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Body Worlds and Body Worlds 2: Towards the Creation of an Instructive Museum of Man

Michael A. Di Giovine, Universityof Chicago

Gunthervon Hagenswantsto createa “Museumof Man,” or sothe Body Worldfounder
hasremarked(Jeffries2002:1).This is certainlya complicatedendeavorfor it at oncesingles
itself out to be somethingunique,yet purportsto be somethinghat candefineall Mankind; like
eachhuman,it mustreveal universal human qualities yet affirm divigrsand, to borrow an
Enlightenment truismif mustfuse natureandculture. As a museum, therefore, it must not only
index, but in some way speak educationally to,ntludtiplicity and diversity of human beings in
a comprehendible way.

Visited by more than twenty-five million people dughout the world, and inspiring
long-running controversial “copycat” exhibitionsckuasBodiesin New York's South Street
Seaport, Gunther Von Hager8bdy Worlds: The Anatomical Exhibition of Real Hun&odies
follows in the long line of public anatomical exhibns that aim to educate the layman of the
inner workings of their bodies through the use dfsprved remains of the deceased. Perhaps
because it reveals that which is commonly embargestientists and morticians in the modern
West (cf. Tippett 2004, Metcalf and Huntington 199ar perhaps because it appeals to a
seemingly universal penchant for morbid voyeurisin Aries 1981:608, Fitzpatrick 2003), it
has become “one of the most stimulating and poperarbitions since the grand expositions of
the mid- to late nineteenth, and early twentiethtaees” (Ferrell 2005:1). Like the highly
popular Universal Expositions of the paBgdy Worldgraces its spectacular international draw
to two factors integral for touristic engagemergsanance and wonder (Greenblatt 1991).
Utilizing a medium every visitor possesses—the huiedy, aestheticizied in life-like poses—
and calling upon images and quotes from notablegbphers, artists and theologians of the
Western CanonBody Worlds both resonates with visitors and their sensibgitiin an
exceptionally visceral way, and also simultaneouslly them with wonder at the sight of
unknown, and unseen, “universe within” the bddyet, as Michelle Ferrell points ouBody
Worldsalso resembles the famed World’s Fairs in the rmammwhich it stokes “public curiosity
of ‘others’ to draw visitors ... of varying backgraisitogether” (Farrell 2005:1) by displaying
human beings for “profit, entertainment and edifmal’ (Hinsley 1992:345).
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ThethreeseparatdBody Worldsexhibitions,circulatingthroughoutNorth Americasince
2001,revealvon Hagens'intentionto be an“aestheticandinstructiverepresentationf theinside
of the body” (van Dijck 2001:1). Althougheachof the threeexhibitionsdiffer slightly in their
appearance—whicks largely determinedby the quantity and particular forms of the specific
anatomicakpecimen®n display—all aresimilarin their basiclayout, contextuaframeworkand
use of “authentic” human specimens.Specifically at Chicago’s Museum of Science and
Industry’s2005incarnationof Body Worldswherefieldwork for the first part of thiseviewwas
conducted, the exhibit occupiedtwo large adjoiningroomstotaling 20,000 square feethich
were transformedinto a singular exhibition spacethrough the employmentof black-clothed
barriersadornedwith text-and-imagebannersdisplay casesfeaturingdissectedrgansslightly
below eyelevel,andpathwaysborderedoy white paversand greenplastic plantssuggestiveof a
gardenatmosphereBody Worlds 2and 3 repeatthis generallayout. With few exceptionsother
thanthe basicspatialconstraintsof eachhostmuseum, and the continual innovations in exhibit
presentation byody Worldsdesigners over timea particularexhibition (Body Worlds Body
Worlds 2or Body Worlds Bdoesnot vary muchfrom museumto museum, and the plastinates
within each collection are not interchangedble.

Each exhibition consistsof some two hundred human cadaverspecimens,ncluding
roughly twenty completehumanbodies,which havebeenpreservedhrougha specialtechnique
termed “plastination.” Patentedin 1977 by Dr. von Hagensas “Polymer Impregnation of
Perishable, Biological Specimens,” plastination halts the natural process of cellular
decompositionthrough a two-part procedurewherebyfatty tissuesand bodily fluids are first
replacedby acetone,and then exchangedwith a polymer solution that can be physically
manipulated before hardeninbhe resultingspecimensre plasticin both the substantivesense
(consistingof about70% polymer) and inthe formative sense(able to be shapedor molded).
Indeed,while the majority of the “plastinatesaredissectedrgansin displaycasesthe draw of
theseexhibitionscomeslargely from the numeroudull-body specimens-shapedn a variety of
positions resembling three-dimensionalVesalius drawings—which punctuatethe exhibition
space. Despite the highly aestheticquality of these plastinates,von Hagens consistently
proclaims the exhibitions’ primary mission as anatomically instructive, bringing “health
education”to a targeted‘lay audience”(Body Worlds2007:1) by revealing both the universal

ways human bodies respond to everyday activitieb the internal diversity of each human
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being. As was the case at both MSI exhibitions, Bloely Worldsexhibition design can also
include a “medical information” desk, often staffbeg volunteers, at which a few plastinated
organs were available for hands-on examination.

Yet what meaningis ultimately madeof these exhibitions ithe minds of millions of
European, North American and Asian visitors whoehattended since 1995eemso vary as
much as the audienceitself, and not a few questionedwhat, exactly,the exhibit is actually
supposedo instruct. The following remarks from 20035llustrate the larger senseof visitors’
uncertaintybetweenBody Worlds artistic and scientific qualities—a primary concernfor an
exhibit billed asanatomicallyeducationabndhousedn a sciencemuseumandonethat“clearly
reflect[s]a numberof historicaltensions”(MooreandBrown 2004:218):

This exhibit wastoo revealinganddisrespectfuto the peoplewhosebodiestheyare,eventhoughthey
donatedheir bodiesto sciencethisis notthe wayto showit.—Erin [guestbook 3/2/05]

Interestingout offensive.l hadthefeelingthis was“freak art.”
[guestbook 3/5/05]

Anatomyprofessorl: Whatwashis original intention?It seemshatit mightgo beyondscienceo arta
bit.

Anatomyprofessor2: There’saredundancyere—you could showthe same[thing] in 5 or 6 cadavers.

Anatomyprofessor3: But theway it is presentedjivesthe laypersoragoodidea.

Anatomyprofessorl: But if it's for thelaypersondoesthatgo beyondscience?

[Anatomy professors from a Michigan community gstenterview, 4/24/05]

Thoughmany either praisedor criticized the “combinationof art and anatomythat the display
presented’(2/14/05) or “the artistic view of humananatomy[which was] very educational”
(2/3/05), one guestbook entry by “Beth” [last namewithheld] gives particularinsight into the
complexityof emotionsandthe uncertaintyof the stylizedmessagéhat Body Worldgpresent:
I'm really not completely sure how to feel about this exhibit. | understandthe advancementsn
medicineare important. But | do not understandwvhy the artistic portion was necessaryl really do
appreciateahe tactfulnesof the exhibit. | wasoffendedby the plastinatewith a hatandalsothe horse
andrider. Someof this| do notthink wasnecessaryespeciallyat aneventwhereyoungchildrencould
see.l personallywasnot offendedby the nudity becauséhatis the way God createdus. AdamandEve
didn’'t know what clothing was beforethey sinned.l wasvery upsetby the fetal developmenbf the

exhibit. Although, | do not agreewith it once beinglive— believethat a plastic replica should be
placedin front of eachandeveryabortionagencyall overtheworld. Maybeladieswill think twice.

If it is not clearlyanatomicalput not clearlyart; if it is not religiousbut hasreligiousovertones;
if it is not for childrenbutis alearningexperiencdrom which all shouldbenefit;thenwhat,and

how, is it instructing?After first noting the rangeof visitors’ reactionsat Body Worlds this
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reviewwill explorethe exhibit’'s methodof presentatiomndcontextualizatiorof its objectsasit
appearedat the Museumof Scienceand Industryin May 2005, in an effort to pinpoint how it
accomplishesits task of providing an “instructive representation’of the human body. A
concludinganalysisof the Museumof Scienceand Industry’s 2007 Body Worlds 2xhibition

will furtherhighlight someof thekeyissuegaisedin this travelingseries.

Objectives and Theoretical Aims of this Article

The objectives of this article are two-fold. Thesfiis to review a series of exhibitions
that is, in many ways, problematic for museums teges The contention that the museum
community feels somewhat ambivalent abBody Worldsis well-founded. On the one hand,
Body Worldshas been, and continues to be, a controversiabiéeh. While much of the
public’'s outcry inevitably stems from it¢/underkammelike display of human and animal
corpses in poses that seem to blur the line betwemmce and art—something that has been
exacerbated by rumors that von Hagens’ Institut Rlastination procured its first bodies in
unethical way5—von Hagens’ own showmanship has particularly drawtique. Though the
media had portrayed von Hagens as more of an amertthan an educator in the early years of
Body Worldgcf. Ferrell 2005: 29), the icon of a Barnumespgagormer was brought to the fore
in 2002 when he made headlines for staging thé public autopsy in 170 years in an East
London art gallery prior to the opening Bobdy Worldsin the United Kingdom; the televised
spectacle caught members of its live audience ggsgnd gagging (Stephens 320). While von
Hagens contextualized the public autopsy in theesamy he doeBody Worlds—"that he was
merely following in the tradition of the great R&ssance anatomist Andreas Vesalius, who
educated the world with such procedures in the téttiury” (Petropoulos 2002)—this effort at
“democratizing” anatomy (Hamburg 2009) was portthymore as commodifying and
sensationalizing the dead. It did not help that Mamgens—a consummate marketer who sells a
wide variety ofBody Worldsmemorabilia from coffee cups to sneakers, and Wwas even
managed to placdody Worldsn the Bond filmCasino Royale-“cheerfully” identified himself
as the “Walt Disney of Death” on a subsequent D¥Datomy for BeginnergStephens
2007:320); in an interview with Stuart Jeffries @20, suggests, von Hagens makes it clear that
he welcomes this controversy as a means to raiaesa@ss for his exhibitions: “It is an honor to

cause this controversy,” he remarks (cf. Steph&03:321).
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Indeed, in private discussions with museum profesds—both those who have staged
the exhibitions and those who edit several diffeeamademic journals for the community—there
is a clear sentiment that, at best, these are egsantial blockbuster exhibitiohghose often
“regrettable” tourist attractions that cater to wegular visitors (de Montebello, qtd. Cuno
2004:157) by emphasizing popular or sensationahése In speaking of such “democratizing”

blockbusters, Philippe de Montebello warns:

when the visitor, as opposed to the work of artupies center stage, he is likely to be less well-
served, not better served. ... To ensure that heusted at the gate, he will not be challenged.
Instead, most likely he will be greeted, througé fiograms that are offered, at his present level
of ... sophistication. By definition that is not aeoadening or enhancing experience of the kind we
[museum professionals] are obligated by missigoréwide. (qtd. Cuno 2004:157-158).

Though Body Worlds clearly challenges its visitors—and its reviewets/Dblurring the
categories of science, art and faith, this sentinsan nevertheless be perceived in the ways the
community speaks abo®ody Worldswith colleagues. As a museum’s junior staffer ntige
remarked, “[our museum] didn’t have a mission steget until a few years ago, and many inside
say that it was a responseBody Worlds... When planning an exhibition, people now say, ‘I
don’t want this to be anoth&ody Worlds” (interview 1/7/2009). It is even more evidentthe
way the community choose®t to speak about it; to date, reviews of this extuhihave been
surprisingly sparse in museum journals. Rather, tdek of reviewing and discussing the
complex implications of staginBody Worldsin a public museum has been largely relegated to
the medical community: Thoughtful articles haverbegitten by biologists (Moore and Brown
2007), medical sociologists (Walter 2004), anddriahs of sexuality (Stephens 2007); and have
been published in journals devoted to medicinehysjzal science, such &ociology of Health
and lliness(Walter 2004, vom Lehn 2004), tiwurnal of Medical Humanitie§Moore and
Brown 2007),Body and Societ{Hirschauer 2006), théournal of Historical MedicindConnor
2007), Chemical Heritage(Selvaggio 2006), and th&merican Journal of Bioethigsvhich
dedicated nearly an entire volume to the exhibitfgiol. 7, issue 4, 2007). Reviews of the
exhibitions in the United States, which signifidgrdscillate between praiseworthy and critical,
have been featured in local newspapers and mats#died publications such aghe Times
SupplementShaw 2008)Men’s Health(Jones 2007), andhristianity TodayReiners 2008).
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The second objective of this article is to use theaue to provide an unorthodox, and
quite visceral, example of the ways in which a igtio experience within an exhibitional space
can be truly educational and transformative. Musequnactitioners and theorists alike have
generally shied away from officially calling thepatrons “tourists,” preferring the term
“visitors” (of which only a subset of the most tséent or under-informed would be called
“tourists”), “guests” or “clients” (Doering 1999¥et in considering the inordinately high visitor
numbers ofBody Worlds the use of the term “tourist” is particularly appriate. While not
always articulated, there has always been a lurkermge in academic discourse that tourism is
somehow frivolous—that it is localized to the “ndeisure class” easily duped by “staged
authenticity” (MacCannell 1972) or craving “pseuelents” (Boorstin 1994), although Nelson
Graburn (among others) have powerfully argued agathis dominant conceptualization.
Graburn drew on Victor Turner’s understanding dgqmage and ritual to point out that tourism
is undertaken to experience a formative change fitt everyday akin to a “rite of
intensification” (Chapple and Coon 1942:398-426ndAalthough the negative aspect of
commodification factors prominently into his thepdohn Urry created another significant
paradigm shift by contending that tourism is prathd on a “tourist gaze” that decontextualizes
a site from its social-spatial milieu, and imposaeasarrative claim upon it (2002). Integral to his
theory is that each tourist has his own gaze tbaati once “as socially organized and
systematized as is the gaze of a medic,” yet, llavadd, also individuated. The tourist gaze
“varies by society, by social group and by histakigeriod...[and] is constructed in relationship
to its opposite, to non-tourist forms of social espnce and consciousness” (2002:1).

Building on these theories, and informed by theamothat a museum object is likewise
contextualized by a “way of seeing” (Berger 197Tpeks 1991), | have elsewhere contended
that tourism is not only voluntary and temporanyt primarily perspectival (Di Giovine 2009); it
is predicated less on the economics of movement tha the ways in which a site’s
contextualization stokes a participant's memory d®@ate a meaningful experierfceln
undertaking fieldwork at the Museum of Science mistry’s twoBody Worldsexhibitions, it
became clear that one’s memory is called uponxedieand processually transformed as they
peregrinate, physically and mentally, throughoetspace.

| use the term “peregrinate” purposefully here, ifas clear that, in many ways, a trip

throughBody Worldds intended to resemble a Turnerian pilgrimage—thia¢ is transformative
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(like all touristic encounters) but also that cesat strong sensation cbmmunitasamong its
disparate participants. While other medical sogwts have noted th&ody Worldsvisitors
“‘commented on the sense of human community andy wfitraces after seeing [what lies]
beneath the skin” (Moore and Brown 2007: 253), @usitermcommunitagmeans more than
merely a sense of “community’—a term pregnant v@#isociations of social status, political
organization and a geographical sense of commangli@urner 1974:201). Rather, occurring in
the liminal phase of rituals wherein individuatedtgses are suspended as individuals pass from
one state to anothezpmmunitass “a spontaneously generated relationship betusesied and
equal total and individuated human beings, strippledtructural attributes” (202). Turner also
calls communitas“anti-structure” to convey the sense that it is iamersion—or, rather, a
subversion—of traditional social structure, thedtferned arrangements of role-sets, status-sets
and status-sequences’ consciously recognized amdare/ operative in a given society and
closely bound up with legal and political norms aactions” (2015.It is the transcendence of
traditional boundaries that mark daily social lige recognition among individuals temporarily
stripped of their social trappings that they aretla® same. Communitasis universalistic,”
Turner writes (1973:217). At the same time, thedtre never passes away; Turner recognizes
that “seeking oneness is not . . . to withdraw frmntiplicity; it is to eliminate divisiveness, to
realize nonduality” (217). Indeed, many of the coemts—whether laudatory or critical of the
Body Worldsendeavor—reflect some sense of this sentimemimnaarary feeling of unity in the
diversity that is Mankind.

There is also a second aspect to pilgrimage, aaedtperspectival, and that occurs deep
in the participant’s consciousness. lan Rutherfaythts out that many cultures do not base their
concept of pilgrimage on movement, but rather @ndtt of viewing. As Rutherford shows, the
ancient Greek practice was callgnboria or “contemplation while viewing,” and in India ig
expressed in the Hindi @aarshan(or in Sanskritdarshand, which also means “contemplation”
and which comes from the Greek veldrkomaior “look intensely.”"Darshana like theoria, was
not limited to man-made objects, but could alsalibected to the works of nature that, like the
bodies on display ilBody Worlds could be singled out by the gaze (Rutherford 208®).
Through the exhibition design, including bannerbkmoned with philosophical quotes, visitors
were urged to not only gaze upon the plastinatgstdocontemplate them in relation to their own

life. As each visitor brought their own memories|iéfs and expectations to the exhibition, the
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focus of this contemplation varied: some pondehedpresence (or lack) of “intelligent design
(Moore and Brown 2007:258) others considered their more mundane practices lgalthful

lifestyle; and still others reflected on their omortality.

Visitors’ Reactions:Bodiesand Memory

An especiallypertinentrealizationemergedquite early on in the fieldwork—the visitor
demographiavasnoticeablyskewedin favor of highly educatedndividualswho oftenhadsome
scientific backgroundoeyondsimpleinterest in anatomy or in the highly publicized #xton.
Indeed, although they were not formally trained in anatonarge many had never seen a
cadaver—adarge number(80%) of private adult individuals (i.e., non school groups)did not
considethemselves$ay people;otherthanvery few doctors(andtheyusuallyaccompaniedther
people).they were eitheranatomyinstructors,nurses scienceteachersnutritionistsor massage
therapists,and one woman who said she was a practitioner of the “Feldenkraismethod of
movement.*' Nearly all of theseinformantsimmediatelyoffered positive comments,60% of
which referreddirectly to the exhibition’s benefitsto anatomy Although nearlyall indicatedthat
it was“useful” anda “benefit” to them,uponfurther elaborationhowever,manyquestionedts
specificanatomicalvalue,asthis scientistdid: “On a scaleof 1 to 10, it wasa 10. Eye-opening—
[though] not at all anatomical” (interview, 5/9/05). Furthermore,over half of the total adult
populationinterviewed(both*laypersons”andprofessionalshadspecificailmentsor anatomical
guestiondor which they particularlycameto learnabout,rangingfrom sciaticaandarthritis (the
mostcommontwo) to their own pregnancies?

This dataseemdo coincidewith thatof a surveyconductedn behalfof Body Worlddy
Prof. Ernst-D. Lantermannof the Psychologicalnstitute of the University of Kassel,Germany
between1999and 2004 In his survey,84% indicatedthey knew more aboutthe humanbody
after their tour of the exhibition, and 77% felt a “deep reverenceof the marvel of the human
body” (Body Worlds2004a:4)Dr. Lantermanrwasableto conducta secondnterviewwith 30%
of visitors originally polled at a Viennaexhibition (1999)six monthsearlier.He notesthat 33%
were following a healthierdiet, 25% engagedn more sportsactivities, 14% continuedto be
moreawareof their bodieson a regularbasis,and 9% smokedand/ordrankless.Thesestatistics
areindicativeof Body Worldsinstructivenature;not only did the experiencereateanimpactat

the time of visitation, but it wasalsoshownto haveproducedvery materialresultsfor visitors’
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future activities on both the individual and social levels. Theseresponseslso underscorehe
very interactivenatureof Body Worldsthe experiencethoughnot often easily definedby the
informantstoucheghevisitor andcontributego futureaction.

That the exhibit “touched” many a visitor is not simply a metaphor;the desire to
physically touch—to bodily interactwith the plastinateson display—is especiallynoteworthy.
Visitors seemednterestedin holding the liver and lung specimensat the medical desk, often
guestioningheir authenticity;to theselaypeople reachingout andphysicallytouchingtheinside
of a humanbody was desirableyet almostincomprehensibleThe guestbooks also containa
numberof passagesvhere visitors confessedhat they “had to constantlycontrol the urge to
touch” (2/8/05) the full-body plastinateandrequestedhe staffto providefurtherpossibilitiesto
touch body parts (4/16/05).0ne could also observelaypersonsand anatomistsalike grappling
with this urge.While laypeopletried to makebodily contactwith plastinatedy extendingtheir
own handsto the handsof the specimensanatomistsvould often be seentracingthe muscularor
nervesystemswith their fingers. Securityguardswere heardmostoften admonishinghe guests
to stepaway from the plastinateAnd on morethanoneoccasionyisitors, recognizingmy own
Museumbadge,askedme to replacethe fallen chalk that the Teacherplastinateusually holds.
“We touched,” one mother confessedsheepishlyhandingback the droppedchalk (4/29/05).
Indeed,onevolunteerguardcommented;| think this is the mostinteractiveexhibit we've ever
had,andwe don’t evenhavea computer”’(5/9/05).

Interaction is key to constructing a formative exgece for both medical students
(Walter 2004, vom Lehn 2006) and tourists (Di Gmevi2009), and it factors heavily into
theories of effective learning (cf. Dale 1946). Wbe physical touch is but one form of
interaction; so, too is speaking. The gaze is yetler. While certainly not negating the vom
Lehm’s observation that “people’s experience of fit@stinates arises in and through social
interaction and talk” (2006:241), as | have argakgwhere, it is primary through the gaze that
tourists come into contact with an authentic satej Body Worldsis no exception. Authenticity
is a highly contested word, especially ®ody Worlds reviewers have gone to great lengths to
ascertain what, exactly, of the plasticized bodiesld still be considered “authentic.” But
authenticity is always associated with the objeatsffable life history; as Walter Benjamin
stated, it is the object’'s “presence in time andcsp its unique existence at the place where it

happens to be.” Its “unique existence,” Benjamirteast is “determined [by] the history to which
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it was subject throughout the time of its existenidas includes the changes which it may have
suffered in physical condition over the years, &l &s the various changes in its ownership.”

(1968:220). It is also conceptual, a discourse d@liattically moves between the minds of men:

“Authenticity” animates objects, making them aslraa actor as any other social beifgt
conveys the sense that the monument not only ligeslastory, but a life—a life which follows a
biological conception of linear time, and subjexttie same constructive and destructive forces of
history and society ... And in that auratic interanti both life histories [of the gazer and the
object] will contextualize the event; they will lsalled upon, indexed, and experienced by both
parties with durable longevity (Di Giovine 2009:28).

The variability of visitors’ responses suggest @ufist gaze” that is socially constructed
yet individualized and dependent on the memoriatsgiractitioners. Indeed, despiteerelative
silenceof the place,which seemdo havebeenimplicitly suggestedhroughthe intimatedesign
but rarely explicitly imposed'® it was clear from post-visit responsesas well as observed
reactionswithin the spaceitself that many visitors were alsointeractingmore socially with the
specimen®n display. Especiallyfor the laypersonsobservedthe posturesclose proximity to
the bodies and often intense staresdiffered from those observedin art or anthropological
museumsarmswere often crossedand manywere observedouchingtheir own faceasif they
wereinteractingwith a living personwith whom they were slightly uncomfortable Despite the
fact that vom Lehm suggests that visitors “insgbetexhibits as visitors to an exhibition"—that
“their conduct is civilized and can be likened tmtt of gallery visitors” (2006:241%—these
actions,coupledwith informants’ emotionalresponsesseemedo suggesta human-to-human
mannerof interaction that diverged from the common “civifigi gaze ritually inculcated in
public museums (Duncan 1995:13-16).

It also diverged from the clinical gaze that isulvated in medical school. As sociologist
Tony Walter states, “It is conventional wisdom Ire thistory and sociology of medicine that a
latent function of dissecting cadavers in mediocgho®l is that the students learn clinical
detachment, that is, they suspend personal feetingssee...the body with objectivity” (2004:
464). Stemming from Descartes’ and other early modeientists’ treatment of the body as
machine (Synott 1992, Walter 2004:465), the medigaze (Urry 2002:1) is a socially
constructed way of seeing the body that conscioattgmpts to deny the personal biography of

10
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the patient, so as to identify and treat malfumgtig bodily structures in a uniform and unbiased
manner. Yet as Bourdieu has pointed out, a biographbut a discourse of events that “tend or
pretend to get organized into sequences linked atth eother on the basis of intelligible
relationships.”

[It] is always at least partially motivated by ancern to give meaning, to rationalize, to show the
inherent logic, both for the past and for the fafuo make consistent and constant, through the
creation of intelligible relationships, like that the cause (immediate or final) and effect between
successive states, which are thus turneddtepsof a necessary development” (1987:2 emphasis

in original).

Though purporting to be detached—even to the p@ialter argues, that it may create alienation
between the body and self, and between a doctor aapdtient (464)—the medic’'s gaze
necessarily brings, in a ritualized fashion, acfetemembered narratives to the body that will
inevitable recontextualize it as a (functioning) amae. What was once a body becomes a
learning tool, and what it instructs varies daydty It is at once a rite of passage, a site of
exploration, and a visceral illustration of detaateviously studied in anatomy books. But this is
only possible—it is only made meaningful—by bringione’s unique set of memories into
contact with the newly re-contextualized bodyslin that contextualization that new meaning is
made.

Body Worldsalso denies its gazers the donors’ life stories,todoes not seem as if it is
inculcating in tourists a detached medic’s gazeerEVony Walter notes in the abstract to his
article thatBody Worlds‘is less a popularized anatomy lab than a shinthé human body, a
shrine in which medically untrained people can labkhe body in new ways” (Walter 2004:464,
also gtd. in Moore and Brown 2007:237). Later, \&fatfontinues:

[N]ot needing to develop clinical detachment, sstare free to develop other orientations toward
the dead bodies on display. IT would seem the@fipossible for some visitors to adopt the
beginnings of a medico-scientific gaze, without éimotional defences that accompany this in the
medial student (2004:475).

Indeed, though Moore and Brown point out that gtendard legal practice to anonymize donors

(2007:242), commentators are split between those vael it is done to foster clinical

11
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detachment (Walter 2004), and those who feelanisct of commaodification (Ferrell 2005). As
Arjun Appadurai has argued, commodification, t@an act that often denies an object’s life-
history only to recontextualize it anew in termsvafue. Value is imbued on an object through
another socially institutionalized framework, arethrecontextualizing gaze. For “economic
objects,” Georg Simmel writes, “subjectivity is grgrovisional and actually not very essential”
(1978: 73). The loss of subjectivity is often eswdmated the farther removed an object is from its
viewer: “As commodities travel greater distancesstftutional, spatial, temporal), knowledge
about them tends to become partial, contradictad; differentiated... [which often] lead to the
intensification of a demand,” Appadurai has writt€he commodity aspect of these exhibits did
not go unnoticed by visitors to Chicago’s Museunsofence and Industry, eithén. additionto
long lines that may have servedo discouragesome,there was a double monetarycost of
enteringthe exhibit; the visitor mustpayfor entrancento the museumtself, andthenpurchasea
separatdticket that cost from $17.00for studentsto $25.00for generaladults, with a $4.00
additional charge for audio headsetsDespite von Hagens’ stated “democratization” effort,
wherebythe exhibit is “targetedmainly to a lay audience”(Body Worlds2005:1; cf. Hamburg
2009),suchcostsmay dissuadghosewho do not havea strongpreconceivedeedor desirefor
this experiencé; as one guestbook entry noted (2/12/05): “The tour should be free for the
public—for the“lay people.”No, only for peoplewith money.”

Though these plastinates physically travel—acrbescbuntry, across the oceans, across
planes of existence—and though paying visitors aienated from the plastinates’ personal
biographies, touristseemedo treatthe bodieslessascommoditizedbjectsandmoreasanother
individual with whomthelay visitor wasinteracting,asoneemotionalguestbook entrynoted:

My eyesfilled with tearsover and over as | looked and was inspired by the design God has

assembledo be us—but my eyeswerealsofilled with tears,too, knowing thesewere daughters
andsons—oncealive andnow forevercapturee—rozenin amoment[2/4/05]

Informantsexpressea keeninterestin the life historiesof the specimenghat went beyondthe
information used to contextualizethem as anatomical specimens, commodities, or museum
objects.Numerousrespondentseportedthat they felt both “wonder and melancholy...these
peopleare dead” (5/9/05), and askedthat Body Worlds‘provide descriptionsof the deceased”
(guestbook entry, 4/21/05). Looking at a plastinate,one young girl even askedher mother,
“Who's thatman?”(5/11/05).
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The desire to “know” those with whom one comes into contact fosters “social
comparisons” that are not only psychologically ‘®ykdeterminate of affect and self-esteem”
(Tyler and Smith 1998), but is also integmalmaking meaningin the mind; it givesdepthand
understandingo an interaction. Jame®/ertsch,in assertinghe “omnipresenceandimportance
of narrativein humanactivity” (2002:56)showsthat in the mind, nothingbecomessomething
when a narrativeis affixed to it; abstractionis concretedwhenit is insertedinto a narrative.
“Knowing” someoneonnotessomeform of interactiveconnectionwith the person;it indicates
thatthereis a narrativethatboth sharejf notin a pastphysicalexperiencethenatleastin one’s
rememberedhoughts.“We are especially‘story-telling animals’ when it comesto recounting
and interpretingour own and others’ actions—the motivesthat lie behindthem, the settingsin
which they occur,the outcomeghey produce,andso forth” (Wertsch2002:56).The abstraction
of previouslyhiddenbiological dimensionswhich Body Worldsseeksto expose,is concreted
not only throughthe plastinatedodiesthemselvesbut by ascertainingheir very identities.This
point is emphasizedby the volunteersstationedat the “medical information” booth,who report
thata majority of the questionghey fielded regardedhe identitiesand personahistoriesof the
individual cadaverginterview, 5/9/05)}-informationthat was specificallywithheld by the Body
Worlds organizationIndeed,a large bannerthat directly facesvisitors asthey enterthe exhibit
anticipatesucharesponseandstates:

TheBodyDonors

The Specimenin this exhibit are from Body Donors, individuals who during their lifetime

bequeathethatupontheir death,their bodiescould be usedin this exhibition. Theidentities,ages

andcause®f deathof the individual Body Donorsare not providedin theseexhibitsbecausehe

exhibit focuseson the natureof our physical being, not on providing personalinformation on

private circumstancesThe Body Donors choseto participatein this programfor a variety of

reasonsAll wantedto contributeto the medical enlightenmenbf laypersonsand without their

contribution,this exhibit would not be possible For their clearvision andtremendougenerosity,
we aredeeplythankful '®

The concernfor the perpetuatiorof body donors’memorieswas but one exampleof the
centralitymemoryplaysin this exhibit. Interviewsand guestbook commentsften revealBody
Worlds powerful efficacy to stir collective and individual memoriesin the visitors’ minds.
Informantsoftenrecalledfamily andfriendswho sufferedailmentswhosebodily manifestations
weredisplayedsuchaslung canceror arthritis. Onewoman,whenaskedwhatshethoughtof the
exhibit, exclaimed,’Aack! My fatherhadlung cancer.... You candistanceyourselffrom it until
it hits home” (interview, 5/11/05).Evenmore often, informantsspokeof their personaimedical

experiencesasin the emotionalcaseof a womantwenty-four weeks into her pregnancy:
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I definitely [think] this wasworthwhile.... It wasinterestingto seehow a babythat little was giving me
suchhard kicks... [I felt both] wonderand melancholy...Melancholythat thesepeopleare dead.[She
thinksamoment.]l alsohada miscarriageat 6 weeks—to seea babyatthatage...”[5/9/05]

Even anatomistswho may be proneto treating the bodieswith a Urry-like “medic’s gaze”
neverthelesswere not exempt from mixing personal memories with their professional
understandingsas this discoursebetweena registerednutritionist (M) and her daughter,a
medicaldoctor (D), reveals.Rememberinghe plastinatedat exhibit andreactingto the bodies,
thedoctorrecalledherrevulsionof overweightcadavershehadto dissectin medicalschool:
D: Thefat wasgross...I'm amazedhatit resonatedvith my [medical schoolexperiences]..|
hatedall thatfat.”
M: Thediseasearganswere[particularly] interesting...You canpersonalizeét. Sciaticnerves...
you cangeta betterdiagnosighana doctorcangive you.

D: It's morevaluablefor thelay public evendid it; | lookedat a skeletorto self-diagnosen a
very efficient manner.... [It's like an] overviewof Gray’s Anatomy[5/5/05]

Not only werevisitors constantlyawareof the donors’ concretizedmortality, but it also
triggereda processof grapplingwith their own inevitabledemise.It was “creepyto think that
they are dead—that went through my mind” (5/11/05), wrote one guest.“Jose” writes in the
guestbook, “Simply outstandingfrom life of a humanto nothingnessSimply a exhibit on a
frame. Full of thoughts and dreamsthat once were” (5/3/05). The importance of these
inscriptionsonce again centerson memory, that which makesall humansindividual yet also
providesa fleeting link to sui generissociety. Though death erasesones consciousnesand
causeghe physicalbodyto decay,hiddenfrom sightunder theground—or plastinatedstripped
of its very identity and recontextualizedwithin the walls of a museum exhibition—their
memoriescan live on into the future. Theseplastinatessmbodyand conveythe very notion of
the inexorabletransienceof life. Justaslife is transient,so too is one’s consciousnessn this
way, Man createsthe objectsthat are of such importanceto museumsin order to embody,
preserveandconveyhis memoriedo future viewers.Interviewsindicatethat mostvisitors make
this connectiontheyseento realizethat plastinationis anillustration of humanity’sconstructive
nature.Humansare constructiveso asto directly opposetime, which is destructive As Freud
states,such action is “a demandof immortality [which] is a product of our wishes too
unmistakableo lay claim to reality” (1950:305).lt is in this way thata visit to Body Worldss,

as“TJM” writes,“simultaneouslyalessomaboutlife anda memento moti(5/3/05).
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As TJIM realized,Body Worldsn designandfunction embodieghis Medieval Catholic
narrative claim, “remember thy death.” The plastinated objects quite literally resemble
“mementomori” images themselveshich were usuallyskeletonsor bodiesin advancedstates
of decay(cf. Aries 1985)thaturgedEuropeansimultaneouslyto be consciousof the transience
of life, andthe omnipresencef deathin life itself (Meinwald 1990:1).Like the plastinatesn
Body Worldsseemto do, theseimageswere createdto stir one’s memoriesof remembered
instancesof deathand suffering,in orderto instructthe Catholicto properaction. Calling the
Late Middle Agesandearly Renaissanca “memorial culture,” Mary Carruthersunderscoreghe
importanceof memoryin Medieval learning. As the exhibit's humanistquotesand medieval
anatomicaldrawingssuggestDr. von Hagensclearly hasintendedfor his specimendo instruct
in the sameway. Suggestingnementomori, he beginsan interview by saying,“Remember that
you are mortal This is suggestedo everyonethat attendsthis exhibition, especiallyby the

plastinateshemselvesl waswhatyou are;you canbewhat! am” (Body Worlds2004b).

Moving Forward, Looking Back: Inspiring Action in a Constructivist Exhibition

Onesecurityguardstatedthatthe Museum of Science and Industrg¥hibit is uniquely
successfubecausét “thinks outsideof thebox” (5/9/05)—or, rather,becauset inducesothersto
think beyonda singularnarrativeframe. Body Worlds instructiveefficacy lies in its successful
manipulationof individual and collectivememoryto createmeaningthat extends'outsideof the
box” thatis the museum’swalls. Visitors must negotiatea complexseriesof narrativeframes,
which serveto actively contextualizeand re-contextualizehe objectson display much like an
individual's memory does.As one progresseshrough the exhibit, an iterative memorializing
processwill occur,wherememorieswill be calledforth, contextualizedoy one narrativeframe,
utilized to makefurther meaning,and then re-framedonceagain. Throughthis dialectic, Prof.
von Hagens’messageRemember that you are mortak, rather,remember that you are Man
becomeslearlyunderstoocindconcretelymanifestedn the plastinatesCommunitadecomes
physicaltruth.

In its exhibition design,Body Worldsseeksto embodythe plastinateswvith this memento
mori narrative claim as a means of promotingommunitas Even in this age of scientific
advancementwhere interior bodily functions can be preservedn life-like color and texture,

mortality is still one of the only biological truthsaboutwhich all canbe fully certain.Universal
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mortality of the physicals also one phenomenorthat binds togetherdisparatecultures—with
often extraordinarily diverse belief systemsand worldviews about the body’s interior and
exteriortruths®® This claim is alsopertinentwhenconsideringa commentby von Hagenswife,
Dr. Angelina Whalley: “Every personis unique. This is expressechot only in their visible
outwardappearancéut also inside, no two bodiesare exactly alike. The position, size, forms
and attributes...determinéhe featuresof our ‘inner face™ (Body Worlds2004b).Despitetheir
interior andexteriordifferencespn this earthall mortalsare,in theend,mortal.

As Dr. Lantermann’sfollow-up survey quantitatively demonstratescommitting to
memorya narrativeclaim suchas“mementomori” canalsoinspirevery concreteactionsin the
future (Connerton1989:6).Yet while the physicalprocesse# the brain might build uponeach
other, memoryis not simply a cumulative,concretizedthing but “a processin which a new
experiencas first perceived evaluatedandthen mademeaningfulwithin a preexistingcontext”
(Geary1994:160).Essentialto this iterative processis its active selectivity, wherebyprevious
understandinggrame the way in which the individual makesmeaningand remembersnew
events. Despite the unique nature of each discrete Body Worldsspecimen,ensuring the
anonymityof its identity allowsfor Dr. von Hagengo easilyreframeit asateachingtool with a
specific narrativeto be impartedand understoodor the viewer. “Each specimendemonstrates
different aspectsof bodily structures.Each specimenpermits different insights into the
ramifications, raises or answersiew questions,”’the video’s narratorstates(Body Worlds
2004b). With this statement, it is clear that Hmnymized corpses are key to von Hagens’
Constructivist ethosTaking a diversity of gazes in an audience for ggdna Constructivist
theory of education posits that “the interpretexshstruct(s) a view of the site but from the
perspective of a wider maturity of experience.” etmediating the interpretation to a public,
that maturity of experience is often hidden and @erdidactic account is presented.” (Brooks
and Brooks 1993, qtd. Copeland 2007:83).

Indeed, Body Worlds attempts to put forth a cohesive narrative, ale tWhile
understanding that the variety of experiences iddal tourists take to the exhibit could
potentially refract a multiplicity of interpretatis. Dr. von Hagens therefore emphasizes his role
in creatingcommunitady revealing the complete universe below the serfaf one’s bodyDr.
von Hagenscontinues, “ldo not displaypeopleasincompletespecimensl do not usedissection

to removeorgans;instead,l provideinsightsinto bodily interiors” (Body Worlds2004b). These
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insightscanonly be achievedthroughthe manipulationof not only the physicalcadaverduring
the plastinationprocessput alsothe manipulationof its life history. While often the cadaver’s
bodily structureis conduciveto a particularpose,asin the caseof the Muscleman,the most
muscular specimenon display, physical examplesof this narrative recontextualizationare
evident. A numberof visitors, for example,commenton the presenceof blackenedlungs on

thoseplastinatesdealizedasathletesjn the Americanmentality,athleticismandheavysmoking
usuallydo not coincide® Yet preciselybecausehis habit—this aspecif the authenticperson’s
life history—hasbeenerasedyisitors tendto look beyondit, understandinghe specimenas a
materialmanifestatiorof the narrativethatit is made to embodwithin the exhibition’s context.
Such selectivity is intendedto underscorethe exhibition’s expressedrevelatory nature, by

unearthingsecretghatwould normally be coveredto the nakedeye,or to the commonmoresof

contemporarysociety.Dr. von Hagensand the Body Worlds staff reiteratethe official Body
Worlds video’s claims that the manipulatedspecimensare openedas “doors or drawers” (Dr.

Whalley) so that we can “look inside” (von Hagens),to “unlock the innermostsecretsof the
body” (Narrator).This dynamic“lifts the veils” of life, asoneenthusiastioczolunteerstated.He
explained,”"We go throughlife with a seriesof veils. Theseare[social] veils of pregnancyand
sex. Theseare [personal]veils of death.Whenyou [finally] passthroughit, you experiencet

[alone]anddon’t passt on... [Theseplastinates]ift thoseveils” (interview5/11/05).

This dialecticalanditerative processs specifically achievedthroughthe Body Worlds
exhibition design.Visitors negotiatea complex seriesof framesthat drawson individual and
collective memoriesto makesenseof their surroundingsEachtext bannerthat hangsfrom the
wall, eachreproductionof anatomicalsketchesgachplastinateitself is decidedlya signpost,a
relatively open-endectue that servesto guide the visitor’'s mind to call forth coinciding, yet
individually understoodrememberedarrativesindeed like the memoryof its visitors,the Body
Worldsexhibit is itself processuain setting—one movesforward yet is constantlycuedto look
back,to delvedeepelinto personabndcollectivememorieso draw meaningfrom the exhibitin
its totality. Justas eachindividual body systerr—each “body world”—combinesto createa
wholethatis greaterthansimply the sumof its parts,sotoo s this exhibit predicatecbn the basis
thatit is greaterthansimply theanonymouspecimengontainedwithin.

Although the exhibit at Chicago’s Museum of Scieacel Industry wafiousedin two

large adjoining spacesthat, when empty, most likely resemblean airline hangarin size and
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shape, the firdBBody Worldss designedo evokea sensatiorof naturalintimacyby interspersing
full plastinatesacrossa landscapef white pavingstonesjmitation plants,andrelatively narrow
pathways—all ofwhich combine to resemble d&nglishgarden.Display caseshousingselected
plastinatedbody organscan be found interspersedvithin the pathitself. Nature,coupledwith
Man’s “natural” state,is a central framing device for Body Worlds instructive mission. The
“naturalness’of thesenudebodies—which producedmanya squealfrom schoolchildrerbut was
quite permissiblen the mindsof eventhe seeminglymostself-definedconservativevisitors—s
underscoredvhen framedin this context. It is asif the visitor, upon enteringthe space,is
enteringthe Gardenof Eder—the mythologicalorigin of all humanexistenceMan andwoman,
uncovered,are the sinlessAdam and Eve—not yet fallen, imbued with immensepotential to
greatnessYet in the Christian consciousnesdylan did fall, a point subtly underscorednce
againby both the ethos ofmementomori and the pre-Enlightenment quot&&ature was the
realm of the “primitive,” the base of humanitysogressn boththe biologicalandsocialrealms
(Herder 1963: 89, 98-101). Culminating Darwinian evolutionarynotionsutilized not only in
biology but in nascentsocial scienceaswell, the eraviewed natureas at oncedestructiveand
continuousjt revealedboththe transienceof ancientcivilization aswell asthe continuity of life
itself.

Von Hagens has claimed numeroustimes that plastination representsthe apex of
“civilization’s” technologicaladvancementand the very processsymbolizesthis nature-to-
culture progressionWater—the life-giving gift of nature,of which thebodyis 70% composed-
mustbe suckedout of the cadaverentirely,only to be“impregnated’with plastic.Plastic,aman-
made substancejs often beenregardedas a defining feature of today’s society. It is found
everywhere, and utilized in such a wide variety of applications, which have been so
commonplacen contemporarydaily life, thatit goesrelatively unnoticed.It is also permanent;
accordingto Vince Calder(2005) at the United StatesDepartmenbf Energy,sometypes,such
as Teflon, are“virtually indestructible.” Theuseof plasticin the bodiesandfaux plantsis, as
Van Dijck assertsa “statementon the contemporaryliving body” (2001:9);the plastinated
cadavers‘celebratethe power of humankindto interfere with life and death” (2001: 7), and
reveal, as Freud has contended, a seemingly uahiaddination in the human mind to resist the

transience of one’s own body (1950:305).
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Plasticplantsarenot the only thingsthatserve as dividers conducting the flow of visitors
through the space; there are also langaegingbannersemblazoned with readilydentifiable
images and quotes. Thoughthey provide little anatomicalinformation themselve$! these
barriersare vitally importantto the overall contextualizationof the specimenson display, for
they clearly articulatethe humanistframework from which thesebodiesare to be understood.
Notably absentare the words of contemporaryphilosophers,scientists,theologiansor “lay
people,” savethoseaforementionedchoteswritten by the Body Worldsstaff itself. Rather,the
guotesmostly hail from early modermphilosophersuchas Shakespeard)escartesGoetheand
Nietzsche; or from the Biblical, classical and early Christian sourcesfrom which these
philosophersoften drew their knowledge.Thoughrelatively diffuse in their temporalorigins,
eachquotesharesa commonconceptuathread;they grapplewith whatit is to be “Man” from
the Western perspective. This ontological mystserguggested at theery entrancewherethe
visitor is metwith two perspectivallycompetingout conceptuallycomparablejuotes:

“What, then,did | formerly believemyselfto be?UndoubtedIyl believedmyselfto be aman.But
whatis man?~—Descartes

“What is manthatthou shouldstremembeihim, mortal manthatthoughshouldstcarefor him Yet
thou hastmadehim little lessthan God, crowing him with glory and honor. Thou makesthim
masteroverall thy creaturesthouhasput everythingunderhis feet—Psalms3

With thesequotesiit is asif the exhibition designerdegintheir visitors’ memorializing
procesdy holding their hands;guiding their gaze towards the plastinates whiheuianeously
urging them to delve deep into their minds to comgkate the essence of being Man. dyse
progresseghrough the exhibit, this will be grappledwith, deepenedand built upon. For
example,the words of FriederichNietzscheframesthe secondhalf of the exhibit, posingthis
difficult question:

| consistof body and soul—in the words of a child. And why shouldn’twe speaklike children?

But the enlightenedthe knowledgeablevill say:l1 ambody,throughandthrough,nothingis mine,
andthe soulis justaword for somethingn thebody. —FriederichNietzschg(1844-1900)

Interspersec@amongstthe plastinatesguotesdealingwith dissectionmortality, Man’s transient
nature,and memento moriemergein full force. This is perhapsthe most suggestiveof the
exhibit's focus on “looking back” even as one moves forward. One visitor, in noting the

predominanceof Germansguoted,askedwhere Heideggerwas represented5/25/05).Perhaps
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Heideggeris left out not only because he is too modern (theeere other twentieth-century
philosophers represented), but disrauséis notionthathumanexistenceas definedby active
participationin “being” (Daseir) in the everydayworld (Heidegger 1926)as opposedto the
exhibition’s embracingof the pastto “become”somethingdifferent, or someonanoreaware,in
the future. The “present”is not representedn this exhibit, neitherin the backgroundor in the
bodiesthemselvesall are decidedlyembodiersof remembereaarrativeclaims, which instruct
by educatingor inspiring.

Perhapanore subtly effective in stirring the collective memoriesof educatedWestern
visitors arethe copiesof readilyidentifiableanatomicadrawings, mostly from the early modern
period. Theycontributeto the visual backgroundframing the elegantlysculptedspecimensn
Medievalimagery.Onceagain,absentareimagesthat dateafter this periodof initial anatomical
exploration;no photographsx-rays, ultrasoundscomputerimagingor videosarelocatedin the
spaceitself. The lack of modern scientific imaging most likely contributesto informants’
guestionsconcerningthe scientific natureof the entire exhibition, as one guestbook comment
illustrates:

| look atit moreasartthanscienceputit doestakean artistic mentalityto appreciatat. | work in
medicalschool.[4/17/05]

The presenceof these historicized background images are not incidental, rather, even
contemporarytheoristssuchas Erwin Panofskyand Ludmilla Jordanoveclaim that one cannot
understandhe rise of anatomywithout consideringits Renaissancartistic context. Panofsky
alsostateghatin orderto determinethe scientific valueof anatomicahrt, it shouldbe evaluated
from the perspectiveof the art historian(Van Dijck 2001:10)-an invocationonceagainfor the
recallingof memory.Visitors suchas17-year-oldAmelia notedthis instructiveconnection:

This exhibit is pure genius.As an artist, | found it inspiring. It motivatesme to further study

medicineandthe humananatomy... | like how Guntherwasableto combinescienceandart in

orderto presentan awesomedook into the humanphysicalexistenceThis is alsoa greatway to

provide peoplewith somethingthey otherwisewould not have an opportunityto experience.
[2/19/05]

Like theinitial two quotes,which serveto provide both a philosophicalandtheological
contextin a readily identifiable way in the minds of the audience the first two imagesone
notices upon entering the exhibition space are also of significanc€hanksto the forward

movemenforcedby the pathwayandthelineardisplaycasesn the middle,one’seyeextendgo
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the back wall, whereit is greetedby a drawing by AndreasVesalius,consideredhe father of
anatomy and whose sketchesare ubiquitous in the Western consciousnesgven today. Its
placemennextto the aforementionedbannerdiscussinghe Body Donorsis not by accident for

Dr. von Hagenshimself remarksthat “Vesaliuswasthe first to assemble skeleton;he literally
took it from the grave and returnedit to society.| seemyself in this tradition, and | am
continuingit throughthe possibilitiesof plastination”’(Body Worlds2004b). Indeed, throughout
the exhibit von Hagens impresses upon the touhat he is continuing the long line of
presenting anatomy to a mass audience. His pléssinaften mimic famous anatomical
drawings. For example, his “Skin Man” plastinatgustaposed alongside Valverde’s “Muscle
Man” (1556) inBody Worldsand inBody Worlds 3visitors are first greeted with “The Praying
Skeleton” plastinate kneeling in prayer, its eyasking upward to the heavens while his semi-
clasped hands holds his brain—a clear referentitbavi Cheselden’s “Osteograrphia” (1733);
the only difference is Cheselden’s skeleton dog¢dalance his own brain.

To the right hangs Leonardo da Vinci’'s famed physiological drawing of Man
circumventedby a triangle and circle. The selectionof theseimagesimmediatelydrawsforth
remembereadharrativesof illumination, of the birth of scientific discovery,and of perfectionin
therepresentationf the humanbody. Indeed the presencef thesetwo figuresareubiquitousin
form and spirit throughout the exhibit for this reason. Alongsideda Vinci’'s image, and
juxtaposedwith that of Vesalius’ sketch,an authentichuman skeletons the first object that
greetsthe visitor uponentry. In his video, Dr.von Hagensnotesthat Vesaliuswas the first to
assemblea skeleton for educationalpurposes,followed by da Vinci. Like these humanist
scholars,von Hagensand his team recognizethe importanceof utilizing authentichuman
cadaversfor educationalpurposes,for, as Dr. Angelina Whalley's aforementionedcitation
revealseachhumanis asuniqueinternallyasexternally:

This anatomicalindividuality could never be conveyedby using models.Models are only an

interpretationand one model looks like any other. With plastination,the authenticity of these

specimensserveto fascinateviewers, while allowing them to experienceMan as a marvel of
nature.This exhibitionis devotedto theindividual, innerface,of Man.” [Body Worlds2004b]

Yet as the skeleton so concretely illustrates, each specimen’sanatomical individuality is
temperedby its narrativeanonymity. This allows for its universalapplicationas a trigger for
individually rememberedarratives;oneis able to look at the specimenand think, as Dr. von

Hagensnotes,”| amyou, you areme.” The skeletontherefore startsasa point of departureas
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not a personbut an object—an anonymousandidealizedspecimer-it is a readily recognizable
structureonethatis embeddedn the memoryof anyonewho hasbeenin a high schoolbiology

lab or celebratedHalloween.“Acclimat[ing] the audience gradually to the dissaas,” (Moore

and Brown 2007:234), the skeletsarvesasa primary signpostfor easingthe audiencanto the

rememberingorocessof the exhibit—a processhatwill deeperasskin, musclesandorgansare

addedin the subsequenplastinatedforms encounteredas the visitor progressesdown the

exhibit's winding pathtowardsfinal enlightenment.

While the skeleton’spresencet the beginningof the exhibitionis intendedto serveasa
messagédor raisingawarenes the viewer of the importanceof utilizing his memoryto make
meaningof the Body Worldsexperiencethe subsequentwo specimenduild uponthis notion
while addinganother.The visitor first encountersto his left, a healthyplastinate.This is the
initial interactionhe haswith afully plastinatedbody, wherethe musclesandinternalorgansare
exposedlt is the hopeof the exhibition designerghatit is not too shockinga visual sight, that
the skeletonwas able to effectively easeespeciallythe laypersoninto this new experience,
somethinghatseemdo haveworked,asonewomanrecalled:

| amsqueamishl wasvery afraidto approachhis exhibit with my fearof deathanddeadbodies.|

decidedto facethesethings...| wasquite surprisedand fascinatedbut | wasneverscared. did
learnalot andwantto comeagain.[guestbook2/8/05]

Yet meaningis madeof this first full plastinatewhen juxtaposedwith the secondspecimen
nearby, the Smoker. This plastinateresemblesthe first specimenin style and anatomical
inclusions;the only real differenceis its pose—it is holding a cigarette?” which promptsthe
visitor to view its lungs, blackenedrom yearsof practicingthis habit. Utilizing the memoryof
that which one just observed,the first plastinatechangesin meaning—it is now an ideal
representationf a “healthy” body, which this secondoecomesa representatioior whatit is to
beunhealthylndeed,manypeoplephysicallywalkedbackto thefirst specimerto look again,no
doubtto comparethecolor of its lungs,which they maynot havetakeninto accounthefirst time
around.This juxtaposition,occurringso nearthe beginningwhen, for example lung cancerand
emphysemarediscussedurtheralongin the exhibit, serveso singleout this rememberingand
comparingprocessvhenwalking throughthe exhibit.

The form of the next plastinatebrings visual immediacyto this processby juxtaposing

the cadaver’sskeletonwith therestof his body. The skeletonis recognizabldrom the very first
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specimenwhile the otherpart of its body calls forth recentlyacquiredmemoriesof the lasttwo.
The skeleton’soutstretchedarm, which restson his body’s muscularshoulder,symbolically
emphasizeshe comparisorprocessFinally, a quoteby Goetheunderscoreshis point textually,
linking the practice of dissectior+to which plastination is likened—with active mental
comparisonFrom this, the philosophersays,one can understanaot only the humanbody, but
life anddeath permanencandtransiencenature’sprofoundnessndculturalevolution:

Anatomicaldissectiongivesthe humanmind an opportunityto comparethe deadwith the living,

things severedwith things intact, things destroyedwith things evolving, and opensup the

profoundnes®f natureto us morethanany otherendeavoror consideratior—JohannéNolfgang
von Goethe(1749-1834)

Futureorientation,which is integralto any instructiveprocessjs introducedby the next
plastinate,the Runner. In discussingthis model, Dr. Whalley says that “an essentialvital
function of the body is movement” (Body Worlds2004b). Thisplastinateembodiespure
movement-both externallyand mentally. It illustratesaction, and thus future-orientationjn a
very aestheticallyconcreteway; it is in motion, its flayed musclesflapping behindit. Pointed
forward downthe path,andnot backwarddo the skeletonjt serves¢o complementhe messages
given by theinitial plastinatesandtheir surroundings-urging the viewer to physicallymoveon
in spaceandtime, while still occasionallyjooking backin the mind for a betterunderstandingf
theexperienceswaitinghim aroundeverycorner.Furthercomplementinghis appealo external
movementare the next two specimens-the Teacherand the ChessPlayer. These clearly
emphasizehinking—of usingthe mind andits memory—asthe basisof all action.Dr. Whalley
specificallymentionsthis whenshestateghe Chesslayerwasdesignedo illustrate

how the humanorganismhasbeeninnovated...The brain processesensoryimpulsesandallows

us to have consciousnessfeelings, memory and language.... [This plastinate reveals its]

anatomical identity; its aestheticimpressionwe get is indeed intentional. The results of

plastinationshouldat the sametime appealto the mind andthe emotions—thatis, it shouldimpart
knowledgeandawakenin usanawarenessf nature.”[Body World2004b]

The next specimenappealsto remembereddentity in a more subtle manner,through
emphasizinggendeiin a historicizedfashion.lt is thefirst andoneof the only femalespecimens,
andassuch,is intendedto revealthe reproductiveorgans.Juxtaposedgainstthis structureis a
Renaissance-era depiction a femaleanatomicalspecimen.Typical for femalenudedrawings
of that period, sheis modestlycovering her genitals,and the view of her inner reproductive

organsis partially blockedby herarm. Interestinglyenoughfor a specimerspecificallyintended
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to educaten this contemporaryge,whensciencecantrump modestywith easethe plastinatas
a mirror imageof this modestdrawing. Having observedhis areafor many hours,this author
can attestto the difficulty somepeopleexperiencedn identifying thesesmall organs.People
oftenmovedcloserto the specimenapproachingt slightly from the side,in orderto look behind
the handand arm coveringthe sectionin question.While the effectivenesf this specimenin
impartingactualanatomicainformationto the viewer may be questionedits overtjuxtaposition
with a particularimageunderscore®oth the centralitythat aesthetiqgposeswill henceforthtake
in the exhibit, aswell asthe relatively openinterpretationone’smemorycanfurnishin making
meaningof thesestylizations.From this point forth, visitors will encounterplastinatesculpted
in a variety of intriguing and innovative forms—flayed open, cut into slices and juxtaposed,
elongatedoneanda half timestheir original size,wearinghatsandriding horses—eachoneless
overtin thebodily functiontheyrepresent.

While thefirst sectionof the exhibit® establisheshe methodby which meaningmustbe
madeof the plastinatesguiding the viewer towardsan increasinglymore processuauseof his
memory, the final sectionsymbolically articulatesthe exhibit’s instructive quality, urging the
viewer to utilize the memoryof the exhibit itself to condition his future actions.The plastinates
containedwithin this final sectionarecharacterizedby a high level of stylization. Their striking
aestheticismmay very well stir the mind more so than their anatomicalrevelations—a fact
suggestetby theinformants’confusionconcerningheinstructivecontentof Body WorldsAll of
thesecritiques,however illustratethe powerof theseobjectsto interacton a personalevel with
the viewer, to stir his memory and imagine the future. The action that is suggestedat the
conclusionof this tour solidifiestheinstructive,future-orientednessagef Body Worlds

Like the runner in the beginning of the exhibit, these action-orientedplastinates
underscordorward movementthe Constructivistnatureof Body Worlds instructivemethod.It
no longer recallsthe past, but impels one towardsthe future—beyondthe experienceof Body
Worlds itself. This importantdynamicis signaledas one roundsthe cornerfrom the narrow
winding path of the first room and the beginningof the secondroom. The pathwaygradually
dissolves,eventuallyfading into a larger, more open space.This opennessthis unstructured
natureof the exhibit’s final leg, seemso symbolizethe viewer’s individual freedomto decide

wherenextto move.Unlike the earlierpartsof the exhibit, whoseconfining pathwaysallows one
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to focuson only the plastinatesn his immediatevicinity, hereone canliterally “see ahead’to
the plastinateghatawait; he canactivelyplanout his own future paththroughthe exhibit.

At the mouth of this newly unstructuredpathway, two unique objectsalso greet the
visitor: a setof internal organsand a striking, flayed man with a hat (officially named “The
Winged Man”). While neither is particularly new in aestheticterms, these plastinates are
significant for two reasons. First, it becomes imdrately apparent here that von Hagens does
not merely consider himself to be following in tbeme trajectory as these anatomists, but rather
that he embodies their philosophy and continues pinactice. The flayed man is a quintessential
sculptural example of the Renaissance practicecofcéée, or flayed anatomical illustrations
posed in active positions (Stephens 2007:314). Thisot insignificant. Citing Benthien,
Stephens argues that

A product of the rise of practical anatomy (i.eatomy based on actual dissection), which
displaced the then-dominant tradition of specu&ai@®alenic anatomy, écorché figures begin to
proliferate in anatomical art just as an earlieediaval “perception of the body as porous, open
and at the same time interwoven with the world” eam be replaced “with one that viewed it as

an individuated, monadic, and bourgeois vesselthigasubject was considered to inhabit” (317).

Indeed, écorché also implicitly posited that thmswhile certainly a protective shield, was also
deceptive and obscuring (Benthien 2002:17). As I&iep states, “the work of the anatomical
artist was thus to expose and examine the ‘formzxealed beneath an occluding matter”
(Stephens 320; her citation is from Stafford 198)L:8on Hagens’ democratizing endeavor to
“lift the veil’—in the words of one informant—sodhthe layperson can “look below the skin”
certainly follows in the vein. Y. Michael Barilam@aments on the symbolic power of portraying

skinless specimens:

The separation of the skin from the body markedrdraoval of personal and social status and
also the opening ofa seal covering the mysterige@human body. The flayed corpse stands for
the non-personal example of human nature, eithemial’ or ‘pathological’. By shedding the

skin, the body steps away from its particular éifed stands for human nature as such (2005:194).

Indeed, as Moore and Brown state, the “positiveetsip this depersonalization” of plastinates’

biographies is that it is “deeply humananizing” 2246), that it affords the tourist to look
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beyond the exterior markers of individuality andagme their commonality with the human
race. It creates a sensatiorcommunitas

Second, and perhaps more importantly for the tguhgesearethe only two plastinates
actuallymoving; both are rotating on metal pegs.Movement, or at least the illusion of it, was
also a common trope in écorché drawings; they ofterirayed the anatomical model in an
active state, as if it is “willingly participatinig his/her own dissection” (Stephens 2007:317) for
the benefit of the gazer. Slowly rotating, these plastinates gifted the tourist the opportunity to
view themselves from all sides, and juxtaposedrega@ach other, from both inside and outside.

This movement can aldme readsemiotically asanothersignpost,signalingthe mind to
undertakeonelasttask—to actively moveinto the future. From this point on, a vivaciousness is
apparent. Annewanderghroughthe openspace new, aestheticallyactive structureswill more
subtly reiteratethis messageAfter the rotating man, a larger-than-life,rearinghorseand rider
imposesitself on the viewer; it is the very embodimenbf movementandaction. Juxtaposedo
this is the Cyclist, also elongatedone and a half timesits actualsize throughthe use of metal
pegs.lts muscles/ike thoseof the horseandrider’s, is flapping in the wind behindhim ashe
pedalsin the samedirectionasthe horseis running. Interestinglyenough they are not moving
forwarddownthe path,but pointingdirectly to a hiddenspaceat thefar endof theroom.

This spaceis what one colleaguedubbed“The Womb Room,”for it exploresprenatal
anatomyby arranging plastinateeémbryos and fetuses within an intimate, dark and self-
contained settingNo doubt the font of many a controversy-as indicated by a number of
protestationgndreferenceso abortionclinics in the guestbooks—it is separatedalmosthidden,
by dark hangingsheetsOne mustactivelyfollow the visualinstructionsof thesetwo plastinates
with both the eyesand the mind in orderto understandhat the “womb” is eventhere.Once
inside, movements underscoredy the processuahrrangemenof the embryosand fetusesin
chronological order of its development.However, the focal point, and the main source of
controversiesccordingo Eric Weinerof NPRNews(2004),is a motherpregnanwith aneight-
month-oldfetus. The striking quality of the specimenbegsthe visitor to questionits origins;
indeed informantsandthe medicalinformationboothreportthatthis plastinatereceiveshe most
inquiriesregardingts life history,thereasongor its death,andwhy the babycould notbe saved.
Much more has beenwritten on this plastinateand the mini-exhibit in general,but for the

purposesof this article, its stylistic appearancshouldalsobe noted.Reclininglengthwise,one
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arm seductivelyraisedbehind her head,the pregnantmother’s poseresonatesn the memory
with commonRenaissancandManneristpresentationsf Venus,the classicalGoddes®f Love.

Comparisonscan be specifically madeto Titian’s Venus of Urbinocor Giorgione’s Sleeping
Venusin Leipzig. The use of a readily rememberedclassicalimage within the context of

developmentunderscoresonce again the mechanicsof memory to fulfil Body Worlds
instructive future-orientednission.

After the prenatalexhibit, theselarger-than-lifeRiders,anda numberof otherplastinates
posedin sportsactivities,comesan interludebeforethe exhibit’s final culmination.Interspersed
amongsthesevery activeplastinatess anintriguing exhibit entitled“Obesity Revealed. Frozen
in plastic,cut lengthwiseinto body-lengthpaper-thinstrips,andlaid out upona tablecoveredin
black cloth, the 350-poundoverweightspecimerexistsin striking oppositionto the upright, full
and seeminglylive figuresrepresentingaction. The selectivityin its flat presentatiorseemsto
renderuntothe previouslyoverweightandover-bodiedDonora DantesqueontrappostoGazing
at them,the mind calls forth recentmemaoriesof the previousidealized,active specimenspnce
againstimulatingthe mind to make comparisonsin additionto the prohibitive disgustfelt by
Chicagoinformants,Dr. Lantermann’dollow-up surveyalso indicatesthe instructive natureof
this remembereduxtaposition.Six monthsafter viewing the exhibit in Vienna, 33% of those
surveyedattestedthat they were following a healthierdiet, and 25% indicatedthat they were
exercisingmore.

Following the obesitydisplay,the exhibit culminatesn whatthis authorcallsthe “Circle
of Action.” The choicespecimenarehere,all presentedn exceedinglyactiveposesA delicate
danceris suspendeth air, a hurdlerin mid-jump, alithe femalearcherpoisedto shootanarrow,
anda basketbalplayerpalmingan orangeball with his mouthopen.Insteadof facing outward,
theyall faceinwards,pointing at eachotherin a circular form thatis underscoredby the round-
cut carpetingunderfoot. It is also interestingto note that only hereand in the “Womb” are
carpetautilized, further underscoringts uniquelydelimitedspace The very shapeof this areais
significant, for in Westerntradition, the circle is considereda symbol of both perfectionand
action. Hearkeningto the early Christianera, it is regardedas a sign of sacrednessevoking
connotation®f perfection,of Cristus Pantocreatqror of the unity thatis the earth.Specifically
in Catholiciconographythe circle is symbolicof both the sacredunity of the Trinity andof the

Church;it symbolizeghe CovenanbetweenGod andMan, a sacredporomiseof future salvation.
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Yet it simultaneouslysymbolizesmovement,of future action—as illustrated by thevarious
manifestation®f religiousandseculaimageryin both the West and the Ealst.secular Western
mythology, thewheel is known as Man'’s first technologicalinvention; it not only allowed
humanity to physically move forward with velocity, but also to progressfrom the mires of
natural“primitivity” to culturalinnovation.

Unified in positionat equalpointswithin this circularsacredspace eachplastinatealso
individually embodieghe dual messagesf the circular layoutin a strikingly visual way. They
aresublimeandmentallystimulatingin presentationmanyinformants,stunnedhaveaskedhow
Dr. von Hagenswas able to presentthese figures in mid-jump without any suspension
implementsfor example.They are also seeminglythe most perfectedof bodily specimensAt
leastthey are presentedssuch,but in reality one canoften notice blackenedungs on someof
the specimensNeverthelessthey are intendedto be “the highlights” of the exhibit, the final
inspirationalelementghe visitor experiencesaccordingto Dr. Whalley (interview5/27/05).The
basketballplayer,who is locatedclosestto the exit andthusthe final specimeroneis to see,is
understoodas the most perfect,for not only is it physicallythe most muscularspecimenBody
Worldshasutilized accordingo Body Worldsourceg5/9/05),butbecauset fusesthe variety of
actionsdealtwith only selectivelyin the diverseplastinategshroughoutthe exhibit. Its armsare
outstretchec&andoneleg is up; heis clearly portrayedas moving forward. His mouthis openas
well—as if he is in mid-breathor possibly mid-speech- anotherindication of action. And,
finally, his skull is openedlike an egg, revealinga full and reddenedorain, symbolizingthe
mentalactionthathe—asall of the visitors—mustemployfor the future. Fusingmind andbody,
movementndperfection memoryof the pastanda sacredoromisefor the future—the“Circle of
Action” servesasthe culminationof Body Worlds instructivemission.And asonedepartspast
bodydonationsign-upsheetsperhapsnspiredto actionby the memoriesof the exhibit, he sees
onefinal messag®f summationcourtesyof Jean-PauSartre:*Man is nothingmorethanwhat

hemakesof himself.”

Body Worlds 2 in Dialoguewith Body Worlds
Thanksto the tremendoussuccesf the first Body Worldsexhibition, which brought
nearlyeight hundred thousandsitorsto Chicago’sMuseumof ScienceandIndustry,for a brief

timein earlyspring2007,the museunmhostedBody Worlds 2n the sametwo-roomspaceWhile
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the overall theme,style and generallayout remainedlargely consistentthis was not simply a
reprise but ratheranotherversionof von Hagens’conceptIn additionto includinga completely
newrepertoireof full-body plastinatestherewerea numberof subtle,yet remarkablelifferences
which, when analyzedtogether,seemto addresssomeof the concernsraisedby the first Body
Worlds program. In particular, three issues immediately come to the fore—namely, the
employmentand representatiorof human and animal plastinates,the instructive and social
missionof the exhibition,andtherelationshipbetweerartandanatomy.

Thefirst installationof Body World<licited a numberof reactionsconcerninghe useof
bodiesthemselvesBecauseéhe MSI wasinitially concernedvith potentialcontroversiesis first
exhibition did not include either examples dfabnormal” humanplastinateqspecifically fetal
malformations) or animals unaccompanied by humastplatesyet reflectingthe controversy-
free successof Body Worlds MSI's secondinstallment saw the display of both of these
contestabldeatures First, tuckedawayin a cornerwas a polydactyl humanplastinatewith six
fingersandtoes;a numberof visitors were seencuriously observingthe display with the same
reverenceas they did any other plastinate and this authorcameacrossno visitor commentary
from the threeguestbooksfrom that weekwhich criticized the inclusion. Second four animals
were featuredin the secondroom: a rabbit and a bird complementedhe stunning circulatory
systemexhibit (many guest comments praised this sectioth® exhibition),and two camels
gracedthe centerof the space.In the first exhibition, the only animalfeaturedwasthe larger-
than-life HorseandRider, which providedan awe-inspiringfocal point for the secondroom. An
animaldisplayagainservedn this capacity but this timeit featureda camelandits babyin tow.
While in someculturesthe use-valueof a camelis akin to that of a horse,notablyabsentwasa
humanin this mix. Additionally, unlike the Horseand Rider, which were expandedneanda
half times their actual size, thesecamelswere presenteds life-size cutawayslike the other
humanplastinatesSucha bold presentatiomreflectsthe relaxationof concernssurroundingthe
displayof animals,andevendoessoin a mannerthatrestoreslignity to the creaturesno longer
was naturesupersededy culture—neithersymbolically by the inclusion of an accompanying
rider, nor materiallyby technologicallymanipulatinghe sizeof the creatures.

In 2005, many visitor commentsconcernedhe generalthemeof “authenticity” in the
representatioof humanplastinatesWith the exception of those in the aestheticallaging yet

dubiously anatomical Circle of Action, ontwo femaleswere featuredin the first exhibition,
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and not only were they both specifically employedin femalereproductiveexhibits, they were
also posedto mimic famousworks of art. Blackenedlungs could be found in many of the
specimendgntendedto portray healthy athletes.And someguestsfound the rotating figures,
larger-than-life sized plastinates,and the use of props—such as the hat—‘offensive.” These
aspectscontributedto a feeling amongsomemedical professionalghat therewas an excessof

plastinates,which renderedthe exhibition more artistic and less serious about anatomical
educationQualitatively, the typesof plastinateemployedin Body Worlds Zeemedo directly

address these issues. In addition to including more female plastinates for non-sexual
representationgyvert aestheticizatiorof the femalebodywasabsent;jn particular,the pregnant
woman in the prenatalroom was standingbehind glass, rather than reclining like a Titian

painting. Plastinatesadornedwith garishprops, moving objectsor excessivesize manipulation
were not featured.Possiblyin responseo the critique of aestheticoverkill, the exhibition was
notably leaner;therewere quantitativelyfewer plastinatesn this secondexhibition thanin the

first**—andvisitorsregistereahis observatiorin the guesthooks.

The smallernumberof full-body plastinatescontributedto a consciouslyimplemented
changein the overall exhibition environment.While neverthelessmaintaining most of the
familiar design elements—display cases,text banners,even faux plants—the layout of Body
Worlds 2was more open than the first, fostering, as one MSI representativeeommenteda
feeling of greater“freedom” to the visitor (interview 4/18/2007).Citing MSI’s “luxury in the
space factor,” as well as a close working relatigmavith the Body Worldsstaff, a different
administrator stated that the MSI collaborated im@e hands-on manner with von Hagens to
give Body Worlds 2a little bit of a free flow, from both the logisal standpoint and the
conceptual,” in order to provide more “flexibilitytd visitors “to follow their interests. We did
not want to direct them from case to case” (inewb/25/2007). Indeedf, the designof MSI's
first Body Worldscreatedthe sensatiorof an intimate and introspective guidetbur througha
landscapef memento moyithe notablyopenlayout of Body Worlds Zighlightedthe sociality
of von Hagens’democratizingendeavorThe narrowmeanderinggardenpathwayswhich were
the hallmark of the firsBody Worldsverelargely escheweah favor of wider walking areaghat
were less constrictive of visitors’ movements.In addition to reducing the overt garden
atmospheremanyof the black barriersthat divided the roomswere absent.This createdonger

lines of sightacrossthe total spacethat affordedvisitors the ability to look acrossthe room, to
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surveyall of the specimensandto more easily pinpointin advancethe areashe would like to
see;a higherpercentagef guestswere immediatelyobservedmoving in unstructuredpatterns
throughouthesitethanin thefirst Body Worlds

Anotherinnovationthatcontributed to a heightened sense of social regpibtyswas the
inclusion of a dedicatednti-smokingsection,which waslocatedin the secondroom next tothe
medicalinformationdesk.Unlike the firstBody Worlds where visitors encountered the Smoker
plastinate near the entrance and the display cisgaring cancer-laden lungs later in the
exhibition, this time all of these were placed thge. Thepositioning of this exhibit was
intendedto be intentional, dramatic and cathartic, giving greatecoherencyto the socially
consciousmessagef smoking cessationWhile a black-lungedfull body plastinatewas still
featured,he wasnot holding a prop cigarette.Rather,he was standingin front of a full-fledged
anti-smokingcampaigrbooth,completewith smokingcessatiorliterature,anti-smokingstickers,
an American Cancer Society video, amndlearPlexiglasbox whereguestsyowing to quit the
habit, could deposittheir cigarette packs. According to an MSI administrator, this was an
“innovation” that von Hagens “recently started dgirat Body Worlds 24n Vancouver (winter
2006-2007). Although the MSI did not originally pléor this booth, since it was met with such
acclaim in Vancouver, the museum added it halfivigugh the exhibition. “Here was a way to
engage visitors,” the administrator said. Callih@ i‘provocative opportunity to stop and think
about the decision they [visitors] make,” the adstnator continued, “It's one thing to say,
‘smoking is bad for you.” But to say ‘smoking iscbtor you,” and seeing the blackened lungs
and then making the decision brings it back to théfe a decision they make” (interview
5/25/2007).

The transparencyof the box further underscoredhe intensified social nature of the
exhibit, for by depositingone’s pack, the visitor is consciousof not only his personaldecision,
butthatheis joining manyothersin thevow. Previouslythe only sanctionedorm of interaction
with a designelementoccurredat the medicalinformationdesk,wherevisitors were allowedto
handle a plastinatedorgan. The most dramatic aspectof this exhibit, however, was the
juxtapositionof the “smoker” plastinatewith a multimediapresentationOn a video loop wasa
well-known American Cancer Society public service announcementeaturing “the late Yul
Brynner” who tersely remarks on-camera,“Now that I'm gone, | tell you, don’'t smoke.

Whateveryou do, justdon’t smoke” (American Cancer Society 1995).
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The employmentof multimedia technology here, and again near the exit of the
exhibition, is a noteworthyinnovationthat significantly transformedhe spacefrom reverently
silentandintenselypersonalfo onethatwasboth animatedandsocial.In additionto the flashes
of imageryand color provided by the videos, the presenceof prerecordedsoundparticularly
changedthe entire environmentof the secondroom, as the audio from both DVDs emanated
throughoutthe space,mixing togetherand creatinga low, underlying din that disruptedan
otherwisesilentatmosphereVisitors could be heardnearthe secondvideo—a recently produced
documentary on the process of plastination which stationed at the exit—talkirfgeely about
the exhibition or abouttheir future plansat the MSI. This was in marked contrast to the first
Body Worlds where visitors continued to speak in hushed tgeeen to this author) until after
they crossed the exit’s turnstiles into the gifoghAdditionally, the useof currentmultimedia
technologyinjecteda more“modern” form of representatiomto whathadotherwisebeenavery
“traditional” type of museunpresentationCoupledwith theincreasednteractiveelementssuch
as the cigarette-packdepositoryand less confined walkways, the videos also contributedto a
markedtemporaldeparturefrom the original Body Worldsby returningthe social “present”to
what had otherwisebeenan exhibit heavily indexing the pastand the future. (Here, perhaps,
Heidegger would be better welcomedyhile there was no specially delimited “Circle of
Action” asin thefirst Body Worldsxhibition, theseelementsreateda real-timeseaof sensory
activity.

If Body Worlds Zyrantedmore freedomof interactionto the visitor, it more pointedly
restrictedthe visitor’s interpretationof the exhibition’s overall nature.An increasechumberof
text-and-imagdranneranorepreciselycontextualizedhe socialvalue of von Hagens’endeavor.
Although therestill remainedmany of the original bannerssparselyadornedwith shortquotes
from the canon of Western humanismanew text-heavyserieslined the long, initial walkway
immediatelyafter the entrance.Tracing a linear narrative of the history of public anatomical
dissectior—~rom the Classicalperiod, through the Middle Ages and the Renaissanceto the
modernera of plastinatior—this set of bannerswas “very much in response to the kinds of
reactionsBody Worldshas been getting throughout its travels,” statedVisl staff member
(interview 5/25/2007). Each banner addressed tbaeisof how public anatomy, and the
conservation of perishable bodily specimens, weceomplished through the ages. Its

positioning immediately at the entrance sertteel dual purpose of explaining plastination and
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framing visitors’meaning-makingprocessfrom the onsetof their experiencan the exhibition,
and was intended to complement the new video ostip&ion at the exit. According to sources
at the MSI, the plastination video was createdmdgéin response to a lot of questions [in the
guest books] about ‘how do they do this?™ It alsongsBody World2’s overarching narrative
full circle: “So you have this personalized expede and you understand about the complexity
of the human body and the decisions you make ffexttat, and [the video] ties it all together by
answering how do they do that” (interview 5/25/2D0he video’s specific placement was not
accidental. Accompanying the multimedia presentatevealing the fascination of plastination
was a booth with sheets that visitors could conepletdonate their own bodies—a final entreaty
to continue the interactive experience by literddging a part of th&ody Worlds franchise
upon expiration. A text banner featured an enlargesion of a completed form (with the
donor’s last name blacked out) as an instructivéation to visitors to do the same. Withis
final innovation, von Hagensattemptsto clarify the social value of plastinationand the
instructive natureof the experiencdy insertinghis Body Worldsexhibitions—and the visitor
himself—clearlyinto the long historicaltrajectoryof Man’s creativeandunendingsearcho look
insideof himself.

Instructively drawing on individual and collective memories,of pasteventsand future
promisesthe Body Worldsexhibitionscan be considered a traveling Museum of Man, fey th
not only index, but constitute, a sensation of hnimaommunitasThe use of authentic bodies,
rather than models, illustrates both the uniquenéfise human body, as Dr. Whalley points out,
yet also allows one to imagine the inner commoypdliey share with their fellow Man, as von
Hagens argues. And through both resonance and waheg inspireactionat the very core of
one’sbeing,individually andcollectively. This action can only come from a tatentification
with the plastinates in a state abmmunitasnot unlike that which St. Paul urges in 1
Corinthians: “Do you not know that your bodies arembers of Christ? ... Do you not know
that your body is a temple...and that you are notrymwmn?” (1 Corinthians 6:17-19). One
remark from a Toronto tourist, quoted in Moore &rdwn, perfectly sums up the sentiment of a
secularcommunitas “I'm grateful for the experience of being able geemyselfin our truest
form” (2007:245; emphasis added)s this informant reveals, an interaction wiglbdy Worlds
creates a sensation of unity in diversity, of theutaneous recognition of the self and of non-

duality. And in the end, indeed, this article ig,rand cannot be, only about Gunther von Hagens
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or hisBody Worldsendeavor. It is the visitor, the tourist who, adwath a contemplative gaze
and his or her particular memories behind it, costaucts this Museum of Man along in
conjunction with the particularlies of the exhibiti giving it depth and meaning. Together they
illustrate thatMan is not simply the sumof its parts—it is action,culture,beliefs;it is heartand
soul. It is sicknessandhealth.It is bornandit dies.Man by its very natureis social;it extends
beyondthetempleof one’sbody, throughspaceandtime. It is constantlyevolving, not stagnant.

It is not simply “being,” asHeideggersuggestsbut ratherit is looking forward, evenasit looks
back.Indeed,Man builds uponthe work of individualsandcollectives;it remembersinnovates

andpasse®n thoseinnovationsinto thefuture. It is life—evenin death.
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Endnotes

! “The Universe Within” is the title of a competieghibition of plastinated bodies that is also ttagearound the
United States; in 2009, one exhibition is beingltatlthe Mary Brogan Museum of Art and Scienceanjunction
with the Smithsonian.

2 Ethnographidieldwork was conductedduring a one-monthperiod betweenlate April and late May 2005 at the
Museumof Scienceand Industry’s (MSI) Body Worldsexhibition with the approvalof Body Worldsstaff andthe
MSI’s EducationDepartmentTheauthorvisited multiple timesa weekat varioushoursof operationpftenspending
threeor more hoursat onetime. Datafrom this fieldwork consistsof two types:participantobservatiorand open-
endedsurveying.This authorparticularly observedthe practicesby which peopleinteractedwith the objectsand
amongstthemselvesWhile observationavere conductedhroughoutthe exhibit, they were most often centeredn
three areaswhich he determinedwere most representativeat the entrance;betweenthe female reproductive
specimenand the lung/heartdiseasedisplay case;and at what this paperdubsthe “Circle of Life” immediately
beforethe exit. At this third site,interviewswere also conductedafter visitors had completedtheir personatours.
The randomlysampledgroupsof informantsrangedfrom familiesto schoolchildreron field trips; from couplesto
individuals. Objectivity wasa large concern,especiallyfor an exhibit that hasbeennoticeablymet with a rangeof
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ethical,religious,artisticandscientificconcernghroughoutheworld. Although objectivity canneverbe completely
realizedin eitherresearctlor fieldwork, this authorwishedto keepinterviewsas“open-ended’aspossible allowing
for true thoughtsandfeelingsto naturallybe conveyed After introducinghimself, the interviewerasked,"What did
you think aboutthe exhibit?” Usually this questionsufficed, stirring informants’ minds adequatelyenoughto
produceemotionaland often quite thoughtful responsesin addition, it was found that many almostimmediately
spoke of their motivations for visiting the exhibit, their concernswith its informative qualities, and, most
importantlyfor this study,whattheylearnedfrom it. For thosewhoseresponseslid not automaticallytouchon the
latter, the intervieweraskedif they thoughtthey “got anythingout of the exhibit” or, for schoolchildren,if they
“learned” anything.In addition, during the initial period of interviews, this authorpurposelyavoidedreadingthe
presspacketproducedby Body Worldsas well as often-critical newspapearticles,in an effort to ensureundue
biasedid not color the process.

A follow-up ethnographic survey was undertalkdnthe Museum of Science and Industrigsdy Worlds2
exhibition in May 2007, and included formal andoimhal interviews with MSI administration.
% Sourcesat the MSI informed this authorthat very little variation occursas a specific Body Worldsexhibition
movesfrom museunto museumln 2005,the Body Worldsstaff grantedMSI’s requesto eliminatespecimensvith
congenitaldefectsin the prenatalexhibit, reasoning that it was “not consistent watlr message,” according to one
MSI source (5/25/2007)Vhile in 2005n0 specimenshat visitors could construeasanatomicalbnormalitiesvere
ondisplay, polydactylywasincludedin the MSI's Body World<2 exhibit, though congenital birth defects were still
not featured.
* One MSI administrator commented that, while eaxhil®tion depends in part on the physical and thina
“context of that museum,” the thr&opdy Worldsexhibits maintain a high level of consistency. &t of it was
taking it as it was coming... They have their package it up and cut the ribbon. Not that it is entkey operation,
because it is not, but for efficiency” (intervie®/25/2007). Another administration comment was:
The institution would have to do a lot of negotigtito make any significant changes, and | don’tnigla
them. They Body Worldswant to make sure they are as consistent asdieye because it [any changes]
would open them up to new questions and possibly gentroversies. Keeping it the same allows them to
use the same support to show [the value of thebéidi]. ... Especially with “copycat” exhibitions —
that’s their word not mine—they want to maintaieithdistinctiveness. If they were to change fromacgl
to place, they'd blur the boundaries between thedh the others. They have worked very hard on their
brand, and the quality of their work is exceptiongihterview 5/25/2007]
Attendance figures for these exhibitions can beunéb on the Body Worlds website,
www.bodyworlds.com/en/exhibitions/past_exhibitidrisl (accessed on 6/13/2007), which proclaims there are
“more than 20 million visitors.” The figure 16 mdh was provided by a Museum of Science and Ingiusternal
FAQ document for staff, which was compiled priotthe 2007 exhibition at the Museum of Science awidi$try.
® Moore and Brown include a lengthy discussion @ #ihics ofBody Worlds and point out that Georgetown
University’s prestigious Kennedy Institute of Bibiets—a Jesuit institution—was retained by the ©@atifa Science
Center (CSC) to review the Institut fur Plastinatiobody donation system prior to bringing it t@ thnited States.
Georgetown ethicists praised the Institut’'s detadecumentation and asserted that all bodies had legally and
ethically obtained (2007:232-233).
" Connor states that “Von Hagens's traveling exhiittitted Body Worldsor Kérperwelten is probably the first
“blockbuster” exhibition that the non-art-museumrldas likely to encounter” (2007:850).
8 Though | am privileging the gaze over movemenshibuld be noted that Urry nevertheless definessiouas “a
leisure activity” whose “relationships arise fromm@vement of people to, and their stay in, varidastinations”
(2002:2-3). | do not negate that movement is ofteagral in a touristic experience—indeed, | witgae that
movement is an important facetBody Worlds—but | do not presuppose it as a necessary componen
° Here he is partially quoting Robert Merton’s défam of “social structure.”
10 At the time of this research, “intelligent desigmds not the buzzword that it presumably was dukiogre and
Brown’s data collection.
1 This appeargo be a self-helpmethodof exerciseand stretchingfor older adults. Information can be found at
www.feldenkrais.confaccessed 6/2/2005).
2 1ncidentally, sciaticais not specificallydocumentedn the exhibition; becausehe informationboothwas closed
oneday,awomanfutilely approachedhis interviewerfor anexplanation.
13 This study is publicly available on the Germansien ofBody Worldswebsite (but not the American version) at
www.koerperwelten.de/Downloads/Lanter_Toro_all_BW.p
14 Benjamin 1968, qtd. Mazzarella 2003: 53
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151t was, however,requestedf this teamto conductinterviews outsideof the main space,so asto maintainthe
reverentatmospherendto otherwisenot impactthe personalexperienceof the exhibit. Guidedtoursare also not
givenfor this samereason, though personal audio guides can be rented.

¥vom Lehn notes that Hirschauer (2002) identifieid practice in his research at the Muniddy Worlds
exhibition. While he agrees with Hirschauer, vonmheuggests that the act of speaking suggestpfttuction of
a [mediatory] relationship between the exhibits thalbodies of real people” that constitute “a viemportant
resource when making sense of the exhibits” (2006:2

" severainformantshavestatedthatothermember®f the family chosenotto visit the exhibit, mostlybecausé¢hey
“could notstomachit” (5/9/2005).Oneretiredmanwith a cane seatedn the museunctafé,saidthathe did not want
to seethe exhibit becausél like to live outsideof my skin...l paythe doctorto tell me whatis happeningnside, |
don't needto seeit"(4/24/2005). Guestbook entries sometimesexpressedhe disappointmentwith the price of
admissioraswell asthe sometimedong wait times(2/12/2005).

18 Body Worlds Zouples a similar message with a plastinated skelposed as if it were praying, mimicking an
eighteenth-century anatomical drawing by WilliameSélden. Whildody Worlds 3s not discussed at length here,
it significantly diverges from the two staged ag¢ tuseum of Science and Industry for its more oxgigiosity,
which von Hagens justifies in his labels as mostdrnically authentic. While a religious ethos ceiapermeated
Renaissance and early modern anatomy, von Hageasillistrates “popular” superstitions (insteadtlodé Skin
Man, a plastinate holding his skin is portrayed egimg from a tomb stone) and Tibetan Buddhism fa-a&d-
photo essay describes the Tibetan funerary praoficair burial,” where a corpse is left on a maaintop to be
devoured by vultures (Martin 1994:278, Wylie 19@R2233).

¥ Moore and Brown provide a few quotes from Singafsoexhibition, which reveal that Body Worlds evdke
religious sentiments even in Buddhists, who feat the physical body is but clothing for thenan or soul:

Before | came, | thought it would be ghoulish benjoyed it tremendously. Well done. May all
beings who have contributed to this exhibition hawgood rebirth! Amitabha [Buddha of Infinite
Light]!

| was caught by surprise how the human body coelttdincarnated’ with plastination.

It's a rare opportunity. We didn’t bring it [the & with us] when we were born, and we will not
take it with us when we die” (translated from Clsige (qtd. Moore and Brown 2007:249).

%0 By noting the degree of blackened lungs, one d¢sm determine whether the body donor was an urbanral
dweller (as differentiated from a smoker), thoubése plastinates were often considered by intendevisitors as
smokers.

2L Although, it shouldbe noted,that one bannerper delineatedsectionis devotedto introducingthe particularbody
systemon display.However this authorhasspecificallynotedthat a greatmajority of visitors did not stopandread
thetextuallydensgthoughclearlywritten) material.

22 Incidentally, MSI staff memberssaythe cigaretteis the one thing that seemsto be stolenfrom the exhibit, and
mustbereplacedrom time to time.

% The first sectioncomprisedthe entire first room and a strip of the secondroom, which was cordonedoff with
black-clothdividersto explicitly delineatea secondsection.

24 Contending that “the exact number of plastinatagould sometimes change during the course of thébxh
some would move out, others in,” one MSI publigistuld only say that both featured “over twenty foddied
plastinates,” though this author would estimate Bawdy Worlds Znay have included slightly under twenty (private
e-mail communication, 6/12/2007).

% By “Christ,” Saint Paul is speaking of the Chastcommunita®f the Church.
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