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The exhibition explores a pivotal theme in 
the artist’s research: plastic integration into 
architecture, which transforms space into 
a liveable and contemplative experience. It 
retraces the genesis of the environments 
created between 1964 and 1971, including 
the iconic Intercamera plastica gialla 
(Yellow Plastic Interchamber) of 1966 and, 
as an absolute preview, the philological 
reconstructions of the Tomba della Geometria 
(Tomb of Geometry) and the Piramide. DELLA 
METAFISICA (Pyramid of Metaphysics). 
 
The two conceptual and metaphysical 
environments—dating back to 1970 and lost 
after the historic anthological exhibition 
in Bologna in 1976—re-emerge today after 
fifty years, thanks to rigorous research on 
archival documents. The reappearance of 
these works not only restores historical 
value to the figure of Paolo Scheggi, 
but also offers timely and stimulating 
reflections for contemporary investigations 
into immersive and virtual environments. 
 
The exhibition also celebrates the entry of the 
1967 Struttura modulare (Modular Structure) 
into the permanent collection of the Museo 
MA*GA, an acquisition made possible thanks 
to the PAC – Piano per l’Arte Contemporanea 
2025 (Plan for Contemporary Art) grant.

ROOM 1 

In 1960, Paolo Scheggi initiated a monochrome 
painting understood as the “degree zero” of 
composition, investigating the relationship 
between surface and depth. This evolution 
matured within the fervor of the Milanese 
scene, influenced by the Azimut group 
and Lucio Fontana, who, in 1962, expressed 
admiration for the artist’s work in a letter that 
Scheggi published in the catalogue of his solo 
exhibition at the Galleria Il Cancello in Bologna. 
With the Intersuperfici (Intersurfaces) of the early 
1960s—works composed of three overlapping 
canvases traversed by organically shaped, 
elliptical, or circular openings—Scheggi indeed 
developed a personal evolution of the spatial and 
conceptual complexities addressed by Lucio 
Fontana. 
The title of some of these works, Zone riflesse 
(Reflected Zones), triggers a play of mirrors be-
tween the openings in the canvases and the 
viewer’s gaze, transforming the object into a de-

vice that goes beyond a purely visual dimension. 
In Milan, Scheggi’s research intersected with 
that of Bruno Munari, leading to their first ex-
periments in integrating sculpture and archi-
tecture. A prime example is the maquette on 
display for the Compositore cromo-spaziale 
(Chromo-Spatial Composer), created for the 
Experimental Cinema Room designed by Mu-
nari and Marcello Piccardo for the 13th Milan Tri-
ennale, which was dedicated to “Leisure Time.” 
In 1966, Scheggi participated in the 33rd Venice 
Biennale, exhibiting four curved IntersuperficI in 
white, blue, red, and yellow. In these large-scale 
works, the rhythm of the circular openings be-
comes more intense. Although his original idea 
to integrate the artworks directly into the room’s 
walls remained unfulfilled—unlike his 1964 re-
design of Germana Marucelli’s fashion atelier—
Scheggi’s approach to modulating architectural 
space emerges clearly here, shaping the future 
direction of his environmental research.

1. Bruno Munari and Paolo Scheggi at the 
opening of the XXXIII Biennale di Venezia 
(33rd Venice Biennale), 1966 
photographic print, 29 x 29 cm 
photograph by Ada Ardessi © ISISUF - 
Istituto Internazionale di Studi sul Futurismo 
(International Institute of Futurism Studies) – 
Ada Ardessi Archive, Milan. All rights reserved. 
 
2. Lucio Fontana and Carmelo Cappello at 
the opening of the XXXIII Biennale di Venezia 
(33rd Venice Biennale), 1966 
photographic print, 29 x 29 cm 
photograph by Ada Ardessi © ISISUF - 
Istituto Internazionale di Studi sul Futurismo 
(International Institute of Futurism Studies) – 
Ada Ardessi Archive, Milan. All rights reserved. 
 
3. Project for Compositore cromo-spaziale 
(Chromo-Spatial Composer), 1968 
pencil on paper, 50 x 50 cm 
Cosima Scheggi Collection 
 
4. Maquette for Compositore cromo-spaziale 
(Chromo-Spatial Composer), 1964 
painted wood, 24 x 96 x 26 cm 
Cosima Scheggi Collection

5. Zone riflesse (Reflected Zones), 1962 
acrylic on overlapping canvases, 60 x 70 x 6 cm 
Cosima Scheggi Collection



ROOM 2

In January 1967, at the Galleria del Naviglio in 
Milan, Paolo Scheggi presented his first walkable 
and liveable environment to the public: the 
Intercamera plastica (Plastic Interchamber). As 
stated by the artist himself, this environment 
translated the experiments of previous years into 
three-dimensional space and into a relationship 
with the audience, particularly those derived 
from his curved Intersuperfici (Intersurfaces). 
Immortalized by the photographs of Ugo Mulas, 
the Intercamera—which, from a potential space, 
“acquires energy and becomes architecture”—
constituted a room in its own right. It was a 
walkable and liveable space with monochrome 
yellow curved walls, traversed by circular 
openings arranged in different rhythms, designed 
to engage the visitor both perceptually and 
physically. Painted white, the Intercamera was 
then exhibited during the summer of the same 
year at the exhibition Lo spazio dell’immagine (The 
Space of the Image) at Palazzo Trinci in Foligno. 
 
Two years later, one of the curved walls appeared 
as a “scenoplastica” — as Scheggi himself defined 
it — for the play Materiale per sei personaggi 
(Material for Six Characters), directed by Roberto 
Lerici and staged at the Teatro Durini in Milan, 
photographed by Ada Ardessi. A photograph of 
the staging was published in issue no. 276 of the 
magazine Sipario, accompanying an interview by 
Marisa Rusconi with Paolo Scheggi, Mario Ceroli, 
Jannis Kounellis, and Michelangelo Pistoletto on 
the new convergences between art and theatre. 
This use of the Intercamera confirms Scheggi’s 
definitive arrival into the theatrical dimension: 
a trajectory shared by other prominent figures 
of the era, which in Scheggi’s work would 
evolve from plastic interventions toward actual 
performance art. 

6. Paolo Scheggi, Intercamera plastica (Plastic 
Interchamber), Galleria del Naviglio, Milan, 
1967 
Modern print 2026. Gelatin silver print on baryta 
paper, 50 x 40 cm 
photograph by Ugo Mulas © Eredi Ugo Mulas. 
All rights reserved, Milan – Galleria Lia Rumma, 
Milan / Naples 

7. Paolo Scheggi, Intercamera plastica (Plastic 
Interchamber), Galleria del Naviglio, Milan, 
1967 
Modern print 2026. Gelatin silver print on baryta 
paper, 50 x 50 cm 
photograph by Ugo Mulas © Eredi Ugo Mulas. 
All rights reserved, Milan – Galleria Lia Rumma, 
Milan / Naples 
 
8. Franca and Paolo Scheggi, Galleria del 
Naviglio, Milan, 1967 
Modern print 2025. Gelatin silver print on baryta 
paper, 50 x 40 cm 
photograph by Ugo Mulas © Eredi Ugo Mulas. 
All rights reserved, Milan – Galleria Lia Rumma, 
Milan / Naples 
 
9. Maquette for Intercamera plastica (Plastic 
Interchamber), 1966 
curved and die-cut sheets of painted wood, 50 x 
79 x 64 cm 
Cosima Scheggi Collection 
 
10. Paolo Scheggi during the setup of the 
scenography he designed for the play 
Materiale per sei personaggi (Material for Six 
Characters), Teatro Durini, Milan, 1969 
photographic print, 20 x 30 cm 
photograph by Ada Ardessi © ISISUF - 
Istituto Internazionale di Studi sul Futurismo 
(International Institute of Futurism Studies) – 
Ada Ardessi Archive, Milan. All rights reserved. 
 
11. Staging of the scenography designed by 
Paolo Scheggi for the play Materiale per sei 
personaggi (Material for Six Characters), 
Teatro Durini, Milan, 1969 
photographic print, 20 x 30 cm 
photograph by Ada Ardessi © ISISUF - 
Istituto Internazionale di Studi sul Futurismo 
(International Institute of Futurism Studies) – 
Ada Ardessi Archive, Milan. All rights reserved.

12. The play Materiale per sei personaggi 
(Material for Six Characters), Teatro Durini, 
Milan, 1969. Scenography designed by Paolo 
Scheggi 
photographic print, 16.5 x 30 cm 
photograph by Ada Ardessi © ISISUF - 
Istituto Internazionale di Studi sul Futurismo 
(International Institute of Futurism Studies) – 
Ada Ardessi Archive, Milan. All rights reserved. 
 



13. Paolo Scheggi at the opening of the 
exhibition Intercamera plastica (Plastic 
Interchamber), Galleria del Naviglio, Milan, 
1967 
photographic print, 18 x 30 cm 
photograph by Ada Ardessi © ISISUF - 
Istituto Internazionale di Studi sul Futurismo 
(International Institute of Futurism Studies) – 
Ada Ardessi Archive, Milan. All rights reserved.

ROOM 3

Throughout 1967, Scheggi continued his research 
into extending the artwork into the environment, 
as demonstrated by the vibrant 1967 Struttura 
modulare. 
Made of three overlapping and die-cut sheets 
of red painted wood, it was conceived as 
a plastic-spatial element to stimulate the 
viewer’s perceptual skills and engagement. 
This work has become part of the permanent 
collections of Museo MA*GA, thanks to the 
PAC – Piano per l’Arte Contemporanea 2025 
(Plan for Contemporary Art) grant, promoted 
by the Directorate-General for Contemporary 
Creativity of the Ministry of Culture. 

Stimulated also by his dialogue with architects 
and designers—from Bruno Munari to Nizzoli 
Associati and the “guno” integrated research 
group for art and architecture, whose team he 
joined as a plastic operator in 1965—Scheggi 
reflected on Lucio Fontana’s Spatialism and 
the programmed art investigations of Milan’s 
Gruppo T. Until 1968, he pursued a body of work 
that extended the artwork into space, acting 
as a composer and modulator of environments 
designed to elicit different behavioral responses 
from the viewer.

Of particular interest in this Struttura modulare are 
both the binary shifting of the circular openings 
that traverse it vertically, and the vibrant red color 
which—along with black and white—is one of the 
three main chromatic variations in Scheggi’s 
research.It dialogues with a yellow Intersuperficie 
from 1966, arranged in a diamond shape and 
traversed by circular openings on one side only. 
This highlights that harmonious balance between 
fullness and emptiness, light and shadow, which 
Scheggi would continue to pursue well beyond 
1967–1968, as he worked in theatre and moved 
toward a conceptual dimension.

14. Intersuperficie curva (Curved 
Intersurface), 1964 
acrylic on three overlapping canvases, 40 x 40 x 
5.5 cm 
Cosima Scheggi Collection 
 
15. Intersuperficie (Intersurface), 1966 
acrylic on three overlapping canvases, 60 x 60 x 
5.5 cm 
Cosima Scheggi Collection 
 
16. Struttura modulare (Modular Structure), 
1967 
three overlapping and die-cut sheets of painted 
wood, 35 x 14 x 3.5 cm 
Museo MA*GA, Gallarate – work acquired from 
the Archivio Paolo Scheggi through the PAC 
2025 – Piano per l’Arte Contemporanea grant, 
promoted by the Direzione Generale Creatività 
Contemporanea of the Ministero della Cultura 

ROOM 4

With the Compositori spaziali (Spatial 
Composers) of the first half of the 1960s, 
Scheggi initiated his experiments in plastic 
integration into architecture, developing—
as he himself wrote—”the relationships 
between functional volumes and virtual plastic 
spaces” in order to “integrate investigations 
of pure plasticity with architectural ones.” 
The series continued even after the design of the 
Intercamera plastica, which was itself conceived 
as a plastic integration into architecture 
and  immersive experience experimented 
with in the walls of the environment. 
Indeed, the built-to-scale Compositori 
were conceived both as finished works 
and as maquettes for hypothetical 
environmental structures. Their structural 
parts develop into concave and convex 
curved lines, creating a relationship of 
fullness and emptiness that interacts with 
and modulates the surrounding space. 
 
In the 1967 Compositore spaziale, the rhythm 
alternates between an elongated shape, 
suggesting a portion of an ellipse, and a 
subsequent narrowing. The latter—almost an 
interval enclosed in a semicircular shape cut 
by a diagonal line of holes—recalls a vertical 
dynamism and the idea of a continuous, ideal 
space.



 17. Compositore spaziale, 1967 
metacrilato, legno, 34 x 180 x 80 cm
Collezione Cosima Scheggi 

ROOM 5

The research conducted on the Intercamera 
plastica soon became a model to investigate 
and from which to develop further possibilities. 
It inspired a series of lectures titled 
Metaprogettualità strutturali (Structural 
Metaprojectuality) delivered by the art critic 
and philosopher Dino Formaggio at the 
Politecnico di Milano – Faculty of Architecture, 
during his course on the Methodologies 
of Vision. As a project within the course, 
proposals for Unità abitative (Housing Units) 
were developed by students Carlo Ferrario, 
Franco Ferrari, and Maddalena Montagnani 
together with Paolo Scheggi, extending 
the module identified at the core of the 
Intercamera plastica to an urban planning level. 
Indeed, from late 1967 onward, the relationship 
with the urban context and its inhabitants 
became more urgent in Scheggi’s career. 
Invited by Daniela Palazzoli to participate in 
the exhibition Per un’ipotesi di contemplazione 
(Toward a Hypothesis of Contemplation), 
Scheggi engaged with an event spread across 
the Turin galleries Christian Stein, Il Punto, and 
Sperone. This exhibition began to reflect on the 
nature of the artwork as an experience, also 
supporting the first instances of art breaking out 
of conventional exhibition spaces. Here, Scheggi 
participated with the Modalità inter-spaziali 
(Inter-Spatial Modes), modules and composers 
free to expand and interact with space itself. 
From this moment on, his architectural and 
environmental research reached completion: 
for Scheggi, it was no longer a matter of 
interacting with a context or integrating into 
a static architecture, but of entering the city, 
understood as a “space-time of performance.” 
Space ceased to be a container and became a 
living organism, in which the body of the object 
actively participated.

18. Modalità inter-spaziali (Inter-Spatial 
Modes), 1967 
maquette in die-cut sheets of paper, wood 
– 2 elements, 19 x Ø 16.5 cm; 17.5 x 38.5 x 10 cm 
Cosima Scheggi Collection 

 
19. Ricerca plastico-spaziale (Plastic-Spatial 
Research), 1967 
maquette in painted wood, 24 x 33 x 25 cm 
Cosima Scheggi Collection 
 
20. Unità di abitazione (Housing Unit), 
1967–68 
maquette in painted wood, 24 x 49.5 x 37.5 cm 
Cosima Scheggi Collection 
 
21. Maquette for Compositore cromo-
spaziale (Chromo-Spatial Composer), 1964 
painted wood, 24 x 96 x 26 cm 
Cosima Scheggi Collection 
 
22. Modalità inter-spaziale (Inter-Spatial 
Mode), 1967 
maquette in die-cut sheets of paper, wood, 16.5 
x 60 x 6.5 cm 
Cosima Scheggi Collection 
 
23. OPLÀ-azione-lettura-teatro (OPLÀ-
action-reading-theatre), 1969 
expanded polyester coated with white Forex 
– 4 elements, 200 x 100 x 30 cm each 
Exhibition copy 
Cosima Scheggi Collection

ROOM 6

The drawings on display are titled Sette spazi 
recursivi autopunitivi per sette spazi neutri (Seven 
Self-Punishing Recursive Spaces for Seven 
Neutral Spaces), created between 1969 and 1970 
by Paolo Scheggi together with the architect 
Mario Brunati. The artist defined these works 
as “visible structures, where function is made 
complex by semantic archaism.” On the back 
of each board, Scheggi noted quotations drawn 
from the worlds of poetry, literature, and theatre. 
Although they appear as simple drawings, these 
works were conceived as true conceptual and 
utopian environments. They mark the beginning 
of a more intimate and metaphysical artistic 
phase: utopia takes shape on paper, reaching 
the pinnacle of theoretical reflection on space. 
At this moment, Scheggi designed imaginary 
places with extreme precision, taking the form 
of perfect prisms and geometric solids. This was 
an important transition that—starting from the 
vital momentum of his late-1960s performances, 
when geometric solids paraded in a procession 



through the streets of Como in the Marcia 
funebre o della geometria (Funeral March or 
March of Geometry), created for Campo Urbano 
curated by Luciano Caramel—led him to a more 
reflective and project-based phase. Thought 
is developed on paper, paving the way for the 
Euclidean solids that would be the protagonists 
of his final work, 6profetiper6geometrie 
(6prophetsfor6geometries).

24. Sette spazi recursivi autopunitivi per 
sette spazi neutri (Seven Self-Punishing 
Recursive Spaces for Seven Neutral Spaces), 
1969–70 
diazotype and India ink on tracing paper 
– 8 elements, 80 x 80 cm each 
Cosima Scheggi Collection

ROOM 7

Scheggi’s artistic language is an intertwining of 
diverse interests, ranging from plastic research 
to environmental interventions, and from word-
image experimentation to theatrical writing. 
Toward the late 1960s, driven by the social 
protests of the era, his urge to unite art and 
life intensified: barriers between disciplines 
dissolved, and artistic research invaded 
the theatre, imposing new forms upon it. 
His first contacts with the stage took 
place at the Piccolo Teatro in Milan with 
his Interventi plastico-visuali (Plastic-Visual 
Interventions) for the play Visita alla prova 
dell’isola purpurea (Visit to the Rehearsal of 
the Crimson Island) by Bulgakov-Scabia. 
Here, Scheggi introduced object-letters that 
assembled and disassembled words, interacting 
with the space, the actors, and the audience: it was 
a reflection on language that Scheggi had already 
initiated in 1962 with his Romanzo di poesia visiva 
(Novel of Visual Poetry), aimed at investigating 
the “degree zero” of writing. These letters, which 
Scheggi understood both as semantic signs 
and as free phonemes, then moved from the 
stage into conventional exhibition spaces with 
the performance Oplà-stick, passione secondo 
Paolo Scheggi (Oplà-stick, Passion According 
to Paolo Scheggi), presented at the Galleria del 
Naviglio in Milan and at the Student Center in 
Zagreb within the context of the international 
exhibition Nuove tendenze (New Tendencies). 
 
Finally, over the course of 1969, the action 

moved from galleries (Naviglio in Milan and 
Flori in Florence) into the streets. With the 
intervention OPLÀ-azione-lettura-teatro (OPLÀ-
action-reading-theatre), enormous character-
letters invaded the everyday urban space, 
deconstructing the word and transforming 
the city space into a plastic, spectacular, and 
collective experience.

25. Oplà-azione-lettura-teatro (OPLÀ-action-
reading-theatre) 
video (performance reenactment), Florence 
2015, 8’ 56’’

ROOM 8

At the end of 1967, Paolo Scheggi reached a 
decisive turning point in his artistic journey, 
shifting the focus of his research from the 
physical object to public and social space. 
The artwork was no longer an artifact to be 
contemplated, but a plastic module capable of 
dialoguing with architecture and the urban fabric, 
transforming the viewer from a passive observer 
into an actor in a collective aesthetic experience. 
This critical engagement led him to theorize a 
radical integration of art, life, and environment, 
moving beyond the traditional boundaries of the 
art system to directly influence the perception of 
everyday space.
 
At the same time, his investigations into 
so-called primeval cultures, mediated by 
anthropological and philosophical studies—from 
Cassirer to Malinowski—prompted Scheggi to 
retrace the elementary forms constructed by 
humanity between myth and ritual, religion and 
politics, from menhirs to pyramids, in order to 
reflect on the ancestral structures of power. 
This evolution culminated in 1970, when the 
artist presented the Tomba della Geometria 
in the exhibitions Amore mio and Vitalità del 
negativo, both curated by Achille Bonito Oliva. It 
was an immersive environment in the shape of a 
reflective black parallelepiped, with the names of 
plane and solid geometric figures appearing on 
its interior walls. Once again, the protagonist was 
the viewer who, looking at their own reflection, 
on one hand contemplated the end of an era—
that of Western culture bound to Cartesian 
rigor—and on the other, took up the mantle of 
a legacy suspended between an archaic past 
and a possible future. This work was made even 



more dramatic by the broadcasting, inside it, of 
Chopin’s funeral march, which Scheggi himself 
had chosen for the Amore mio exhibition.

26. La Tomba della Geometria (Tomb of 
Geometry), 1970/2026 
wooden structure coated in black plastic 
laminate and stainless steel lapidary letters, 250 
x 500 x 250 cm 
original environment lost in 1976, philologically 
reconstructed by the Associazione Paolo 
Scheggi in 2026 
Cosima Scheggi Collection

The sister to this environmental work is the 
white Piramide. DELLA METAFISICA, which 
Scheggi created after the Tomba, and exhibited 
for the first time at Vitalità del negativo. In 
this environment as well, the user can enter 
and sit to contemplate the phrase “DELLA 
METAFISICA” (OF METAPHYSICS) which, in 
lapidary letters, appears like a sacred message 
on the mirrored stainless steel slab. Once again, 
the work reflects the viewer, delivering to the 
visitor a message filled with hope, encapsulated 
within the possibilities of art throughout the 
ages. Geometry as a salvific and prophetic 
message also returns in the artist’s final work, 
6profetiper6geometrie. A sculptural installation 
composed of six black bases upon which rest 
as many geometric solids. Each base bears the 
name of a prophet along one long side, while the 
solids are made of different, symbolic materials: 
the cube in gold, the pyramid in black marble, 
the sphere in white marble, the parallelepiped in 
silver, the cone in pietra serena, and the cylinder 
in bronze. 
After being exhibited at the Galleria del 
Naviglio in May 1971, 6profetiper6geometrie 
was presented at the 1972 Venice Biennale, 
inside the Tomba della Geometria. 
Subsequently, in 1976, these three works were 
exhibited at the first major anthological exhibition 
dedicated to Scheggi at the Galleria d’Arte 
Moderna in Bologna. Afterward, the Tomba and 
the Piramide were lost, and today they are faithfully 
reconstructed here after fifty years of oblivion. 
It is in the artist’s final research—interrupted by 
his premature passing in 1971—that his dialogue 
with Vincenzo Agnetti also became fundamental, 
leading to four-handed collaborative projects. 
The pyramidal element returns in the work Il 
Trono (The Throne), co-signed with Agnetti 

and exhibited in 1970 at the Mana Art Market 
gallery in Rome. This important work opens the 
parallel exhibition Le strade terminano prima di 
cominciare (The roads end before they begin), 
dedicated to Vincenzo Agnetti. The structure 
is, first and foremost, a conceptual statement 
in which the geometric figure becomes a critical 
expression of the system’s forms of control and 
power, but it is also a symbol of reflection on the 
end of geometry and the authority of the sign. 
It is no coincidence that Scheggi would choose 
a black, pyramidal form as the headstone for 
his monumental tomb, which can still be visited 
today at the Settignano Cemetery, just outside 
Florence, the artist’s birthplace. There, the black 
plastic element becomes an eternal monument 
and a tangible memory of his research.

27. Paolo Scheggi, Vitalità del Negativo, 
Palazzo delle Esposizioni, Rome 1970 
Vintage print. Gelatin silver print on baryta 
paper, 30 x 40 cm 
photograph by Ugo Mulas © Eredi Ugo Mulas. 
All rights reserved, Milan – Galleria Lia Rumma, 
Milan / Naples

28. Paolo Scheggi, Vitalità del Negativo, 
Palazzo delle Esposizioni, Rome 1970 
Vintage print. Gelatin silver print on baryta 
paper, 30 x 40 cm 
photograph by Ugo Mulas © Eredi Ugo Mulas. 
All rights reserved, Milan – Galleria Lia Rumma, 
Milan / Naples 
 
29. View of the work 6profetiper6geometrie at 
the opening of the exhibition Paolo Scheggi. 
6profetiper6geometrie at the Galleria del 
Naviglio in Milan, 1971 
photographic print, 23 x 30 cm 
photograph by Ada Ardessi © ISISUF – 
International Institute of Futurist Studies - Ada 
Ardessi Archive, Milan. All rights reserved. 
 
30. 6profetiper6geometrie 
(6prophetsfor6geometries), 1971 
gold, black and white marble, silver, pietra 
serena, bronze; wooden bases coated in glossy 
black “Print” laminate with steel lapidary letters; 
support structures in polished chrome steel, 130 
x 50 x 30 cm 
Cosima Scheggi Collection 
 
31. Piramide della Metafisica (Pyramid of 
Metaphysics), 1970/2026 



painted wooden panels, chromed brass slab, 
450 x 450 x 450 cm 
original environment lost in 1976, philologically 
reconstructed by the Associazione Paolo 
Scheggi in 2026 
Cosima Scheggi Collection

Displayed documentation: 
 
TABLE CASE A
 
> Letter from Lucio Fontana to Paolo Scheggi 
published in the exhibition catalogue Paolo 
Scheggi Merlini. Per una situazione, Bologna, 
Galleria Il Cancello, from 8 December 1962. 
Exhibition copy
 
> Exhibition catalogue Paolo Scheggi Merlini. Per 
una situazione, Galleria Il Cancello, Bologna 1962

TABLE CASE B 
 
> Catalogue of the Tredicesima Triennale di 
Milano (Thirteenth Milan Triennial), Tempo libero, 
Palazzo dell’Arte al Parco, Milan, 12 June – 27 
September 1964. Cosima Scheggi Collection

> Special issue of the Modern Art Agency 
Gallery, “Made In”, January–February 1969. 
Cosima Scheggi Collection 
 
> Exhibition brochure for Paolo Scheggi / 
Intersuperfici curve, Centro d’arte Il Chiodo, 
Palermo, 20 March 1965. Cosima Scheggi 
Collection 
 
> Cover and internal pages of “Ḃt. Arte oggi in 
Italia”, no. 3, vol. I, Milan, December 1967. Cosima 
Scheggi Collection 
> Exhibition brochure for Lo Spazio 
dell’Immagine, Palazzo Trinci, Foligno, 2 July – 1 
October 1967. Cosima Scheggi Collection 
 
> Cover and internal pages of the exhibition 
catalogue for Paolo Scheggi. Intercamera 
plastica, Galleria del Naviglio, Milan, 9–22 
January 1967. Cosima Scheggi Collection

TABLE CASE C
 
> Cover and internal pages of the exhibition 
folder for Con temp l’azione, curated by 
Daniela Palazzoli, Gallerie Christian Stein/
Sperone/Il Punto, Turin, 4 December 1967 – 

February 1968. Cosima Scheggi Collection 
 
> Exhibition invitation for Con temp 
l’azione, curated by Daniela Palazzoli, Arts 
International club edizioni Flaviana, Lugano, 
February 1968. Cosima Scheggi Collection 
 
> Metodologia della visione (Methodology 
of Vision) photographs of Paolo Scheggi’s 
Intercamera plastica and his investigation 
into the plastic integration of architecture 
and the city. Cosima Scheggi Collection 
 
> Cover of Sipario, no. 276, April 1969: Oplà-
stick, passione secondo Paolo Scheggi, Galleria 
del Naviglio, Milan, April 1969. Internal page: 
wall of the Intercamera used as a set design 
for Materiale per sei personaggi by Roberto 
Lerici, Teatro Durini, Milan, March–April 
1969. MA*GA Museum Specialist Library. 
 
> Internal pages of “Domus”, no. 502, September 
1971: Vincenzo Agnetti: copia dal vero per Paolo 
Scheggi, images of the Marcia funebre o della 
geometria (Funeral March or of Geometry) 
created for the exhibition Campo Urbano, 
curated by Luciano Caramel, Como 1969. MA*GA 
Museum Specialist Library. 

TABLE CASE D 
 
> Exhibition poster for Scoop! La mostra 
col botto, curated by Daniela Palazzoli and 
Franco Ravedone, Casa della cultura – Piazza 
S. Lorenzo, Gallarate, February–March 1968. 
Cosima Scheggi Collection 
 
> Photographic contact sheet of OPLÀ-azione-
lettura-teatro, Galleria Flori, Florence, 1–20 
November 1969. Cosima Scheggi Collection 
 
> Exhibition poster for moduli/intersuperfici 
modulari + oplà/azione-lettura-teatro per una 
strada, Galleria Flori, Florence, 1–20 November 
1969. Cosima Scheggi Collection 
 
> Exhibition flyer for the performance OPLÀ-
azione-lettura-teatro, “Naviglioincontri 7”, 
Galleria del Naviglio, Milan, 15 April 1969. Cosima 
Scheggi Collection



TABLE CASE E
 
> Cover of “Domus”, no. 494, January 1971: 
Piramide della Metafisica, exhibited at the 
exhibition Vitalità del Negativo nell’arte italiana 
1960/70, curated by Achille Bonito Oliva, 
Palazzo delle Esposizioni, Rome, November 
1970 – January 1971. Cosima Scheggi Collection 
 
> Internal pages of the exhibition catalogue 
Vitalità del Negativo nell’arte italiana 1960/70, 
curated by Achille Bonito Oliva, Palazzo 
delle Esposizioni, Rome, November 1970 – 
January 1971. Cosima Scheggi Collection 
 
> Internal pages of the catalogue for the anthological 
exhibition dedicated to Paolo Scheggi, curated 
by Giuseppe Maria Accame, Giulio Carlo Argan, 
Germano Celant, and Franco Solmi, Galleria d’Arte 
Moderna, Bologna 1976. Cosima Scheggi Collection 
 
> Paolo Scheggi with the slab inside 
the Piramide. DELLA METAFISICA. 
Photo by Marcella Galassi. Cosima Scheggi Collection 
 
> Internal pages of “Flash Art”, no. 27, October–
November 1971: 6profetiper6geometrie and an article 
by Gillo Dorfles in memory of Paolo Scheggi. Cosima 
Scheggi Collection
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The work of Vincenzo Agnetti moves between 
conceptual art, poetry, essay writing, 
the experimental use of technology, and 
publishing.
Moving away from a rigidly chronological 
perspective, this exhibition documents how 
photography was utilized by the artist to 
liberate the image from its own referent, 
working around artworks that appear as 
traces of something that once was, but is no 
longer. 
For Agnetti, photography signifies and does 
not signify at the same time. Like the word, 
it does not follow a linear path of one-to-one 
correspondences. It says certain things while 
referring to others. It alludes, it suggests. 
It is both concrete and poetic. Indeed, as 
Roland Barthes recalls in La chambre claire 
(1980): “photography then becomes a bizarre 
medium for me […]: false on the level of 
perception, true on the level of time.” Word 
and photography are languages that are 
forgotten by heart, only to be rewritten anew.

ROOM 1 
Space, Word, Photography
This first room of the exhibition synthesizes sev-
eral key themes essential to understanding Ag-
netti’s poetics: in a single overview, we encoun-
ter three artworks that span time, space, and the 
body, reflecting on the meaning of photography 
while intertwining the use of word and poetry. We 
begin with Il Trono: an installation created togeth-
er with Paolo Scheggi in 1970. A linguistic object 
that reflects on power, its verticality, and a cer-
tain funerary quality (formally, the artwork draws 
inspiration from the funerary monument to An-
tonio Canova). With irony, this empty throne ex-
presses an absence of power, a vacancy. Facing it 
is Il delitto (The Crime), in which photographic de-
tails and short, mysterious phrases construct an 
evocative score that can ideally be completed by 
the poems from the book Macchiavelli 30, where 
the photographs of this artwork appear. On the 
central wall, a Feltro (Felt) features lapidary in-
scriptions that contrast with the softness of the 
support and the evocative poetry of its meaning.

1. Vincenzo Agnetti, Paolo Scheggi 
Il Trono (The Throne), 1970 
wooden structure coated in glossy black plastic 
laminate, satin-finish brass lapidary lettering; 
print mounted on wood, 200 x 130 x 130 cm; 
208.5 x 99.6 cm 

Vincenzo Agnetti Archive 
 
2. Oggi non è oggi ma soltanto un gesto degli 
elementi, 1971 
(Today is Not Today but Merely a Gesture of 
the Elements) colored felt, fire-engraved and 
painted, mounted on wood, 80 x 120 cm 
Vincenzo Agnetti Archive 
 
3. Il delitto (The Crime), 1976 
collage, photographs, and Indian ink on metal 
mounted on wood, 107 x 142 cm 
Vincenzo Agnetti Archive

ROOM 2 
The Macchina Drogata
The Macchina Drogata (The Drugged Machine, 
1967–1968) brings to completion a series of 
investigations developed by the artist around 
issues related to permutable combinations 
and technical and technological systems. 
Agnetti explains: “the 110 numbers of a 
Divisumma calculator were replaced with as 
many letters of the alphabet, following each 
consonant with a vowel so that all the words 
randomly obtained from the operations—even 
if devoid of logical sense—would still provide 
an intonational support. The instrument, thus 
transformed, was used to perform operations. 
The first of these was to test the Machine 
in its formulation. Indeed, by executing 
the operations, texts were obtained […]”. 
The artworks in this section, titled Dissolvenze 
(Fades), Comete (Comets), and Oltre il 
Linguaggio (Beyond Language), evoke the 
functioning of the Macchina Drogata and link this 
free recombination of letters with painting. Once 
again, the frames and the emulsified canvases 
become photographic traces. The letters seem 
to compose a new, yet unknown language. We 
are on the verge of grasping a meaning; but the 
closer we get, the further it recedes.

4. Ugo Mulas 
Macchina Drogata, 1969 
photograph, 78 x 121 cm 
Vincenzo Agnetti Archive 
 
5. Oltre il linguaggio. Cometa, 1969 
(Beyond Language. Comet) 
toned photographic enlargement 
on emulsified canvas – 4 elements, 
80 x 55 cm each 
Vincenzo Agnetti Archive 
 



6. Oltre il linguaggio, 1970 
(Beyond Language) 
toned photographic enlargement 
on emulsified canvas mounted on
 blockboard, 69 x 58.5 cm 
Vincenzo Agnetti Archive 
 
7. Corfine, 1967-68 
toned photographic enlargement 
on emulsified canvas on wooden
 stretcher, 82 x 72 cm 
Vincenzo Agnetti Archive 
 
8. Oltre il linguaggio. Dissolvenza, 1969 
(Beyond Language. Fade) 
toned photographic enlargement 
on emulsified canvas mounted on
 blockboard, 114 x 79 cm 
Vincenzo Agnetti Archive  
 
9. Oltre il linguaggio. Dissolvenza, 1969 
(Beyond Language. Fade) 
toned photographic enlargement 
on emulsified canvas mounted on 
blockboard, 120 x 80.5 cm 
Vincenzo Agnetti Archive 
 
10. Entropia (Entropy), 1970 
pantographed and assembled 
Perspex sheets, 43 x 39 x 17 cm 
Vincenzo Agnetti Archive

ROOM 3 
The Narrative of History
Agnetti cites and traverses art history, 
rediscovering and reclaiming its diverse 
figures, various hypotheses, and multiple 
episodes that shift from a particular 
dimension to a universal one. Artworks such as 
Tutta la storia dell’arte è in questi tre lavori and 
Architettura tradotta per tutti i popoli observe 
nature, citing anthropology and art history 
with the goal of speaking to and thinking about 
humanity across every era.
This also occurs in reference to actual historical 
figures, such as Queen Elizabeth I of England, 
the protagonist of what Agnetti defines as a 
“static theatre”—“a show without movement, 
without characters, and without text.”
 
The relationship between text and photography 
forms a structure that triggers free associations 
woven from Western visual culture, as well as
from the individual visions and thoughts of each 
viewer. 

11. Tutta la storia dell’arte è in questi tre 
lavori, 1973 
(All Art History is in These Three Works) 
Indian ink on photograph, engraved stone 
(micaschist), 49 x 147.5 cm; 27 x 24 x 3.5 cm 
Emilio and Luisa Marinoni Collection 
 
12. Elisabetta d’Inghilterra (Elizabeth I of 
England), 1976 
emulsified and painted canvases, Indian ink – 6 
elements, 61 x 51 cm each 
Vincenzo Agnetti Archive 
 
13. Architettura tradotta per tutti i popoli, 
1973 
(Architecture Translated for All Peoples) 
photograph, 61.5 x 167.5 cm 
Vincenzo Agnetti Archive

ROOM 3
After the Grand Manoeuvres
This series of photographic works, produced 
between 1978 and 1980, highlights a practice 
of re-semanticization—a constant translation 
between old and new meanings. While this 
characteristic belongs to Conceptual Art in 
general, in Agnetti’s specific case, it takes 
on an evocative and mysterious poetic value, 
matching the tone of the project’s title itself. 
The artist himself explains the deeper meaning 
behind this project:“I was struck by this 
photographer from about a hundred years 
ago, who was a great photographer. I found his 
images pasted in an old album that I bought 
from a junk dealer in Gibraltar. 
They were small black-and-white photos, which 
another anonymous person subsequently hand-
colored with watercolors. I re-photographed 
them with an amateur camera, had them 
enlarged in a specific way, and obtained these 
results. 
They interest me because they belong to a poet 
who used photography. For my part, I wanted to 
insert myself into this poetic density.” 
 
14. Le strade. Dopo le grandi manovre (The 
Streets. After the Grand Manoeuvres), 1980 
collage, hand-colored photograph, Indian ink on 
paper, 52 x 77.5 cm 
MA*GA Museum, Gallarate – artwork 
acquired from the artist through the Strategia 
Fotografica 2025 open call, promoted by 
the Directorate-General for Contemporary 
Creativity of the Ministry of Culture 
 



15. Forgotten by heart. Dopo le grandi 
manovre (After the Grand Manoeuvres), 1980 
collage, hand-colored photograph, cardboard, 
Indian ink on paper, 52.5 x 78 cm 
MA*GA Museum, Gallarate – artwork 
acquired from the artist through the Strategia 
Fotografica 2025 open call, promoted by 
the Directorate-General for Contemporary 
Creativity of the Ministry of Culture 
 
16. Silence. Dopo le grandi manovre (After the 
Grand Manoeuvres), 1980 
collage, hand-colored photograph, Indian ink on 
paper, 52 x 74 cm 
MA*GA Museum, Gallarate – artwork 
acquired from the artist through the Strategia 
Fotografica 2025 open call, promoted by 
the Directorate-General for Contemporary 
Creativity of the Ministry of Culture 
 
17. Senza titolo. Dopo le grandi manovre 
(Untitled. After the Grand Manoeuvres), 1980 
collage, photograph, typescript on paper, 52.5 
x 78 cm 
Vincenzo Agnetti Archive 
 
18. Senza titolo. Dopo le grandi manovre 
(Untitled. After the Grand Manoeuvres), 1980 
collage, hand-colored photograph, tempera, 
Indian ink on paper, 52 x 74.5 cm 
Vincenzo Agnetti Archive 
 
19. Chi ha paura di Kobe? Dopo le grandi 
manovre (Who is Afraid of Kobe? After the 
Grand Manoeuvres), 1980 
collage, photograph, pencil and Indian ink on 
paper, 52.5 x 74.5 cm 
Vincenzo Agnetti Archive 
 
20. Listen. Dopo le grandi manovre (After the 
Grand Manoeuvres), 1980 
collage, photograph, Indian ink and tempera on 
paper and on painted wood, 55.5 x 81.5 cm 
Vincenzo Agnetti Archive 
 
21. Forgotten by heart. Dopo le grandi 
manovre (After the Grand Manoeuvres), 
1979–1980 
collage, photograph, Indian ink on paper and on 
painted wood, 56 x 81 cm 
Vincenzo Agnetti Archive 

22. Andata e ritorno. Dopo le grandi manovre 
(Round Trip. After the Grand Manoeuvres), 
1980 

collage, hand-colored photograph, railway 
timetables, Indian ink on paper, 53 x 75 cm 
Vincenzo Agnetti Archive 
 
23. Progetto. Dopo le grandi manovre 
(Project. After the Grand Manoeuvres), 1979 
hand-colored photograph, 37 x 29 cm 
Vincenzo Agnetti Archive 
 
24. Senza titolo. Dopo le grandi manovre 
(Untitled. After the Grand Manoeuvres), 1979 
collage, hand-colored photograph, tempera on 
paper, 52 x 75 cm 
Vincenzo Agnetti Archive 
 
25. Album fotografico (Photo Album), 19th 
century 
watercolored photographs on paper 
Vincenzo Agnetti Archive
 
ROOM 5 
Libro dimenticato a memoria
The exhibition closes with the celebrated 
Libro dimenticato a memoria (Book Forgotten 
by Heart). Agnetti reminds us that “culture is 
learning how to forget.” This forgetting, however, 
is only apparent: it is the result of a profound 
assimilation—one so deep that it rewrites what 
we know, absorbed to such an extent that it 
empties the very pages of the book. To learn is 
to change, and to change also means to forget. 

 
26. Libro dimenticato a memoria (Book 
Forgotten by Heart), 1970 
paper, cloth cover, fabric ribbon, 100 x 69.5 cm 
Vincenzo Agnetti Archive

27. Vincenzo Agnetti, Claudio Parmiggiani 
Scriba, 1973 
print on paper, edition 83/100, 100 x 70 cm 
MA*GA Museum, Gallarate – gift of Giovanni 
Orsini, 2011 
inv. no. 1568 S

 Ardessi, Milano. Tutti i diritti riserti.



The MA*GA Museum continues 
its research dedicated to digital 
languages and the dialogue between 
technology and artistic practice. 
In dialogue with the workshop held in May 
2026 at the MAN – Museo d’Arte Provincia 
di Nuoro, the MA*GA Museum hosts 
Giovanni Ferrario with his new, original 
project Stato di Quiete (State of Quiet). 
 
Stato di quiete is an exhibition that brings 
the apparent immobility of the image into 
tension with the profound instability of 
the processes that generate it. The new 
still lifes presented here—created through 
artificial intelligence and belonging to the 
series Atlante del verosimile (Atlas of the 
Verisimilar, 2025)—occupy an ambiguous 
space: they seem suspended in time, yet 
they are the result of continuous flows 
of data, calculations, and probabilities. 
As the artist emphasizes: “in Stato di quiete, 
the absence of a direct human gesture does 
not coincide with a lack of intentionality, but 
rather opens up a reflection on the role of 
creativity and imagination, of mystery and 
poetry. The tool of artificial intelligence acts 
as a mediator between the visible and the 
invisible, making a new form of immobility 
perceptible: not that of matter, but that of 
the data frozen into an image.”

          SECOND FLOOR
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1. Il velo (The Veil / Stato di quiete), 2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 
 
2. L’occhio (The Eye / Stato di quiete), 2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 
 
3. Col tempo (With Time / Stato di quiete), 
2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 
 
4. Guscio (Shell / Stato di quiete), 2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 
 
5. Anatomia circolare (Circular Anatomy / 
Stato di quiete), 2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 
 
6. Metageometria (Metageometry / Stato di 
quiete), 2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 
 
7. Sativa (Stato di quiete), 2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 
 
8. Mimesi (Mimesis / Stato di quiete), 2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 
 
9. Accordo (Agreement / Stato di quiete), 
2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 
 
10. Orizzonte apparente (Apparent Horizon / 
Stato di quiete), 2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 
 
11. Dispersione di materia (Dispersion of 
Matter / Stato di quiete), 2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 
 
12. Partecipazione (Participation / Stato di 
quiete), 2025 
AI-generated image from the series 

Atlante del verosimile (Atlas of the Verisimilar)
 
13. Corpo d’aria (Body of Air / Stato di quiete), 
2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 
 
14. Doppia luce (Double Light / Stato di 
quiete), 2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 
 
15. Archetipo (Archetype / Stato di quiete), 
2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 
 
16. Incanto (Enchantment / Stato di quiete), 
2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 
 
17. Il vaso (The Vase / Stato di quiete), 2025 
AI-generated image from the series Atlante del 
verosimile (Atlas of the Verisimilar) 

 
 

 

 

Giovanni Ferrario is an artist and theorist. 
His work dialogues with photography, 
performance, drawing, painting, and sculpture. 
The linguistic diversity of his poetics finds 
synthesis in the use of post-photographic 
media such as artificial intelligence and 
contact scanning. Since 2004, he has taught 
Phenomenology and Art Criticism at the 
Università Cattolica in Milan.
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