MARKETA MAGIDOVA (*1984) GRADUATED FROM TOMAS BATA
UNIVERSITY IN ZLiN (ADVERTISING PHOTOGRAPHY), ACADEMY

OF ARTS ARCHITECTURE AND DESIGN IN PRAGUE (THEORY AND
HISTORY OF DESIGN AND NEW MEDIA) AND BRNO UNIVERSITY OF
TECHNOLOGY (VIDEO ATELIER OF JASPER JAMES ALVAER, MARTIN
ZET AND JIRi PTACEK). IN COLLABORATION WITH THE POSITIF
PUBLISHING HOUSE, SHE HAS RELEASED THREE AUTHOR BOOKS:
TYPOS AND STUMBLES (2015), TRANSLATION (2013) AND HOME
DICTIONARY (2013).

THE SUMMARIZING TERM VISUAL ART IS THE MOST SUITABLE

FOR DEFINING MARKETA MAGIDOVA’S WORK. SHE DOES NOT

LIMIT HERSELF TO ONE ARTISTIC EXPRESSION AND SPEAKS IN

ALL ART FORMS WITH HER VISUAL LANGUAGE, WHICH IS ALWAYS
ACCOMPANIED BY A STRONG CONCEPTUAL FOCUS. THE BODY-
-INDIVIDUAL, SOCIAL SCHEMAS, TEXT AS MEDIUM, FAMILY AND
CRISIS. THESE COULD BE THE MOST FUNDAMENTAL THEMES
CHARACTERIZING MARKETA MAGIDOVA'S WORK. INTIMATE AND
HUMAN ASPECTS ARE ACCOMPANIED BY A CALLING FOR SOLUTIONS
TO CRUCIAL GLOBAL ISSUES IN WORKS OF HER.

Markéts
Magidov$

One of your main themes is, if | may say so, co-
nnecting and unravelling the relationships between
the real and possible worlds. Do | understand that
correctly?

| feel that interpretive dichotomies can be helpful for emphasiz-
ing a particular feature and for framing a specific field, but they
can also easily lead to misunderstanding or schematization.
Rather than a straightforward answer, then, | would like to

pose a few complementary questions — for example, what does
the real world mean, or what is the difference between reality
and its potentiality? When does the world-making through our
imagination become real?

The notion of the possible, or possible worlds — which was de-
veloped in a very stimulating way by Lubomir DoleZel, especially
in the Czech and European environment - is based on modal
logic and in the space of art is linked to the topic of fiction.
Fictional worlds are specific examples of possible worlds. Within
the traditional theory of art as mimesis, artistic representations
imitate or mimic the world, while in the discourse of possible
worlds, artistic creations are sovereign entities connected to re-
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ality to a variable degree. | perceive this shift in thought as very
important because it reveals the transformative power of aes-
thetics for the audience. In art and artistic fiction, we creatively
explore versions of the possible to find or present alternatives to
the real. This does not mean that art provides a prescription for
how to live, but that it shows us how we can imagine and envis-
age variations in our lives. And | see this transformative moment
as crucial: the experience of the artwork is interwoven into the
experience of the viewer, in a way rewriting it and expanding the
range of what can be understood as possible.

The above concept can be considered valid for any work of

art. | personally like to deal with utopian or dystopian ideas
about society and its organization, especially through a gender
or power perspective. For example, in my film Releasing Spell
(2020) - loosely inspired by Marge Piercy’s book Woman on the
Edge of Time — | explore the representations of traditional family
relationships imprinted on historical sculptures and the possibili-
ties of their transformation or release.

There is a real poetics in your work in this sense — as
if only aesthetics, sensual, formal, can function as

a kind of connection, or rather as if aesthetics is

a rational, even logical way of ordering an internally
diverse world.

| think that part of the aesthetic is always both sensual experi-
ence and a distinct way of organizing that experience, a set of
rules that govern the work of art, norms that have their own log-
ic and language. What | find interesting about contemporary art
is the fact that artists are free to choose the aesthetic code and
language they want to speak and through which they construct
their medium and message. It can be a borrowed language, dif-
ferent from the artistic language, or from media-specific genres.
In my practice, | typically work with the crossing and overlapping
of media — from sculpture to film, from film to image, and from
the image back to sculpture. Traditional sculptural representa-
tions appropriated from reality appear in my digital paintings, for
example, the installation That’s not a Fairy, That’s a Mum (2021)
in the public space of the Vitavska gallery or in films like Releas-
ing Spell (2020), or Infamia (2022). | also transform drawings
into sculptural form, for example in the object The Family (2021),
or create heroes out of them, like in the film Scribbles (2023).

In this transmedia approach, | see possibilities for expanding the
genre or conveying context in a different perceptual mode — for
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example, when a spatial experience becomes a temporal experi-
ence and so on.

In your dissertation, defended at the Faculty of Arts
of Charles University, you tried to prove that “living
metaphor functions in works of (not only) contem-
porary art as their aesthetic model”, thus arguing
for the validity of the aesthetic conception of art.
What exactly do you mean by living metaphor?

This term was introduced by Paul Ricoeur, a hermeneutic
philosopher, who defines it as a poetic metaphor of an on-
tological character, understanding it as a semantic structure
with properties like a miniature work of art. He means that
living metaphors create a world of “as” with heuristic and
re-figurative potential. They are innovative, discovering or
synthesizing new experiences within our imagination. The dead
metaphors, which stand at the other end of the axis of “live-
ness”, do not bring any surprises and function as traces of the
cognitive network of culture and knowledge acquired through
the creation of analogies. In the case of a living metaphor, the
meaning is indeterminate and anomalous and the recipients
actively participate in its co-creation.

For Ricoeur, processuality and mutual understanding are crucial.
The understanding of the work is based on the dialogue be-
tween the content of the work and the pre-existing knowledge
with which the audience approaches it. Its meaning emerges as
it contacts the minds of the recipients, allowing them to experi-
ence, understand and reflect on the message embedded in the
work. This process necessarily takes place in the imaginative
act, at the intersection of rational and emotional structures.
Reality and fiction then find a platform for conversation, open-
ing and constructing new possibilities.

In my thesis, | extended this concept — originally applied to

the field of literature — to art in general and established it as

a model of aesthetic experience, using the theoretical con-
cepts of Martin Seel and Alva Noé in particular. The classical
aesthetic categories of beauty, mimesis, or representation are
thereby transformed into a model of art that can absorb a wide
register of contemporary artistic strategies without losing

the imaginative and aesthetic meaning of these works in the
process of understanding art. The metaphorical character of art
in this manner exhibits cognitive features: aesthetic perception
is always linked to reflection and the production of new experi-
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ences. Art is not confined to an isolated sphere of aesthetic
perception without a wider impact in an otherwise rational or
pragmatic society. It can therefore be argued that art or artistic
principles (not only found in the realm of artworks) creatively
reorganize and represent systems and structures in our lives.
Through this reorganisation, knowledge, self-knowledge, and
emotional participation in a previously unapproachable world can
be gained.

And what role does the living metaphor play in your
work?

| hope that for the viewers, my works function as living meta-
phors for our world, that they offer ways to imagine or partake
in the experience of someone else or of another place, and that
in the end, they lead to an active imaginative and refiective
process. The aesthetic experience of my works, however, is best
interpreted by the audience itself. While artists may come up
with their own explanations, these do not always correspond to
how the work itself is experienced.

If you could describe the work included in the exhibi-
tion and explain its meaning, how would you do it?

In the exhibition, | am presenting the short film Infamia, for
which | have created a sculptural installation inspired by the
visuality of archaeological findings. Under the amphitheatre,
visitors can see pseudo-fictional objects starkly lit in red belong-
ing to the protagonists of the film — the prostitute Mola and the
gladiator Rusticus. These two lovers, who in Roman society fell
into the category of persons without a “good reputation”, the
so-called infamia, experience in Pompeii the misery resulting
from their low social status and their designated role. The instant
destruction of Pompeii preserved not only the physical form of
the city but also the symbols of its social order. The voice-over
in the film is inspired by the found inscriptions in the historical
brothel. The vast majority of the sentences scratched into the
plaster in the inhospitable squalor powerfully mark male territory,
boastfully assessing the performances and preferences of the
clients. The one sentence that stands out, full of empathy and
care, becomes the film’s central phrase: “Mola is dying, the boy
Rusticus writes. Who will mourn for Mola?” The chorus at the
end of the film, amidst the mythological setting, combines the
voices of those who treat all human life with respect.
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ka Exu — je jeden z duchu, ktefi mi pomahaji, chrani mé a vedou.
Telepathic Cuddle se opira vzpominku, kdy mne muj klidné spici
manzel objal, zatimco ja zoufale nemohla usnout. Inimigos do fim
znamena néco jako ,,Party az na véky vékl“. Pravé jsem zacala
nosit boty na vysokém podpatku. Citim se v nich vazné sebevé-
domé, ale na vecircich mé z nich boli nohy. Na dile Corn TV jsem
zacala pracovat na hotelovém pokoji ve Vidni a dokondcila jsem
ho v Telegraphu. Bavi mé tvorit béhem cestovani a na hotelich,
pripomina mi to kempovani. Corn TV jsem vyrobila z toaletniho
papiru, lepidla a rGznych dalSich véci, které jsem nasla pfi pro-
chézce méstem. Nevim proc, ale elektronikou jsem posed|a, tak
jsem vytvorila televizi.

MARKETA MAGIDOVA (*1984) STUDOVALA NA UNIVERZITE

TOMASE BATI VE ZLINE V ATELIERU REKLAMNi FOTOGRAFIE. POTE
POKRACOVALA VE STUDIU NA UMPRUM V OBORU TEORIE A DEJINY
DESIGNU A NOVYCH MEDIi A NA VYTVARNE FAKULTE VYSOKEHO
UCENIi TECHNICKEHO V BRNE V ATELIERU VIDEA JASPERA JAMESE
ALVAERA, MARTINA ZETA A JIRIHO PTACKA. MOMENTALNE ZIJE

A TVORI V PRAZE. JEJi TUZEMSKE | ZAHRANICNIi STAZE SE NESOU
V DUCHU INTERMEDIALITY. MA ZA SEBOU RADU SAMOSTATNYCH

| SKUPINOVYCH VYSTAV A VE SPOLUPRACI S NAKLADATELSTVIM
POSITIF VYDALA TRI AUTORSKE PUBLIKACE: PREKLAPY A PREHMATY
(2015), PREKLAD (2013) A DOMACI SLOVNIK (2013).

PRO DEFINOVANi TVORBY MARKETY MAGIDOVE SE NEJLEPE HODI
SHRNUJICi TERMIN VIZUALNi UMENI. NELIMITUJE SE JEDNIM
UMELECKYM VYJADRENIM A SVYM VIZUALNIM JAZYKEM MLUVIi VE
VSECH UMELECKYCH FORMACH, KTERE VZDY DOPROVAZi SILNE
KONCEPTUALNI ZAMERENI. TELO-JEDNOTLIVEC, SPOLECENSKA
SCHEMATA, TEXT JAKO PROSTREDEK, RODINA A KRIZE. TO BY
MOHLA BYT SNAD NEJZAKLADNEJSi TEMATA CHARAKTERIZUJICI
TVORBU MARKETY MAGIDOVE. NA JEDNE STRANE INTIMNI

A LIDSKOU STRANKU DEL DOPROVAZi VOLANi PO RESENi ZASADNICH
GLOBALNICH OTAZEK.

Moarkéts
Magidov$

Jednim z vasich hlavnich témat, pokud bych to
tak mohla Fici, je spojovani a rozplétani vztahi
mezi skute€nymi a moznymi svéty. Rozumim tomu
spravné?

Mam pocit, Ze interpretacni dichotomie mohou pomoci zd(i-
raznit urCity jev a proto ohranicit konkrétni pole, avS§ak mohou
také snadno vést k neporozumeéni €i schematizaci. Namisto
primocaré odpovédi bych rada predestrela nékolik navazujicich
otadzek — napfriklad co znamena skute¢ny svét nebo jaky je

rozdil mezi realitou a jeji potencialitou? Kdy se vytvareni svétl
prostifednictvim tviréi imaginace stava skuteénym?

Pojem moZného, respektive mozZnych svétd, anglicky possible
worlds, ktery v Ceském i evropském prostoru rozvijel velmi
inspirativnim zplsobem zvlasté Lubomir DoleZel, vychazi z mo-
dalni logiky a v prostoru uméni se vaze k tématu fikce obecné.
Fikéni svéty jsou specifickym prikladem moZnych svéta. V rdmci
tradicni teorie uméni coby mimésis umeélecké reprezentace na-
podobuiji ¢i imituji svét, zatimco v diskurzu mozZnych svétd jsou
umeélecké vytvory suverénnimi entitami napojenymi v r(izné mire
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na realitu. To, co vnimadm na tomto myslenkovém posunu jako
velmi dilezité, je predevsim transformativni sila estetiky pro
recipienty. V oblasti uméni a umélecké fikce tvorivé zkoumame
varianty mozného, abychom nasli alternativy ke skute¢nému.
Neznamena to, ze umeéni dava navod na to, jak zit, ale ze uka-
zuje mozZnosti, jak si miZeme nas Zivot predstavit a uvidét jeho
varianty. A tento transformativni okamzik vnimam jako klicovy:
zkuSenost z uméleckého dila se propisuje do zkusenosti divaka,
jistym zplsobem ji prepisuje a rozsifuje rejstfik toho, co Ize
chépat jako mozné.

VysSe uvedené koncepty mliZzeme povaZovat za platné pro
jakékoliv umélecké dilo. J& osobné se rada zabyvam utopickymi
Ci dystopickymi predstavami o spoleCnosti a jejim usporadani,
vidéné zvlasté genderovym ¢€i mocenskym prizmatem. Patrné
je to napfiklad v mém filmu Kouzlo uvolnéni (2020), ktery byl
volné inspirovany knihou Marge Piercy Woman on the Edge of
Time. Zkoumam v ném podoby reprezentace tradi¢nich rodin-
nych vztahu otisknutych do historickych sousosi a mozZnosti
jejich promeény ¢i osvobozeni.

Ve vasi praci je v tomto smyslu pritomna jista
poetika — jako by pouze estetika, smyslova, formal-
ni, mohla fungovat jako druh spojeni, nebo spise
jako by estetika byla racionalnim, dokonce logickym
zpUsobem usporadani vnitfné rozmanitého svéta.

Domnivam se, Ze soucasti estetiky je vzdy jak smyslova zkuSe-
nost, tak i specificky zplsob organizace této zkusenosti, urcita
pravidla, kterymi se umeélecké dilo Fidi, normy, které maji svoji
logiku a svoji Fe€. To, co povaZzuji za zajimavé na sou¢asném
umeni je fakt, ze umélci maji svobodu ve vybéru estetického
kdédu a jazyka, jimz chtéji mluvit a skrze néjz konstruuji svoje
médium a sdéleni. MlzZe to byt i jazyk vypujceny, odlisny od
uméleckeé fedi & od medialné specifickych kategorii. Rekla bych,
Ze pro moji praxi je typické prekracovani a prostupovani médii —
od sochy k filmu, z filmu k obrazu a z obrazu k soSe. Tradi¢ni
socharské reprezentace apropriované z reality se objevuji na
mych digitalnich malbéach, jako napfiklad v instalaci To neni

vila, to je mama ve verejném prostoru Galerie Vitavska, nebo

ve filmech Kouzlo uvolnéni (2020) a Infamia (2022). Kresby
prevadim do socharské podoby napriklad u objektu Rodina
(2021), nebo z nich vytvarim hlavni hrdiny a hrdinky, napfiklad
ve filmu Cmdranice (2023). V této transmedialni poloze vnimam
moznosti k rozsifeni Zanru ¢i poukazani na souvislosti v jiném
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percepénim moédu — napriklad kdyZ se z prostorové zkuSenosti
stava zkuSenost Casova a tak dale.

V dizertaci obhajené na Filozofické fakulté Uni-
verzity Karlovy jste se pokou$ela ukazat, Ze ,,Ziva
metafora funguje v dilech (nejen) sou¢asného
umeéni jako jejich esteticky model“. Obhajovala jste
tedy platnost estetické koncepce uméni. Co presné
rozumite pod pojmem ziva metafora?

S timto terminem priSel Paul Ricoeur, hermeneuticky filozof,
ktery ji definuje jako poetickou metaforu ontologického charak-
teru, chape ji jako sémanticky Utvar, ktery ma vlastnosti jako
umeélecké dilo v malém. Mini tim, zZe zivé metafory vytvareji
svét ,jako“ s heuristickym a refigurativnim potencialem. Jsou
inovativni a skrze imaginativni oblouk syntetizuji a objevuji nové
skute€nosti a zazitky. Mrtvé metafory, které stoji na opaCném
konci osy ,,Zivosti“, neprinaseji Zzadné prekvapeni a funguji jako
stopy kognitivni sité kultury a poznani ziskaného prostrednic-
tvim vytvareni analogii. U Zivé metafory je smysl nedourceny,
anomalni, recipienti se aktivné podileji na jeho spoluutvareni.
Pro Ricoeura je kli€ova procesualita a vzadjemnost porozumeéni.
Pochopeni dila se odviji od dialogu obsahu dila s existujicimi
védomostmi, s nimiz k nému divaci pfistupuji. Jeho smysl

se vynoruje v kontaktu s mysli recipient(i, umoZzni jim proZit,
pochopit a reflektovat sdéleni vioZené do dila. Tento proces

se nezbytné déje v imaginativnim aktu, v priniku racionalnich

a emocionalnich struktur. Realita a fikce zde nachazeji platfor-
mu k rozhovoru, oteviraji a konstruuji nové moznosti.

Tento koncept, plvodné aplikovany na oblast literatury, jsem ve
své dizertacni praci rozsifila na uméni obecné a Zivou metaforu
ustanovila jako model estetické zkuSenosti, a to za pomoci
teoretickych koncepci zvlasté Martina Seela a Alvy Noého.
Klasické estetické kategorie krasy, mimésis Ci reprezentace jsou
tak proménény do takového modelu uméni, ktery dokaze absor-
bovat Siroky rejstrik sou¢asnych uméleckych strategii, aniz by
se v procesu porozuméni uméni ztracel imaginativni a esteticky
smysl téchto dél. Metafori€nost uméni v tomto podani vykazuje
kognitivni rysy, esteticka percepce je vZzdy spojena s reflexi

a generovanim nové zkusenosti. Umeéni se timto nevyclenuje do
izolované oblasti estetického vnimani bez SirSiho dosahu v jinak
racionalni ¢i pragmatické spoleCnosti. Je mozné proto tvrdit,

Ze umeéni €i umeélecké principy, obsazené nejenom v oblasti
umeéleckych dél, tvofivym zplsobem reorganizuji a predstavuji
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systémy a struktury z naSeho Zivota. PfiCemz praveé diky této
reorganizaci Ize dosahnout urcitého poznani, sebepoznani
a emocionalni spolulicasti na pro nas drive nedostupném svété.

A jakou roli hraje Ziva metafora ve vasi tvorbé?

Ja doufam, Zze ma dila pro divaky a divaCky funguji jako Ziva
metafora naseho svéta a Ze nabizeji zpUsoby, jak proZit nebo

si predstavit zkuSenost nékoho jiného €i odjinud, a navadéji

k aktivnimu imaginativnimu a reflektujicimu procesu. Nejlépe
vSak estetickou zkuSenost z mych dél mohou interpretovat sami
recipienti — umélci a umélkyné sice mohou prichazet s vlastnim
vykladem, avSak ten nemusi vzdy odpovidat tomu, jak je dilo
vhimano druhymi.

Mohla byste popsat praci zarazenou na této vystavé
a vysvétlit jeji vyznam?

Na vystavé predstavuji kratky film s ndzvem Infamia, k nému
jsem vytvorila socharskou instalaci inspirovanou vizualitou
archeologickych nalezist. Pod podlahou amfiteatru mohou
navstévnici v Cerveném osvétleni uvidét pseudofiktivni objekty
nalezici hlavni postavam z filmu, prostitutce Mole a gladiatorovi
Rustikovi. Tito dva milenci, ktefi spadali v Fimské spole€nosti
mezi osoby bez ,,dobré poveésti“, takzvané infamii, prozivaji

v Pompejich Gtrapy vyplyvajici z jejich nizkého spoleCenského
postaveni a pridélené role. Instantni zkdza Pompeji zakon-
zervovala nejenom fyzickou podobu mésta, ale i znaky jeho
spoleCenského Fadu. Voiceover ve filmu je inspirovany docho-
vanymi napisy z historického neveéstince. Drtiva vétSina vét
vyskrabanych do omitek v nehostinnych Spelunikdch mocensky
znackuje muzskeé teritorium, vychloubavé hodnoti vykon a pre-
ference klientll. Jedina odliS§na véta, plnd empatie a péce se
stava zaroven ustredni vétou filmu: ,,Mola umird, piSe chlapec
Rustikus. Kdo bude truchlit pro Molu?“ Choral na konci filmu
doprovazejici mytologickou scenerii pak propojuje hlasy téch,
ktefi pristupuji ke kazdému lidskému Zivotu s respektem.




MARKETA MAGIDOVA, KDO BUDE PRO MOLY TRUCHLIT?
/ WHO WILL MOURN FOR MOLY?
2022, SERIE OBJEKTU, POLYMERNI HLINA / SERIES OF OBJECTS, POLYMER CLAY



















MARKETA MAGIDOVA, INFAMIA
2022, 3D CGI ANIMACE, 10 MINUT / 3D CGI ANIMATION, 10 MIN.
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