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dortorpachmjata Bo maHunynaumja: KAKO 3A MPBMNAT

LLTo n ga mucnume 1 Kako Toa ro MMCnnme, MUCIMME BO paMK1UTE Ha Tpaguunjata. Taa Bnagee kora
Hé ocnoboayBa o4 MUCNEHETO HaHa3ad 1 Hé ynaTyBa KOH MUCIEHETO HaHamnpen Koe noBeke He e
nnaHvpawe.

[ypu kora, Mucnejku, ke ce CBPTMME KOH OHa 3a LUTO BeKe ce MUCNENo, H1e Ke MoXxXemMe Aa MUcnvve
1 3a OHa 3a LITOo yLwTe Tpeba aa ce mucnu.

(Martin Hajdeger, Nacelo identiteta)

3a cotorpadot kako hoTorpad MUCMEHETO ja MMa hopmata Ha cpoTorpadumja OAHOCHO - OAHOCOT
KOH CBeTOT uma dotorpadpcka popma nnm Toj O4HOC KOH HellTaTa Kako KOHLENT e BruvjaTeneH Bp3
HeroBaTa cpotorpadpcka npaktuka. Potorpaduparneto Kaj otorpadute kako dortorpadu n He
MOXe fa 6uae HULITO APYro OCBEH MUCNere — doTorpadpcko mucnerwe. 3Hauun, ako HanpaBvMe
HEKOW rPOTECKTHM NMPOMEHM BO NocriegHaTa peyeHuua Ha Xajaerep (KOH Koja JoHekaae pedepvpaart
Xenbute Ha OBOj NPOEKT), MOXe Aa ro npoYntame crnegHoTo: [ypu Kora ... ke ce CBPTMME KOH OHa
LWITO BeKe ce cotorpacumpano, H1e ke MoxeMe fa ro gororpacdmpame 1 oHa LWTO JonpBo Tpeba aa
ce cotorpacpumpa.

MoxxHo e feka naejata Ha rpoTeckata HE ynaTyBa KOH peanHocTa Ha cocTojbarta Ha doTorpadujata
[OEHEC: MOXEIHO € HEKaKBO HOBO YEKOPEH-E MO CTapuTe Tparu Ha naToT. [oXeneH € HEKaKoB aKkTUBEH,
aBTOPCKWN, MUCIEYKM, hoTorpadpcku, XXMB OQHOC KOH HECBECHOTO (hOTOrpadcko MCKyCTBO!

LLito n aa ce mucnum 3a nobyauTe n NnpuunHUTE 3a 0BOj NpoekT Ha CTaHko HepenkoBcku Toa 6u 6uno
camo necHo 3arpebyBar-€e No Npo6reMoT Koj Toj ro otBopa. HuB Tpeba aa rv octaBuME Ha cTpaHa 3a
[a MOXEME HalleTo BHMMaHWE fa ro HacouYMMe KOH eqHOCTaBHaTa KoOHcTatauwmja Aeka Toj NPOeEKT €
eQHOCTaBHO TyKa npep Hac.

MpoekToT unja xenba n Hamepa e ga ce BuAAT HewTarta ,Kako 3a npBnaT Toj YMH ro ocTBapyBa
CO MapagoKCOT BO 3aBTPYBah-€TO KOH OHA LUTO Beke OMIo M BO HEroBOTO KOMOWHMpawe, unm
coeguHyBake, CO AeHellHaTa peanHocT Ha dpoTorpadumjata. [loBegeHu ce Bo penauuja ,,AUCKPETHN
dakTopu“ kou ce opMMpaHu Of pasfU4YHU TUMOBU MCKYCTBA BO PasnMYHU Bpemuksa. Toa ce
WCKyCTBaTa U 0QHOCUTE Ha aHanorHata doTtorpaduja 1 CBETOT Ha AUTUTaNHUTE chopMaTpamsa.

3a oHOj koj T rmeaa doTorpadunTe 3a Kou cera ctaHyBa 360p He € of MpecyaHa BaXXHOCT Aa 3Hae
Kako ce Tue HacTaHaTtu. Tue coTorpadum ce npeg Hero 1 Bo 0OQHOCOT CO HUB ce hopMmpa Omro KakoB
BMEYaToK 3a OHa LWTO ce rmeda. Ho ngejata 3a co3gaBak-€TO HA Opafuja 3a MOXHaTa peanusauuja Ha
onpeaerneHa rneTka ro AaBa OCHOBHUOT KOHTEKCT KOj 3aAHUHCKN ro doopmupa ,,AUCKPETHMOT dhakTop®
Ha camara rreTka U BpEMETO Kora Taa ce ocTBapyBa. 3Ha4M KakBo e opaaneTo koe HeaenkoBcku ro
n3paboTyBa 3a ga Moxe, Aa Aojae OO [METKUTE KO Ce NMPUCYTHU Ha n3noxbasa?

Camo BO OCHOBHW NMHWM: FreTKata ce hopmupa Npeky eaeH ctap nomyamartepcku anapat Kodak
Junior 620, nponssegyBaH Bo 30-Te rognHu og 20 BeK, OAHOCHO MpeKy HeroBuoT ob6jekTnB Kodak-
Anastigmat {/6,3. CBeTnMHata MMHyBa HM3 HEro M ce MpoeKkTMpa Bp3 edHa ocobeHa nno4va BO
Manara camera obscura Ha HanpaBaTa co3gageHa 3a 0Boj npoekT. [Npoekumjata Bp3 nnoyara ce
doTorpacupa co gurutaneH anapar, a LenuoT 3anuc nogoLHa ce 06paboTyBa Bo cBeTraTa koMopa
Ha ¢pOTO LIOMOT.

Bo ocHoBa ToE € cé WwTo Tpeba Aa ce cnoMeHe 3a METOAOT BO pabOTEH-ETO CO Mario HagoMNoHyBake
[JeKa 3a KOHeYHOCTa Ha M3rmedoT Ha MnocakyBaHaTta rretka BaXHa € M nrovata Bp3 Koja ce BpLun
NMPOEKTUPAHETO 3a LUTO aBTOPOT MOTPOLUM 3aBUOHO KOMMYECTBO BpEME EKCMePUMEHTUPajku co
pasnuyHM TUMNOBWU MNOAMOrN.

LLiTo ro noTTnkHyBa HegenkoBckM BO cuMmynaLmjata Ha NOBTOPYBaH-ETO HA TEXHUKUTE KOW HeEKorall
ce npaktukyBane? OproBopoT 6u moxen ga Guge 6uno kakoB HO edHa peanHa ocobeHocT ce
HameTHyBa cama no cebe He3aBMCHO Of CBeCHWUTE nobyau Ha NPOEKTOT: HadeX Aeka Ke ce gonpe
[0 04HOCOT co dhoTorpadpckara crnyyka KakoB LUTO MOXen Aa 6uae BO BPEMETO Kora TMe TEXHUKN
N TEXHOMNOrMm ce npakTukysane. MoxHoO e geka TOKMYy TOj OQHOC mapTuumnupa BO HEBUHOCTA Ha
MornenoT Koj 3a4yAeHo Ce 3arfenyBa BO CBETOT MPEKY CUCTEMOT Ha aHarnorHata cotorpaduja. Bo
TOj MWT Ha crnyykaTa Ha OAHOCOT cuTe paboTn BO CBETOT M3rfiegaaar OHaka Kako 3a npenaT ga ce
rmegaat. Hamepara, unv HagexTa e Aa ce Jonpe A0 HeKou M3pasu, jasudHn dpotorpadpcku nspasm,
KOW ke roBOpaT Of, ja3nKOT, UIN Kako ja3unkoT, hopmaTtnpaH of Tue OgHOCMK.

>Kenba Ha aBTOPOT € KOH 06jeKTOT UM KOH MOTUBOT Aa NpUCTany Co HEKaKoB NpMMapeH ogHoc. Toa

Haj4YecTo e (bpoHTaneH MMHUMANUCTUYKN Kadap KOj 06jeKTOT caka ga ro perMcTpupa OHaKkoB KakoB
LUTO TOj € — TOa € NpucTan Ha perncTpupane n JoKkyMeHTuparwe. IHTepecHo e LTo BO OBaa Hacoka
doTtorpadoT € akTMBHO MomaraH of ocobeHoCcTUTe Ha OBGJEKTMBOT KOj CETO Toa ro ,npekpLlyBa“
NpeKy COMNCTBEHUTE 0COBeHOCTW: Mana AnabuHcka OCTpMHA, HEMOXHOCT 3a 6rm3ok mpucTtan KoH
06jekToT, NnepndepHO HamarnyBawe Ha CBETNMHaTa UTH. BpegHocTute oa 06jeKTMBOT eQHOCTaBHO
ro HacodyBaaTt ¢oTorpadoT Ha HyXHa peaykuuja Bo dortorpadckmor notgar. Co ceto oBa (BO
KOHTEKCTOT Ha cnomeHaTara ,Cryyka Ha OQHOCOT") Ce HacTojyBa Aa Ce HagMuHe pa3bvpareTo Ha
doTorpadoT pa3bpaH kako npodhecuja 1 ga ce ynaTu KOH LUMPOKUTE NPOCTpaHCTBa Ha ,coTorpaduja
6e3 doTtorpacd” - BOH CBETOT Ha hoTorpadumjata ogpedeHa Kako HEKAKOB ja3vyeH MU TEXHUYKM
n3pas unum npouec. AKo MOXXebu OBOj MPOEKT € CaMO HaBUAYM TakoB Cenak OCTaHyBa PeCcrnekToT 3a
pobnecrta ga ce HypHe BO HeOOBOIMHO UCTpaxeHuTe AnaboyrHun Ha doTorpadmjarta kako 0gHOC CO
CBETOT KOj cakame fa ro Buanme ,Kako 3a npsnat".

BakBata Haco4eHOCT Ha MPOEKTOT Ha HepenkoBCKM MNPUMPOAHO € ymaTeHa KOH WCKycTBaTta
M CO3HaHujaTa nOTTUKHATM oOf BepHakynapHata dotorpaduja (vernacular photography).
BepHakynapHata dotorpaduja € ,, ... BU4 Ha criy4ajHa YMETHOCT Npu LUTO TUE CE YECTO HEHaMEpPHO
YMETHUYKM" OOHOCHO, MOCIIe UCKYCTBOTO CO Hea , ... O HeoJaMHa BepHakynapHaTta doTorpadmja
CTaHa OMLUTO MECTO KaKO YMETHMYKA TEXHUKA U € LUMPOKO npudarteHa Kako >XaHp Ha yMeTHu4Kara
doTtorpacdmja“. OHa WTO NocakyBa fa Ce TprHe HacTpaHa Of YMETHWYKUTE KOHBEHLMU (Mnv of
KOHBEHLIMMTE Ha ja3uKOT KOj BEKe He mcrnopadvyBa BpeOHOCHUM OOQHOCKU CO CBETOT) MOCTOjaHO Mopa
NOBTOPHO Aa (hopMMpa HEKAKOB aHp — Aa buae HekakBa yMeTHUYKa TexHKKA. Ho Toa He e 6e3onacHa
urpa. MNoTtpararta no ,HeHaMepPHO YMETHUYKN" cboTorpacpmu, dotorpacun kon Tpeba Aa He ucpnar
of BoOBGMYaeHMTE CO3HajHM KOMoceum Co CBojaTa ,yMETHUYKa TEXHUKa“ Ha ,HEHAMEPHOCT* HEKaKO
cyabuHCKM CTUrHYBa BO MECTOTO Ha dhoTorpadumjaTta kako crny4ka. A criyykarta Bo Hajoobap criyyaj e
Ha camuoT pab Ha Guno Kakea ,yMETHUYKa TeXHUKA".

Bo cekoj cnyyaj kora cBeToT caka Aa ce Buam ,Kako 3a npenar” mopa aa ce buae Ha Hekoj peaneH pab.
BepHakynapHata gpotorpaduja nnm oHa LUTO Taka ce MMeHyBa BO OCHOBa Ce TEMENV BO No3uLmjata Ha
NorneaoT ynaTeH KOH TOj apTedakT OQHOCHO - ,BEPHAKyNapHWOT Nornea” c1 co3naBa BepHakyrnapHa
doTtorpacdumja. Taa e NpPoM3BOA4 Ha peuenuujata Koja M MpoHaora COMCTBEHUTE WHTEPECU WU
dacumHaumn. MoXHO e Aeka BO Taa AMHaMuKa Ha 3auHepecupaHuoT rMornef rnpecraHyea Aa
AOMUHMPA KOHBEHLMOHANHOCTa Ha OAHOCOT KOH 3HAKOT Kako JOroBapak-€ 1 €BEeHTYyarnHo 3anoyHyBa
U Ce HaroBecTyBa HeKakBa HafeX 3a MOXXEH OHOC CO HEro BO HACOKA Ha MOKaXyBaHe KOH Hero.
BepHakynapHata doTtorpaduja caka ga nokaxkyBa KOH HELLUTO M BO TOa NMOKaXyBak-€ Ha Taa criydka
(cnyukara Ha BepHakynapHaTa goTtorpaduja) 4a u Jage MOXHOCT Aa Ce CIy4u Makap Kako Criyvka Ha
peuenuujaTta. BpegHocTa ce nepMmyTmpa BO MHTEPEC, OQHOCHO - 3aMHTEPECUPAHOCT 33 HELUTO LUTO €
CO3[a[eHo BOH NOMeETo, Uy Bo NpouenvTe, NyKHaTMHUTE Ha ModenuTe Ha BpeaHocTa. lNMpetnoctaska
UNWN HagexTa e Aeka BO TOj MOMEHT NMOHEKOoraLl MOXe Aa Ce Hanae Ha HeKakBy MHAYLMPaHW ,HEBUHMU
BPEeLHOCTN", HEKOU BUCTUHW.

dopmMypar-eTO Ha TEPMWMHOT BepHakynapHa doTorpadmja € obug Ha Toa [ABWXKEHE Ha
3avHTEpPEeCUpaHnoT MNorneq Aa My ce Jafe HakakBa Mepka, HEKOj MpaBeL, 3a HEroBUTE TOSIKYBaYKu
notpeom.

WHTepecHo e aeka Bo oBue doTtorpacdum Ha HegenkoBcku nyreto ce NpUCyTHYU cocema MHLUMAEHTHO.
BepHakynapH1OT norneq e noBeke 3avHTepecupaH 3a ManuTe He3abenexnueu MOTUBU OKOIy
YOBEKOT UM MOTMBUTE KOM HETO ro JOBEAyBaaT BO penauuja co couujanHaTa cnvka Ha MOMEHTOT.
Mpen cé, ce rmegaat Tparute of crlyvyyBakaTa OTKOMIKY camuTe cryyku. Toa ce dpotorpachumm
3avHTEepecupaHn 3a co3faBake Ha MOEeTWKa 3a MOTMBUTE KOW NyfeTo He 1 3abenexysaart - Ha
GaHanHWTe MOTMBW: HaMyLTeHW ypbaHW, CKOMCKN MPOCTOPY KOW HEMAAaT jacHa HameHa, MOKBU Of
BOAA Koja He ja ynuna 3emjarta, natuiiTa, HanywTeHn rpaabu, Kanku Boga Ha rpMyLLUEeCTU pacTeHuja,
cTapy MOCTOBU BO (hyHKLWja ... CUTE BU3YENHO KPajHO BO3OYANMBO NPETCTaBEHM.

OBaa B030OyAnMBOCT Ha MpeTcaBaTta HE ynaTyBa KOH BTOPUOT ,AMCKPETEH hakTop“ nogenHakBo
BnvjaTeneH Bo (hopmMmpar-eTO Ha rmeTknTe o ,Kako 3a npenat®. Toa e obpaboTkara Ha gUrnTanHuoT
3anuc BO ,CBeTnara komopa“. Ha npB norneq 1oa € KpajHO HEKOMNaTUMOMITHO CO KOHLIEMTOT Ha
BEPHVKYNapHWOT NOrnes Koj MpeTnocTaByBa HEKaKBa BU3yernHa, dpotorpadycka crnyyka co MUHMMaIHW
UNN HWKaKBWM MHTEPBEHLMM BO Hea. Ho rmeTkata ro popmupa Bne4aTokoT 3a HekakBa Cryyka, a
LYMETHMYKaTa TexHUKa“ ja chbopmupa rneTkarta kako Bnevatok. OCHOBHMOT paboTeH mMogen 3a OBOj
NpoekT, 6apeM 3a NuLLYBaY4oT Ha OBOj TEKCT, MOXe Aa ce 3abenexu Beke Bo KOHCTpyKLMjaTa Ha



crnomMeHararta HanpaBa, OpafMeTo CO34afeHO0 3a HEro — Toa € Kanemehe Mery AMCKPETHUOT hakTop
Ha BepHUKynapHaTa dotorpadumja n AMCKPETHNOT hakTop Ha rpadmnykata obpaboTka. Kanemeweto
WUnNu BKPCTYBaw€TO Mnoapasbuvpa BHMMAaTenHa cernekuuja Ha onpegeneHn AWCKPEeTHM akTopu
nopagu KoMbMHMpawEeTO Ha HUBHUTE CBOjCTBA 3a Aa ce Aobue onpeaeneH NocakyBaH Unu criydyaeH
BapueTeT.

Bo obpaboTkata Ha AvrntanHiTe nogartouM A03BOSIEHN CE CUTE METOAM, UTPUHWU U TPUKOBU KOU
rv 6apa nocakyBaHaTa rmetka. 3amucrnara Ha KOHLENTOT Ha [NeTKaTa rM HacovyBa cute akTopu.
lMpumeHyBaHu ce pa3anM4HU NOCTarnku Ha pasHOBUAHM KOHTpACcTMpara BO €4HO AEeNOo, 3aTeMHyBakba
N pasHu ,peTylimpara“ 3a nogobpo aeduHpare Ha NIaHoOBUTE BO KaAapoT, TOHMpaHke 1 LITO fin
ylwiTe Hé, Cé CO uen ga ce CTUrHe OO MOCaKyBaHWOT m3rned M atmocdepa Ha aenoto. ,Kako 3a
npBnaT* e NPoOeKT CBECHO onpeaerieH aeka Bo OBOj Nepuog Ha ,oTtorpadujata BO MaHunynauyuja“
Taa meTofa Tpeba Aa ja 3aBpTM BO COMCTBEHA KpeaTnBHa nonsa. KpajHmoT npoaykT — cpotorpacdumTe
BO AWruTaneH neyar — usrnegaar ,MnemMeHuTo: nocegyBaat HekakBa AnabovmHa Bo LpHUTE TOHOBU
KOja BO KOHTPamnyHKTOT CO CUMBUTE U CUBO-OKEPECTMTE TOHOBM Mpean3BrKyBa pearnHo Bo3byanvsa
urpa BO TEKOT Ha rmeaaneTo. Bo cnyyanTe Kora MOTUBOT, 06jEKTOT Ha CHUMKaTa e Camo MOBPLLMHCKM
OnuLaH, OOHOCHO MNPUCYTHW Ce caMo onpepeneH 6poj Tparn — enemMeHTU UMM 3HAKOBW - KOW
CO3HajHO Hé ynaTyBaaT KOH Hero (LUTO BO OBOj MPOEKT MHOry 4ecTo ce nojaByBa) cpoTtorpacumre
noTceTyBaaT Unu oaaBaat BnevyaTok Aeka ce Moxebu rpacumkn. Bo nepuogot Ha ,doTtorpadujata
BO MaHunynaumja“ dotorpadujata ycnesa ga Hé NMOTCETM Ha COMCTBEHUTE KOPEHU - a HEej3uHUTe
nmoYeToum ce Bo rpadmkara kako npouseog, apTedakT Koj uma ,,AMCKpeTeH hakTop® aa ce yMHOXyBa
N CO TOa YMHOXYBaH-€ fja co3nage AUCKPETHU KyNTYPHWU NOAMOrN.

Beke ce cnomeHa Aeka Bo 0BOj MPOeKT, notdpatoT ,Kako 3a npenat, uma penaTtmBHO Mana npucyTHOCT
Ha nyre. Hajronem 6poj og MoTUBUTE ce nej3axu, ypbaHu nejsaxu, 4eTany of rpMyLLKU UK FIOKBU
BOAA, pas3nuyHu enemeHTu of ypbaHuot npoctop uTH. Kora caka ga rnepa kako aa e npenart, CtaHko
HepenkoBckn HOpMarHo ro ynaTtyBa norfnegoT KOH OHa LITO BOOOMYaeHo He ro ctaBame BO 6rnvanHa
Ha CoLMjarnHNOT KOHTEKCT: Toa Ce€ MOTMBM, MOTOYHO MPUMAPHW FMETKN KOU IO OMKPY>KyBaaT CyOjeKToT.
Ho onwTnoT BneyaTok 3a oBaa cepuja gerna e geka TMe CO COrncTBeHaTa NpYMapHOCT MOoCTojaHO
roBopar 3a 6aHanHocTa Ha HaLleTo CEKOjAHEBME U Hej3e ja3uyHO ja apTukynupaar. Toa He ce ,,CpekHn”
doTorpacun, Toa He ce Mnej3axu 3a onywTakwe. Tve ce HakakBa HoBa hbopma Ha HeopeanucTuyka
rmetka 6e3 yoBeykn dourypu. Heopeanuamot e npecopmMynupaH Bo ja3vyHa hopMa Ha rneTkara koja
- CO LUTO 1 [ja Ce 3aHMMaBa - MOCTOjaHO UCcnopavyBa eranucTeHLMjanHo 3rpyeHmn CoLujanHm KOHTEKCTH.
MoxHo e aeka kora ce obugyBame Aa rv oTdprMmMe MeHTanHUTe HaBMKWM BO MepLenuuvjata TakBmoT
obua aa Hy ro ucnopaya ToOKMy OHa LUTO € npep Hac.

Naso NnaBeBckn

Photography in the manipulation: AS IF IT WERE FOR THE FIRST TIME

Whatever and however we may try to think, we think within the sphere of tradition. Tradition prevails
when it frees us from thinking back to a thinking forward, which is no longer a planning.

Only when we turn thoughtfully toward what has already been thought, will we be turned to use for
what must still be thought.

(Martin Heidegger, The Principle of Identity in: Identity and Difference)

The thinking for the photographer as a photographer acquires the form of photography, that is to say,
the relation to the world acquires the photographic form or, more to the point, that very relation to the
things as a concept has bearing on the photographic practice itself. Taking photographs for the pho-
tographers insofar as they are photographers cannot be anything else but an act of thinking - an act
of the photographic thinking. Thus, if some outlandish transformations were to be introduced in the
last Heidegger’s sentence (to which the aspirations of this project have certain claim) we may read
the following: Only when ... we turn toward what has already been photographed, we will be able to
photograph that which is yet to be photographed.

It may as well be that this notion of the outlandishness reveals for us the real condition of the pho-
tography today: what is needed is to retrace the footsteps all along the old path. What is needed

is to establish an active, creative, reflexive, photographic, living relationship with the unconscious
photographic experience!

Whatever one may be thinking of the motives and causes behind this project by Stanko Nedelkovski,
it would only leave a superficial scratch over the problem that he is approaching. Putting the motives
and causes aside, we should focus to the simple recognition that this project is here before us.

The project is based upon the desires and aims to make visible the things “As if it were for the first
time”. This is accomplished within the paradoxical concurrent return towards that which has already
been, combined or in conjunction with the present-day reality of the photography. Single relation
unites the “discrete factors” which are shaped from different types of experiences at different time
frames. It is to do with the relation pertaining to the experiences of the analog photography and of the
universe of digital formats.

To the audience in front of the photographs in question, the knowledge of the ways in which they were
made is of little importance. Those photographs are before the viewer and the impression about that
which is observed takes shape in the very act of establishing a relation with the works. Nevertheless,
it is the very idea of creating tools - which serve the purpose of capturing the sight - that is providing
the basic context and shaping in the background the “discrete factor” of the sight itself and of its time
of realization. Thus, what kind of tool is Nedelkovski assembling that would allow him to approach the
sights which are on display?

In brief - the sight takes shape by way of an old semi-amateur Kodak Junior 620 camera, which was
in production during the 1930s, that is, it is captured by its Kodak-Anastigmat /6,3 lens. The light
passing through the lens system is projected over some very special ground glass viewer positioned
in the small camera obscura constructed especially for the purpose of this project. The projected im-
age on the ground glass viewer is subsequently photographed with a digital camera, while the result-
ing file is processed in the light chamber of the photo shop software.

This is, basically, all that needs to be mentioned as far as the working method is concerned. There is
only this additional remark: the final appearance of the desired sight is decisively influenced by the
type of the ground glass viewer used - something that required special attention from the artist in the
experimentation and selection of the proper surface of projection.

What is pushing Nedelkovski to simulate, to revert to those, once widely used and now historical tech-
niques? The answers may vary, and yet, there is a real specificity which is imposing itself, regardless
of the intentions of the project: there is this hope that in this way one may revive the relation with the
photographic event the way it was established in the times when these techniques and technologies
were practiced. It is possible that this very relation participates in the innocence of the look that is
wondering at the world through the system of the analog photography. In that moment, when the
event of relation emerges, all the things in the world are appearing as if they were seen for the first
time. There is this intention or aspiration to reach certain expressions - linguistic and photographic
expressions - that would speak from within the language, or as the language itself as it has been
formatted by those relations.

Artist’s aspiration is to approach the object or the motif by establishing a kind of primary relation. It is
mostly to do with a frontal, minimalist framing of the object the way it exists in the reality - this is the
approach of registration and documentation. It is rather curious that in this sense, the photographer
is actively assisted by the particularities of the lens system which is refracting everything through
its proper technical limitations: the narrow depth of the field, the restricted near-field sharpness, the
peripheral light falloff, etc. The values created by the lens are simply guiding the photographer to
that necessary reduction of the photographic contents. By all this (in the context of the previously
mentioned “event of relation”) one is striving to surpass the concept of the photographer in terms of
a profession and to enter the vast open spaces of the photography without a photographer - which
are external to the world of photography defined as a particular linguistic or technical expression or
process. If it transpires that this is not entirely true, there still remains that due respect for the virtuous
aimed to dive into the insufficiently explored deeps of the photography as a relation to the world which
we want to see “as if it were for the first time”.

This aim of the Nedelkovski’s project is naturally oriented towards the experiences and insights pro-
vided by the vernacular photography. The vernacular photography is “... a sort of accidental art, a sort
of photographs that are frequently unintentionally artistic”; that is, as an experience one may state
that “... since recently the vernacular photography became a commonplace as artistic technique and



is widely accepted as a genre of art photography”. That which wants to evade the artistic conventions
(or, for that matter, the linguistic conventions which no longer deliver value relations with the world)
must perpetually form certain genre - become an artistic technique. However, this is not a safe game.
The search for “unintentionally artistic” photographs, for photographs that are supposed to derail us
from the commonly accepted perceptual direction with their “artistic technique” of “un-intentionality”,
is somehow predestined to arrive at the place of the photography as an event. And the event itself, at
best, is on the very edge of every and any “artistic technique”.

At any rate, when one wants to see the world “as if it were for the first time” one must be positioned
on a real edge.

The vernacular photography or that which is identified as such, is simply grounded in the position of
the look directed to that particular photographic artifact. That is to say that “the vernacular look” in
itself is constitutive of the vernacular photography. It is the product of the reception which is finding
its own interests and fascinations. It is conceivable that within that dynamic of the curious look, the
conventionality of the relation to the sign as a negotiation ceases to dominate and eventually certain
expectations for a recursive relation within the sign itself may emerge. The vernacular photography
wants to point at something and in pointing at that event (the event of the vernacular photography) to
provide it with the possibility to unfold at least as an event of the reception. The value is changing its
order with the interest, that is to say, with the curiosity about something that was created outside of
the field, or within the crevices, the cracks of the models of value. The basic assumption or expecta-
tion is that at that moment sometimes one may stumble across certain induced “innocent values”,
certain truths.

The formation of the notion for the vernacular photography stands as an attempt in providing some
measure to that movement of the curious look, that is, in providing certain direction to its interpreta-
tive needs.

It is quite curious that these photographs by Nedelkovski only rarely refer to the representation of
people. Actually, the vernacular look is more interested in those tiny imperceptible motifs around the
man or, motifs that are relating the social picture of the moment. What is, above all, visible are the
remnants of the events, rather than the events themselves. It is to do with the photographs which
have interest in creating poetics over the motifs that are imperceptible to the people - the banal mo-
tifs: some deserted urban spaces of Skopje devoid of any purpose, puddles of water, roads, deserted
buildings, droplets of water on leafy bushes, old still functioning bridges ... all of those motifs rendered
with excitement.

This exciting rendition opens up toward the second “discrete factor” which is of equal importance
in shaping the sights displayed “As if it were for the first time”. It is to do with the processing of the
digital data in the “light chamber”. At first, this appears to be rather incompatible with the notion of
the vernacular look which is assuming certain visual, photographic event that is nearly or completely
devoid of post-processing interventions. And yet, while the sight gives shape to the impression of
some event, the “artistic technique” gives shape to the sight as an impression. The basic working
model of this project - at least as | see it - may already be discerned in the construction of the afore
mentioned contraption, the tool created for the purpose of the project - it consists of an inoculation of
the discrete factor of the vernacular photography with the discrete factor of the graphical processing.
The inoculation or the crossbreeding presupposes a careful selection of particular discrete factors in
order to combine their properties and to obtain particular - desired or incidental - variety.

In the domain of the digital data processing, every method and every devious frick is legitimized by
the demands of the desired representation of the sight. The idea of the sight as a notion is setting the
direction to all factors. The artist resorted to different methods contrasting each other in a single work:
dodging and burning, retouching in order to better define the distinct planes of the image, toning and
what not - all this for the purpose of achieving the desired appearance and atmosphere of the work.
“As if it were for the first time” - as a project from this era of the “photography in the manipulation” -
stands consciously determined to reverse those methods in its own creative benefit. The end product
- the digitally printed photographs - appear “noble”: they posses certain deepness in the blackened
areas which, forming a counterpoint with the gray and gray-ocher tones, results in a truly exciting
play of observation. When the motif , the object of the picture, is only superficially described, that is,

outlined in traces of elements or signs - traces providing cognitive directions (which is frequently the
case with this project) - the photographs remind us of, or appear to be, graphic art objects. The impor-
tant thing is that in this age of the “photography in manipulation”, the photography itself is successfully
reminding us to its proper roots - its beginnings lay in the graphic arts as a product, as an artifact
having “discrete factor” in the multiplication which, in its own turn, creates discrete cultural supports.
As it was previously mentioned, this project, the endeavor “As if it were for the first time”, is relatively
sparsely populated with human figures. Most of the motifs are derived from landscapes, cityscapes,
from details of plants or water puddles, from different elements of the urban space, etc. When Stanko
Nedelkovski wants to look as if it were for the first time, he normally turns his gaze towards that we
usually do not consider to be close to the social context: it is to do with motifs, or more to the point,
with primary views which are surrounding the subject. However, the overall impression about this
series of works is that they, by the virtue of being vehicles of the primary look, maintain the narrative
of the banality in our every day existence providing, thus, a linguistic articulation for it. These are not
“happy” photographs, nor are they landscapes of relaxation. It is more to do with some new form of
Neorealist scenery devoid of the human figure. Here, the Neorealism is reformulated into the linguis-
tic form of the scene which - whatever its scope may be - persistently delivers existentially convulsive
social contexts.

It is quite possible that when we try to cast off the mental habits of perception, this very attempt to
deliver us exactly that which is in front of us.

Lazo Plavevski
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