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Urban Art: Creating the Urban with Art
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Abstract
;OPZ� [L_[� WYLZLU[Z� H� ZLYPLZ� VM� J\S[\YHS� HUK� ZVJPV�WVSP[PJHS� KPZJV\YZLZ� YLMLYYPUN� [V� 1HJX\LZ� 9HUJPuYL»Z� UV[PVU� VM�
WHY[PJPWH[PVU�PU�KLTVJYH[PJ�YLNPTLZ��^OPJO�PZ�\Z\HSS`�YLK\JLK�[V�H�X\LZ[PVU�VM�ÄSSPUN�ZWHJLZ�SLM[�LTW[`�I`�WV^LY��0U�
this sense, the possibilities and limits for the shifting place of art practices are examined. Where can they possibly 
exceed traditional boundaries and break through institutional terms, transforming everything into a politics of life by 
WYVK\JPUN�IV[O!�HɈLJ[�HUK�HU�LɈLJ[&�
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1. 0U[YVK\J[PVU!

Art that is intentionally produced for institutions, such as museums, occupies a privileged space of politiciza-
[PVU��JSVZLS`�YLSH[LK�[V�ULVSPILYHS�WYVJLZZLZ��0[�[LUKZ�[V�KLJYLHZL�[OL�LɈLJ[Z�VM�ULVSPILYHSPZT��I\[�HSZV�[HRLZ�WHY[�PU�
new economic and geopolitical distribution of power. Culture, in general, is employed in order to restore economically 
destroyed spheres, to promote educational strategies, and to design social spaces. By being used in daily politics as 
mechanisms of intervention and renovation, contemporary art supports the stabilization of neoliberal strategies by 
occupying real-life spaces. 

;OL�\ZL�VM�MYLLSHUJLYZ��WYLJHYPV\Z�J\S[\YHS�^VYRLYZ�JVTPUN�MYVT�UVU�WYVÄ[�VYNHUPaH[PVUZ�HZ�YLWYLZLU[H[P]LZ�
of a prospective market for the so-called “creators of culture” also became a trend. Political strategies have stretched 
their way out through  the domain of diverse “cultural options.” But culturalization is not only the transmission of politi-
cal questions into cultural ones. Culturalization tends to become an ideological education for the masses or the sub-
QLJ[Z�VM�[OL�JHWP[HSPZ[�VYKLY��(UK�[OL�WYLÄ_�¸J\S[\YHS¹�PZ�Q\Z[�[OL�ULVSPILYHS�MVYT�VM�H�UL^�ZVJPHS�SP[LYHJ`�·UL^�L_WLY[PZL�
or the ones who ”know-how-to-do it.”

;OL�LɈVY[�[V�IL�JYP[PJHS�PU�[OL�ÄLSK�VM�J\S[\YHS�WYVK\J[PVU�YLTHPUZ�\U[Y\[OM\S��HUK�P[�VUS`�LTLYNLZ�HZ�HU�HLZ-
thetic of administration, shifting between the market, state, and freelance activism. This kind of critique shows no ca-
WHJP[`�[V�HIHUKVU�P[Z�JVTMVY[HISL�WVZP[PVU��^OPJO�ZL[Z�P[�VɈ�MYVT�[OL�MVYTHS�HY[PJ\SH[PVU�VM�[OL�ULLKZ�VM�¸JSHZZ�J\S[\YHS�
^VYRLYZ�¹�0[�KVLZ�UV[�PU[LY]LUL�PU�YLHS�SPML�HJ[P]P[ �̀�0UZ[LHK��P[�PZ�[OL�ULNV[PHISL�TPKKSL�JSHZZ»Z�PU[LYWYL[H[PVU��^OPJO�VUS`�
makes a distinction between the conscious bourgeois and the consumer of spectacular kitsch. Critical stance appears 
as a trademark for the enlightened citizen.
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2.
The recent Macedonian government-organized project :RVWQL����� and the rebellious acts in the arts and 

protest movements in response to it serve as the case study to examine the possibilities and limits of the shifting place 
of art practices beyond the institutional. What happened in Macedonia just a few years ago in 2009 was unreasonable 
and shocking. The government announced large-scale developments for the city center, including a complex of build-
ings and monuments built in inappropriate public spaces, without consulting professional opinion, without a broader 
L_HTPUH[PVU�VM�[OL�Z\IQLJ[�VM�\YIHUP[`�VY�JP]PJ�PU]VS]LTLU[��0U�[OL�NV]LYUTLU[»Z�UH[PVUHSPZ[PJ�JLUZ\YPUN�VM�[OL�WHZ[��P[�
replaced the modernist facades of buildings with baroque and neo-classicistic designs – obsolete historical styles that 
never existed in the history of architecture in Macedonia. An enormous amount of public money was spent on cover-
ing modernistic architecture with inauthentic facades. Public space was packed full with numerous sculptures and 
monuments of disputable heroes from the national pantheon, a newly built triumph arch, and a 22-meter-high bronze 
statue of Alexander the Great in the main square, which purportedly attests to the antique patrimony of Macedonian 
WLVWSL��;OL�WYVQLJ[�P[ZLSM�YLÅLJ[Z�[OL�UH[PVUHSPZ[PJ��H\[OVYP[HYPHU�YLNPTL��WVW\SPZT��HUK�OLNLTVU`�VM�[OL�YPNO[�^PUN�Y\S-
ing party. Even though dissatisfaction, especially among intellectuals, had been rising, most people actually approved, 
or even more incredible, liked the project.  

(YJOP[LJ[\YL�Z[\KLU[Z�PUP[PH[LK�[OL�ÄYZ[�WYV[LZ[�HJ[P]P[PLZ��:PUJL�[OLU��SPURLK�[V�[OL�WYV[LZ[�HJ[PVUZ�VU�[OL�SL]LS�
of similar politics, many art projects constituted social activism. Artists actualizing these kinds of projects were deal-
ing with an attempt to intervene in the public sphere in order to actualize or resolve urgent questions in society, in all 
of its complexity. The results from these kinds of actions were exhibited mostly within the frames of the institutional 
gallery space. 

Starting from the premise of Claire Bishop (2012) that “contemporary capitalism produces passive subjects 
with very little agency or empowerment,” participatory art then “seek[s] to stimulate the public and turn them away 
from the passive, private consumption of spectacle in favor of creating a shared space for collective social engage-
ment through constructive or symbolic gestures that have social impact and create new alternatives.” But, set in gal-
lery space, artworks or projects dealing with activist practices or protest groups are questionable. The projects remain 
IHZLK�VU�YL�LUHJ[TLU[��HUK�H\KPLUJLZ�^P[ULZZ�[OL�[YHUZMVYTH[PVU�VM�[OL�LɈLJ[Z�MYVT�[OL�YLHS�VUS`�HZ�H�WLYMVYTHUJL�
– or art. And, although the languages of struggle, protest, and subversion were extremely dominant in art debates in 
[OL�SHZ[�ZL]LYHS�`LHYZ��[OPZ�KVLZ�UV[�ULJLZZHYPS`�YLZ\S[�PU�LɈLJ[P]LULZZ�PU�[LYTZ�VM�KPZVILKPLUJL!�[OLZL�RPUKZ�VM�WYVQ-
ects often simulate real social activism with the resonance of implications within the art system itself, but with no real 
consequences. Gaining knowledge about reality demands a certain distance, achieved through an imposed passivity. 
:V��JVUZLX\LU[S �̀�[OL�PU[LSSLJ[\HSZ�^OV�^LYL�UV[�JVUÄKLU[�LUV\NO�[V�ZHIV[HNL�HUK�HJ[�PU�H�YHKPJHS�^H`�PU�[OL�Z`Z[LT�
that they criticize, take the voice of the weak and marginalized showing real fascination with their object of study. 

Generally speaking, the contradictions of the intellectual stratum can be explained through the contradiction 
between theory and practice. Intellectuals are a contradictory class, as such. The extreme division in their position 
is based on the fact that, although they have admission to the establishment of the society through knowledge and 
the leisure to imagine and rethink the possibilities through art, they do not possess political or economic power. And, 
although closely introduced to the ruling class of society – through their action and in their lifestyle – they do not 
conform to them. On the contrary, they often tend to act from the margins, in space close to neither the upper class 
UVY�[OL�^VYRPUN�JSHZZ��(UK�OLYL�HUV[OLY�WYVISLT�HYPZLZ�PU�[OLPY�LUNHNLTLU[�PU�[OL�ÄLSK�VM�HY[�HJ[P]PZT!�[OL�JVTTVU�
\UKLYZ[HUKPUN�[OH[�[OL`�JHU�HSZV�ZLY]L�^P[OPU�JHWP[HSPZT�HUK��TVYLV]LY��THRL�H�WYVÄ[�MYVT�SHIVY�Z[YPWWLK�VM�YPNO[Z��
Artists who use their life as material for their work often exploit the marginalized subjects. The examples are artistic 
and curatorial activist practices that tend to give a voice to those who are silenced in the hegemonic system. So, the 
X\LZ[PVU�PZ!�0Z�[OLYL�H�TVKLS�MVY�HU�LUNHNLTLU[�[OH[�YLMLYZ�[V�[OLPY�HJ[�WVSP[PJHSS`�TVYL�[OHU�\UHɈLJ[LKS`�HLZ[OL[PJHSS`&�
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The problem, according to Groys (2009), is not that the political sphere of the arts has already become aes-
theticized. Groys interprets the artistic process of art activism as something that often cedes its territory to a political 
ZWOLYL��[OH[�OHZ�UV�ULLK�VM�HU�HY[PZ[��HZ�HU�L_WLY[�PU�[OPZ�ÄLSK�^P[O�HWWYVWYPH[L�LK\JH[PVU���VY�[OL�[LYT�HY[�HZ�Z\JO��
When art becomes political, it is forced to make the unpleasant discovery that politics has already become art and that 
P[�OHZ�HSYLHK`�ZP[\H[LK�P[ZLSM�PU�[OL�HLZ[OL[PJ�ÄLSK��;OLYL�PZ�UV�IL[[LY�L_HTWSL�MVY�.YV`Z�[OHU�[OL�YLWYLZLU[H[PVU�VM�[LYYVY�
itself, which constitutes an image-production machine: the terrorist, Groys (2008: 122-126) argues, consciously and 
artistically stages events that produce his own easily recognizable aesthetics, with no need of an artist to represent 
them in mediation. Images of the defeated and humiliated also bypass the need for an artist. Therefore, Groys sug-
NLZ[Z�[OH[�[OL�WVPU[�PZ�UV[�[OH[�HY[�ZOV\SK�JVUX\LY�[OL�[LYYP[VY`�VM�WVSP[PJZ��0UZ[LHK��P[�ULLKZ�[V�ÄUK�P[Z�̂ H`�PU[V�H�[LYYP[VY`�
that is now being conquered by political and economic forces. Consequently, artists dealing with engaged practices, 
Q\Z[�HZ�J\YH[VYZ�^OV�ILJHTL�[OL�UL^�JYP[PJZ��\UZH[PZÄLK�^P[O�[OLPY�WVZP[PVU��HYL�¸MVYJLK¹�[V�LU[LY�W\ISPJ�HJ[P]PZT�VY�
the masses. Mostly, the links between the arts and the protest movements were widely recognized because of the 
initiating role of the artists from the very beginning, which leads to the old questions about the borders between art 
HUK�HJ[P]PZT�L_WYLZZLK�PU�5H[V�;OVTWZVU»Z�WOYHZL�¸MHY�IL`VUK�[OL�HY[Z�¹

3. 

Despite the entertaining appearance of their images on social media, the initial rebellious movements in Sko-
pje in 2016 escalated into a mass protest called the Colorful Revolution. It mobilized thousands of people who vented 
[OLPY�HUNLY�I`�[OYV^PUN�WHPU[�VU�[OL�TVU\TLU[Z�¶�Z`TIVSZ�VM� [OL�NV]LYUTLU[»Z�VWWYLZZPVU�HUK�OLNLTVU �̀�¸;OPZ�
PZU»[�Q\Z[�H�JHZL�VM�WYV[LZ[VYZ�^YP[PUN�[OLPY�HUNLY�VU�^HSSZ��0U�:RVWQL��[OL�^HSSZ�[OLTZLS]LZ�HYL�WHY[�VM�[OL�WYVISLT�¹�
announced the media. And although peaceful in its nature, the movement covered all of the government institutions 
and Skopje 2014 monuments in multicolor paint. 

So, the questions arise: If there is an aesthetics of protest, do we have serial images produced at once as 
its representation? Does the protest that is being organized around short sequences of images do what Hito Steyerl 
would call “editing”? Articulation of protest is being held on two levels: the language of the protest or verbalization 
and visualization; and the same combination of concepts that are shaping the structure of the internal organization of 
[OL�WYV[LZ[��HJ[\HSS`�[^V�KPɈLYLU[�[`WLZ�VM�JVTIPUPUN�KPɈLYLU[�LSLTLU[Z!�VU�[OL�SL]LS�VM�Z`TIVSZ�HUK�VU�[OL�SL]LS�VM�
political powers. What kind of political meaning can come out of this type of articulation?   

(Z�HYN\LK�I`�OPZ[VYPHU�HUK�HY[�[OLVYL[PJPHU�5LIVQúH�=PSPǅ���������HM[LY�JVSVYPUN�[OL�VIQLJ[Z�VM�:RVWQL�������
^OPJO�OPNOSPNO[LK�[OLPY�HIZ\YKP[ �̀�[OL�WYV[LZ[LYZ»�PU[LY]LU[PVUZ�VU�MHJHKLZ�HUK�VU�[OL�Z[YLL[Z�[VVR�H�UL^�JV\YZL��-PYZ[��
the image turns into text, the painting to writing. The initial intensive colors poured on the facades, were replaced with 
more pleasant and enjoyable pastel colors. Thus, the Colorful Revolution of radical, rebellious red and black became 
pleasant to watch: pink, turquoise, and violet soft as if they were the consensual compromise between colors from 
[OL�WHSL[[L��;OL�WYV[LZ[Z�ILJHTL�H�RPUK�VM�JVUZLUZ\HS�JVTWYVTPZL�IL[^LLU�WYV[LZ[LYZ�HUK�WVSPJL"�HZ�[OL�WYV[LZ[LYZ»�
WHSL[[L�VM�JVSVYZ�ZVM[LULK��[OL�WVSPJL�ILNHU�[V�Z[H`�PUKPɈLYLU[�[V�[OL�HJ[�VM�WHPU[PUN��0[�PZ�KPɉJ\S[�UV[�[V�UV[PJL�[OH[�
[OL�U\TILY�VM�WYV[LZ[Z�YHWPKS`�PUJYLHZLK��;OL�KPɈLYLUJL�[V^HYK�WYV[LZ[Z�TV]LTLU[Z�MYVT�[OL�WHZ[�HUK�[OL�ZV�JHSSLK�
Colorful Revolution, concerning the design and performative elements, taken as a form from arts, is also noticeable, 
just as the number of people who were involved in it. 

Still, being based on the values of liberal democracy, the Colorful Revolution did not dissolve important 
VIZ[HJSLZ��0[�KPK�UV[�WVZZLZZ�[OL�Z[YLUN[O�MVY�[OL�THZZ�TVIPSPaH[PVU�VM�KPɈLYLU[�ZLNTLU[Z�VM�ZVJPL[`!�VUL�VM�[OL�JVU-
KP[PVUZ�MVY�ZPNUPÄJHU[�WVSP[PJHS�JOHUNL��0[Z�MHPS\YL�^HZ�ILJH\ZL�VM�[OL�\ULX\HS�ZVJPHS�NYV\WZ�Z\WWVY[��HZ�H�YLWYLZLU[Z�
of the ruling party and its opposition. Hence, the voters of the ruling party (as the counter-protestors in the Colorful 
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Revolution) are recognized as the most oppressed social stratum in society, the poor and the workers. On the other 
hand, the protestors, mainly followers of the opposition, who do not identify themselves as workers, marched from 
the relatively comfortable position of economic security. They emerged as representatives of citizenship. The Colorful 
Revolution failed to avoid the elitist moment. Mostly through social media, it started to emphasize young and fancy 
ÄN\YLZ�^P[O�[OLPY�IYHUKLK�HWWLHYHUJLZ�HZ�H�JV\U[LYWVPU[�[V�[OL�WVVY�HUK�\UH[[YHJ[P]L�JV\U[LY�WYV[LZ[LYZ��(Z�5LIVQúH�
=PSPǅ�WVPU[Z�V\[��HS[OV\NO�PUP[PHSS`�WYV�SLM[PZ[��[OL�*VSVYM\S�9L]VS\[PVU�PKLU[PÄLK�THPUS`�[OYV\NO�[OL�JVUJLW[�VM�JP[PaLUZOPW�
as compromised and consensual social category, was not able to tap into the radical and dissensual oppressed and 
\UKLYWYP]PSLNLK�JSHZZLZ��0U�HKKP[PVU��HS[OV\NO�[OLYL�^LYL�UV�LSLTLU[Z�VM�H\[OVYZOPW�PKLU[PÄLK�[OYV\NO�[OL�JVSVYPUN�HZ�
an artistic act, the statement written on the newly built triumph gate “Macedonia: The art of citizens” confronts the 
THPU�YL]VS\[PVUHY`�NVHS��ZPUJL�[OL�HY[�KVLZ�UV[�PUJS\KL�[OL�JVSSLJ[P]L��I\[�[OL�HY[PZ[�PUKP]PK\HS�HZ�Z\JO��
� ;OL�WYV[LZ[��PU�WVSP[PJHS�HUK�ZVJPHS�[LYTZ��^HZ�HU�LɈVY[�[V�YLJVUÄYT�KLTVJYHJ �̀�/V^L]LY��H[�[OL�ZHTL�[PTL��
it failed to extend its limits as a social act of resistance on behalf of the citizenship represented by precarious work-
ers, or the general intellect. The protest movement failed because it did not reach beyond the borders of the general 
PU[LSSLJ[��;OL�¸NLULYHS�PU[LSSLJ[�¹�PU�4H\YPaPV�3HaaHYH[V»Z��������[LYTZ��PZ�H�YLWYLZLU[H[PVU�VM�H�ZVJPHS�Z[YH[\T�VM�PT-
material workers whose presence is set upon the old modernist presumption: that it is always necessary to draw the 
line between invention and work, creativity and routine. The protest means “the reactivation of the social body. But 
the energy coming from protest must be transferred into the real place of production: not just the urban territory, but 
[OL�IPV�ÄUHUJPHS�NSVIHS�UL[^VYR�HUK�YLHS�SPML�YLSH[PVUZ�¹��kaLUNP�HUK�;HU�������

The intellectuals established a zone where breaks occurred in social reality. As freethinkers, they are the most demo-
cratic strata but also the leaders (although not in commanding positions) in the most authoritarian spheres, like edu-
JH[PVU�HUK�L_WLY[�NV]LYUHUJL��;OL`�LTIVK`�ZVJPL[`»Z�JVU[YHKPJ[PVUZ�IL[^LLU� [OL�JVUZVSPKH[PVU�HUK�L_WSVP[H[PVU��
between solidarity and the division of labor, or between the intellectual and the material labor. On the opposite, those 
excluded from the privilege of leisure or liberal education, in constant urge to gain the attributes of intellectual con-
[YHKPJ[PVUZ��L_PZ[�HSZV��0U�[VKH`»Z�ZVJPL[ �̀�[OPZ�KP]PZPVU�ZSV^S`�KPZHWWLHYZ�^P[O�[OL�MHJ[�[OH[�[OLYL�HYL�TVYL�HUK�TVYL�
possibilities (starting with education again) for everyone to become an intellectual. Meanwhile, the utopia is realized in 
the opposite sense, when the intellectuals turn into the “immaterial workers.” 

4.

/LUJL��[OL�X\LZ[PVU!�:OV\SK�[OL�̧ NLULYHS�PU[LSSLJ[¹�IL�KLÄULK�[OYV\NO�[OL�[LYTZ�VM�[OL�TVZ[�VWLYH[P]L�MVYT�VM�WYVK\J-
tion under capitalism or is it more important to give consideration of less pragmatic meaning that cannot be reduced 
[V�RUV^SLKNL�HUK�X\HSPÄJH[PVUZ&�>PSS�[OL�NLULYHS�PU[LSSLJ[�L]LY�IL�PU�[OL�WVZP[PVU�[V�IL�[OL�H]HU[�NHYKL�VM�WYV[LZ[&�
Even though precarious, this social stratum still owns its means of production: the general intellect, which is on its 
own. The general intellect and its embodiment in the immaterial worker, must take up a more avant-gardist position, 
namely on the side of the oppressed based on its isolation from this same intellectual instrumentalization. In addition, 
P[�PZ�ÄUHSS`�[PTL�MVY�HY[PZ[Z��JYP[PJZ��HUK�ZJOVSHYZ�[V�Z[VW�SLJ[\YPUN�HUK�SLHYU�OV^�[V�Z[HUK�PU�ZVTLVUL�LSZL»Z�ZOVLZ��>OH[�
^L�ULLK�PZ�[V�JYP[PJHSS`�YL�L_HTPUL�[OL�TH[LYPHSP[`�VM�H�^VYSK�MHJPUN�VUNVPUN�TVKPÄJH[PVU��HUK�[V�QVPU�[OL�THYNPUHS-
PaLK�PU�[OL�WYVJLZZ�VM�WYVK\JPUN�HU�HWWSPJHISL�[OLVY`�[OH[�\UPÄLZ�[OL�LZZLU[PHS�JYP[PX\L�^P[O�H�UL^�MVYT�VM�WYHJ[PJL��
(Z�*OHU[HS�4V\ɈL��������L_WSHPULK!�¸;VKH`�HY[PZ[Z�JHUUV[�WYL[LUK�HU`TVYL�[V�JVUZ[P[\[L�HU�H]HU[�NHYKL�VɈLYPUN�H�
radical critique, but this is not a reason to proclaim that their political role has ended. They still can play an important 
role in the hegemonic struggle by subverting the dominant hegemony and by contributing to the construction of new 
subjectivities. In fact, this has always been their role and it is only the modernist illusion of the privileged position of 

Territories



115

Urban Art: Creating the Urban with Art

the artist that has made us believe otherwise. Once this illusion is abandoned, jointly with the revolutionary conception 
of politics accompanying it, we can see that critical artistic practices represent an important dimension of democratic 
politics.” This does not mean, though, as she declares, “that they could alone realize the transformations needed 
MVY�[OL�LZ[HISPZOTLU[�VM�H�UL^�OLNLTVU �̀�(�YHKPJHS�KLTVJYH[PJ�WVSP[PJZ�JHSSZ�MVY�[OL�HY[PJ\SH[PVU�VM�KPɈLYLU[�SL]LSZ�VM�
struggles so as to create a chain of equivalence among them.”   

0U�VYKLY�MVY�HY[�[V�[YHUZMVYT�PU[V�SPML��P[�T\Z[�HJJLW[�[OL�PKLH�VM�LX\HSP[ �̀�PU�9HUJPuYL»Z�[LYTZ��HZ�OL�W\[Z�P[�PU�[OL�;OL�
0NUVYHU[�:JOVVSTHZ[LY: the equality of all subjects, freed from the hierarchies of knowledge, the idea of the equality of 
PU[LSSPNLUJL�P[ZLSM��(Z�OL�KLJSHYLZ��LTHUJPWH[PVU�JHU»[�IL�L_WLJ[LK�MYVT�MVYTZ�VM�HY[�[OH[�WYLZ\WWVZL�[OL�WHZZP]P[`�VM�
the viewer or those that want to make viewers active at all costs with the help of gadgets borrowed from advertising. 
The practice of art is emancipated and emancipating when it renounces the authority of the imposed message, the 
target audience, or, when, in other words, it stops wanting to emancipate us (Rancière et al., 2007). 

The most radical way in which art can represent a form of social critique is to start to question and transform mean-
ing and the function of the art system itself. We have already become subordinated to a hegemonic idea of what art 
is and what it does if we agree upon the questions: In what way can art contribute to hegemonic repression; or, what 
is the way that it can be used in order to give voice to the silenced and oppressed? As Bishop has pointed out, such 
questions are hegemonic in themselves, as long as they presuppose what art is and what it can do. Ideology is in the 
question, not in the answer. 

Fig. 1 -  Our art is free slogan. "Colorful Revolution" protest movement in 2016 against governmental "Skopje 2014" 
project. Photo: Vanco Dzambaski.
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Fig. 2 - Protesters coloring the monument Prometheus which was part of the governmental 
project “Skopje 2014”. Photo: Vanco Dzambaski (2016).

Fig. 3 - “Colorful Revolution” protest movement in Skopje against the government politics. Protesters 
in front of the Ministry of Justice of Republic of Macedonia (2016).  Photo: Vanco Dzambaski.
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Fig. 2 - Protesters coloring the monument Prometheus which was part of the 
governmental project “Skopje 2014”. Photo credit: Vanco Dzambaski (2016)

Fig. 4 - Art to the citizens, graphite written at the recently built Triumph Arc in Skopje as part of the governmental 
project “Skopje 2014” (2016). Photo: Vanco Dzambaski.

9LMLYLUJLZ

Bishop, C., 2012. Participation and Spectacle: Where 
Are We Now?, in: Nato Thompson (ed.), Living as Form: 
Socially Engaged Art from 1991–2001, Cambridge: MIT 
Press, 34-36.

Groys, B., 2009. Self-Design and Aesthetic Responsibil-
P[ �̀� PU!� L�Å\_� QV\YUHS�� UV�� ��� O[[W!��^^ �̂L�Å\_�JVT�QV\Y-
UHS����������ZLSM�KLZPNU�HUK�HLZ[OL[PJ�YLZWVUZPIPSP[`��

Groys, B., 2008. Art Power, MIT Press, Cambridge, MA.

Lazzarato, M., 2004. General Intellect: Towards an Inquiry 
PU[V�0TTH[LYPHS�3HIVY��PU!�4\S[P[\KLZ��VUSPUL�QV\YUHS��O[[W!��
T\S[P[\KLZ�ZHTPaKH[�UL[�HY[PJSL�WOW�&PKFHY[PJSL$�� ��

4V\ɈL��*���������(Y[PZ[PJ�(J[P]PZT�HUK�(NVUPZ[PJ�:WHJLZ��
in: Art & Research. A Journal of Ideas Context and Meth-
ods, 1 (2), 3-5.

5LIVQúH�� =��� ������ -HJLIVVR� WYVQLJ[!� :[H[\Z� 
���� ¶�
�������ĨŒŕŖń�ŉ�ŕŒ�¸ŜńŔŉőńŖń�ŔŉņŒŏŗŚŌŬń��O[[WZ!��NVV�
NS�`]3<(7.

Özengi, Ö., Tan, P. (LaborinArt), 2014. Running Along the 
+PZHZ[LY!�(�JVU]LYZH[PVU�^P[O�-YHUJV� º)PMV»¹�)LYHYKP�� PU!�
L�Å\_� QV\YUHS�� ���� ^^ �̂L�Å\_�JVT�QV\YUHS����������
running-along-the-disaster-a-conversation-with-franco-
IPMV�ILYHYKP��

Rancière, J., Carnevale, F., Kelsey, J., 2007. Art of the Pos-
sible: Fulvia Carnevale and John Kelsey in conversation 
with Jacques Ranciere, in: Artforum, online journal, O[[WZ!��
^^ �̂HY[MVY\T�JVT�PUWYPU[�PZZ\L$������PK$������

Territories


