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“An Eternal Golden Braid”

Some passages from a dialogue between Marco Tagliafierro and Jacopo Mazzonelli

Could machines provided with originality exist? In Chapter XVIII of Godel, Escher, Bach: an Eternal Golden Braid”, Douglas R. Hofstadter  describes the checkers-playing software created by Arthur Samuel, so well built to be able to beat its own creator. In Chapter XX, Hofstadter resumes that issue to ponder over artificial intelligence, in these terms: “The conclusion: reasoning is impossible" does not apply to people, because as is plain to anyone, we do manage to carry out many steps of reasoning, all the higher levels notwithstanding. That shows that we humans operate without need of rules: we are "informal systems". On the other hand, as an argument against the possibility of any mechanical instantiation of reasoning, it is valid, for any mechanical reasoning-system would have to depend on rules explicitly, and so it couldn't get off the ground unless it had meta-rules telling it when to apply its rules, meta-meta-rules telling it when to apply its meta-rules, and so on. We may conclude that the ability to reason can never be mechanized. It is a uniquely human capability.”

Is it possible to think of an artistical setting as a machine, a sort of giant condenser with the aim of illustrate the mechanisms of tradition? Of themes and figures from recent visual past and from the most remote one, through expressive formulas of emotion? Jacopo Mazzonelli thinks of setting as the construction of an “escape” in musical terms: it all begins with the subject, generative core which has to be perfect, because it must be executable by contrapuntal motion, work specularly; no work of art can be fully explained with the era which saw its birth, it is not ascribable to its context, on the contrary, the charm and strength of an ancient artwork are partially due to the fact we’ll never know for sure how it was perceived by its contemporary ones. The history of the artwork is specular to its future, following Marc Augè’s thought we could go on stating that works of art are like ruins and inversely ruins, before each restoration or mise-en-scene, have something of the work of art. At the core of aesthetic perception there’s a lack defining it so, it is never a full knowledge of the past but it undergoes the attraction of a time as evident as elusive. With regard to this, Mazzonelli states: “I think of the concept of lack, that is to say of emptiness, pause, I mean as generative element. I think of the musical pause, important as a note, because the two elements influence each other: there’s no sound without silence, there’s no silence without sound. This theory of the opposites pervades all the symbolic gears I’m interested in:  alchemy, international gothic, Christianity, and others. The lack is mystery, and the moulding artist often removes. I think emptiness creates equilibrium, despite the semantic appearance of the term. Let’s think of oriental cultures, of minimalism, of monochrome paintings. Emptiness creates equilibrium because the mass needs space to expand. If we think of the ruins, as Augè rightly says, we actually rebuild something different. If gifted with imagination and creativity, the ruin won’t become a fragment of the wall’s plaster, but a self-sufficient element. The ready-made issue already demonstrated this. For some artists the fragment is a passe-partout to get in touch with a collective idea, a memory. I think of artists working on social, political, religious and race-related subjects. Nothing could be most distant from me. I’m interested in virtuality, in the wonderful autonomy of the detail. The detail is wonderful  per se, otherwise it’s not a detail but a part of a whole.”

If I start from the conviction that the image is for Jacopo Mazzonelli the place in which to perceive and condense the impression and memory of the events, then it is simply more like a door: the artist declares to have quit being a musician to be a visual artist not to have to wait for the development through time of an event but to cross the threshold in a moment. He continues this way: “that’s why the world is firt of all a subject of imagination. Transcendental imagination proceeds as the world opens, being a general possibility of the being. The 12  Études d'Exécution Trascendente by  Franz Liszt are compositions which revolutionized the 800s piano world. Leaving out the mere taste for a form of pointless all-round virtuosity, I think the conditions for these compositions to be interesting if compared to the artistic issue. Here’s what I mean. There’s a marvellous sharing of crossing events in the moment of composition. The construction of pianos is refining more and more, the sound volumes and the precision of the different mechanical parts are refining.  In the meantime, the piano arises as imperator of musical instruments, while the player myst keep the time of innovations. At this point comes into play the mystery of the marvellous, that is asking the piano player to go past, to transcend his technical and expressive limits. This way were the studies born. Now, the elements fascinating me are the limit and transcendent issues related to the technical-constructive one. When a series of elements attracts so strongly, something inexplicable is born. I think art to be closer to science than literature. To be closer to neurological processes than poetry. The matter is creating neural connexion in the audience, out of nowhere. Actual science is capable of quantifying such connexions, but to decode just a part of them. The mystery of art and human body relies here, in my opinion. Maybe art is actually possible due to a lack of ours. This lack is imagination.” I agree with the artist believing that being art not bound to a direct function, it remains one of the few, if not the only, condition for which hierarchies can be set at author’s discretion. Colour, shape and content hierarchies express a self-sufficient system in which roles often switch, fight and so concludes Mazzonelli: “The theory of the marvellous finds a safe haven due to these considerations.” The marvellous as representation of supernatural, divine, evil or magical phenomena? I’d say, the marvellous arousing marvel! The feeling given by the surprise of something unusual, the feeling of great admiration for something new and unexpected which surprises for its beauty, harmony, perfection. A prodigy. Inner is a visual work exhibiting an acoustic process; with Coro the aprons’ necks in a circle evoke a singing so clear that the audience seems to hear it, while in Der Tod und das Madchen the tension of the chords the little bridges sustains together with the soul of the string instruments vibrates as we believe has never happened before. From Limbo I notice the suspension in time and space, but it’s Petit to have the task to remember the audience that light, as sight, maintains the equilibrium of this artwork and of the exhibition itself. “This heterogeneity of the invisible to the visible can haunt the visible as its very possibility” , wrote Jacques Derrida in his “Memoirs of the Blind: The Self-Portrait and Other Ruins”.
