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Extended Works Descriptions

Admiranda e Arcana Naturae

Curated by Giulia Pollicita

2 July — 30 September 2026

MUSA — Museo Universitario delle Scienze e delle Arti
Via Luciano Armanni 3/5, Naples

Artists: Maria Thereza Alves (& Jimmie Durham & Alan Michelson), Lizzi Bougatsos, Carmela De
Falco, Yvonne De Rosa, Beatrice Favaretto, Delia Gonzalez, Renato Grieco, Emiliano Maggi, Isadora
Neves Marques, Valerio Nicolai, Diego Perrone, Giulia Piscitelli, Anri Sala, Markus Schinwald,
Namsal Siedlecki, Miroslav Tichy, Francesca Woodman.

Maria Thereza Alves
note on the exhibition project

Initially invited by the curator to take part in the exhibition with a piece connected to her historic 1992
performance Virginia / Veracruz Veracruz / Virginia — made together with Jimmie Durham and Alan
Michelson to denounce the historical silence surrounding indigenous genocides five hundred years
after the invasion of the Americas — Maria Thereza Alves made the presence of her work conditional
on the removal, from MUSA’s display cases, of a desiccated human specimen described in the
colonial and incorrect terminology of a ‘trophy head of the Jivaro Indians’. Since the request for
removal and terminological revision, endorsed by the curatorial team, is currently under assessment
by the Museum’s Directorate, in the person of Professor Michele Papa, the artist has chosen not to
exhibit the work. In its place, the exhibition space hosts the documentation of this epistemological
negotiation: a corpus of texts that includes the email exchanged with the curator, who took up her
request, and the formal letter sent to the Directorate itself. At the heart of the dispute lies the use of
ethnocentric and discriminatory categories, such as the exoticising expression ‘trophy head’ or the
term indios (‘Indians’), the product of Christopher Columbus’s geographical misunderstanding —
convinced, in 1492, that he had ‘discovered’ and made landfall in the Indies (whence the term indios)
— and the incorrect naming of the Shuar people, historically and improperly defined by the institution
as ‘Jivaros’. Through the display of the negotiation and the deliberate absence of the artwork, the
project becomes a critical device in real time, foregrounding the complexities and resistances of
decolonisation processes within Western scientific institutions.
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Lizzi Bougatsos

Weaponized, 2025, Balenciaga shoe, medical latex, leather, wax, plastic cable ties, 35.6 x 10.2 x 20.3
cm
Untitled, 2026, bronze, edition 1/2

The sculptures of Lizzi Bougatsos (United States, 1974) enter MUSA’s itinerary by striking up a
symbolic and formal dialogue with the upright skeletons kept inside the museum’s nineteenth-century
display cases. Marked by the conceptual rigour of a direct imprint — almost a physical cast of lived
experience — the works on show take shape as the tangible remains of a body that once was: that of
the performance artist who wore tights and leotards during her musical performances, only to
crystallise them afterwards in sculptural form. Suspended in an ambiguous register between physical
imprint and evocative image, these works bring powerfully to the surface the idea of the
body-as-casing understood as a contemporary relic. Set against the absolute, geometric nakedness of
the museum’s bony structures, Bougatsos’s textile membranes operate as a second skin that has lost its
biological function to become simulacrum and memory of the action. Where the MUSA skeletons
bear witness to the permanence of the internal structure — the persistence of the human being’s
load-bearing architecture after death — the artist’s fetishes celebrate its exterior, the social and
performative interface that protected, expressed and freed the body in the world. The mineral rigidity
of anatomical death thus meets the dramatic suppleness of anthropological experience, turning the
room into a profound meditation on absence, on the sacredness of the remnant, and on the persistence
of identity through its fragments.
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Carmela De Falco

Due voci, 2026, A4 sheets, 100% cotton, charcoal, carbon paper
Transmissione, 2025, wool, brass, gold plating, 70 x 65 % 30 cm

Carmela De Falco’s research inserts itself into MUSA’s osteological collection — created, historically,
to catalogue and measure human variability (congenital alterations, for instance) through the rigidity
of bony structures — introducing a profound reflection on abstraction, listening and care. In Due voci
(2026), two white sheets hold sequences of parallel lines traced in charcoal and carbon paper: mute
scores, or linear graphs, that reduce the voice to pure visual geometry, performing a poetic distillation
that mirrors the rigid cataloguing of the surrounding skulls and skeletal segments. This visual silence
is answered by the second work, Transmissione (2025), in which a cotton blanket wraps and protects a
small gold-plated brass sculpture reproducing the anatomical form of the cochlea, the organ of the
inner ear. In a contemporary age dominated by hyper-visibility and the rapid consumption of images,
De Falco questions the meaning of aural listening as an act of resistance, withdrawing the bodily
fragment from the cold scientific classification of nineteenth-century anthropology. Wool — a
protective, inert fabric — serves as a therapeutic shell for the golden organ, transforming the
museum’s originally clinical and voyeuristic gaze into something intimate and relational, where the
body is no longer an object to be measured but a sensitive membrane to be safeguarded.
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Yvonne De Rosa

Untitled, from the series Corrispondenze, 2024, fine art inkjet print on cotton paper, 35 x 40 cm or
approx. 7 x 10 cm

The photographic work of Yvonne De Rosa (Italy, 1975) makes itself felt as a silent, dense presence
within the room devoted to MUSA’s teratological wax models. Placed in direct dialogue with the
historic models of the cyclops, the mermaid and the parasitic twin, her black-and-white photographs
capture suspended moments in which the boundaries between mineral, vegetal and animal mimesis
seem to dissolve into one another.

Beatrice Favaretto

Multiple Maniacs, 2024, single-channel video, 7’07, with Maximiliano Ulivieri, sound by MAI MAI
MAL

Beatrice Favaretto’s video Multiple Maniacs (2024) unfolds through a succession of close-ups and
hesitations of the camera as it glides over the skin of a female and a male body. Laid out on medical
couches and bathed in red light, the naked bodies appear exposed in their utter vulnerability, waiting
to be inspected or treated. The action is punctuated by the taut electronic register of Mai Mai Mai (the
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musical and audiovisual project of the sound artist and producer Toni Cutrone) and by a deep, robotic
narrating voice reciting a monologue on a visceral relationship of dependency, violence and evasion.
In dialogue with feminist disability studies (Rosemarie Garland-Thomson, 2011), the work
interrogates the social construction of the ‘Other’ body: if women have historically been saddled with
attributes of biological subordination, the same fate befalls disabled and queer bodies, and those of
sex workers, systematically marginalised and excluded from the realm of beauty and eroticism.
Through her collaboration with Max Ulivieri, an activist for the sexual rights of people with
disabilities, Favaretto destabilises the power relations bound up with ableism and the performativity of
consumption, training her lens on unconventional bodily details and overturning the pornographic
gaze into a politicised reclaiming of the flesh as a membrane sensitive to pleasures and to traumas.
Invoking the grotesque cinema of John Waters (the reference is to his 1970 film Multiple Maniacs)
and the strategies of post-porn, the artist normalises the disobedience of bodies in order to wrest them
from the medicalisation and social discipline that Michel Foucault identified in the production of
‘docile bodies’. Shown at MUSA, the video thus resignifies the anatomical museum’s collections of
‘monstrosities’ and anomalies, transforming the clinical, voyeuristic and pathologising gaze into an
urgent reflection on the segregation and the liberation of contemporary bodies.

Delia Gonzalez

Untitled 13, 2026, graphite, watercolour pencil, watercolour pastel, varnish, 26.5 x 34 cm
Untitled 14, 2026, graphite, watercolour pencil, watercolour pastel, varnish, 26.5 x 34 cm
Untitled 15, 2026, graphite, watercolour pencil, watercolour pastel, varnish, 26.5 x 34 cm

‘I think and feel in forms and patterns, so making drawings and making music is my way of
expressing the feelings I can’t put into words: the visual sound of the unconscious. In a sense they are
like cells. They live, breathe and slowly recompose themselves: perhaps they are my idea of worship.
I have always drawn maps of the events of my life, and I have always been obsessed with cells. I felt
like a single cell, isolated, alone and removed from the others in the system. As time passed, these
cells multiplied and took on a form of their own. Perhaps my drawings are my way of integrating
myself into the system of life, into the biological order of life. In my drawings the circles also refer to
the moon, and stand for birth, death, rebirth: the infinite cycle of life.” (Delia Gonzalez).
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Taking this intimate confession as its starting point, Delia Gonzalez’s drawings configure themselves
in space as phyto-luminous abstractions, where graphite, pastel, marker and varnish create plays of
light across unintelligible surfaces. Fragmented like luminous spectres, the compositions evoke at
once the grain of a pane of glass or a digital glitch and the pattern of a dancefloor warped by strobing
refractions. The works thus collapse the infinitely small and the infinitely large, presenting themselves
both as macro-visions of microorganisms (akin to cells on a laboratory slide) and as details of vaster
fields of colour, impossible to reassemble into definite figures. At MUSA, this watery, hallucinatory
dimension enters into close dialogue with the historic vascular petrifactions: the coralline, tentacular
look of the anatomical casts, set off by the pink padding of the cabinets, sets in motion an imprecise
and unpredictable dialectic between inside and outside. Between lysergic notations and mineral rigour,
the biological order the artist evokes is mirrored in the medical collections, transforming the scientific
specimen into a poetic reflection on the eternal cycle of matter.

Renato Grieco

Un Ordine delle Cose, 2025-2026, soundbar, audio track, bronze, mirrored display from the MUSA
collections

Un Ordine delle Cose by Renato Grieco (kNN) is an exhibition adaptation of a work in twenty-nine
examples published by the artist with AKHET Edizioni. The project is built around an audio track
containing passages drawn from the celebrated text L’Ordre des choses (1958) by the French writer
and naturalist Jacques Brosse — here performed and reinterpreted in the artist’s own voice — and
around a small bronze tuning fork, or forked resonator. This sculptural and sonic device radically calls
into question the measurability of the living, destabilising the classificatory categories and the rigidity
of the instrumental calculations of modern science. Grieco’s vocal interpretation joins forces with the
short-circuit generated by the tuning fork — an object that historically embodies the precision
scientific instrument for emitting pure frequencies, yet here reveals an ambiguous nature. Its
sculptural form, in fact, evokes an unmistakable osteological quality, oscillating morphologically
between the structure of a vertebra and the sacredness of a relic. To this ambiguity the choice of
bronze contributes: a metal alloy historically tied to the casting of bells and ritual instruments,
renowned for its capacity to generate warm, complex sounds, rich in harmonics that decay over time
in an unpredictable, non-linear way. Set among MUSA’s collections, the reverberation of this
instrument and the vocal score accompanying it unhinge the objectivity of medical cataloguing,
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becoming both means and metaphor for restoring a vibrant vitality to the inorganic and a perpetual
metamorphosis to whatever was once held to be rigidly measurable.

Emiliano Maggi

Untitled Nature, 2025, lost-wax cast bronze. 47 X 17 cm each element.

Emiliano Maggi’s bronze sculptures present themselves as a sampler of hybrid, metamorphic forms —
insects, zoomorphic elements and sculptural jewels designed to wrap around the fingers — that
redraw the boundary between ornament and anatomy. The use of bronze, a material historically
associated with monumentality and permanence, is here inflected towards an intimate and unsettling
register, where the rigidity of the metal mimics the fragility of exoskeletons and organic details.
Placed within the celebrated collection of Efisio Marini, the renowned nineteenth-century scientist
and ‘petrifier’, Maggi’s works set off a visual and semantic short-circuit with the surrounding
anatomical preparations. If Marini, through his secret formulas, sought to wrest flesh from
decomposition by turning organic structures into eternal, vitreous specimens, Maggi carries out an
inverse yet mirroring process: he infuses a vibrant vital and mythological tension into the inanimate
matter of bronze. The focus on hands and on rings for the fingers directly recalls the gestures of
anatomical handling and the scientist’s touch, but overturns its clinical function into an act of aesthetic
and magical fascination. In this close dialogue, Marini’s ‘petrifactions’ and Maggi’s castings fuse into
a single reflection on the conservation of the body and its transfiguration, transforming the old
scientific, classifying gaze into an aesthetic, synaesthetic experience suspended between the arcana of
nature and the artifice of sculpture.
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Isadora Neves Marques

The History of Sexuality (manioc+Arnauld), 2025, digital print on cotton paper, wooden frame, glass,
70 x 55 x 3 cm

The History of Sexuality (manioc+Gegenbaur), 2025, digital print on cotton paper, wooden frame,
glass, 70 x 55 x 3 cm

The History of Sexuality (maize+Paré), 2025, digital print on cotton paper, wooden frame, glass, 70 x
55 x3 cm

The History of Sexuality (ricinus+Ketham), 2025, digital print on cotton paper, wooden frame, glass,
70 x 55 x 3 cm

Isadora Neves Marques’s series The History of Sexuality (2025) finds, within the MUSA section
devoted to anomalies of foetal development, a conceptual foothold of radical urgency. Made up here
of four digital prints on cotton paper, the series evokes from its very title Michel Foucault’s reflections
on ‘biopower’, understood as the array of apparatuses through which medical and scientific
institutions have historically classified, regulated and controlled bodies. In each work the artist makes
botanical elements (manioc, maize, the castor-oil plant) cohabit with the names of great figures from
the history of medicine and anatomy (such as Paré, Ketham, Arnauld or Gegenbaur), tracing the
threads that bind colonial domination, scientific cataloguing and the manipulation of life. The
appearance, in one of the works, of two figures recalling the iconography of the hermaphrodite
introduces a profound reflection on the fluidity of bodies, dismantling the sexual binary imposed by
official biology. Placed in immediate proximity to the foetal preparations — both conjoined twins and
single foetuses — the works set off a crucial short-circuit around the very idea of ‘monstrosity’.
Where nineteenth-century teratology (the branch of biology and medicine that studies congenital
anomalies) catalogued anatomical doubling or genital ambiguity as anomalies and deviations to be
displayed under glass, Neves Marques’s gaze reverses the perspective: the mutation and
superimposition of bodies are withdrawn from scientific objectification to be reread as territories of
political resistance. The rigour of the frames is thus mirrored in the severity of the museum’s cabinets,
turning the room into a space of critical discussion on how culture has historically regulated the
notions of gender, reproduction and biological conformity.
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Valerio Nicolai

Mare di merda (cielo giallo), 2024, oil on canvas, 30 x 24 cm
Mare di merda (cielo verde), 2024, oil on canvas, 30 x 40 cm

In the canvases of the series Mare di merda, begun in 2016, Valerio Nicolai appropriates a subject of
clearly Romantic lineage — the storm-tossed sea — and gives it a radically scatological twist.
Replacing the sublime vastness of the natural landscape with the near-catastrophic contemplation of
overflowing sewage, the artist reties the threads of a visceral imaginary that corrodes the traditional
categories of painting from within, in keeping with a critical, grotesque genealogy running from
Hieronymus Bosch and Frangois Rabelais through to Piero Manzoni and Georges Bataille. Bodily
waste and lowliness become, here, instruments of satire and social commentary. If modern civilisation
redefined itself through bourgeois hygiene and the regulatory segregation of organic waste from the
nineteenth century onwards, the essay by the French writer and intellectual Dominique Laporte
(History of Shit, 2000) shows how the West has historically reacted with the same terror to the stench
of excrement as to that of corpses. There is, in fact, a deep parallel in the social desire to isolate and
control both substances. The threat associated with decomposition was politically neutralised only
when the corpse — torn from the promiscuous anonymity of the common grave — acquired the
individual dignity of a relic or object of cult, severing its ties with the sewer in order to be devoutly
preserved. Within MUSA, Nicolai’s works open a destabilising dialogue with the surrounding
anatomical preparations: the painting conjures up the repressed dimension of decomposition and
organic waste, redefining the museum’s space not only as a place for the conservation of scientific
memory but as a critical threshold where flesh, death and excretion intersect and mirror one another.
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Diego Perrone

Untitled, glass, 2014, 33 x 33 cm

The ear — understood as a threshold and sensitive membrane between the inscrutable depths of the
interior and the exterior of the living being — is the iconographic fulcrum inhabiting Diego Perrone’s
series of sculptures Senza titolo (2014-2016). This geometric and organic form originally arises and
develops in his practice through a dense, obsessive exploration in ballpoint-pen drawing, before being
translated three-dimensionally into the complex polychrome glass casts with which the artist has been
experimenting since 2010. In their unpredictable chromatic variations, these sculptures bleed the
precision of the graphic mark into sculptural volumes, oscillating in a continuous metamorphosis
between the vegetal, mineral and organic realms. Since the 1990s, Perrone’s research has probed
absolute concepts such as time, instinct and the force of the creative act through a rural, poetic and at
times pop imaginary. With these works, the artist deliberately sabotages any attempt at reassuring
classification, challenging the viewer’s gaze to seek an impossible familiarity. Placed in close
dialogue with MUSA’s historic comparative-anatomy preparations, Perrone’s works open onto a
profound reflection on hybridity, on the fluidity of flesh and on anti-speciesism. The auditory organ,
studied on paper and solidified in glass, ceases to be a purely human element to become the metaphor
of an intersectional thought that connects the taxonomic logic of medical science to the poetry of
matter, suggesting an ecological sensibility in which the barriers between species, genders and docile
bodies dissolve into a symbiotic perspective of mutual contamination.
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Giulia Piscitelli

Ex Voto Suscepto, 2019, 24 kt gold galvanic plating on brass, steel, 15.6 x 2.6 x 1.3 cm
Lesione Balistica, 2025, vinyl, acrylates, copolymer, glycerol, alcohol-based colour, desiccation,
artificial blood, Forex, ink, 22 x 21 cm

Giulia Piscitelli’s works camouflage themselves among the glass and the historic cabinets of MUSA
— among those that hold ancient skulls and, in particular, the skulls of people executed in the
nineteenth century at the Vicaria court in Naples, on which the marks of forensic phrenology
impressed by Doctor Gioacchino Miraglia are still visible. Such studies drew on the scientific theories
of the German physician Franz Joseph Gall, who grasped the importance of the cerebral cortex,
unhinging the Cartesian mind/body dualism — studies that would later provide the basis for the
anthropological research of Cesare Lombroso, often inflected in a determinist and racist direction.
Despite these criminological drifts, Gall was the first to stress the need to regard places of
confinement and asylums not as purely punitive spaces but as institutions of correction bound up with
external factors such as destitution and lack of education — setting out on a troubled path that, in
Italy, would lead only in 1978 to the Basaglia Law and the closure of the asylums. Into this scene
laden with memories of segregation, Piscitelli introduces two minimal, cutting gestures. The first is an
Ex voto of thanksgiving: a gold syringe whose plunger, needle and barrel are assembled with
mechanical screws and bolts and laid on a small cushion. The second belongs to Lesione Balistica, a
series of works from 2025 that renders, in hyperrealistic fashion, the wound left on the skin by the
impact of a bullet. Combining found objects, urban poetics and social commentary, the artist connects
the historic cabinets of clinical study to the open wounds of contemporary marginality. The gold of the
ex voto — symbol of a complex plea for salvation bound up with drug addiction and the paths of
rehabilitation — thus enters into dialogue with the remains of the condemned, overturning the
Lombrosian gaze into a profound reflection on biological vulnerability, social exclusion and the need
for a care that overcomes the age-old distinction between guilt and illness.
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Anri Sala

Lines recto verso (Jung, Huxley, Stravinsky), 2015, graphite, coloured pencil and eraser on both sides
of Chinese paper

Lines recto verso (Jung, Huxley, Stravinsky) belongs to a series of drawings devoted to the repetition
of the palm lines of extraordinary personalities who lived at the same time. The drawing on show is
executed by interweaving the palm lines of Carl Gustav Jung (Kesswil, 1875 — Kiisnacht, 1961),
Aldous Huxley (Godalming, 1894 — Los Angeles, 1963) and Igor Stravinsky (Lomonosov, 1882 —
New York, 1971). Between 1963 and 1964, Stravinsky dedicated his Variations to the memory of
Huxley — a serial composition governed by precise internal rules that allowed the score to be begun
from any point and notes or groups of notes to be repeated. Huxley and Jung, for their part, shared an
analogous interest in the exploration of the unconscious, developed from different but converging
perspectives, especially in the final period of the Swiss psychologist’s life, marked by a more mystical
approach to psychoanalysis. In executing these drawings — themselves based on the principle of
repetition — Anri Sala follows equally strict rules: the chosen figures are all contemporaries, and the
operation concentrates exclusively on the lines of each one’s left hand. The artist always starts from
the same point at the centre of the sheet, tracing the various lines — beginning with the life line —
until the available surface is naturally exhausted. The drawing, made on Chinese paper, is executed
first on the verso and then on the recto of the page, playing with the support’s transparencies; in this
way, the graphite strokes and the occasional touches of colour seem to emanate directly from the
depths of the space. In dialogue with the museum’s scientific framework, this work bends the rigour
of method perfectly to the unpredictability of poetry and chance.
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Markus Schinwald

Agata, 2005, oil on canvas, 40 X 31 cm (Fondazione Morra Greco Collection)

As often happens in his practice — centred on the manipulation of pre-existing paintings — in Agata,
Markus Schinwald intervenes on an original nineteenth-century painting through an operation of
almost clinical precision, capable of radically subverting the meaning and composure of the original
bourgeois portrait. The woman’s face, caught in a close framing that fragments her identity, wears a
contrite, suffering expression, dramatically framed by the tubes of what appears to all intents and
purposes to be an artificial respirator. Here the artist forgoes his celebrated interventions involving
costume or surreal, theatrical prostheses in order to venture into a strictly medical dimension, bringing
to the surface the supreme taboo of Western culture: biological vulnerability, pain and the end. Acting
on images from the nineteenth century — the age in which the values of the European bourgeoisie and
the institutional structures of control such as the hospital, the asylum and the prison were consolidated
— Schinwald lays bare the disciplinary apparatuses that historically govern bodies and their
medicalisation. Placed in close dialogue with the fragments of skulls and the historic mandibles held
in MUSA’s cabinets, the painting amplifies the recurring motif of anatomical fragmentariness and the
echo of death that runs through the entire space. Agata thus forces us to reckon with the ‘shame’ and
the unspeakable of illness exposed to public view, dismantling the rigidly logocentric and Cartesian
presumption of Enlightenment science in order to open a metaphysical fissure onto unspoken
suffering, onto absence and onto the intrinsic fragility of flesh.
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Namsal Siedlecki

Nerbo, 2016, bull’s penis, electrodeposited copper. 120 x 6 x 3 cm. Courtesy of the artist

Namsal Siedlecki’s sculptures, set in close dialogue with the collection of old medical implements
held within MUSA, become a sculptural instrument for reflecting on and questioning the historical
dynamics of coercion, punishment and reward. These are logics of control that underpin and govern
the social hierarchies in which people’s lives are constantly immersed, from the early stage of
schooling through to working and productive life. Visually, the work registers as a blade of light,
chromatically split between the reflections of silver and copper, cleaving the nineteenth-century
wooden structures of the museum’s historic vitrines. Its material genesis, however, reveals an
unsettling origin: the sculpture is the result of an electroplating bath into which an actual bull’s pizzle
was immersed. The animal’s genital organ is an instrument historically associated with violence and
submission, used for instance by jockeys to strike and spur horses during races. Similarly, but to a
diametrically opposite end, the same desiccated object is still used today as a reward and chewable
pastime for dogs. The work exploits this ambivalence to set off a dramatically topical and politically
complex debate around educational methods and the disciplinary systems perpetrated by institutions.
Through metallisation, the animal organ loses its perishability and crystallises into a gleaming fetish
that, at MUSA, dialogues directly with the surgical irons and dissection instruments: both kinds of
device, in different ways, testify to civilisation’s tendency to regulate, assault or bend the biological
body for scientific, social or power-related ends.
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Miroslav Tichy

Senza titolo, 1970-80, vintage gelatin silver print, 18 x 12.9 cm
Senza titolo, 1970-80, vintage gelatin silver print, 13.6 x 18 cm
Senza titolo, 1970-80, vintage gelatin silver print, 18 x 13 cm
Senza titolo, 1970-80, vintage gelatin silver print, 23.8 x 12.3 cm

Miroslav Tichy (1926-2011) was a Czech photographer who spent much of his life in voluntary,
marginal isolation, devoting himself to an obsessive, clandestine artistic output. The four photographs
on show — vintage gelatin silver prints made between the 1970s and 1980s — find, within the section
of MUSA devoted to ophthalmology, a conceptual foothold of raw intensity. Obtained through the
rudimentary cameras the artist built himself from scrap materials and hand-ground lenses, these
images of female figures, captured surreptitiously — in urban landscapes, in this case — are
profoundly shot through with morbid drives. Tichy’s is a markedly voyeuristic gaze, a daily,
compulsive activity that translates desire into a systematic visual hunt, where the lens becomes the
prosthesis of a private obsession. The dense blanket of optical imperfections, scratches and chemical
distortions that envelops the subjects only heightens this fetishistic distance, turning the body into a
phantom glimpsed through a crack. Set among the museum’s collections of ‘eyes’, the works create an
immediate short-circuit with the instruments and pathological models of the human organ of sight:
where medical science sought to dissect and catalogue vision in order to free it of every deviation,
Tichy’s gesture reclaims the dark, vulnerable and unsettling side of the gaze. The act of seeing is thus
stripped of any claim to scientific objectivity and brought back to its deepest nature: an irrational
impulse, a tension never stilled between the control of the observer and the unfathomable mystery of
desire.
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Francesca Woodman

Francesca Woodman, Space?, Providence, Rhode Island, 1975-78, gelatin silver print, 14 x 14 cm, ed.
3/40
Francesca Woodman, Space?, Providence, Rhode Island, 1975-78, gelatin silver print, 14 x 14 cm, ed.
6/40

Francesca Woodman’s two photographs (1958—1981), belonging to the celebrated Space? series made
in Providence between 1975 and 1978, open a dialogue of poignant lyricism with the section of
anatomical preparations conserved in fluid. Dissections in formalin and alcohol — such as the
structures of the male and female pelvis, many of them sectioned and mounted in series on small
plates of blue glass to emphasise their conformation — resonate with the artist’s gelatin silver prints,
activating a profound reflection on the materiality of the body and its persistence through time. Where
the medical specimens show organic structures that, suspended in their glass vessels, take on an
almost floral, botanical rather than human appearance, Woodman’s self-portrait restores the flesh
through the lens of opacity, intimacy and dissolution. In her images, the body never offers itself as a
definitive biological datum objectified by science; on the contrary, it becomes a site of uncertainty,
blending into the surrounding space until it turns into a visual phantom, an apparition that eludes easy
decipherment. This juxtaposition generates a crucial short-circuit within the exhibition: on one side,
the fluids of scientific conservation withdraw the organ from decomposition by crystallising its form;
on the other, Woodman’s photographic emulsion captures presence through its imminent
disappearance. The spare, dense physicality of the anatomical cabinets is thus mirrored in the fluid
spectrality of the photographic act, redefining the boundary between what is alive, what is preserved
and what vanishes.
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