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WOMEN AND THEIR SKIN. Identity and beauty in art and science
Catalogue text by Martina Mazzotta
“What a cream, what a cream!” cries Margarita in Mikhail Bulgakov’s masterpiece, after a wild burst of laughter. “Rubbing on the cream hadn’t only changed her outwardly. In her now, in her entire being, in every tiny particle of her body, coursed a joy that felt as if countless bubbles were bursting over her whole body. Margarita felt free, free of everything.”1 Thus, by changing her skin with the beauty cream the evil Azazello had given her, a woman reclaims her vibrant womanhood, makes terms with the devil and alters the outcome of a novel as visionary, surreal and audacious as The Master and Margarita. As Goethe said, “the devil is in the details” and he knows that for every woman a gesture of personal care, a satisfied glance at her appearance or her skin, can radically change her mood. Kafka wasn’t aware of this when he denigrated the skin as the sole garment each of us is forced to wear for a lifetime, a “straitjacket” inevitably destined to degenerate into wrinkles and blemishes. Perhaps Kafka would have appreciated just how much has been achieved today in the fields of medicine, cosmetics and technology, all of which have altered our appearance and reset the life cycle of what even today only a few people realize is an organ of the human body.

For indeed the skin has never been so much at the centre of attention as it is today. Skin as a topic not only pervades critical and cultural theory but also contemporary life. Its exhibition borders on obsession in various fields: from film and photography to cosmetics, plastic surgery and even the practices and displays associated with fetishism and sadomasochism. “Modern man has an epidermis rather than a soul”, wrote James Joyce.2
And so what kind of scope is there today for an exhibition on the skin which focuses attention on women: one that is experimental, out of the ordinary, and can above all claim to epitomize the true nature of an art exhibition? The aim of this book, this “trans-disciplinary” enterprise, as those creating it with me like to call it, is to offer such an opportunity and to encourage a whole range of responses. Astronomy and dermatology, the histories of science and art, anthropology and philosophy, the psychology of perception and the histories of cosmetics, costume and fashion: all these spheres of knowledge interweave along a route divided into six sections, six locations or themed areas in which to explore the presence of the skin, to reflect on it and on its future. Like a constellation, a series of contributions by specialists from a range of fields revolve around the universe of skin, integrating the project and making it ambitiously multiform. The terrain that has made this exploration possible has been provided by the Boots company, whose history, spanning more than one hundred and sixty years, is not only bound up with the history of beauty and personal care, but also with the story of a liberal and philanthropic entrepreneurship in the United Kingdom. Documents and objects from its historical archives in Nottingham mark this route.

It is surprising that among early medical approaches towards the human body, very little attention was paid to the skin. For many ancient cultures it was conceived primarily as a covering for the body and a guarantee of its inviolability. Conversely, the treatment of the skin with various ointments after death was aimed at protecting it from the lifeless body. This conception of the inviolability of the body endured, as a small digression into Greco-Roman terminology illustrates. Chros was the common name for the skin in Greece; homocroia described its color and texture. In both cases, the reference is to the body as a whole. Derma, on the other hand, indicated that which conceals or hides. Many other words were also used; for example, ones corresponding to the Italian terms for “surface” or “bark”. Not even the Latins had a single, all-embracing term for the skin. Whereas cutis referred to the living skin that protects, expresses and is the object of care and embellishment, the term pellis was used to describe dead skin, flayed skin, especially that of animals, and not without an undertone of disgust and horror. Whether animal or human, once removed from the body skin simply became a more inert layer of the inorganic. Is there perhaps a link between this complex relationship with the skin in the ancient world and the fact that the first hospitals dedicated to it referred to the “treatment of skin diseases” rather than to “dermatology”?3 Despite the idealizing of skin in classical Greek culture, which the display on the history of cosmetics in this book also illustrates, even the great Aristotle regarded it as an excrescence, an exterior membrane that was capable of protecting the body precisely because it is not fully part of it. Many took Aristotle’s line, from the Arab world to St. Augustine, who imagined that one day at the end of time, our bodies would become transparent and the organs visible in all their beauty, bearing witness to the glory of creation.

Although common experience recognizes the skin’s role as queen of the senses, overlooked by anatomists and in part by philosophers, a formal approach to it, one that connected it to creation, only began to play an important role in the Middle Ages. Steven Connor, referring to the work of Marie-Christine Pouchelle, has noted how medieval physicists saw the cosmos as a series of concentric enclosures, the wrappings of stratified membranes.4 Aristotle immediately comes to mind with his concentric heavens, each enclosing another to infinity. A relationship between microcosm and macrocosm, between the human body and the universe: this is what we have endeavored to suggest to visitors taking part in this adventure of ours, both through the exhibition and the book that accompanies it, by projecting against a starry background the surfaces of planets and those of the skin seen under the microscope, in a game of analogies, references and parallels that arouse wonder and amazement.

The curious belief attributed to Aristotle that the skin could not feel anything was superseded in the 15th century with the admission – firstly by the anatomist from Padua, Alessandro Benedetti, then Vesalius, that the outer part of the skin was linked to the sense of touch. From here, from a concept that still considered the skin as nonessential (the organs were essential), came the extraordinary iconography of excoriated bodies and skin open like an apron, rolled back and hung in different ways, which had many followers between the fifteenth and seventeenth centuries. Subsequently, the importance given to the colors red, white, black and yellow in the thermochromic palette of the theory of humors, endowed skin color with particular significance. At the end of the 16th century in England, the term complexion came to be used more to indicate the skin itself than the corresponding temperament. In the plays of Shakespeare it appears in no less than forty variants! By around 1600 the term had become so identified with the skin that it also indicated a fake or cosmetic skin. It is interesting to note how in the second half of the 18th century, when the theory of the humors began to lose credibility, the use of the term expanded further. In cosmetics advertising nowadays the term complexion does not so much refer to the color or texture of the skin as its general state of health, vigor and age.

From a pure and inviolable covering to an expressive screen, we have seen how in the Middle Ages the skin began to be seen as an organ of exchange, as a membrane that could be crossed in both directions, and whose purpose was to maintain the wellbeing of the body through the expulsion of sweat and the humors. Then came a major turning point: the discovery at the end of the 18th century of pores in the skin, of its contraction and excessive expansion (both considered undesirable), was accompanied by the discovery of the skin as a regulator of body temperature. This was the period in which bathing and hygiene came back into vogue, first in the form of spa resorts and later through the 19th century boom in private bathrooms, an extraordinary story explored in the second section of the exhibition. In this context it is impossible not to mention the great thermodynamic and technological innovations, which led to new functions being conferred upon the skin, not only as a thermodynamic engine, but also as a store of nervous energy. It was in this way that the skin began to be connected with the temperature of the mind, no longer based on an analogy with the theory of humors, but rather in terms of a distribution of mechanical energy. By distinguishing the skin from the rest of the body, dermatology became established as an autonomous science in the second half of the 19th century. Liberation from the theory of humors was now complete. It is significant that many of the key figures in this story – first and foremost Ferdinand Hebra – were located in Freud’s Vienna, where psychosomatic studies related to symptoms in the skin were developed in clinical sessions, and especially in the military field during the treatment of nervous diseases in soldiers. In the mid-19th century the role of pharmacies also assumed greater importance. This was the period when Boots the Chemist was founded (1849), the period of the second industrial revolution in the United Kingdom.

From screen and tough outer protective layer to membrane for the expulsion of waste, we finally reach a third phase in which the skin was recognized as multifunctional, a development that is still in progress. To identify this phase, we’ve selected a key term from Michel Serres’s philosophy of the senses: the word milieu.5 The skin, the most widely distributed and varied organ of the human body, is now a place of commingling and the privileged seat of the senses: it is their milieu. This concept is appropriate in our context because it is applicable to the circuit of artistic creativity and to all the thematic sections into which the exhibition is divided. Referring to a nude by Pierre Bonnard, Serres points out how in painting the model, the artist reproduced the ways she sees herself: from make-up to tattoos and hairstyle. When a woman puts on cosmetics and ornaments she draws a map of her sensory receptivity: in the case of make-up, by highlighting the ears, lips and eyes. This “cosmetography” emphasizes the etymological connection that exists between the cosmetic and the cosmic, since the skin of a woman becomes a meeting place for her different senses. In this way Serres rejects the predominant metaphor of the skin as a surface, membrane or interface – it is instead a complete environment, a milieu – countering – Paul Valery’s well-known expression: “Nothing we have is deeper than skin” with his own: “Nothing goes deeper than make-up, nothing extends as far as the skin, ornament has the dimensions of the world.”

To speak of the skin today is to speak of the body. Skin always implies a body; it is its double. Moreover, the skin represents the integrity of the self; it informs us about humanity and individuality. The use of the word in numerous linguistic expressions often refers to the body in its entirety, to personal sensations and strong feelings that concern identity and appearance.6 Also from the point of view of natural history and comparative biology, skin is truly unique in the animal world.7 It is hairless, it sweats, it is found naturally in a wide variety of colors and it provides a surface for decoration. It is a potentially constantly changing tissue that immediately communicates who we are or who we would like to be, a kind of social manifesto for ourselves, a form of self-promotion that is inextricably associated with our existence. This is perhaps why many post-graduate medical students, when given the task of flaying corpses, reported their great hesitation when it came to cutting the skin – especially on the face – since it still characterized the singular uniqueness of the dead individual. Once the skin is removed, the scientist’s eye can regain uninterrupted control over the organism and its physiology, liberating itself from a strict respect for the “principle of individuation”. In contrast, there is nothing quite as dead as skin that has been detached, peeled off, handled like a fabric. Unless, that is, it is part of an iconography such as Michelangelo’s Last Judgment, in which the artist represents the expectation of resurrection not by means of the body but through the flayed skin of St. Bartholomew, supported by Pietro Aretino, who wears the face of Michelangelo; or in the paintings that refer to the myth of Apollo and Marsyas, excoriation is almost always accompanied or followed by the possibility of a re-assumption – either of someone else’s skin or of one’s own – through a process of healing. There is certainly a parallel between the history of anatomy and Western thought, between the work of the scientist who dissects, and the myth of Marsyas represented by artists and theoreticians, which makes the process of penetrating the skin’s surface become synonymous with the production of knowledge. This is a theme that has engaged many philosophers from antiquity to the digital culture when dealing with the problem of the body, one that Chiara Cappelletto addresses in her contribution to this catalogue.

Our “discovery” of the skin, therefore, begins in the 18th century, with the wax models dedicated to the sense of touch, the work of Anna Morandi, on loan from one of the most extraordinary and beautiful European museums: the Palazzo Poggi Museum of Bologna University.8 Often portraying female figures, Anna Morandi, a highly skilled artist from the mid-18th century, investigated the five senses, attracting the attention of scientists and scholars from the Royal Society in London. A contribution to this volume by Fulvio Simoni lucidly illustrates how Morandi was able to expand the horizons of scientific research. This particular way of examining the link between art and science recalls the work of Leonardo da Vinci, especially his years in Milan, so well illustrated by the exhibition at the National Gallery in London: here painting becomes the testing ground for Leonardo’s investigations into anatomy and geology. The comparison between the two versions of the Virgin of the Rocks demonstrates this also on an intuitive level, if we focus our attention – and why not? – even on the flesh and on the skin alone.

Returning to Women and Their Skin, Ettore Sobrero’s handmade 19th-century chemist shops are extraordinary. Miniatures of exquisite workmanship, they are microcosms that conjure up those artfully decorated and furnished retailers that supplied medicines and ointments. In the case of Boots, to which one of these models is dedicated and whose first London stores we present in the form of historical photographs, one could find real creams, in the wake of the alliance between health and beauty which is a sort of leitmotif in this context of ours. Mrs. Florence Boot, an interesting female figure, understood this too: in the years between the 19th and 20th century she set herself to investigate the status of women, supporting female workers and launching philanthropic activities. The history of Boots is interwoven with the democratization of the right to personal care, and indeed to beauty, which has taken place over the last one hundred and fifty years and has grown into a veritable industry for the temporary “decoration” of the body. Among other factors, this has been fuelled by the collective need to draw on images of other faces and other bodies (through painting, drawing, photography, television, the cinema and internet), in order to select and copy the most attractive elements. Using any means available.

A tunnel of monsters, an anthology of excerpts from important films, chosen for us by the Fondazione Cineteca Italiana, offers a succession of faces in which the skin has been altered, and consequently the identity of the person along with his or her manner of expression and acting. Here we suggest a small digression on the aesthetic notion we, like Rosenkranz, call “ugly”, and whose function in a 19th-century vision such as his (but at least it was the first) was that of enhancing, by contrast, natural beauty.9
And so we have an art exhibition about skin, one that focuses attention on female beauty and its identity. A challenge that will provide various reactions of amazement and even some objections, such as those raised by Gillo Dorfles, who considers the linking together of skin and art to be murky and full of hazards. On the other hand, as Jean Clair wrote: “To paint a face, to find the right tone and catch its light, represented the challenge, launched from generation to generation; one that led from the rigid and stereotyped masks of Byzantine art, ruddy and furrowed with black lines, to the infinitely changeable, mobile and eloquent faces of the Baroque and Rococo, when the flesh really began to come alive, jolted by the electricity of Galvani and Franklin and invigorated by Lavoisier’s oxygen, which brought color to their cheeks.”10 The unknowable, indescribable, ineffable nature of the skin, whose qualities can only be expressed through their negation, in the divine as in the human, demonstrates that “in the long history of Western art, in this never-ending challenge to find the true color of the skin, a picture will forever be different from a photograph, but, better still, within the specific world of paintings – though the greater part may be only poor and deceptive simulacra – some of them have offered us a presence strong enough, more durable than what we receive from careless everyday gestures, so that we may intuit what we could call the mystery of the flesh, or rather, the mystery of incarnation”.11
We have sought to find a trace of this strong presence in every work selected for this exhibition and this book, boldly beginning from the late 19th century, from the heyday of the “discovery” of the skin and the role of pharmacies, which were the promoters of the alliance between beauty and health rediscovered again today to the detriment of the abusive approach of the more invasive and shocking operations on the face and body: microsurgery, injections, implants and “peelings”. Indeed the idea of an exhibition on skin might at first prompt this line of thought. And there is no lack of recent examples of exhibitions on the subject, two were held in 2008. The first, entitled Skin, took place at the Wellcome Museum in London, an excellent center for the dissemination of scientific knowledge, especially for children. Around the subject of skin a route of historical and scientific exploration was sketched out with contributions from contemporary artists, including little-known ones. Unfortunately, no catalogue accompanied the show. On the other hand, the exhibition entitled Sk-interfaces. Exploding Borders – Creating Membranes in Art, Technology and Society, mounted in Liverpool when it was the cultural capital of Europe, is recorded in a catalogue edited by Jens Hauser, its cover bearing a tactile work by Alan Ward. In this case the art was accompanied by examples from bio and nanotechnologies, including skin grafts and stem cells, digital and net art. Giuseppe Penone also participated with Guanto from 1972, a sort of visual chiasmus that shows the palms of the hands in negative/positive. It is work on touch, on the self-perception of the skin of his own body, as is the one Penone has lent us for our project: Develop Your Own Skin – 11th June 1970. Artists such as Stelarc, Eduardo Kac and, of course, Orlan, have examined the metaphors related to skin in contemporary society and with the impulses that their actions can offer science, within the limits it sets or goes beyond.

Orlan’s “carnal art”, whose objective is not to achieve beauty, but to show how the process for obtaining it is both impracticable and horrific, has led her, as is well known, to undergo plastic surgery numerous times in order to simulate the features of historical icons created by the male hand, from Leonardo to Botticelli. With her Harlequin in Liverpool, Orlan went as far as hybridization with the animal kingdom, based on the ideas of Michel Serres. To paraphrase Orlan: body and skin exist to be altered at will; therefore to accept the way they look naturally is outmoded and antiquated. 

Very much of the moment, though, appears to be the rediscovery of the health-beauty connection through skincare, the exaltation of the complexion and – why not? – its maximum splendor in relation to its age. Anna Magnani, like a brilliant herald, supported this process by asking the make-up artist on the set not to hide all the wrinkles that it had taken her a lifetime to develop! A number of media and cinema stars also seem to be aware of this (many articles nowadays emphasize the acceptance and exploitation of imperfections and signs of aging). 

And so, applying Rosenkranz’s approach to aesthetics, we start our journey with a 19th-century copy of Canova’s Venus italica, then proceed to what we consider to be the key period, the latter half of the 19th century, with the large Art Nouveau screen by the Prague artist Alphonse Mucha, where the floral flesh tones follow the four seasons. Next, Miss Marcelle Lender by Toulouse-Lautrec, alabaster with bright red lips (however, the young ladies of the houses of pleasure did not actually present themselves like this, as Jean Clair notes),12 and Amalric Walter’s perfect oval in glass paste, testify that each material has its own spirit and poetry, as Max Klinger said. On show by the author of erotic art, Austrian artist Franz von Bayros is La toilette: the young, freshly creamed body juxtaposed with the flaccid flesh and sagging breasts of the avid prostitute with the interrogating eye. Odilon Redon’s Beatrice reveals a delicate and magical consubstantiality within the surrounding atmosphere, full of unearthly light and with the pale-bluish flesh in the symbolist tradition of the great French artist, while Rodin’s seated woman, collected and loved by Giovanni Testori, reveals in this watercolor the sculptor’s mark and skill, with the flesh assuming different shades.

Representing the beginning of the 20th century is a woman, a great but little-known artist appreciated by the Futurists (Boccioni invited her to participate in their first exhibition in 1911). Her name is Adriana Bisi Fabbri and she presents us with three extraordinary works. From the large canvas portraying the major vices, where the livid color of the skin of devil-tempters is counterbalanced by the flesh of the various women – now almost beyond hope, yet still women with their skin – we move to a caricature version of Pollaiuolo’s lady, whose profile the artist has modified by means of a small surgical operation: that of tilting the nose upwards. The third and final painting is a moving one with the emblematic title Tranquility, the last the artist made before her early death in 1918. Here the skin color is transfigured, emitting heat and light into the atmosphere and receiving it in turn by osmosis.

Futurism colored and illuminated skin as never before. It made it dynamic and continuous with space. Delicacy of Roses by Giacomo Balla widens our horizons with regard to a certain part of the female body: the floral composition of tissues celebrated from the time of medieval chivalric literature to the various interpretations of the “origin of the world”. Alberto Martini, a brilliant visionary artist, who had he been of a different nationality he would be much more well known, opens his bride’s epidermal layers as if he had to hang up her skin (recalling the “apron-style” anatomy of the 16th century); he gazes at a strip of it and invites multiple interpretations and metaphors.

And how could we fail to consider hairy female skin? In the castle of Ambras, Ferdinand II, Archduke of Austria, kept a whole family of “hairy” men and women, afflicted by a rare condition that made them look like bears, living curiosities from the Wunderkammer painted by Gonsalvus. Even Duchamp, wanting to reinterpret the iconic Mona Lisa in the true classic spirit of Dada, gave her a conspicuous moustache. Then he added a photo, complete with commentary, of the Mona Lisa after she had gone to the barber and regained her female identity, calling the work Shaved Mona Lisa. Referring to his masterpiece Nude Descending a Staircase, Duchamp, in another photo, depicts himself while contemplating a male nude photographed in sequence, who corresponded to standards of beauty of the day: his most authentic male carnal dream. A selection of fifty of the most representative faces of Juliet within our context ornament the exhibition route, embellished by a number of jewels such as Violon d’Ingres (Kiki), Noire et blanche and Natasha, all by Man Ray. Then we have an illustrious “transvestite”: Alberto Savinio’s self-portrait as Penelope, complete with period make-up and hairstyle.

The exhibition is also well represented by major pop art artists, starting from the section on hygiene. Andy Warhol was obsessed with his own skin, which was affected by vitiligo from childhood, and even more by his hair, which is fundamentally related to the skin and which he covered with the famous silver-white wigs.13 By producing the image on the surface, thus negating the “depth” of the portrait, he treated female skin in an unmistakable way. Though the famous version of Marilyn on display and the covers of Interview may be well known, Ladies and Gentlemen will not fail to impress: the color of the black skin flows and spreads like abstract painting that takes no account of the contours of the figure beneath. A unique work on show is Maquette for Monica in the Bedroom by Tom Wesselmann, where the three dimensions allow one to complete the face in its absence, focusing on the fulcrum of the large sensual mouth. In Andres Serrano’s Magdalena, who floats in a fire-red cloak, the smooth dilated skin of the pregnant belly is set in contrast with the worn hands of a female worker to powerful effect. From the series Fatal Insomnia, Robert Gligorov’s Martina, milk-white as though covered in white lead, is halfway between a theatricality heading towards excess and a glamorous image. The Japanese twins in the elegant and meticulous photo by Yoshie Nishikawa set the ideal for the flesh of Asian women, evoked through the presence of a Western ceramic doll. The use of new technologies and monumental sculpture characterize Giuliana Cuneaz’s impressive Corpus in fabula, part of the Sub rosa cycle, in which monitors present the perfect face of a woman in dissolution, together with internal organs that interact with this large flayed, floral bride, whose flaps of skin – breasts, belly and limbs – resemble large petals falling.

A pale-colored foundation cream, eyes and eyelashes emphasized with dark colors, red-painted lips: the cosmetography of make-up is a legacy of theatrical tradition in all cultures. Here Bela Kolarova’s assemblage of false hair, make-up and other materials accompanies busts by Francesco Merletti that celebrate the make-up of a melancholy prima donna before and after a theater performance, together with the magnificent photos by Uliano Lucas taken before the performance at the Théâtre du Soleil.
The historical advertising posters for “Boots No 7 Serum” also provide very interesting graphic experiments and solutions, marking the introduction to the installation Metamorphosis, specially created for Women and their skin. It presents changes in the same model by means of six photos, six dynamic sequences that reflect significant moments in the history of 20th-century cosmetics. And while the face of Simonetta Vespucci becomes that of Marilyn in a setting created ad hoc by Omar Ronda, a magmatic figure flows in metamorphosis – Gillo Dorfles’s witch, painted in 2010. Marilyn is present a third time in a photo by Sam Shaw, who portrays her in a bathtub full of foam, from “The Paradise of Hygiene / The Hell of Modesty”. Abel Herrero’s Metropolitans, two large faces four meters in size, satisfy the search for an avatar of beauty, yet it is a metaphor of today’s youth, whose conformism without an ideological and cultural sensibility brings out that of the animal, camouflaging itself in the group and shaping a different humanity. A rare piece of experimental cinema from 1974 embellishes this review in the form of Double Portrait by the painter and filmmaker Marinella Pirelli, a discerning experimenter with the visual language of the Italian post-war period. Dedicated to Vincenzo Agnetti, who is present in the film with his celebrated Self-Portrait (1971), When You Saw Me I Wasn’t There is an uncontrolled film the artist made of her own face. “The camera is my partner, each of you is now my partner.” To seduce us, as Lucia Aspesi wrote, are “the rays of light, the skin’s texture, the out of focus shots and the grain of the sound.”

The subsequent sections deal with themes essential to our theme. In relation to female beauty, topics such as tattooing and identity benefit from contributions from the Museo del Tatuaggio in Milan and from Luisa Gnecchi Ruscone. Among instruments, artifacts and testimonies, the investigation into the tattooed female face reveals surprising and arcane solutions in the most diverse cultures, especially when it comes to emphasizing the beauty of a face.14 As an accompaniment to this exploration are the extraordinary photos by the Algerian photographer Lazhar Mansouri: faces of women of all ages transport us to the North African setting between the Fifties and Eighties. In Maddalena, Merletti combines his signature style with a touch of Pulp Fiction, while with Andrea Chisesi’s Maria we move elegantly into the dimension of the novel Siberian Education by Nicolai Lilin. Neti neti (neither open nor closed), a work especially created for this project, is a conceptual contribution from the young artist Maia Sambonet. A further ad hoc composition comes from the musician, actor and architect Luigi Maio, who agreed to elaborate a shared passion for The Master and Margarita, offering everyone his accomplished graphic approach, but above all composing verses that turn the book into a work to be recited. The same applies to the interactive contributions by Grazia Gabbini and Pietro Pirelli. Gabbini’s Sur-face is a constantly changing macro-surface of paper, in the same way that the skin is elastic, alive and breathing. The work consists of a basic structure of gorgeous colors: a module repeated in variations, like the cells of the skin, different in form but also in function. Pietro Pirelli is a musician who surrounds the observer with his visual works of art. Noted for having played Sciola’s stones over a long period of time, in 2009, with his mother Marinella, he used Rilke’s poetry to experiment with the first Hydrophone, a kind of sensitive lamp that by means of water turns sound into a source of light. The hydrophone made for this exhibition is a drum whose skin, vibrating via sound and touch, produces a visual result that the artist compares to the fascination aroused by the beauty of the female body. Karl Prantl’s precious Stein zur Meditation also invites touch.

Sound, vision and tactility (the sense of smell is evoked by Man Ray’s bottle of perfume Champ d’Amour) come into play at the end of the exhibition. Contributions by Beba Restelli on Bruno Munari, and Loretta Secchi on the way images are constructed for the blind, accompany the works: teaching charts for the blind, including masterpieces of art history, objects and scientific instruments to contemplate through the contributions of two dermatologists, Leonardo Celleno and Massimo Papi.

The hope is that visitors to this exhibition and the readers of this book will be stimulated to reorient their spirit in another direction, exactly in the way that Nietzsche meant when he said that “the snake that fails to shed its skin dies”. 
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