot semeen `ivot so sceni od vojnata vo Vietnam. Vtoroto delo e 

so~ineto od voso~ni figuri koi ja pretstavuvaat bra~nata dvojka Klinton, zaedno

so plastifikacija na kurbeovata slika Poteklo na svetot, na koja e pretstavena 

ogromna vagina. Za da terminot ‘pregovor’ bide korisen za ovaa diskusija, prvo

moram da ja obrazlo`am idejata na Ransier za postoewe na dve esteti~ki politiki

koi ja so~inuvaat politi~kata/kriti~ka umetnost i da dopu{tam na videlina da

izleze edna konkretna osuda koja le`i vo sr`ta na ona {to toj tvrdi deka is~eznalo

od kriti~kata/politi~ka umetni~ka scena – ne prifa}aweto.

@ak Ransier ja narekuva kriti~kata/politi~ka umetnost ‘tret na~in’. Taa e

poseben vid pregovor, ne pome|u umetnosta i politikata, tuku pome|u dve 

konstitutivni esteti~ki politiki.

Da po~nam od toa deka sekoja umetnost ima dve ravenstva: odvoenost od realnosta 

okolu nea (umetnost kako zasebna sfera i oblast na iskustvo) i potisnuvawe na

ovaa odvoenost (umetnosta kako `ivot), i tokmu ovoj paradoks vo za~etokot ja

pravi umetnosta sama po sebe politi~ka. Paradoksalnata vrska pome|u ovie

sprotivstaveni ravenstva mo`e istoriski da pridonese (i pridonese) za sozdavawe

na dve glavni politi~ki formi (na estetikata). I tokmu politi~kata/kriti~ka

umetnost e taa koja treba da dopu{ti tie da bidat vo vzaemen, kompleksen konflikt.

Prvata esteti~ka politika se stremi da gi obedini dvete svojstva. Odvoenosta 

na estetikata kako osobina i na slobodata mora da se postigne preku nejzino 

samopotisnuvawe. Mora da se postigne na na~in koj e neodvoiv od sekojdnevniot 

`ivot, kade umetnosta i politikata, rabotata i odmorot, javnoto i privatnoto se

edno isto. Taa podednakvo gi pridvi`i gotskite soni{ta na primenetata umetnost

vo XIX v vo Anglija, isto kako i tehnolo{kite dostignuvawa na Verkbund ili 

Bauhaus vo Germanija vo XX v, malarmeovskiot poetski son za ‘podgotvuvawe 

na festival za idninata’, kako i konkretnoto u~estvo na Suprematisti~kite, 

Futuristi~kite i Konstruktivisti~ki umetnici vo Sovetskata revolucija. 

Vo site ovie slu~ai, politikata i umetnosta mora da go dostignat sopstvenoto

potisnuvawe, vo polza na edna nova forma na neodvoiv `ivot , }e izjavi Ransier 

– za da ne bide nitu ~ista umetnost, nitu ~ista politika.
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Vtorata forma, pak, gi odvojuva ovie dve ravenstva. Taa go odvojuva slobodniot

i ramnopraven prostor na estetsko iskustvo od beskone~nata oblast na 

komunikacijata na umetnosta so `ivotot. Samopotisnuvaweto na umetnosta

za taa da stane `ivot (po pat na premostuvawe, reagirawe protiv izoliranata 

sfera na instituciite koi go definiraat objektot kako umetnost) e sprotivstaveno

na politikata, koja po sebe e rezistentna, odnosno forma na otpor; umetnosta 

e ne{to nefunkcionalno, kako {to smeta Adorno, dodeka od nego se odglasuva  

bo`icata na [iler koja samata e bezrabotna i edinstveno {to mo`e da se o~ekuva

od nea se sekakvi vidovi na prkos. Isto taka, ova tvore{tvo e besmisleno i e

indiferentno kon koj bilo plan na op{testvena transformacija ili u~estvo

vo doteruvawe na prozai~niot `ivot. (Politi~kiot i umetni~kiot avangardizam

si odgovaraat zaradi toa {to nemaat povrzanost.) Ovaa odvoenost ne e pribe`i{te

za ~istata ubavina. Naprotiv, toa e mesto kade{to se sudira tokmu vrskata me|u

odvoivosta i neodvoivosta, kade{to tie istovremeno se pomiruvaat i ostanuvaat

nepomireni. Ne stanuva zbor za kolaps na visokata i niskata umetnost, tuku za 

za~uvuvawe na heterogenosta na dva setilni sveta. Kolapsot na ovaa paradigma 

se slu~uva edinstveno preku kolapsot na granicata pome|u ovie dve paradigmi. 

Primerot na Ransier e sledniot: koga Rau{enberg na edno platno spoi kopija

na Velaskez i klu~evi za avtomobil, toj i taka  ja izrazuva{e svojata posvetenost 

kon visokata umetnost, koja dlaboko ja ceni. Ne se slu~i kolaps na paradigmata, 

a nepomirenoto ostana edinstveno – nepomireno.

Kako mo`e ova da se primeni na umetnosta i na nejzinata percepcija? Pred jasno 

iscrtanata sprotivstavenost me|u ~istata i anga`irana umetnost, morame da go 

identifikuvame potekloto i neprekinatata tenzija pome|u ovie dve esteti~ki 

politiki. Tokmu ovie dve estetiki ni ovozmo`uvaat da ja identifikuvame 

umetnosta kako umetnost, i toa preku formite na vidlivost i razbirlivost, 

smeta Ransier. So zdrugi zborovi, obete svojstva na umetnosta – ona koe saka da ja

premosti izdvoenata umetni~ka sfera i ona koe se sprotistavuva na postoe~kata

sostojba i saka nepostoe~koto da go prenese vo realnosta – moraat da bidat vo

akcija i vo interakcija. Ovie svojstva se vlogot i moraat da bidat samopotisnati,

za nie da mo`eme vo celost ne{toto da go do`iveeme kako umetnost so pomo{ na

na{ite setilni i istovremeno informirani umovi polni so svetsko znaewe. 

Kriti~kata/politi~ka umetnost ne smee da bide odlu~en stav, toa li nau~ivme?

Taa mora da se koristi so nedefiniranite zoni na umetnosta i `ivotot, i mora 

da se koristi so odvoenosta na umetni~kite dela, so setilnata otu|enost koja 

gi zasiluva politi~kite energii. Politi~kata umetnost mora da bide kola`

od ovie sprotivnosti – umetnost kako odvoena zona i umetnost kako `ivot, 
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i potisnuvawe na obete. Mora da gi izme{a alternativnite politi~ki 

estetiki, da iznajde novi na~ini za iskusuvawe na umetnosta koi ne se nitu 

ednoto, nitu drugoto. Glavnata postapka kaj politi~kata umetnost se sostoi 

vo izgotvuvawe na sredba i eventualen sudir na heterogeni elementi. Sudirot 

na heterogenite elementi bi trebalo da predizvika ili da rasvetli prekin vo 

na{ata percepcija.

So po~it ja pokanuvam Nada Prqa da mi se pridru`i na edno patuvawe, kade }e

se zadr`ime na ovie temi. Ovoj razgovor vo nikoj slu~aj ne se stremi da bide 

teoretska analiza na nejzinoto tvore{tvo, tuku najdobro se ~ita kako razmena

na razmisluvawa povrzani so pra{aweto {to sè mo`e denes da pretstavuva 

politi~kata/kriti~ka umetnost, i kako samata umetnica se spravuva so nekoi od 

gorespomenatite somne`i i pra{awa koi se nametnuvaat vo praksa: kako mo`e 

kriti~kata/politi~ka umetnost da se izlo`i vo interkulturalen kontekst?

Lilian Felman Pra{awe 1: Glavnoto delo, Rabotni~kata proizvodna linija e

smesteno vo glavniot, centralen del od galeriskiot prostor vo muzejot i prika`uva

grupa rabotnici koi rabotat na industriski ma{ini za {iewe. Ovie `eni 

i ma`i pravat mai~ki. Oble~ena kako i rabotnicite, ti stoi{ na krajot na 

‘proizvodnata linija’ za vreme na nastanot koj se slu~uva vo `ivo i islikuva{ 

slogani na mai~kite, koi glasat: Ilegalen stranec, Pratete gi nazad, Neka patat!,

Majka tu|inka, Prokleti stranci, itn. Od tvojata izlo`ba se gleda deka saka{ 

da ja podigne{ javnata svest okolu uslovite za rabota na imigrantite na Zapad. 

Vo odvoenosta na muzejot vnesuva{ del od pazarnata realnost. Nie ne znaeme dali

tie rabotnici se od Istokot ili od Zapadot? Na koe nivo smeta{ deka ovaa 

informacija e va`na za publikata?

Nada Prqa Odgovor 1: Moeto tvore{tvo se ima izmeneto; od prostorno/

lokalno orientirano (dela povrzani so raspa|aweto na Jugoslavija itn.) 

toa stana vremenski orientirano (rabota na vremeni pra{awa, temi koi se

aktuelni za vreme na izlo`bata – kako teroristi~kite napadi na London vo

07/07; [panija 11/03, vidi ilustracija 2., itn.) Vo najskoro vreme, fokusot 

na mojata rabota stana ‘situacionisti~ki orientiran’, {to spored mene 

zna~i deka toa tvore{tvo analizira i reagira na odredeni situacii, 

koi se povtoruvaat vo razli~ni vremenski periodi i na razli~ni socio-

kulturalni i geografski lokacii. Eksploatacijata na rabotnicite se slu~uva 

dolgi godini vo razli~ni delovi od svetot, za  `al duri i denes e realnost; zatoa

e neophodno da se progovori i za ova pra{awe. Tuka e i pri~inata i da se ‘vmetne’

pazarnata realnost vo izlo`bata, za da se potencira ili pretstavi eksploatacijata. 
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Izlo`uvaj}i go ovoj proekt vo makedonski kontekst, se osvrnuvam na posebna 

situacija koja se javuva vo zemji vo koi postoi visoko nivo na emigracija. Zatoa, 

konceptot na ovaa izlo`ba lesno mo`e da se aplicira i na mnogu drugi situacii 

–  ako istiov proekt bi bil izlo`en vo Polska, Romanija, Hrvatska, Srbija, ili 

duri zemji nadvor od kontekstot na Zapadna Evropa – potekloto na rabotnicite 

povtorno bi bilo jasno.

LF 2: Sekoe delo, vo uslovite na za{titenost i sigurnost na muzejot, e estetizirano.

Ovaa estetizacija dozvoluva ramnopravnost vo muzejskiot prostor, bez ogled na

na{ite ~uvstva ili misli. Ne postoi takvo ne{to kako visoka ili niska percepcija

na sovremenata umetnost, ni{to kako visoko razbirawe i niska senzacija. Barem

vo ovaa smisla mo`eme da ja smetame estetikata za politi~ka. Rabotnicite vo 

muzejot se oslobodeni od bilo kakvo zna~ewe ili sudir, predizvikuvaj}i nè da 

vidime slika, ‘~ista slika’.

Od druga strana, mi se ~ini deka vnesuva{ nov vid na neobi~nost, i na poinakov 

na~in, vo sudirot pome|u heterogenite elementi. Da ja voop{tam ovaa ideja – 

misterijata be{e klu~en koncept na simbolizmot, i mi izgleda deka vra}aweto na

simbolizmot vo mnogu od sovremenite dela e na ‘dneven red’. Toa ne e spektakularen

oblik na o`ivuvawe na simbolisti~kata mitologija i na soni{tata kako vo idejata

za “Gesamtkunstwerk”. Toa e skromna upotreba na simboli koja vlijae na objekti,

zbirovi od objekti, sliki i znaci vo muzeite i galeriite, koja voop{to ve}e ne ja

sledi logikata na neprifa}aweto. Se ~ini deka i ti si pove}e zainteresirana za

svedo{tvata na vzaemno prisustvo, otkolku za vistinskoto neprifa}awe. 

Mo`e{ li da se identifikuva{ so ova razmisluvawe? Kakva e vrednosta na konceptot 

na prifa}awe i neprifa}awe vo tvoeto umetni~ko iskustvo?

NP 2: Mojot kreativen proces minuva niz tri va`ni fazi. Prvo, se interesiram za

odredena situacija ili kontekst (`ivotot na rabotnicite-imigranti, tolkuvaweto

na Muslimanskoto naselenie od strana na sovremeniot zapaden svet, itn.) – 

ovoj del od procesot mo`e da se nare~e ‘pozadina’ na proektot. Kako vtoro doa|a 

vizuelizacijata. Nemam eden edinstven metod na izrazuvawe, sekoga{ se trudam 

da rabotam vo razli~ni mediumi, a pri~inata za toa e {to sakam da se osvrnam 

na ‘pozadinata’ (ili na kontekstot) na najsoodvetniot mo`en na~in. Vo ovoj del 

vleguva seta ‘estetizacija’ (kako {to veli{ ti) i taa e najkusiot del od procesot 

na proektot. Posledniot del od procesot se zanimava so kreirawe na situacija/

mo`nost za proektot da napravi realna promena/da vlijae na ‘pozadinata’ na 

proektot; so drugi zborovi, da izvr{i vlijanie vrz momentalnata situacija so koja se
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bavi proektot, kako na primer da ja podobri polo`bata na rabotnicite-migranti,

da ja promeni zapadnata percepcija za muslimanskoto naselenie, itn. 

Rabotnicite izme{ani so posetitelite - e ‘~istata slika’; ‘{trajkot’ vo denovite 

na izlo`bata e ‘~ista slika’, itn ..., ovie ‘~isti sliki’ se sekako ‘svedo{tvata 

na vzaemno prisustvo’, no toa ne e prifa}awe - tuku e neprifa}awe. ^istata 

slika e ne{to {to vo mene budi reakcija; vizuelnite poraki (izmisleni ili 

realni) se ne{to {to na mene ostava dlabok vpe~atok. Slikata na atomskata 

bomba koja pa|a na zemjata, slikata na majka so dete koja tr~a za vreme na 

Vietnamskata vojna... seto ova vleguva vo kategorijata na ‘~isti sliki’ i site 

tie se predizvikuva~i na reakcija, tie se vo pozicija na barawe na neprifa}awe

(neprifa}awe na situacija vo koja `iveeme, t.e. staveno vo ramkite na moite 

kreativni precesi -  negirawe na faktite na ‘pozadinata’). Bez neprifa}aweto, 

proektot go gubi potencijalot/namerata da ja ostvari krajnata cel na deloto – 

da predizvika reakcija koja mo`e da napravi vistinska promena (ili tretata 

faza, vidi ilistracija 3) .

3
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LF 3: U{te od industriskata revolucija vo XIX v, farmerite i rabotnicite od 

farmite se preselile vo gradovite za podobar `ivot. Rabotnicite (i)migranti

do{le oddaleku, se otka`ale od korenite i tatkovinata vo potraga po bogatstvo,

rabotej}i vo industriska dr`ava. Nekoi industriski zemji duri i gi povikuvale,

za{to imale potreba od pove}e rabotnici. Preku ovoj proces na migracija, 

strancite, zaedno so nivnite religii i idei, se pridru`ile na eden narod i 

mora da bidat prifateni, nekoga{ kontrolirani i najdobro integrirani na 

najproduktiven na~in. Migracijata otsekoga{ bila del od evropskata istorija. 

Site sme ~itale pove}e ili pomalku stra{ni prikazni za uslovite za rabota 

na imigrantite vo zemjite na Zapad; ovie izve{tai i prikazni se del od sekoe 

evropsko nacionalno minato i sega{nost, pritoa biduvaj}i ‘udaveni’ vo 

stereotipi od site strani. Se ~ini deka saka{ da gi informira{ lu|eto za

ovie realni sostojbi. 

So koi umetni~ki sredstva  }e ja probie{ politi~kata estetizacija vo muzejskiot

prostor? Ili, da te zapra{am so Ransier: Umetnosta sè pove}e se zanimava so

temi i sodr`ini koi tradicionalno pripa|aat na politikata, veli toj. 

(Vo razgovorot vo Cirih, Ransier go koriste{e terminot “pra{awe”; jas go 

zameniv terminot – se nadevam, soodvetno – so “temi i sodr`ini”, kako odgovor 

na molbata na Nada za konkretizacija ili sinonim). Se slo`uva{ li so ovaa 

zabele{ka, i dali toa zna~i deka dvete oblasti, umetnosta i politikata, sè 

po~esto gi bijat bitkite so istite sredstva?

NP 3: Te{ko mi e da odgovoram na ova pra{awe slu`ej}i se so zbor kakov {to 

e umetnost (generalno), pa pretpo~itam namesto nego da go koristam terminot

‘moeto umetni~ko dejstvo’. Vo moeta umetni~ka rabota, se obiduvam da ja izbegnam

generalizacijata okolu toa {to umetnosta, ili umetni~kata rabota treba da 

pretstavuva, ili pak koja metodologija treba da se koristi pri sozdavaweto 

na umetnost za da se poddr`i/pripa|a na odredena umetni~ka struktura. 

Vo ramkite na ovoj proekt, me interesira{e igrata na mo}, no ne od pozicija 

na kritika. Me interesira koristeweto na strukturite na mo} i od taa gledna 

to~ka, vo moeto umetni~ko iskustvo se slu`am so sredstva koi mo`at da se 

izedna~at so sredstvata koi gi koristat politi~arite.

Vo ovaa prilika, na ovaa izlo`ba vo Makedonija, moeto umetni~ko iskustvo mo`e

da se sporedi so pretsedatelskata uloga na politi~arot. Ovaa sporedba mo`e

delumno da se objasni so faktot deka izlo`bata se odr`a vo Muzejot na sovremena

umetnost vo gradot Skopje. Sekoj koj go poznava gradot i mestopolo`bata na
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Muzejot vo nego, }e se soglasi deka zdanieto ja zafa}a glavnata i ‘najzapovedni~ka’

pozicija vo gradot. Smesten na ridot Kale vo srceto na gradot, toj se nadvisnuva 

na gradot kako Akropol, ili opservatorija, od kade {to ~ovek mo`e da ima

preglednost vrz celiot gradski pejsa`. Koga se nao|ate vo Muzejot, go ~uvstvuvate

prisustvoto na intelektualnata bur`oazija. (vidi ilustracija 4.) Vedna{ do Muzejot 

se nao|a gradili{teto na novata zgrada na Amerikanskata Ambasada, strogo 

~uvano, ogradeno, nalik na zatvor. No sepak, ambasadata nema da ima takva 

privilegirana pozicija i ‘zapovedni~ki’ pogled vo odnos na gradot kako Muzejot,

zatoa {to Muzejot e navistina vo primarna pozicija.

Fizi~kata pozicioniranost na Muzejot i negovata institucionalna mo} se del 

od mojata igra na mo}. Ja koristam ovaa seopfatna situacija da go smestam ovoj 

konkreten umetni~ki proekt vo pozicija na mo}. Ova ja premostuva i samata 

umetnost, umetni~kite formi, moeto iskustvo (mene), individualnata psiha 

na rabotnikot itn. Vo ovoj mig stignuva i do to~kata na potencijalna sporedba 

so politi~ka akcija – izjava ne mnogu razli~na od onaa na Bu{ ‘Nie vojuvame so

oskata na zloto’. Porakata upatena od pozicijata na mo} e kone~na; iziskuva 

poslu{nost. Posle otvoraweto na izlo`bata i po zavr{uvaweto na umetni~kiot 

nastan vo `ivo, proektot Rabotni~kata proizvodna linija – koj se sostoe{e 

od {est industriski ma{ini, postaveni na na~in koj replicira vistinska 

proizvodna linija vo tekstilna fabrika – be{e ostaven onakov kakov {to be{e 

vo momentot vo koj nastanot zavr{i. Razni tkaenini i konci bea rasfrlani 

nasekade, i vnare{nosta na muzejot oddi{uva{e so vpe~atokot deka mestoto 

e evakuirano ili napu{teno. Taa voznemiruva~ka slika (ili ‘~istata slika’)

prenesuva bezglasna poraka – ‘Rabotnicite od fabrikata {trajkuvaat!’

4



Fabri~kite rabotnici skoro {trajkuvaa pred Sobranieto vo Skopje, spieja vo 

{atori vo bliskiot park, iska`uvaj}i go nivnoto nezadovolstvo od momentalnata

sostojba okarakterizirana so ekstremno visok stepen na otpu{tawa na 

rabotnicite, zatvorawe na mnogu makedonski fabriki, itn.  Mnogu od ovie 

neodamna nevraboteni rabotnici si zaminaa vo potraga po ‘podobra idnina 

na Zapad’, ~esto rabotej}i nelegalno, bez soodvetna rabotna dozvola. Kako 

i da e, ovie sceni od skopskite ulici ve}e stanaa del od surovata realnost 

od poslednive godini. Kako rezultat na toa, minuva~ite, mediumite, duri i 

pretstavnicite na politi~kite partii se otrpnati na ovaa bolna realnost...

Na ovaa sostojba na socijalna otrpnatost gledam kako na eden od nejgolemite 

stravovi na sovremenoto op{testvo (koj podednakvo gi zasega Istokot i 

Zapadot). Otrpnatosta vo konkretniov slu~aj, za `al, pred sè se dol`i na faktot 

{to poplakite i revoltot doa|aat odozdola, od ulicite, od pozicijata na koja 

i nedostasuva mo}. Zatoa, mojata namera so ovoj proekt be{e de go vozdignam 

protestot na ‘viso~inite’ na ridot Kale koj, so svojata impozantna postavenost, 

‘zapoveda’ so gradot. Vo isto vreme, namerata mi be{e da go smestam ‘{trajkot’ 

(industriskite ma{ini, kablite, vilu{karite, otpadocite od proizvodstvoto, itn.)

vo nacionalna institucija od najvisok rang, da gi napravam niv – rabotnicite 

i nivnata realnost – vidlivi.

LF 4: ^esto upotrebuvana sovremena forma za esteti~koto neprifa}awe e 

pokanata (Ransier tuka gi vbrojuva i {egata i kolekcijata). Ti gi pokanuva{ 

rabotnicite vnatre. Ja pokanuva{ publikata da stane kupuva~ (tie mo`at da 

gi kupat tvoite mai~ki). Vo ramkite na relacionata estetika ova bi trebalo 

da ovozmo`i novi vrski, “so davawe na sitni uslugi, umetnikot pridonesuva 

da se popolnat ‘prazninite’ pome|u op{testvenite relacii”, barem taka veli 

glavniot teoreti~ar na ovie estetiki, Nikola Burio. Ti }e bide{ del od 

proizvodnata linija. So ogled na faktot deka tvoite rabotnici nema da 

imaat kontakt so publikata, deka nema da rabotat so niv, tuku za niv ({to i onaka

go pravat vo sekojdnevniot `ivot), se ~ini deka tvojata pokana e za ne{to drugo?

NP 4: Potrebata na umetnosta ili na umetnikot da bide del od procesot na davawe

uslugi e edna od dvi`e~kite sili na mojata umetni~ka rabota. Postojat nekolku

proekti na koi{to rabotev, koi pravat moeta rabota da e rabota na ‘davatel na

uslugi’. Verojatno najzna~aen od site e proektot Daj za da zeme{, Agencija 

za nedvi`nini. Ovoj proekt se zanimavaat so pozicijata na Isto~na Evropa

vo evropskite ramki; zatoa smetam deka vredi da go spomenam vo kontekst 

so izlo`bata Da ostanam ili da si odam.
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Ovoj proekt se obiduvaat da dade paralelna interpretacija i funkcionalen 

model / alternativa na ‘uslugite’ koi postojat vo ekonomskite sistemi na Evropa

(i generalno, vo svetot). Veruvam deka ovie sistemi mo`at da se modificiraat 

(}e go upotrebam zborot ‘modificiraat’ namesto ‘promenat’). Vo op{testvata 

postojat ‘dupki’ koi gi ovozmo`uvaat ovie aktivnosti. Vo vrska so prethodnoto 

pra{awe/odgovor, jas baram ‘modeli na mo}’ so koi }e gi zasilam obidite da

vlijaam na realnosta, pravej}i gi ovie paralelni modeli navistina funkcionalni,

ili vozmo`ni.

Vo proektot Daj za da zeme{, Agencija za nedvi`nini, jas ‘prodavav imoti’ od 

razli~ni delovi na Balkanot vo kontekst na edna londonska galerija (galerijata 

na Avstriskiot Kulturen Forum vo London, proekt vo soorabotka so  kustosot Sofi

Houp za proektot Reunion). Sekoj den doa|av oble~ena kako agent za nedvi`nini,

i taka i se odnesuvav za vreme na rabotnite ~asovi na izlo`bata; galeriskiot 

prostor za taa potreba be{e transformiran vo ‘funkcionalna’ agencija za

nedvi`nini, so brojni urameni sliki i opisi na imotite koi bea na proda`ba

(postoe{e nekakva narativna sloboda i eseisti~ka devijacija vo tie opisni 

tekstovi, i toa ja napravi ovaa agencija poinakva od drugite, ‘vistinskite’ 

agencii za nedvi`nini). Vidi ilustracija 5.

So zapo~nuvawe na proekt od ovoj tip, primarno bev zainteresirana za upotrebata

na sistemot na umetnosta, bidej}i galerijata slu`e{e kako lokacija za agencijata,

a mene mi pla}aa umetni~ki honorar, {to mi dozvoli da ja odigram ulagota

na agent za nedvi`nini ‘za bespari’. Ponatamu, preku ovoj proekt, bev 

zainteresirana za pogre{nata interpretacija (ili redefinirawe) na 

vostanovenite ekonomski sistemi, preku menuvawe na stereotipnite pozicii 

na zemjite vo ramki na finansiska razmena. Poentata na ovoj proekt, koja 

istovremeno e i negoviot klu~en aspekt, e faktot deka ovaa ‘Agencija za 

nedvi`nini’ gi nudi imotite bez da zema provizija za potencijalnite proda`bi 

i transakcii, {to rezultira so mo`nosta da se izgubi dobivkata od tretata 

strana involvirana vo transakcijata pome|u sopstvenikot i kupuva~ot na 

konkretniot imot.

Vo realnosta, nevozmo`no e da se promeni ili modificira postoeweto na

~ovekovata al~nost... Ne li be{e ist obidot na Karl Marks i Fridrih Engels da ja 

modificiraat ~ove~kata priroda, so nivnata vizija na komunizmot kako 

sovr{eno op{testvo? Sè u{te se se}avam, od moite sredno{kolski ~asovi po 

‘Marksizam’ na re~enicata deka vo komunizmot, trudot na rabotnikot }e bide 

nagraden vo soglasnost so negovite potrebi, za{to ve}e nema da postoi sistem 
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DAJ ZA DA ZEME[

AGENCIJA ZA NEDVI@NINI

BEZ PROVIZIJA!!!!

U@IVAJTE VO PREKRASNIOT [ARM NA MAKEDONIJA

Mi be{e osobeno zadovolstvo da se sretnam so mojata prijatelka Ana, i da bidam svedok na 

nejzinoto dobro raspolo`enie vo tie denovi, vo vremeto na podgotovkite za nejzinata svadba. 

Toa be{e osobeno radosen period i nastan, zatoa {to ve}e odreden broj godini, 

Ana be{e vo ‘o~ajna potraga’ po soprug.

Kone~no, se ~ine{e deka nejzinite frustracii }e zavr{at. Na vozrast od 29 ili 30 godini, 

taa smeta{e deka e re~isi stara. Ima{e rabota koja ne i’ se dopa|a{e, i nema{e izgledi 

deka }e najde podobra se’ dodeka nejzinite vnatre{ni nesigurnosti se dvi`ea vo istata 

bolna nasoka. Nejziniot `ivot be{e vo }or-sokak.

I sega, kone~no, i’ be{e dadena {ansa da izbega od toj stil na `iveewe na nisko-srednata 

klasa, koj tolku mnogu saka{e da go ostavi zad sebe. Kone~no mo`e{e da si otide od ovaa

zgrada vo koja gi pomina site tri decenii od `ivotot. Be{e sre}na {to mo`e{e da gi 

izbri{e se}avawata za sopstvenoto postoewe od yidovite koi ~uvstvuva{e

kako ja ograni~uvaat...

Jas bev tamu da go fotografiram stanot. Taa me vode{e od soba do soba, i tokmu vo 

momentot koga pretpostaviv deka }e po~ne da mi go objasnuva i fali (‘reklamira’) nejziniot 

stan, taa ednostavno izleze od sobata. Istoto se slu~i i vo kujnata kade ni prave{e kafe... 

Izbegnuva{e da zboruva za stanot; namesto toa, zboruva{e za drugi ne{ta...

Cenata e na baraweto

5
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na privatna sopstvenost... (ovoj son sè u{te e ‘muzika za moite u{i’...). Zatoa, ne 

baram da otkrijam koj e vinovnikot za kapitalisti~kiot sistem – kupuva~ot ili 

prodava~ot, za{to nivnite celi se isti: finansiska dobivka, profit.

Mojata rabota se soglasuva so principite na vostanovenata pazarna ekonomija, 

i vo nea bara prostor za mali modifikacii – {to vo ovoj slu~aj e bri{eweto 

na tretata strana, profitira~kiot ‘medijator’. Zatoa, proektot Daj za da zeme{, 

Agencija za nedvi`nini mo`e da pretstavuva zakana za profesionalnite agenti 

za nedvi`nini, so {to mojata cel bi bila ispolneta i proektot bi ‘ovozmo`il 

novi relacii’ (ona {to go bara relacionata estetika na Burio).

Koga stanuva zbor za pozicijata na umetnikot, sledej}i ja traektorijata na ovoj 

proekt i na proektot Da ostanam ili da si odam, mo`e da se re~e slednovo: 

pozicijata na umetnikot e kako alka vo sinxir – toa e samo edna alka vo celiot 

koncept, koncept koj e napraven so namera da go modificira sistemot vo koj 

`iveeme (povtorno, kako {to se bara vo relacionata estetika na Burio). 

Predlo`uvaj}i paralelni modeli, dodeka istovremeno se izlo`uvaat site alki 

na ‘sinxirot’ (vo ramkite na ovoj umetni~ki proekt), ovozmo`eno e da se vidat 

momenti/aktivnosti/uslugi koi vo sekojdnevniot `ivot se zemaat ‘zdravo za gotovo’.

@iveeme vo otu|en svet, kade ne sme sosema svesni, nitu pak po sekoja cena

nè interesira proizvodniot proces. Nie sme primateli na krajnite proizvodi

(po~nuvaj}i od izmienata/polu-gotova/spakuvana hrana, pa sè do definiranite/

definitivni politi~ki odluki). Nie sme vo pre}uten dogovor so sè {to nè opkru`uva,

za{to ednostavno ne sakame da dejstvuvame protiv na{eto li~no ~uvstvo za 

konformizam. Koga }e otideme vo Mango, Beneton, go slavime momentot na 

otkrivawe na evtino par~e. Ja vozdignuvame na{ata sposobnost da napravime 

‘dobar pazar’. Dali nekoga{ sme podzastanale da razmislime za potekloto i 

procesot na izrabotka na proizvodite, i spakuvanite finalni premeti? Ne, ne

sme razmislile. Ova se izedna~uva so groznata vistina deka ne sosema gi razbirame

vojnite vo dale~nite zemji; ne sme premnogu so~uvstvitelni, i mo`eme komotno 

da si sedime doma, diskutiraj}i gi politi~kite aspekti na konkretniot konflikt,

dodeka na televizija gledame montirani i cenzurirani materijali. Ova go 

pravime bez da pomislime deka konfliktot za koj nè izvestuvaat vo realnosta 

zna~i smrt, krv, tortura, strav i zaguba.

Proektot Rabotni~kata proizvodna linija otkriva dva ‘atributi’ na fabri~kite

rabotnici koi nie ne gi iskusuvame sekojdnevno vo normalni uslovi. Prvo, im

ovozmo`uva prisutnost – so toa {to se fizi~ki prisutni, vidlivi, vnatre 

vo muzejot – dozvoluvaj}i im da bidat videni kako toa {to se, kako rabotnici. 
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Rabotnicite bea videni kako vistinski lu|e, lu|e so lice i telo, a i so ~uvstva; 

lu|e koi imaat minato, sega{nost i idnina. I vtoro, im dava ‘glas’ – preku sloganite

koi bea ispi{ani na maicite za vreme na umetni~kiot nastan. Sloganite 

ovozmo`uvaat da se pretstavi nivnata realnost i na~inot na koj tie se videni vo

mediumite, ili vo raznite pravni dokumenti (od kade {to se ‘pozajmeni’ sloganite).

Vidi ilustracija 6. Na primer:

Jas sum migriran fabri~ki rabotnik – jas sum ‘Proklet stranec’.

Za vreme na titovata Jugoslavija, primarnata polo`ba na rabotnicite vo 

op{testvenata struktura ja pretstavuva{e sr`ta na idealizmot vo porane{na 

Jugoslavija. Kolku i da be{e toa la`no (usvojuvaj}i propagandisti~ki pristap 

ne mnogu razli~en od onoj na komercijalnite reklamni strategii) samite

rabotnici bea gordi {to se rabotnici. Kako mo`at denes da se ~uvstvuvaat fabri~kite

rabotnici? Ve}e ne postoi takov idealizam vo na{eto sovremeno op{testvo.

Mo`ebi ovie dve svojstva na kriti~kata/politi~ka umetnost, kako {to gi 

opi{uva Ransier – ‘odvoenosta od realnosta okolu nas i potisnuvaweto na 

ovaa odvoenost’ – mo`at navistina da se primenat vo realniot `ivot. Negoviot 

koncept na ‘odvoenost’ mo`e da se upotrebi kako pretstava na sekojdnevniot 

`ivot na na{ite sovremeni sredno-visoki klasi (ili kako merka za toa kolku, 

za niv, nivnoto sekojdnevie e realno?)

6
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Preku detalna analiza na proektot, gledam sli~nost pome|u konceptot na 

Rabotni~kata proizvodna linija i deloto na Marta Rosler, Nosewe na vojnata 

doma. Namerata na obata proekti e da se zame{aat (a so toa i da go naru{at) 

sekojdnevieto na ‘superniornoto’ op{testvo na sredno-visokata klasa, so toa 

{to vo nego }e vnesat elementi na realnost, dale~na/skriena i ~esto pati 

brutalna realnost. Vo slu~ajot so deloto na Rosler, taa realnost e Vietnamskata 

vojna, dodeka vo mojot slu~aj, Rabotni~kata proizvodna linija, toa e sudbinata 

na rabotni~kata klasa.

LF 5: Va`no li ti e dali go prika`uva{ deloto vo London ili vo Skopje, 

a ako odgovorot e da, toga{, na koj na~in?

NP 5: Va`no e vo smisla na toa deka moite dela se ‘situacionisti~ki 

orientirani’. Ne se slo`uvam so idejata za ‘patuva~ki izlo`bi’ i smetam 

deka anga`iranata umetnost ne mo`e da bide generalizirana i izvadena 

od kontekstot za koj{to e sozdadena. Za postoewe na eden anga`iran proekt 

potrebno e odredeno predznaewe/sloevi na informacii okolu odredena situacija.

Mojata ubedenost vo toa se bazira vrz moeto li~no iskustvo so dislokacija, vrz 

sogleduvaweto na toa kolku dolgo vreme mi be{e potrebno da se adaptiram, kako

umetnik, na mojata nova `ivotna sredina i na op{testvoto vo koe sega `iveam

i rabotam. Dolgo vreme pomina pred da se po~uvstvuvam sposobna da reagiram/

zboruvam za odredeni koncepti koi za mene se klu~ni, vo drug kontekst (kontekstot

na London, Britanija, Zapadot, kapitalizmot itn). Toa podrazbira{e dolg 

proces na u~ewe za specifi~nite op{testveni, politi~ki, lokalni pra{awa 

itn. – pra{awa koi tolku lesno gi razbirav dodeka `iveev vo Makedonija, a koi

odedna{ mi stanaa sosema nejasni. Toa vo ogromna mera vlijae{e na moeto 

iskustvo kako umetnik i istovremeno ja sozdade osnovata ili konfliktot (pa i 

dualnosta) vo izlo`bata Da ostanam ili da si odam.

Ilustracii

1 Redica za ~ekawe; Nada Prqa, 2008; Skica na proektot; mrsen pastel. 42 x 30 sm

2 Proekt na lo{i vesti, [panija 11/03; Nada Prqa, 2004.

Ofset otpe~atok na hartija za vesnici, magenta boja, dve strani, 60 x 42 sm

3 Dijagram na tri fazi na razvojot na proektite na Nada Prqa

4 Foto monta`a na okolinata na Muzejot na sovremenata umetnost

5 Daj za da zeme{, Agencija za nedvi`nini; Nada Prqa, 2007 

nastan vo ̀ ivo, 20 oglasi, video, bukvi, umetnikot. Vo prilogot e pretstaven eden oglas.

6 Strancite DOO. ili kako perfektna `ena le`i; Nada Prqa, 2009

Serija na 6 modni fotografii so sloganite od proektot Strancite DOO.
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