MAICOL BORGHETTI: CAPRI VERDEMARE
The forms of memory and a colour for the future

Every work, at one and the same time, should convey to the viewer something of art, of its author,
and of the world.

It should be, that is, a metalinguistic reflection, a metaphysical inquiry, and a device upon which the
artist projects the elaboration of histhought and the viewer constructs a further subjective narrative.

In the intention of the artist Maicol Borghetti, the project Capri Verdemare is meant to embody this
complex of qualities, and it is for this reason that the “Untitled” work becomes a collector of
heterogeneous elements, suggestions, inputs and reflections, which find their synthesis in the gaze of
the viewer.

First of all, the artist renounces the role of the thaumaturgic author, who imposes form and meaning
upon matter in a univocal manner, in order to set in motion a co-authoria activity, in which the sea
and the natural elements also fulfil the task of conception and contribute decisively to the final formal
outcomes of the work.

They shape the final appearance on equal terms with the author and with the fire of casting, through
which the work will be experienced.

A bronze work, “untitled” as always in the poetics of Maicol Borghetti, belonging to the Mythos and
Protos series, is left immersed in the sea for a long time, before being “returned” by the waters and
exhibited in the Piazzetta of Capri.

Untitled, so as to carefully avoid the defining acceptation — which is aso a funerary one — that
pronounces the final word by inserting the work into taxonomic categories. a research that is in
becoming, alive, avocabulary still in the course of being written.

To define them is to put them “in the box”, to enclose them and thus to limit their developments
forever.

The very title of the series, Mythos and Protos, devel ops this concept within this context of liberation
from prejudicia definition.

Myth and prototype, proto-myth, something that exists before mythology itself and therefore outside
any hypothetical historical timeline — something that does not intend to establish any link with the
past, no form of re-reading, and casts no bridge towards the classical roots of our Western culture.

Figures free to move conceptually, and in the mind and gaze of the viewer, before the very categories
of time, and therefore before history, before iconography, and before the narrative forms that define
and limit our imagination.

Prototypical, primal figures, freed from classificatory constraints and interpretative schemes.

Returning to the process to which the work is subjected, a prolonged immersion corresponds to atime
of working, in which the seawater with its salts and chlorides, and the currents of the sea, collaborate
synergically in defining the final form of the work itself.
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A natural forge, in which the dissolved salts and minerals are the titans that forge the final draft of the
work-relic, adhering to a poetic register and emancipating themselves from prosaic decorative effect.

The patina — the fina procedure in the making of a bronze sculptural work, usually carried out by
artisans, almost adepts of a discipline reserved for initiates, the fruit of knowledge handed down from
generation to generation, obtained after countless chemical experiments, whose final formula
becomes a heritage to be kept secret and transmitted from master to pupil over time — isin this case
entrusted in large part to the natural wisdom of the sea.

Oxidations resulting from the accelerated el ectrochemical reaction in which the metal |oses electrons
that turn into oxide, areaction in which the seawater acts as a powerful electrolyte and the dissolved
salts — chlorides in particular — increase conductivity and facilitate the oxidation itself.

Science and marine biology conspire with the artist to achieve a harmonious creative synergy.

It is these chemical reactions, activated by natural elements present in this specific stretch of sea, that
confer the unmistakable and unique Capri Verdemare Patina, confirming the site-specific nature of
the project, which nonethel ess takes on a processua dimension.

An articulated and complex operation in which the process matters as much as the product, because it
is this dynamic phase that makes metamorphoses and evolutions possible.

In the conception of this project, the artist aligns himself with the Aristotelian vision, according to
which poetry is an imitation of nature in its operative methods and not in its outward appearances —
in processes and not in exteriority.

Borghetti, in this research directed towards the “archaeology of the future”, confirms how the task of
the artist is not to recount things that have happened, to report objective realities, but to convey what
could plausibly come to pass — or rather, in his own understanding, that which precedes myth and
placesitself outside narratives and outside the linear course of time.

He structures a specific and detailed temporal strategy, in which he declines his works — sculpture
and photography — read as complementary.

A co-presence of times, a coexistence of temporal flows which, according to heterogeneous and
independent dynamics, intersect one ancther; and in the meshes, the recesses and the thresholds of
these flows, the artist wedges himself in with his plastic creatures.

A liminal existence, on the threshold, among the interstices of the historicising and taxonomic
operations of archaeology, physics, history.

Borghetti and his work may also be described as creatures of the border — understood not as a place
of separation or interruption, but as a membrane in which the process of blurring, of dissolving
(cinematographically speaking) between two forms takes place: between a now, a hic et nunc, and
what it might become; between a tangible, objective dimension that falls under our senses and its
potential instance.

The whole inseparable, not distinct but co-present, and bound by a one-to-one correspondence.
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The artist works upon the contemporaneity of times, where he can make the ephemerality of the
single life coexist with the long cycle of humanity — in whose furrow art insertsitself (arslonga, vita
brevis) — the historical thought of the present and the archaeology of the future; and matter, the
bronze that outlives all — leaving the sculpture as testimony — projects itself into possible and
unfathomable, interconnected futures.

In keeping with the principles of modern physics, Borghetti conceives and dislocates his figures in
different spaces that also correspond to different lines of time, dictated by gravity and by velocity —
and thisinvolves our perception and our gaze as well.

As the artist reminds us, “There is no now that is the same for everyone’, and he glosses
illuminatingly: “when we look at the stars, we are doing archaeology — we are seeing the light of
another time”.

A work inseparable from human nature understood in its broadest sense, in al its declinations, as the
artist further illustrates in a collective and communal vision: “The whole carried forward by each
individual, and each individual made significant by the whole”.

Works such as this one by Borghetti are able to draw upon collective memory, upon Jungian
archetypes, upon the ancestral dimension of our memories, overcoming barriers of language,
nationality, culture and religion.

An archetypal memory that does not aim to reconstruct what existed in a remote past, but to evoke
what could be — or what could have been.

In this context, within the hypothetical vision of art, drawing on its predictive capacity — not only
with respect to the future — already illustrated by McLuhan in the 1960s, and on the Aristotelian
visions, artistic and poetic creation may be considered as standing above history.

Y et the artist always proceeds outside a furrow aready traced by the various disciplines, and does not
follow alinear axis: the swerveisthe form of movement typical of his creative and investigative path.

Above, too, the hiological, anthropological and spatio-temporal dynamics, because the figures are
decontextualised with respect to present, past and similar categories, but also with respect to other
forms of civilisation not yet described and to alternative biological forms.

Civilisations that the author considers “ civilisations entirely human, perhaps not entirely, and perhaps
no longer, our own”.

Artistic expression becomes important because, as in this case, it manages to convey information
about how the world (the possible worlds) works, about the dynamics of the real, to highlight its
stable and its variable aspects, and above all its potential ones.

It acutely describes the lines of force and the vectors, encouraging the viewer to venture into the
territories of the possible while remaining within the plausible, calibrating the depth of the perceptual
experience to his own needs and desires.

A viewer who, drawn by “beauty” — a genuine threshold and doorway — decides at what level of
depth to let the processes of fruition and reflection take place, after the “ engagement” with the work.
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There is no pre-established, progressive path in the reading of Borghetti’s work that guides the
spectator towards a foreseen outcome at the thresholds of anthropology, metaphysics or
hermeneutics.

No programmed and rigid fruitive structure, but a threshold — the aesthetic one of “beauty” (a word
long feared by conceptual art) — of the work, which invites the viewer subjectively, according to his
sensibility, culture and disposition.

An Embodied Simulation, as the neuroscientist Vittorio Gallese calls it: when we observe an action or
an emotion of another, or, asin this case, an evocative sculptural form, our brain reuses the motor and
emotiona maps of our own body, internally simulating the experience.

The viewer decides what to obtain, and may even decide to remain “outside” the door of perception.

In this hypothetical dimension, art and science find common ground — in that space which does not
coincide with the mere observation of surface appearances, but where paths for dazzling intuitions are
created.

The artist does not employ the rigorous parameters and the rigidly established methods of science, but
indicates hypothetical — and probable — directions of change, in which humanity and the existent,
exceeding their own time, the present, will be able to give name and form to intuitions and reflections
that, from personal, become universal.

The project as a whole is not reducible to this, being conceived as a process, with time-based,
performative dynamics that evolve — plastic formsin space, called to act in time on several levels, as
we illustrate below.

Forms, volumes and space that are defined and scanned by time, and which display, as mentioned
above, a one-to-one correspondence within the overall project, between photography and scul pture.

A photo-optical dimension, two-dimensional in structure but three-dimensional in substance, and a
spatial, volumetric expressive form that aspires to become a plastic drawing traced in the air.

“Light that builds volume instead of surface”, as Borghetti acutely putsit.

Both forms of expression elaborate and safeguard the same concepts: limina anthropomorphic
figures, which make of borders and frontiers — spatial, temporal and biological — their territory of
cultivation and devel opment.

Not mere dividing geometries, but diaphragms as vital spaces in which change, mutation,
metamorphosis take place — and upon which, therefore, dust never settles, because they are in
continuous evolution.

These are the contexts in which Borghetti’s poetics, and his metamorphic plastic-photographic
creatures, move.

A tripartite time, that of the “islander” work, which scans the metamorphosis of the forms: the
descent from land to sea, the immersion and the period of decantation and metamorphosis in the
“marine workshop”, and the return to the light with the consequent ostension-theophany in the city’s
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agora, and the connected triggering of the perceptual reactions of the observers.

Exhibition in public space, where it completes its journey and expresses its performative potential to
the full.

Because it is in this space, in the res publica, that the work activates its relational instance with
observers and passers-by, sets in motion perceptual dynamics unprecedented within the white cube,
enters the flow of time and “returns’ into the anthropic stratification of the place, becoming once
again part of the geniusloci.

A mythological narrative scansion, of which the work and the entire project are protagonists, aready
highlighted by the anthropologist Edward Burnett Tylor in 1871 and later refined by Joseph
Campbell ,l who modelled his theory of the hero with a thousand faces upon that of the archetypes of
Jung.

In this manifold semantic stratification, the artist triggers a series of reflections and questions that call
the viewer to inquire.

In the mythological key as well, immersion and emersion take on pregnant valences.

Capri, the mythical land of the Sirens, recounted in Homer's Odyssey, where the bewitching
creatures lured navigators and enchanted them.

The island born of the tragic love between the god Vesuvius and the maiden Capri, who, in despair
over her unhappy love, threw herself into the sea and caused to rise from the waters the island that
would bear her name.

As Jean-Marie Floch has shown us,2 in akind of bricolage, earlier images and myths are gathered
together in order to recount a new myth, embodied in a hypothetical future.

Like the work, the whole history of the world and its narratives are born of a prolonged immersion
and an emersion — like the one that had our planet as its subject in the Palaeozoic, when the first
plants and the tetrapod vertebrates conquered the terrestrial environment four hundred million years
ago, after the lands rose from the sea.

In philosophy and psychoanalysis, in depth psychology, emersion from the waters represents the
creative act of the Ego, which brings to light contents submerged in the unconscious, allowing the
realisation of the self.

As is well known in religions, from the Jewish mikveh to Christian baptism, immersion symbolises
birth to a new life — just as the fire from which bronze issues is a symbol of the renewal of life and
of the seasonal cycles, as James Frazer also illustrates.

A work that rises to the role of threshold, of “limen”, between an objective world and an imaginary
yet plausible one, with which the observer is called to measure himself actively, emancipating
himself from the passive, mediatic fruition to which we have al grown accustomed.

The viewer is encouraged first to question himself, and to construct his own mental paths and further
subjective narratives, because in such cases the work offers an effective path of reflection.
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Effective because it alludes metaphorically to the mental processes that herald the intuition of atruth
not yet unveiled.

As with every work of art worthy of the name, Borghetti’s sculpture — co-created with the sea,
through heterogeneous forms, concretions and finishings, the encounter of nature and culture, of the
natural and the artificial — unleashes both logical and emotional thought and conveys complex
meanings.

An archaeology of the future that never ceases to inquire, providing exempla of a hypothetical
aternative space-temporality, and thus of unprecedented forms of fruition and relation, which call for
an unprecedented gaze and a new mind.

Alessandro Romanini

Notes

1. Joseph Campbell, The Hero with a Thousand Faces, New York, 1949.
2. Jean-Marie Floch, Bricolage (It. ed., 2013).
3. James G. Frazer, The Golden Bough, 1890.
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