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Kapko TpajaHocku
Appetitio principii v 3aTBOPeHMLWTE BO newTepara

Mpu camaTta NOMUCAA Ha “Teopuja Ha MNMCKOTO rneaarse” (a theory of cinema spectatorship) 3aTponysame
Ha NMopTUTE Ha NapagoKcoT! A NapajoKcoT, ako M OCTaBUME KOTHUTUBHWUTE UNY3Un HacTpaHa, ce OTKpusa B8O
W NMpekKy jasmnkorT.'

MapagoKcanHo, HO - 0/ W3BECEeH acmekT - ICTOBPEMEHO TponaMme W Ha ‘nopTuTe Ha nepuenuyujara’
corneabara geka rpHkvoT 360p “theoria®, n o4 Hero uasefdeHWoT “theoros”, ce HajBNNCKU POAHUHK CO
naTUHCKUTe “specto”, n 0f Hero u3seneHnoT “spectator’, 0TBOpa HOBM XOPU30HTW HA OYEKyBabe.

Op v3BecHa rnefHa To4kKa, MoXebu 3aTponyBame Aypu U Ha “nopTtaTta Ha HeboTo". He3aBucHO o4 APEBHUTE,
KpajHO COMHUTENHU ETUMONOLWKKM AepuBauun Ha “theoria” of “theos®, HeofaMHa NpUBKMKaHW W 0f TyKalHUTe
‘cosepuaTenu’, BpckaTta nomery uaejara 3a 60XXecTBOTO U rNeAarbeTo e perucTpupana aaneky npej
XPUCTUjAHCKUTE MUCNIUTENM,? yIUTe Kaj aHTU4KuTe Mpuu.

Mpawar-eTo Aany TponaMe Ha efHa UCTa UMK Ha TPWU PasnuyHKn NopTu, BKNYYUTENHO U NapagoKcoT Ha
TPOEAVHCTBOTO, MM OANOXKYBaMe 3a Hekoja Apyra npunuka, hoKycuMpajkn ce BO MOMEHTOB Ha Aaneky
noegHocTasHaTta gunema: MoxaT Nv HeWTo Aa Kaxar egHuTe rnegaqm (unococmre) 3a Apyrute rnegaqu
(hunmodhunuTe) 6e3 NpuToa Aa “cnekynupaaT” 3a pas3nuyHUTE acnekTy Ha rneaarseTo v corneaysareTo?
Be3apyro, HeKoM “rbybuTenn Ha My4pocTa“ UMaarT LWTO Aa KaxaT 3a rneaarkeTo v corneaysarbeto. Cnopep
ApuctoTen,’ go 6ora HajMHOry ce Aob6nuxyBame TOKMY NPeKy TeopucKaTa akTUBHOCT - aKTUBHOCTA Ha OHa
WTO e HajBoKeCTBEHO 0f CUTEe HeluTa BO Hac, KOe uMa npeTcTasa 3a NpeKkpacHUTe U boXKecTBeHWTe HewTa.
3a xan, ApUcToTen He BUN HAKOraL Ha KWHO, a 1 kora 6u 6un, Npawarse e Aany 6u rneaan KoH nNnNaTHoTo
WNK NOCKOPO KOH KWHO MPOEKTOPOT KaKo fIMKa W NpUnuKa Ha HeNoABMXHWOT ABuraten Ha ugeute. Wcto Taka,
WHTEPECHO e W ganu ApucToTen 6u ce YyBCTBYBan Kako Aoma, npeTnocTasyBajku geka 4o6po My bun nosHat
MNaToHOBMOT MUT 3a newTepara‘ Koj, Crioped NoBeKeMUMHA TeopeTnyapy Ha UnIMoT, MOXe Aa ce cMeTa 3a
kny4Ha MeTadopa (ako He W cnekynapHa/cnekTakynapHa aHTuyvnaumja) Ha KUHOTO.

(dywaTta 3aTeopeHa Bo newTepa) The Soul imprisoned in the Cave.”

KuHo rnegadqoT, 3a pa3nuka of gywara 3aTBopeHa Bo lNnatoHoBaTta newTepa, He € OKOBaH BO NaHuM 1 MoX<e
80 CEKOj MWT [ja ce CBPTM HaHasag, 4a Buauv oA Kage foafaaT CrMKUTE/CeHKUTe NPoeKTUpaHu Ha snaoT, Aa ro
4ye WyMOT Ha MPOEeKTOPOT, MOHeKoral Aypu 1 3aKalinysareTo Ha KWUHooNepaTopoT (“WHajaepoT). Ma cenzk,
HUKO] HE CW 3aMUHanN Of KWHO canaTta of TWe NMPUYUHKU - KUHOTO He Ce NOTNMpa Ha HauBHUOT rmeaay Koj He
npasu pasnuvka nomery unysujaTta u peanHocTa.®

OTTamy, Kako ja ce 06jacHu (heHOMEHOT Ha “BEeYHOTO BpaKkare" Ha rnefjaqoT BO KMHO canara Koj, 6es orneq
Ha BULUMTE pas3nosau, r NPeTnoYuTa NPU3paunTe o4 NPOEKTOPOT - TOj NEKONEH CBET Ha YncTaTa unyauja - 3a
cMEeTKa Ha peanHocTa Ha AHesHaTa ceeTnuHa? M 6uTHO nu e, BOOMWTO, Aanu “CUTE NMKOBU BO NpuKasHaTa ce
W3MWUCIEHW", 0QHOCHO Aanu “chunMoT ce 6asupa Bp3 peaneH HacTaH'? Hajnocne, wTo ako e 6ecmucneHa
npeTnocTaBkaTa Ha lNnaToH - AeKa OHOj KOj ja cornegan “MyApocTa” Ha aneropujaTta co newTtepara nonpeo 6um
WCTPMen CeLTo OTKOMKY A4a M NpudaTt NaxxHUTe 3aMUCIU XUBEEjKU ro MU3ePHUOT “newTepckuoT” XUBOT?
3apeM He 360pyBaaT AOBOMHO BO NPUIIOF Ha Hej3uHaTa 6eCMUCNEHOCT aTPaKTUBHOCTA M CNeKTakynapHocTa
4a uaonuTe Ha hunmMckuoT TeaTtap? He ceegoyun nu hunMcKuoT rnegad,” M heHOMEHOT Ha HerosaTa
4eYHUWTUBOCT, 3a MNMnaToHoBaTa HaMBHOCT BO Mornea Ha peanHuTe aneTuTu Ha YOBEKOT, Kako U 3a
HaWBHOCTA Ha “epoTcKaTa aHamMHesa” W “nnaToHckaTa rbyboBs” KOH naenTe Bo crnopeaba co BoajepckuoT
‘TDyNeH Ccekc” Ha yxxuBaTenute Ha hunmoT?

KuHo nybnukarta e HeyHuwTMBa! Toa e chyHAaMeHTanHoT hakT Ha ‘TeopujaTa Ha (hUnNMCKOTO rnejarbe’, co
K0j MOpa Aa Ce COo04M M CeKoja Teopuja Ha chunmekaTta ymeTHocT. Camo cKenTuuuTe MoXar Aa ce ucHyaysaat
KaKo TOa KMHO nybrnvkaTa yCrnewHo rv NpexuByBa CUTe 3akaHu 0f CTpaHa Ha HOBUTE peBONyLUUOHepHH
TEXHOMOLWKM M3yMK 3a MEXaHWyKa penpogykumja Ha civki. HacnpoTu cuTe o4eKkyBarba, KWHOTO He Gelle
YHULITEHO 07 TenesMaujaTa, u NoKpaj Toa WTO rnejareTo UIMOBK CTaHa  TeNnesusncki deHomeH. Kutoro
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YHULWTEHO oA TeneBuaujaTa, U NOKpaj Toa WTO rnegarbeTo (UIMOBK CTaHa M TeNesn3ncku heHomeH. KUHOTO
He Gewe YHUWTEHO HATY OF BHMAEOTO, MaKOo FAeAaH-eTo (hunMoBK No concTeeH uabop CTaHa cexojaHeBuya +32
MOASPHMOT (OUITMCKM 3aBUCHUMK. HanBHU ce OHWe Ko 0YeKyBaaT Aeka KMHOTO Ke 6uge yHuwTeHo og DVD-
TexHomorujaTa v nonynapHocTa Ha “oMalHOTO KUHO", He MOMAIKY Of OHWe KoM Bepysaa BO CMpTa Ha
nacKBHUOT rnejay’ no nojasaTa Ha CuHemaCkonoT. He nomanky of oHWe kou BepyBaaT Aeka Cco nojasaTa +a
tunmMoBuTe HabnuxyBa KpajoT Ha dmnocodujaTa.’ Ho, KMHOTO OCTaHyBa, He camo Nopajn MOKTa Ha
hunmoT,” TyKy nopaan MoKTa Ha (UIMCKUOT rneaady, nopagu unmckara nybnmka u HejamHaTta MoK 3a
npuchakarse 1 oTthpnarbe CornacHo CoNCTBEHUOT aneTuT U BKYC.

3aToa, Teopujata Ha KUHO Nybnmkara mopa Ja e v Teopuja Ha MOKTa Ha KWHO MybnukaTta fja ru npeypegysa
hunMCKUTE XXaHpoBK CO XPabpoTo HaAMUHYBaHE Ha TEXHOMOLWKUTE 3aKaHW U YCMELWHOTO U3MOSKHYBaHe 01
CTernTe Ha MexaHMUMCTUYKUOT penpoaykTusmnaam. [la npeTnocTaBume Aeka 3abopaBoT Ha regaqoT, a co 1oa
¥ Ha nybrmkaTa, Kako sine qua non Ha unMckaTa YMeTHOCT, HEKaKO W MOXe Aa ce 06jacHM co npBuYHaTa
(hacumHMpaHoCT oA rreAaHoTo (hMNMOT), Kako U OZ HOBUTE TEXHOMOLWKM HyJa 3a MexaHudKa penpoayKLmje
Ha cnuku. Ho, BpeMeTo Ha TakeuTe hacLmHauMK e NOMUHaTO 0AamHa, 1 nybnukara, 6apem Bo TeopwjaTa,
Mopa fa u3nese 04 ceHkaTa Ha KMHO-MPOeKTOPCKUOT Npuspauu, U NoOBTOPHO Aa Bnese Bo YOKYC, 3aeAHO CO
ceTa HejauHa napagokcanHocT. OTu, 1 3a “Tybnukata“ Moxe Ja ce Kaxe Aeka e Kraca o Knacw Wwro
“UCTOBPEMeHO npunaraaT U He npunaraar Ha cebecu.’

OHa wTo He Tpeba Aa ce M3ymn e geka TOKMY KPeaTUBHUOT (OUIIMCKU rMegad - KOHCTUTYTUBHUOT eNeMeHT Ha
KnacaTa - € OHOJj WTO ro npeco3gasa MNMOT Kako HU3 CaMUOT YMH Ha rnefarbe (M HeCBECHOTO CHUMare Ha
orpomeH 6poj EHUrMaTCKK 03HAYUTENW U NMOPaKM), Taka M HU3 OANOXKEHWUOT MPOLEeC Ha “aBTo-NpeBeadyBaH:e”. "
W 3aToa HuKoraw He cmee aa usnese out of focus: cUHrynapHocTa Ha (OMIMCKUOT rregad (rnefayYyoT Kako Asn
04 "KONeKTMBHATa MHTEHLUWMOHANHOCT" Ha KWHO nybnukaTa), HacnpoTu HerosaTa UHAWBUAYANHOCT, U HErOBUOT
VMAWOCMHKPATWUYeH CTUM Ha OANOXEHO aBTO-NPeBeayBat-e.

Ce aypw comnmoT ce co3gasa v npeco3gasa Bo “KMHeMaTorpathcKuoT MexaHu3am Ha MUCIUTE"'® Ha rregadqor,
¥ HEroBMOT (PUNIMCKU aneTuT He 3racHyBa No W3NeryBarbeTo 04 KUHO canarta, KWHO MapaToHUMTE HUKOraLy
Hema fa ro gouctpyaar noYecHUoT Kpyr!

TlpumepoT” Ha ArambeH e MOLWHE UNYCTpaTUBEH. ArambeH ro AedWHUPa ja3UKOT KaKo KNacaTa Ha cuTe NUHIBUCTUYKKU EHTUTETH - Knacu
WTO He npunaraar Ha cebecu, Kaae WTOo NUHIBUCTUYKK eHTUTeT (linguistic being) e “knaca WTo u npunara v He nNpunara Ha cebecu”. BugeTe,
Agamben, Giorgio. The Coming Community (trans. by Michael Hardt). University of Minnesota Press, 1993, p. 9.

Kako kaj Mpuropwj oa Huca (Gregory of Nyssa): “Oypw n 36opoT Bor (theos) Hue pazbupame geka sneron 8o ynotpeda o4 akTMBHOCTA Ha
HerosoTo rnefarse; 3aWUTO Hawara sepba HW KaxyBa feka BoxecTBoTo e Hacekage, v rv rneja (theathai) cuTe HewTa, U M NPOHWUKHYBE
cuTe HewTa, a NoToa HUe Ha OBaa MUCNa W ro cTaBame ne4arToT Ha osa uMme (theos) Bogenu og CeeTtuoT Mnac”. CnopegeTe,
hitp://www.bhsu.edu/artssciences/asfaculty/dsalomon/nyssa/theoria.html. “Even the word God (theos) we understand to have come into usage
from the activity of His seeing; for our faith tells us that the Deity is everywhere, and sees (theathai) all things, and peneirates all things, and
then we stamp this thought with this name (theos) guided to it by the Holy Voice.”

ApucToTen ja aedmHupa MyApoCcTa Kako No3HaHue Ha NPBMTE NPUHMHK WU NPUHLMNK, Noafajku 04 NPeTnocTaBKaTa 3a Be4HOTO M NOCTojaHd
Asvxerse, U goara ao cornegbarta gexka ABUXKEHETO € UMPKYNapHO, U IeKa MOPa HY»HO A3 NOCTOM HeNOABWXKEH AsuraTen - 6or (theos),
KaKo NpB MPUHUMN.
3aTBOpOT Ha NewTepaTta e CBETOT Ha rNeaareTo, CBET BO KOj NyfeTo ce 0f pafarbe OKOBaHU BO NaHLM, U MOXAT 4a MM BUAAT Camo
COMNCTBEHUTE CEHKM, U CEHKUTE Ha OBjeKTUTE HaMECTO CaMUTe 0OjEKTH, CEHKM WITO OTHOT MM NPOEKTUPA Ha 3WAOT Ha NewwTepaTa Npeja Hus.
Tve He mMOXaT ga Cce 3aBpTaT HaHa3aj 3a Aa ro BUAAT OTHOT, HWUTY CaMWUOT YUH Ha MPOEKTUPaHse.

LipTexoT e nosajmeH of uHTepHeT cTpaquuata Ha Mpod. Eric Steinhart koj BocnocTaByea MHTEPeCHU aHanorun nomery MnaToHOBOTO
BO3AWrHyBaHe Ha Aywara v Xerenosata esonyuMja Ha ceecTa.

" M NoKpaj MUTOT 3a HauBHUOT rNeaay Koj NaHW4HO bera 04 KMHO canaTa Mo NPUKaXyBareTo HAa BO30T KOj 3abp3aHo ce A06nMXyBa -
H4ecTonaTti HAapeKyBaH M "BTEMEenyBa4ku MUT Ha KMHOTO™ UMK “MUTOT 3a NOTEKNOTO Ha KWHOTO" (‘the founding myth of cinema’ or the cinema’s
‘myth of origin'). Buaete Bottomore, Stephen. “The panicking audience?: Early cinema and the ‘train effect™, Historical Journal of Film, Raaio
& Television, 1999, Vol. 19, Issue 2.

Koj, nako HanomnHo CBeCeH 3a NPU3Pa4HOCTa Ha “CEHKUTE Ha CEHKMTE", Cenak KaTagHEeBHO Ce BpaKka npeg unMckoTo nnaTHo.

Pona+ BapT, Ha npumep, ro onvwysa UIMCKUOT CNEKTATOP KAKO “HEKO] KOj NeXW UCNPYXEeH W BKONaH, 3asiaaq BO TeMHUUaTa, NpuMajk4
thunmMcKa xpaHa CNUYHO Kako NauveHT xpaHeT WHTpaBeHo3Ho . Bugete Barthes, Roland. On CinemaScope,
hitp://social.chass.ncsu.edu/jouvert/v3id/barth.htm: “...someone lying prone and buried, walled up in the darkness, receiving cinematic
nourishment rather like the way a patient is fed intravenously.”

Ha npumep, Kako asTopuTe KOW cMeTaaTt fexa “thunocodmjarta e Ha CBOJOT Kpaj U Aeka hunmMoBuTe ja 3ameHysaar...” Bischoff, Michael. “The
End of Philosophy and the Rise of Films". http://www.freenet.msp.mn.us/people/bischoff/thesis.html: “Philosophy is at its end and movies are:
replacing it...”

MapTuH Llej npegynpesysa Ha "MeHyBarbeTo Ha npupogaTa Ha ecTeTdKara nybnuka geHec” (“shift in the nature of aesthetic spectatorship in
our time”) U 3aMeHaTa Ha KOHTEMNNATUBHWUOT, AUCTAHLMPaH rnejay co (“MHBONBUPAHUOT “KUHECTETUYKU® CYGJeKT Yihe Teno e CTUMynupa-o

WCTO TONKY KONKY W HEroBoTo 0KO") (involved “kinaesthetic™ subject whose body is stimulated as much as his or her eye), kako pesynTar Ka
KWMHOTO Ha aTpakuwW” - CBET KOj Ce 3aKkaHyBa /ia ja pacTBOpU AUCTUHKUM|aTa nomely peanHocTa 1 cumynauwjata. Bugete Jay, Martin.
Diving into the Wreck: Aesthetic Spectatorship at the Fin-de-siécle”. Critical Horizons 1:1, February 2000, pp. 93-111.

[AujanexkTvukaTa Ha NpunagHocTa/HenpunagHocTa e NPeKpacHo UNycTpupaHa co “BojHaTa Ha unMckuTe nybnukun” so Cecil B. DeMented.
CnopegeTe, Sutton, Paul. “Cinematic Spectatorship as Procrastinatory Practice”. parallax, 1999, vol. 5, no. 1, 80-82.

Cnopep, BeprcoH, o TBpopeyka esonyyvja, “MexaHi3MOoT Ha HALETO CeKOjAHEBHO NO3HaHWe e 04 KuHematorpadcku eng”. (...the
mechanism of our ordinary knowledge is of a cinematographical kind.)

™~ - e P>

AaP=n

<4

t



XKapko 1 Mapko, 2003
sugeo, 171 muH., BXC, TB

Zarko and Marko, 2003
video, 171 min., VHS, TV

‘ /-.?C. )

4 N

3
¥
4 |

a -
4 L

Zarko Trajanoski
Appetitio principii and the Prisoners of the Cave

At the very first mention of "a theory of cinema spectatorship" we are knocking on the door of paradox! Leaving
cognitive illusions aside, a paradox exposes itself in and through language.’

Paradoxically enough, but at the same time, from a specific etymological and philosophical point, we are
knocking on the "doors of perception" as well: for the insight that the Greek word "theoria", and its derivative
"theoros" are closest relatives with the Latin words "specto”, and its derivative "spectator”, opens new horizons
for understanding.

From a certain point of view, perhaps we are even knocking on "heaven's door" as well. Regardless of highly
dubious etymological derivations of "theoria" from "theos", recently invoked by some local speculators, the link
between an idea of deity and seeing was recorded by ancient Greeks, far earlier than Christian scholars.?
Whether we are knocking on a single or on three different doors, is an issue for a different and more complex
subject matter, counting the paradox of trinity as well. At the moment, we will focus only on the following, less
problematical dilemma: Could one group of spectators (the philosophers) reveal something about the other group
(the cinephiles), without "speculating” about a variety of aspects of seeing and reflecting?

Without a doubt, some philosophers are able to reveal much about the relationships between seeing and
reflecting. According to Aristotle,” we are reaching the deity most closely by means of theoretical activity - an
activity of that part which is our most divine part, the part which has notions of magnificent and divine objects.
Unfortunately, Aristotle did not have the opportunity to be a cinema spectator, but even if we imagine that he
actually had, a thought-provoking question emerges: whether he would gaze towards the screen or rather stare
towards the cine-projector as simulacrum of the unmoved mover of ideas. Moreover, it is tempting to ask whether
he will be inflicted with déja vu experience, assuming that he was familiar with Plato's myth of the cave.*
According to a number of film theorists, Plato's myth of the cave could be considered as a key metaphor (even a
specular/ spectacular foreshadowing) of the cinema.

The Soul imprisoned in the Cave.®

The film spectator, unlike the soul imprisoned in the Plato's cave, is not chained and he is in a position to turn
his/her head to see where the pictures/ shadows projected on the wall are coming from; to listen to the noise
from the projector; and sometimes even to hear the coughing of the cinema operator. Nevertheless, nobody left
the cinema for that reason - the cinema is not supported by the naive spectator unable to differentiate between
illusion and reality .|

Therefore, how can we explain the phenomenon of the spectator’s ‘eternal return’ to the cinema theatres who
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pure illusion)? And does it really matter whether ‘all characters in the story are imagined’ or whether ‘this film is
based on a true event? Finally, what if Plato’s assumption — that one who comprehended the ‘wisdom’ of the
cave allegory would suffer anything rather than to accept the fake images of the ‘cave’ life - is senseless? Can
we assume that the attraction and spectacularity of the idols of cinema theatre speak sufficiently in favor of its
senselessness? Can we confirm that the phenomenon of the perpetual cinema spectator’ proves Plato’s naivete
regarding the real human appetites as well as the naiveté of the ‘erotic anamnesis’ and ‘Platonic love' towards
the ideas in comparison with the voyeuristic ‘group sex’ of the enjoyers of cinema?

The cinema audience cannot be destroyed! That is the fundamental fact of ‘the theory of cinema spectatorship’
which should be faced by any theory of cinematography. Only skeptics can wonder how it is possible that the
cinema audience successfully survives all the threats coming from the new technological inventions for the
televisual and digital reproduction of images. Contrary to all expectations, cinema was not destroyed by the
television, even though watching movies became a television phenomenon too. Cinema has not been
superceded by video even though the ritual of watching successful films became part of the everyday life of a
modern video addict. Just as it was naive to believe in the death of the ‘passive spectator” after the appearance
of CinemaScope in 1953, so today, it is naive to expect that cinema (and philosophy) will be rendered obsolete
by DVD technology and the popularity of ‘home-cinema’.? Yet, the cinema persisted not only because of the
power of the films,® but also as a consequence of the cinema audience, and its power for acceptance and
rejection according to its own judgment.

Therefore, a theory of cinema spectatorship ought to account for the cinema audience’s power to influence film
genres. Let's assume for a moment that the main reason why the spectator was overlooked by film theory was
its fascination with the film itself as well as with the technology of filmmaking. However, the time for such
fascinations had passed long time ago, and the audience now must sidestep out of the shadow of the cine-
projector's spectres, and enter into the focus again, with all its paradoxicality. For, “the Audience” could be
defined too as a class of classes that both belong and do not belong to themselves."

We have to constantly remind ourselves that the creative cinema spectator is the person who remakes the film
through the very act of seeing (and through the unconscious recording of numerous enigmatic signifiers and
messages) as well as through the procrastinatory process of "auto-translation".” That is the reason why some
things should never be out of focus: the singularity of the cinema spectator (the spectator as a part of the
"collective intentionality" of the cinema spectatorship), contrasted with its individuality, and her/his idiosyncratic
style of ongoing "auto-translation".

As long as the film is a creation and recreation of the spectator's "cinematographic mechanism of thoughts"*,
and his/her desire to see films is permanently unsatisfied after leaving the cinema theater, there is no reason for
panic. The cinema marathoners will never start to run their last lap!

' Agamben’s "Example” is quite revealing in this context. Agamben defined "language” as the class of all classes that does not belong to itself,
where "linguistic being" is "a class that both belongs and does not belong to itself’. See Agamben, Giorgio. The Coming Community (trans. by
Michael Hardt). University of Minnesota Press, 1993, p. 9.

? Like, for example, Gregory of Nyssa: "Even the word God (theos) we understand to have come into usage from the activity of His seeing; for
our faith tells us that the Deity is everywhere, and sees (theathai) all things, and penetrates all things, and then we stamp this thought with this
name (theos) guided to it by the Holy Voice." (http:/www.bhsu.edu/artssciences/asfaculty/dsalomon/nyssa/theoria.html.)

' Aristotle defined "wisdom" as the knowledge of primary causes and principles, starting from the assumption that motion is eternal and
continuous, eventually reaching the insight that one unmoved mover has to exist by necessity (God - theos), as first principle.

“ The prison of the cave is the world of seeing. a world in which people are chained since birth so that they cannot move, and they can see only
their own shadows (as well as the shadows of the objects instead of the object themselves). These shadows are projected on the wall of the
cave in front of them. They are not in a position to turn their heads to see neither the fire nor the very act of projecting.

* The drawing is borrowed from the internet page of Prof. Eric Steinhart who established interesting analogies between the Platonic ascent of the
soul and the Hegelian evolution of consciousness.

* In spite of the myth of the naive spectator in a panic run when a film of an approaching train is projected on the screen. Very often the myth of
the “train effect” was called 'the founding myth of cinema' or the cinema's ‘myth of origin'. See Bottomore, Stephen. "The panicking audience?:
Early cinema and the 'train effect™, Historical Journal of Film, Radio & Television, 1999, Vol. 19, Issue 2.

’ The spectator who - in spite of his/her awareness of the "spectrelity" of passing shadows - is constantly returning in front of the cinema screen.

* Roland Barthes, for example, described the cinema spectator as “...someone lying prone and buried, walled up in the darkness, receiving
cinematic nourishment rather like the way a patient is fed intravenously.”" See Barthes, Roland. On CinemaScope,
http://social.chass.ncsu.edu/jouvert/v3i3/barth htm.

* As, for example, those who believe that "Philosophy is at its end and movies are replacing it...". See Bischoff, Michael. “The End of Philosophy
and the Rise of Films". http://www.freenet.msp.mn.us/people/bischoff/thesis.html

*“ Martin Jay warned about the "shift in the nature of aesthetic spectatorship in our time" and the transformation of the contemplative, distanced
spectator into an "involved “kinaesthetic” subject whose body is stimulated as much as his or her eye”, as an effect of the "cinema of
attractions” - a world that threatens to dissolve the distinction between reality and simulacra entirely. See Jay, Martin. "Diving into the Wreck:
Aesthetic Spectatorship at the Fin-de-siécle”. Critical Horizons 1:1, February 2000, pp. 93-111.

" The dialectic of belonging/not belonging is vividly illustrated by the “wars of cinema audiences” in Cecil B. DeMented.

' See, Sutton, Paul. “Cinematic Spectatorship as Procrastinatory Practice”. parallax, 1999, vol. 5, no. 1, 80-82.

" According to Bergson, in Creative Evolution, "...the mechanism of our ordinary knowledge is of a cinematographical kind."




MHOry o4 M3nuTeHnUTe ceaguTa ce npasHu. flypu n Matpukc e oTkyneH 3anyHo. OnepaTopoT ro Yeka
npuHy4eH ogMop. Hacnnkanara ny6nvka rv nononHysa ceguwrarta. lpoekywjata Teqe. Crnmkarta cv rnega
¢hunm. Mpajcpepot BpTH M 6yqmn. Hekoj Bo nybrivkaTa kalsna. 3eHuyuTe ce wupar. PeghnekcujaTta o4 ekpaHoT
rv ocseTnysa nuyara...

MpoekToT @uUIMCKU MapaToH He ce 0fHecyBa Ha (huniMcKaTa yMEeTHOCT TYKY LenocHO e nocBeTeH Ha
cdunmckaTa ny6nuka. Toa e BTOp NPOEKT WTO ro NocBeTyBamM Ha (heHoMeHOT ‘nyénuka’. BeywHocT
dhunmckaTa ny6nuMka He ja cchakam Kako OnwT MoMM, KaKo HeKoja aMmopchHa Maca Ha HeumeHyBaHu Ninua, TyKy
foBeKe Kako rpyna cocTaBeHa 0/ NeAWHeYHW NMMYHOCTM CO pasfnyHn WHTepecu U BKycoeu. Of efra cTpaHa
rpynara, 3aaegHuuaTta Ha cuHeacTu, ce chopMupa crnopes CrmyHUTe MHTepecu, Ho 04 Apyra ctpaHa ceKoj
noeavHeYeH UnMCKK rbybuTeN UMa CBOj pasnudeH cTas U npucTan KoH dunmot. Co uen aa ro u3pasu TOj
KOMNMEKCEH 0OAHOC Mefy NoeanHeYHOTO/CUHIYNapHOTO U rPYNHOTO/COLUM]ANHOTO NPOEKTOB Ce COCTOU 04
HEeKOMNKY pasnuyHKn cermMeHTu n hasu.

Crnukata @unmcku mapatoH, 2003 (macno Ha nnatHo, 140x200 cm) e pesynTaT Ha npeara (hasa Ha NpoekToT
Koja Ce COCTOoele 04 KPAaTKO UCTpaXyBare BO apxusaTa Ha KuHoTekara Ha MakegoHuja u AHEBHWOT neyat
(iyHu-cenTemspu, 2003) - uCTpaxyBarse WTo Hewe MOTUBUPaHo of npobnemMoT Ha 3aTBOpPareTO Ha MHOry
KWHO canu Bo CKonje BO TEKOT Ha netoTo 2003 nopaau OTCycTBOTO Ha Ny6nuka. Ha nanoxbarta crvkara
uapaboTeHa criopes hoTo-KONax ce nojaByBa Kako aHuMupaHa Buzeo npoekuuja Bp3 (hMIMCKOTO NAaTHO BO
KMHO canaTta Ha My3ejoT Ha coBpeMeHa YMETHOCT Kafe WT0o MHOry (OMAMCKU TbyWTenn ru CTekHane csoute
HajnpujaTHN UNMCKU SOXKMBYBarba U NoAnaboku 3Haersa 3a HEKOMEePLUMjanHnoT unm.

[lpyrioT CerMeHT Ha NPOeKTOT NpeTcTaByBa AOKYMEHTApeH BUAEO 3anuc Ha efjeH UCLeHUpaH u ucupnysaqku
MapaTOHCKW pasrosop mefy asajua thunmocbunu, XKapko u Mapko. HueHoTO npvjaTencTso NPoOU3nerno ToKMy
o[, 3aeAHUYKaTa oncecuwja o rnejarbe hunMosun. Tue AUCKYTUpPAaT 3a HUBHUTE OMWUIIEHU CLEHW, ce
HaaMyapyBaaT 3a pasnuyHK Npobriemu NoBp3aHn co (PUAMOT BOOMLITO, Ce cornacysaart Uunn cnpoTucTaBsysaar
3a oipefieHn hUnNMOBHM, aKTEPU U PEXUCEPU, U Taka e HOCTaBHO yXvBaaT BO Pe40BHWOT puTyan Bp3 Koj ce
6asupa HUBHOTO NpuWjaTencTeo.

Tpetata (ha3a e BCYWHOCT aHKEeTa: C& COCTOM O aHKETHW NNBYUHA HA KOM NIMKOBHATA NyGnvnka Ha
uanoxobara ja nokaHysam Aa rnaca 3a Tpu KyNnTHY (hunMa Ha NoKanHo HABO KOU BO TEKOT Ha nanoxbara Ke
6uaaT npuKaXkaHu Bo BUA Ha (hUIMCKU MapaToH.

Cawo CTaHojKoBMK

Po;



Many of the shabby seats are empty. Even "Matrix” has been purchased in vein. The cine- operator will be forced
to leave his job. The depicted public is filling up the seats. The cine- projection is continuing. The painting is
watching a film. The ‘greifer’is roaring and spinning around. Someone in the audience is coughing. The pupils
are widely opened. The reflection from the screen lightens the faces...

The project Film Marathon is not related to the cinematography but it is completely dedicated to the
cinemagoers. It is the second project that | devote to the phenomenon of ‘public’. Actually | do not consider the
cinema audience as a general term, as an amorphous mass consisting of nameless faces, but rather as a group
consisting of singular personalities with different interests and tastes. On the one hand the group, a community
of cineastes is formed according to similar interests, but on the other hand each particular cinema-lover has
different attitude and approach towards the cinema. In order to express this complex relation between
individual/singular and group/social this project consists of several different segments and phases.

The painting Film Marathon, 2003 (oil on canvas, 140x200 cm) is a result of the first phase of the project that
consisted of a short research in the archive of the Cinematheque of Macedonia and daily press (June-
September, 2003). The research was motivated by the problem with shutting down of many cinemas in Skopje
during the summer 2003 because of the absence of audience. At the exhibition the painting created according to
a photo-collage appears as an animated video projection on the screen at the cinema of the Museum of
Contemporary Art wherein many cinema-goers acquired their most pleasant cinematographic experiences and
more profound knowledge about non-commercial films

The second segment of the project is a documentary video record of one staged and exhausting marathon
conversation between two cinephiles, Zarko and Marko. Their friendship derived exactly from the mutual
obsession with watching films. They discuss their favorite scenes; they outwit each other about different issues
related to the cinema in general, agree or disagree about particular titles, actors or directors, and thus simply
enjoy the regular ritual that is the basis of their friendship.

Saso Stanojkovik

@unmckun mapartoH, 2003
suaeo, 30 muH., BXC, Bugeo 6um npoekumja

Film Marathon, 2003
video, 30 min., VHS, video beam projection
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"rpaacku knua" og 30 jyHu Ha npuHyaeH oaMop '//7,,,,_2 cizciiir & Onran

Ckonje, cenak,6e3 knHocanm sigpen 26, pros

2003 r

On 30 jynw a0 18 aBrycr "Ipaacku KMHA" Ke rv 33TBopar
KWHOCA/IMTE M K€ 3aMWMHAT HA NPUHYAEH FOAMLLIEH OAMOP.
Kako wro o6jach1 avpexTopoT Ha "lpaacku kuHa", [iparaH
JKMBKOBMK, OAMOPOT € u3HyAeH Buaejkn Twe Hemaar
OCHOBHM yCNoBu 3a pabora. Bexe ape Heapenn cMeTKaTa Ha
"I'paackm kuHa" e 6NOKMPaHa U HEMA HUKAKBW MOXHOCTU A3
Ce HagMuHe 0B0j Npobnem. 3aTtoa, Ha CcobUMPOT Ha
BpaboTeHuTe, LWTO CEe 0APXKA BO MMHATAaTa Hegena, "Mpaacku
KuHA" pelm Aa 3aMMHAT Ha KONEKTUBEH OMOP LUTO Ke Tpae
efieH Mecel, a A0 18 aBryCT Ke ro KOpUcTaT HUBHWUOT
PeaoseH roAmiLIEH 0AMOD.

MoMeHTanHo BKYNHUOT A0NT Ha "Tpaacku KuHA" u3HeCyBsa
oxany 400 wnjaam espa. [lonrot cnpema Komepuujania
6aHKa, KOj u3HeCyBa 3,5 MUWIMOHK AeHapM, OAHOCHO 3,1
MUNMOH AeHapw, buaejin 400 unjaaw ce BpaTtenu, bewe
NPUUMHATA 33 BNOKMPAETO HA XMPO-CMETKATa Ha “Mpaamun
KMHA". KaKO WTO HY peye aMpexTopoT [iparaH XXWBKOBHK,
(CTaHyBa 300p 3a KPeAWUT 3eMeH Npej ABe roAMHWA. MHaky, HajronemMuoT aonr "Tpaacky kuHa" ro uMa cnpema
PaaCKMOT TProBOKM LIEHTAP, KOj M3HECYBa 7,8 MWIMOHM AEHApW, a Ha CKONCKUTE AucTpubyTepu "Manaku dunm”,
"Nan" v "HupsaHa", Kako u Ha GenrpaackvoT “TpoBrKH", UM ACIKK OKOy 3,6 MUNMOHK AeHapu. W, ce pasbupa,
TYKa BAIETYBAaT U NNIATUTE Ha BPAOOTEHUTE, KOW HE Ce UaUIaTeHn Bexke 11 meceum.

MeryToa, kako WTo Harnacyea [lparaH XXWBKOBMK, Nokpaj osaa coctojba, ronem npobnem o nornej Ha paboTetbeTo
Ha KMHOCANUTE € eHOPMHATa MMpaTepuja NOPaaM LWTO U HAJroNEMUTE XMTOBM MMaaT MMHMMAanNHa noceTa.

04.04. Kyntypa CTaTUCTUYKKU roAvWHUK Ha Penybnuka MakegoHuja - 2002
KUHA
CINEMAS
1996 1997 1988 1989 2000 2001

Epoj Ha kuHa" 40 38 36 42 41 26 Number of sinemay
Ceguuwra 14437 13942 12667 14117 15460 9694 Seals

Npukarann 578 702 824 175 999 929 Long films - showeg
[ONTOMeTPAXHK PHAMOBU

LomaluHi 12 12 30 25 4 38 Domest films
Crpaxcku 564 690 793 1146 995 891 Foreign fims
Konpogy Kuuia 2 - 1 4 - - Corporation
Mpetcrasm 7425 8280 9706 10869 10672 8700 Number of showings
JLlomawmin 178 215 277 27 8 568 Domestic films
CrpaHcku 7242 8063 9239 10792 10664 8132 Foraign fims
Konpogy xymja 300 2 190 10 - - Corporaton
MoceTuTenk BO WNjagu 278 459 568 480 625 427 Anendance, in '000
Jomawmu 8 19 18 3 1 66 Domestic fins
CTpaxcHM 270 439 536 477 624 360 Foreign fums
Honpogy Kyu@ ] 0 14 0 Corporaton
SpaboveHn 187 188 184 208 194 130 Employed

= uHoOnNepaTopu 50 45 44 53 a7 32 Cinema - operators

MuTenw Ha egHo ceguuTe 138 143 158 143 131 210 Inhabitants per seal

Cawo CTaHojKoBMK SasSo Stanojkovik

wHa. dunnoMupan BO Born in Skopje, 03.03. 1962.




=oaeH e Bo Ckonje, Ha 03.03. 1962 roguHa. fiunnomupan Bo
1985 r. Ha ®J1Y 8o Ckonje, Ha OTCEKOT 3a CNMKapCTBO BO
<nacaTa Ha npod. Metap Mases. Og 1985 r. YneHysa Bo
[0OYWTBOTO Ha JIMKOBHU YMETHWLW Ha MakegoHuja.

24 1peca: PyasenToBa 46 A 1-5, Ckonje 1000

Ten. 3228 198, E-mail: sasostanojkovik@yahoo.com
CaMOCTOJHU M3NOX6BM 1 NPoeKTK:

2003 ®unmcku mapatoH, My3aej Ha COBpeMeHa yMeTHOCT,
Ckonje, MakeaoHwja

CnasHM, He3aBUCEH UTePHET NPoeKT, JIOHAOH-
BpajToH, AHrnuja

CebuyeH rer, aHkeTa Bo MakegoHuvja aeHec -
nHeseH BecHUK, Ckonje, MakegoHuja

3a my6utenot, ranepuwja Ha ANYM, Ckonje,
MakegoHuja

2002
2001

2000

TPynHW U3N0oXOu:
2003 CWKB(p), MefyHapoaHO jyXXHO yMeTHu4KO GueHane,
Crtokxonm, LWseacka

..M. .., BoeH Myaej, ctanbyn, Typuuja
He3zasucHocT, Fanepuja Ha JyxeH JloHaoH (B0
npoekToT Ha KpuctujaH BonTaHckw), JTOHAOH,
AHrnuja

Tenoto mucnu, OTBOPEHO rpacuyko ctyavo, Ckonje,
MakegoHuja

Konsepaaymm, My3ej Ha coBpeMeHa yMeTHOCT,
Benrpag, MakeaoHwja

7 3umcku canoH Ha 4/1YM, My3e] Ha coBpemeHa
ymeTHocT, Ckonje, MakegoHuja

Cekoral Beke anokanunca, IHCTUTyT 3a
3eMjOTPECHO WHXXEHEepCTBO 1 3emjoTpecHa
cenamonoruja, Ckonje, MakegoHvja

KynTypeH ueHTap Jykcen CabaHym, WcTaHbyn,
Typumja

46 MoguwHa nanoxoéa Ha J/1YM, YmeTHu{Ka
ranepvja - Ckonje, Ckonje, MakegoHuja

Ckangan, CUUA, xon Ha ®oHaauurjata OTBOpEHo
onwTecTso, Ckonje, MakeaoHvja

6 3umcku canoH Ha JJTYM, YMeTHW4Ka ranepuja -
Cxonje, Ckonje, MakegoHuja

CrmkapcTso man ¢opmat, KynTypHo uHcopmaTueeH
ueHTap, Ckonje, MakegoHuja

4 BueHane Ha mnagw, Mysej Ha coBpemeHa
ymeTHocT, Ckonje, MakegoHuja

2 Buerane Ha mnagw, My3ej Ha coBpemeHa
ymeTHocT, Ckonje, MakegoHuja

[N1YM yptex, HYB KnumeHT Oxpuacku, Ckonje,
MakegoHvja

WNanox6a Ha gunnoMupann cTyaeHT Ha @I1Y-
Ckonje, KynTypHo uHchopmaTuser uentap, Ckonije,
MakegoHvja

40 Nogwwna nanox6a Ha 4/TYM, YmeTHu4ka
ranepuja - Ckonje, Ckonje, MakegoH#ja

2002
2001
2000

1999

1997

1995
1993
1989
1988

1987

1985

Konekuuu:

2003, Mysej Ha MoAepHa ymeTHocT - Mctanoyn
1999, My3ej Ha MoAepHa yMeTHOCT - VicTaHbyn
1989, My3ej Ha coBpemeHa ymeTHocT - Ckonje
Harpagu:

1989, 2 buexane Ha mnagu, OTKynHa Harpaga Ha
MuHucTEepCcTBO 32 KynTypa

Born in Skopje, 03.03. 1962, . —
1985 - Graduated from the Faculty of Fine Arts in Skopje.

Address: Ruzveltova 46 A I-5 1 000 Skopje, Macedonia
tel. + 389 2 3 228 198, E-mail: sasostanojkovik@yahoo.com

Solo exhibitions:

2003 Film Marathon — Museum of Contemporary Art,
Skopje, Macedonia

Celebrities, independent e-mail project, London-
Brighton

Selfish Gene, questionnaire in ‘Makedonija denes’ —
daily newspaper, Skopje

On the Art Lover, Gallery 'DLUM', Skopje,

2002
2001

2000

Selected group exhibitions:
2003 SIKB(R) — South International Art Biennial (R),
Stockholm, Sweden

...and..., Military Museum, Istanbul, Turkey
Independence, South London Gallery (project of
Christian Boltanski), London, Great Britain

Body Thinks, Open Graphic Art Studio — The Museum
of the City of Skopje, Skopje, Macedonia
Conversations, Museum of Contemporary Art,
Belgrade, Yugoslavia

4th Winter Salon of DLUM, Museum of Contemporary
Art, Skopje, Macedonia

Always Already Apocalypse, Yildiz Technical
University, Istanbul, Turkey

Always Already Apocalypse, Institute for Earthquake
Engineering and Engineering Seismology, Skopje,
Macedonia

46 Annual Exhibition of DLUM, Art Gallery "Skopje”,
Skopje, Macedonia

Scandal, SCCA, Third Annual Exhibition of SCCA,
Open Society Institute, Skopje, Macedonia

VI Winter Salon, DLUM, Art Gallery "Skopje", Skopje,
Macedonia

4 Youth Biennial, Museum of Contemporary Art,
Skopje, Macedonia

2 Youth Biennial, Museum of Contemporary Art,
Skopje, Macedonia

42 Annual Exhibition of DLUM, Art Gallery "Skopje”,
Skopje, Macedonia

40 Annual Exhibition of DLUM, Art Gallery "Skopje",
Skopje, Macedonia

2002
2001
2000

1999

1997
1997
1993
1989
1987

1985

Collections:

2003 Istanbul Modern Art Museum — Istanbul
1999 Istanbul Modern Art Museum — Istanbul
1989 Museum of Contemporary Art - Skopje,
Awards:

1989, 2 Youth Biennial, Ministry for Culture
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