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EDITORIAL  
 
A capa da décima edição da Revista MODOS é fruto de um deslocamento. Em dezembro de 2019 
o Grupo MODOS realizou seu VII Encontro, na Escola de Belas Artes da Universidade Federal da 
Bahia, cujo tema foi O Ensino da História da Arte na contemporaneidade. A reunião de dezenas de 
pesquisadores envolvidos com o tema estendeu-se para o subúrbio ferroviário de Salvador, para 
conhecer o Acervo da Laje.  Casa, museu, arquivo, escola, biblioteca, espaço cultural, galeria, tudo 
isso e muito mais identifica o Acervo da Laje, localizado na rua Nova Esperança, no bairro de São 
João do Cabrito. Tudo começou quando o casal José Eduardo Ferreira e Vilma Santos garimpou 
obras, adquiriu outras, resgatou algumas no lixo e começou a exibi-las na laje de sua casa, 
valorizando os artefatos e as produções realizadas nas próprias periferias, espécies de não-lugares 
para os poderes públicos. Na medida em que a atitude se transformou em um projeto (de vida), 
desde 2010, o acervo foi tomando toda a casa, virando um museu singular. Nesse caso, a periferia 
não foi ao museu, localizado em algum bairro nobre no centro de Salvador, amplo, asseado, seguro 
e organizado, procurando ser instrutor e disciplinador de ideias estéticas dominantes, distantes das 
comunidades suburbanas. Foi o museu que chegou à periferia, criado na e para a periferia. E é nas 
suas idiossincrasias que o museu se configurou em termos de acervo e expografia. 
 
A primeira sede do Acervo da Laje, portanto, é a primeira moradia do casal, cujo acesso se dá por 
um beco estreito no meio da comunidade, no emaranhado de outras tantas casas e pequenos 
estabelecimentos comerciais. Entra-se pela cozinha, rodeada de fogão, pia e panelas, e, do 
corredor, já tomado por obras, alça-se uma escada íngreme, acessando um corredor e dois 
cômodos. Desse andar, chega-se à “laje”, com mais corredor e três salas. Quadros, canecas, fotos, 
altares, placas, esculturas, azulejos, carros, santos, orixás, gravuras, máscaras, conchas, souvenirs, 
moedas...Todas as superfícies têm peças, das mais variadas origens, materialidades, 
conformidades, dispostas em configurações aparentemente caóticas e desconexas, como uma 
espécie de expografia da marginalidade. Das janelas, vê-se a arquitetura inconfundível da periferia, 
com suas várias lajes, sem diferenciação entre figura e fundo, pois a comunidade está refletida nas 
obras lá dispostas, representada por sua diversidade, singularidade, criatividade e lógica própria, 
bem distante dos olhares controlados da História da Arte. 
 
Sem mais espaço para crescer o acervo, o casal adquiriu outro terreno, em uma nova área de 
ampliação do bairro, e construiu a segunda casa, distante a 20 minutos a pé da primeira, para 
acomodar mais e mais obras, além de espaços educativos, cujas atividades são coordenadas por 
Vilma Santos. O marido, José Eduardo Ferreira, não é apenas um colecionador amador, entusiasta 
da causa da estética e da cultura, sabendo verbalizar e fundamentar suas ideias e propostas, com 
discursos de competência e clareza. O Acervo da Laje é um espaço fundador de outra realidade, 
tanto pelas escolhas do que acolhe quanto do modo de expor e explorar os objetos para o seu 
público. Protagoniza resistência, superação e sensibilidade no esforço do não apagamento da 
existência da vida nas periferias, valorizando suas práticas artísticas e produções culturais, fazendo 
a comunidade perceber a necessidade da arte e os efeitos de sua privação. Ao lado de várias peças 
do escultor Adilson Baiano Paciência, artista já falecido da comunidade, resgatado por José 
Eduardo, há outros anônimos, “invisíveis”, alguns de renome, até do mainstream, coisas de arte e 
coisas do dia a dia, numa babilônia de imagens desafiadoras para a compreensão da inescapável 
relação entre arte e vida que, nas comunidades, está irremediavelmente relacionada à imagem das 
lajes. De um símbolo de luta por sobrevivência e moradia na precariedade e marginalidade, a laje 
se faz redentora e reclama por outras histórias da arte, menos elitistas e soberbas, que respeitem a 
diversidade das poéticas humanas. 
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Da mesma forma que conhecer o acervo soteropoloitano possibilitou novos deslocamentos 
epistemológicos, temporais, estéticos, críticos e geográficos, os textos da décima edição da revista 
MODOS tomam o trânsito, a viagem, o exílio, a ocupação, a adaptação, a migração como focos de 
análise. Guillherme Moreira Santos investiga a tensa adaptação crítica das obras Minimal Art do 
ambiente artístico estadunidense para a 8a Bienal Internacional de São Paulo de 1965. O 
pesquisador analisa textos críticos sobre o conjunto de obras enviado pela delegação estadunidense 
à Bienal, destacando as avaliações de Walter Zanini e Laís Moura. Já  Melissa Rocha discorreu 
sobre como a produção visual reage às violências institucionalizadas. Por meio de um compilado de 
registros das barbáries que permearam as últimas décadas, ela constrói um trajeto referencial 
imagético – via fotografia e arquivos apropriados pela produção da arte contemporânea – que 
evidencia rastros de violência e dominação característicos dos mecanismos de poder.  
 
Os grandes sistemas da arte contemporânea e seus mecanismos são o tema de Janaína Xavier, 
que nos apresenta os deslocamentos entre obras produzidas no espaço da primeira grande 
residência artística brasileira e o acervo do Museu de Arte Contemporânea do Paraná. A 
pesquisadora revisitou os arquivos da residência artística de Faxinal das Artes, que ocorreu em 2002 
no município de Pinhão, no interior do Paraná, e detalhou seu programa sob curadoria de Agnaldo 
Farias e Fernando Bini. Identificou ainda pouco mais de uma centena de obras incorporadas à 
coleção permanente da instituição e as dificuldades de sua musealização. 
 
A uruguaia Alejandra Muñoz e a italiana Stephania Portinari dedicam-se a pesquisar grandes 
instituições expositivas e suas práticas curatoriais na Europa. Muñoz apresenta-nos a história da 
Manifesta (evento bianual itinerante realizado na Europa desde 1996) e o Vila Sul (programa de 
residências do Goethe-Institut Salvador-Bahia). Ela examinou as contribuições de cada edição da 
Manifesta na configuração de uma plataforma de debate, produção e promoção artística 
contemporênea, e um balanço dos três primeiros anos de atividades do programa Vila Sul e suas 
consequências. Portinari, por sua vez, empreendeu uma aproximação crítica da obra de Maurizio 
Cattelan, mostrando-nos como detalhes de instalações criadas pelo artista tornaram-se dispositivos 
para ativar práticas interpretativas, estéticas relacionais e pós-produções em reconhecidos espaços 
expositivos. A autora elucida as interpretações oriundas de mal-entendidos e que ajudaram na 
fortuna crítica do artista italiano. 
 
Em seguida, temos o dossiê "Intersecções do exílio: redes artísticas transnacionais, associações e 
colaborações" que reuniu artigos de nove pesquisadores de diferentes procedências e filiações 
institucionais interessados em propor novas leituras sobre a circulação e mobilidade de artistas e 
agentes culturais e sobre suas experiências criativas e comerciais no exílio. A migração ou o exílio 
são aqui entendidos como desempenhando papel crucial na criação e difusão de ideias e na 
(re)definição de contextos artísticos locais. As análises propostas projetam, assim, uma imagem 
complexa e global dos diálogos artísticos e das práticas criativas, discutindo seu potencial de 
introduzir novas questões estéticas e políticas e novas coordenadas culturais e, consequentemente, 
lançar olhares críticos sobre os cânones estéticos estabelecidos ou oficializados. 
 
Em rede e pela rede (on line), novos deslocamentos foram realizados neste número da revista 
MODOS, permitindo reunir pesquisadores de diferentes geografias, que trazem reflexões sobre 
experiências artísticas particulares, enfatizando as condições de exílio, a partir do dossiê, e 
apontando para o fato de que a arte depende de circulações, associações, colaborações para ser 
dada a ver e a ser refletida pela história da arte, também devedora dessas mesmas características 
para garantir sua existência e persitência. Especialmente as histórias da arte nos exílios nos 
lembram que nem sempre há condições favoráveis para artistas, críticos e historiadores da arte se 
expressarem com liberdade em seus países de origem, quando a relação entre arte e política entra 
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em conflito, por vezes com consequências violentas. A arte, com sua condição libertária, com a 
inteligência e a sensibilidade de suas visualidades, foi cerceada em alguns momentos e por certos 
governos, forçando outras condições de criação e ação. E, se a história parece se repetir na 
atualidade, em uma caótica demonstração de ignorância, intransigência e preconceitos por alguns 
dirigentes do governo federal, é preciso retomar as histórias (da arte) de momentos semelhantes 
para relembrarmos os efeitos nefastos das repressões e evitarmos ameaças que tolham a inevitável 
potência da arte de fazer ver e pensar, seja nos museus e galerias, nas escolas e universidades ou 
nas lajes das periferias. Porque é preciso resistir.  
 
Agradecemos a todos os autores pelas colaborações, aos pareceristas pelas avaliações, aos 
revisores pelo cuidado. O esforço de cada um é uma forma de resistência. A eles dedicamos mais 
um número da revista porque acreditamos que existem muitos MODOS de respeitar diferenças e 
diversidades, mas é na condição artística que, irremediavelmente, elas se fazem visíveis e 
presentes.    
 
Maria de Fátima Morethy Couto 
Marize Malta 
Emerson Dionisio G. Oliveira  
Editores 
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Maurizio Cattelan 
 
 
Dra. Stefania Portinari 

 
Como citar: 
PORTINARI, S. Bidibidobidiboo: details of deception and irruptions in 
Maurizio Cattelan’s inventions. MODOS. Revista de História da Arte. 
Campinas, v. 4, n. 1, p.9-18, jan. 2020. Disponível em: 
˂https://www.publionline.iar.unicamp.br/index.php/mod/article/view/4
524˃. DOI: https://doi.org/10.24978/mod.v4i1.4524. 
 
Imagem: Maurizio Cattelan, Bidibidobidiboo, 1996, instalação. Arquivo 
da autora.  
 

https://www.publionline.iar.unicamp.br/index.php/mod/article/view/4524
https://www.publionline.iar.unicamp.br/index.php/mod/article/view/4524
https://doi.org/10.24978/mod.v4i1.4524


 
 

 

 
 
MODOS revista de história da arte – volume 4 | número 1 | janeiro - abril de 2020 | ISSN: 2526 -2963 

10 
 

 

  

Bidibidobidiboo: details of deception and irruptions in Maurizio 
Cattelan’s inventions 
 
Bidibidobidiboo: detalhes dos embustes e irrupções nas invenções de 
Maurizio Cattelan 
 
 

Dra. Stefania Portinari* 
 
 
 
 
 
 
 
 
Abstract 
Maurizio Cattelan's poetics is filled with wrong and irreverent details. It can be a pigeon inside a room at 
Venice Biennale or a chasm in the floor of a museum, it is the inscription "Hollywood" in the wrong place, it is 
a strange door in an alley of Chelsea in New York, an ambiguous word in a sign or a stolen expression in an 
interview. Details of stories and interiors then become devices to activate interpretative practices, relational 
aesthetics and postproductions, to create misunderstandings because – as the artist claims – "truth is only 
the moment when you claim something like yours". 
 
Keywords 
Maurizio Cattelan. Detail. Nancy Spector. Nicolas Bourriaud. Venice Biennale. 
 
Resumo  
A poética de Maurizio Cattelan está repleta de detalhes incorretos e irreverentes. Pode ser um pombo em 
uma sala da Bienal de Veneza ou uma fissura no chão de um museu; a inscrição "Hollywood" no lugar errado; 
uma porta estranha em um beco em Chelsea, Nova York; uma palavra ambígua em uma placa ou uma 
expressão roubada em uma entrevista. Detalhes de histórias e interiores tornam-se, portanto, dispositivos 
para ativar práticas interpretativas, estéticas relacionais e pós-produções; para criar mal-entendidos porque 
– como afirma o artista – "a verdade é apenas o momento em que você reivindica algo como seu". 
 
Palavras-chave 
Maurizio Cattelan. Detalhe. Nancy Spector. Nicolas Bourriaud. Bienal de Veneza. 
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In Maurizio Cattelan’s work, detail is something amiss, false, irreverent, provocative, misleading but it 
does also indicate a revelation: it’s a pigeon at the Biennale or a real hole in an art gallery floor, a door 
in a Chelsea alley in New York City that opens onto a “Wrong Gallery”, or an ambiguous word in a sign 
or a stolen expression in an interview. Details of stories, interiors and architectures thus become devices, 
helping him to create misunderstandings and irritations, but also to activate interpretive practices. 
 
The first detail is a stress, a pronunciation matter: though the artist was born in Padova, and hence his 
surname in Veneto dialect is pronounced Cattelàn, he is now mainly known as Càttelan, as has 
happened with a number of other oxytonic or foreshortened surnames which have suffered the same 
fate (such as the Benettòn clothing brand), who after becoming famous abroad, attempted to use a more 
“Milanese” or Anglicized pronunciation and, together with Vanessa Beecroft, Cattelan is in fact probably 
the most famous Italian artist on the international scene from the '90s1.Sometimes his 'wrong' details are 
so insidiously hidden: it is the case of a work of art where the title is partly counterfeit: Bidibidobidiboo is 
the title of a well-known 1996 piece by Cattelan, exemplary in its use of minute details and in its evocation 
of a specific interior design, depicting a squirrel which has committed suicide in a mini-kitchen, but 
inspired by a tune from the 1950 Disney film of Cinderella. The chorus, sung by the Good Fairy as she 
magically transforms the pumpkin into a carriage and the mice into white horses, thereby changing 
Cinderella’s social status, is “Salagadoola mechicka Boola bibbidi-bobbidi-boo”, and not Bidibidobidiboo. 
And that fake title may already provide a clue to the possible interpretations of the piece. 
 
While the detail opens up various possible meanings and is a code we have to interpret, the title would 
suggest a happy ending, a transformation, but in actual fact the opposite seems true: centre-stage is a 
squirrel – so not a mouse as in the fairytale, and in many literary tales for children and adults alike – 
sitting on a chair, with its head lying on a small table with a yellow Formica top, with a glass next to it, 
while behind it we see a small sink, abandoned crockery and a water heater on the wall. Its paws hang 
limply down, directing our gaze to a revolver that has fallen to the ground, the essential revelation which 
immediately clarifies what has happened. It all seems to have taken place in a doll's house kitchen, 
rather than in an architect’s scale model, but the setting is a 1950s bourgeois kitchen which on the one 
hand accurately reflects the modernist dream in post-war Italy of better living conditions, proving itself 
the rightful heir to the 19th-century theories of America’s Beecher sisters or the so-called Frankfurt 
Kitchen by Austrian architect Margaretha Schütte-Lihotzky, presented at the Bauhaus exhibition in 
Weimar in 1923 (Bois; Reinhold, 2019), or Luisa Liverani’s House of the dopolavorista for the 1930 
Monza Triennale, while on the other hand it still expresses a symptom of modest social class. So the 
magic spell doesn’t seem to have worked: it doesn’t look like a scene from a children's fairy tale, but 
rather a cry of despair.  
 
The curator Francesco Bonami underlines the fact that Cattelan often makes use of animals treated with 
taxidermy in his work, evoking situations from cartoons, because he claims that, as in the animated film 
Bambi, this leads the viewer to empathize and thus seek to share the feelings of the protagonist: this 
also holds true for the squirrel, which resembles one of the Disney pair Chip 'n Dale, thus leading us to 
wonder just what happened to his partner (Bonami 2003: 81). Sometimes the stuffed animals actually 
become an alter ego for Cattelan, like the donkey sent to pick up the honorary doctorate from the 
University of Trento that Cattelan had been awarded in 2004; he also started his creative career as a 
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furniture designer in Forlì, in the 1980s, and after meeting the designer Ettore Sottsass created a 
catalogue of his own anthropomorphic creations, including the Cerberino table, which he sent to various 
galleries to promote his work, so he’s certainly used to creating sets. 
 
Bidibidobidiboo was purchased by the collector Patrizia Re Rebaudengo at London’s Laure Genillard 
Gallery in 1996, later leading Guardian art critic Mark Brown (2012) to wonder “Is it a meditation on social 
mobility?” also noting, however, that “no one was ever going to transform this squirrel, living in such 
dingy surroundings with little hope of escape to a better life. It was, in every sense of the word, stuffed”. 
So this may be “a much more personal piece”, since "the kitchen is modelled on the one Cattelan grew 
up in and the artist has talked about how his mother accidentally left a hot iron on the yellow Formica 
table. To save it, his father sawed off the end with the burn mark leaving the family to always eat their 
meals on an absurdly shrunken table” (Brown, 2012). As the artist does enjoy trying to hoodwink his 
audience, we can’t tell whether this story is true, like a statement he made elsewhere, saying it evokes 
the kitchen of his ex-girlfriend, whom he had gone to live with when he was still very young: that would 
make this not so much a representation of suicide due to debt problems, but rather of a jilted lover taking 
his own life. 
 
However, the squirrel is not just a fast-disappearing rodent – hiding behind disguise and mockery is one 
of Cattelan’s specialties – but, according to an allegorical interpretation of the Renaissance, it has the 
power to awaken from death, as it does every spring when it comes to the end of its hibernation, an 
apparent death, as symbolized in Lorenzo Lotto’s 16th century Portrait of spouses (1523-1524), in which 
the husband is seen pointing his forefinger at a squirrel lying asleep on the table, holding a scroll in the 
other with a Latin inscription, "Homo numquam", or "Man never", i.e. unlike the small squirrel, man never 
wakes up from death (Gentili, 2000: 5-38). Perhaps then, as in fairy tales, thanks to the miracle implicit 
in the title, so too the protagonist of Cattelan’s apparently so cynical piece really will be resurrected... 
moreover, as we learn from Joseph Beuys in his 26 November 1965 performance at Düsseldorf’s Galerie 
Schmela, entitled How to Explain Pictures to a Dead Hare, wild animals have a special relationship with 
the land and its deepest secrets, and thus embody the spirits who have a far better grasp of the magic 
inherent in art than the general public do. And in 1993, Cattelan had held an exhibition at the Massimo 
De Carlo gallery in Milan, closing the gallery to the public, as Beuys did, and the only way of seeing the 
artwork inside was through a slit in the gallery entrance: Untitled (1993), made up of a little teddy bear 
moving back and forth on a tightrope, powered by an electric motor, and it was on that occasion – says 
Bonami – that Cattelan first represented “human feelings grafted onto an animal's form” (Bonami, 2003: 
78). 
 
Cattelan has been making use of stuffed animals since 1995, including dogs, mice, donkeys and horses, 
generally personifying them, making them into narrators of a story, through their poses or by giving them 
something to “wear” and using the title to hint at its meaning, as in the 1995 piece Love Saves Life, 
evoking the Grimm Brothers’ four Town Musicians of Bremen, where the animals save each other from 
the robbers by teaming up together, or in Novecento, a horse hanged up at the ceiling (Verzotti 1997), 
maybe recalling Bertolucci’s film masterpiece, a metaphor of the difficult rite of passage from one century 
to another. Some of the most successful artists of the 1990s used stuffed animals (Hoffmann, Mallouk, 
Plummer, 2016), such as Damien Hirst, who debuted with the so-called Young British Artists, and was 
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commissioned by the collector and advertising tycoon Charles Saatchi to create The Physical 
Impossibility of Death in the Mind of Someone Living, made up of a tiger shark preserved in formaldehyde 
in a vitrine. Hirst's piece, however, acts as a memento mori, somewhere between a butchery 
scene/autopsy table and a valuable Renaissance study displaying the wonders of the natural world, 
though set in a frame reminiscent of Sol LeWitt’s white minimal art structures (an attitude that Cattelan 
has never had, even in works such as Love Lasts Forever, from 1997, because he retains such a strong 
sense of sarcasm). However, taxidermy had already appeared in New Dadaist combine paintings, such 
as in Monogram (1955-59 Stockholm, Moderna Museet) and Canyon (1959) by Robert Rauschenberg, 
one with a taxidermy goat and the other with an eagle, but depictions of animals also abound in the 
paintings of the 1980s, both the artists of the Transavantgarde (Enzo Cucchi’s donkeys, pigs and dogs, 
Mimmo Paladino’s crocodiles and lizards), and in Basquiat’s paintings.  
 
American critics, but also Nicolas Bourriaud, often claim Cattelan is part of a “noble” lineage handed 
down from Italian Arte Povera, because of what they interpret as a certain “naturalism”, because of his 
use of nature-related items and “poor” subjects, in the sense of “minor” ones, such as beasties or ropes 
but – although he himself boasts of having known Alighiero Boetti (who is also one of critic Hans Ulbrich 
Obrist’s favourite artists) – he has no desire to explain a passage of vitalist energy, as in Arte Povera, 
nor does he use the natural world in all its manifestations, having no plant matter (such as wood, straw, 
lettuce), ice or metals in his work. He is totally immersed in a post-pop and post-modern international 
universe, if anything with a post-1980s Italian feel to it, a time when the economy was still thriving and 
there was no place for that same bitter mischievous irony that appears in the paradoxical situations 
staged by Jeff Koons, who knows how to take a little children’s toy and turn it into a monument in Puppies 
or create provocative puppets of celebrities in ceramic or marble, as reflected even in advertising 
campaigns for many international fashion brands. If anything, he aims to challenge a certain "morality" 
and an Italian “condition” from which he intends to escape. Most of all he wants to épater le bourgeois: 
remembering schooldays (as in the 1997 Charlie don’t surf, with details of hands pierced by pencils), 
and as much as for Bel Paese (1994), the title of an old book and therefore a figure of speech, but also 
a recognizable brand of an Italian cheese, ready to be devoured by the most various appetites. So is a 
reason of resentment for the public his trio of “puppets” depicting children hanging from a tree in Cordusio 
Square in Milan in 2004: they are actually an evocation of Pinocchio's story, hanged on a oak, because 
Pinocchio is a sort of alter ego for Cattelan, as in Daddy, Daddy (2008), but also a statement against our 
opportunism, when children are the focus of rhetoric but then terrible things happen to them often right 
in front of everyone’s noses. 
 
Just as the Stone Dead dogs (1997) at Castello di Rivoli and Good Boy (1998), which look as though 
they are fast asleep, propped up on an armchair or in the corners, are alienating because they look as 
though they’re alive, they lack the hyper-realistic yet false textures of Duane Hanson’s work, and create 
a trompe l'oeil effect, evoking famous ancestors such as the stone dog at the feet of Ilaria del Carretto’s 
reclining figure. You need to look at them very carefully and closely to ascertain whether they are stuffed, 
and if this causes horror we should remember that up until about the 1960s taxidermy was a common 
way, especially in the countryside, of remembering of our faithful friends. 
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So the detail of the pose here is fake, but pretends to be true: it looks like they’re asleep, but they’re 
dead. The peculiarity of the “material” used on one hand makes the scene seem true, while on the other 
the details of the installation and their apparent rigidity raise suspicions.  
 
What’s more, Cattelan himself said that, even before he started working as an artist, he was struck by 
the sight of Michelangelo Pistoletto’s Mirrors which he had seen in an art gallery in the city of Padua, in 
Italy, which create an alienation by pretending there are other people in the room, doing so by applying 
cardboard cutouts and then screen printing on the surface: he is fascinated by deceptive details and 
stuffed animals are a perfect citationist deception. 
 
Apart from anything else, he also fits into an irreverent Italian tradition, dare I say typical of the Po Valley, 
ranging from the artist Gianfilippo Usellini or the writer and painter Dino Buzzati’s giant cats, ancestors 
of the giant cat skeleton Felix (2001), to Piero Manzoni’s Artist’s Shit, given that his magazine is called 
Toilet Paper. Indeed, Cattelan worked with his magazine and the Seletti brand to create a series of 
objects showing irritating, apparently household, details, and an exhibition curated by him in Turin in 
2014 was entitled Shit and Die. He has also worked in advertising and his taste reflected the typical 
1990s climate using disturbing details, like the photographer David LaChapelle did, but without any of 
his fetishist obsession, preferring to use opportunity as the mother of invention, just as in the 1960s Pino 
Pascali had worked on the TV prime-time advertising programme Carosello and probably also taking 
inspiration to that invented world that had created “strange animals” such as Bristle Worms or The 
Dinosaur, made up of multiple modules of incongruous matherials, in other words: of details. 
 
Cattelan’s modus operandi is not a ready-made solution, but rather a postproduction, in the sense 
intended by Nicolas Bourriaud: he takes a real situation, rather than a piece already done by others, and 
transforms it into a surprising opportunity (Bourriaud 2002). 
 
That is what happened at the 1993 Venice Biennale, in the Aperto section curated by Achille Bonito 
Oliva, in the sub-section run by Francesco Bonami. Cattelan stated that he had sold the space to a 
perfume company to promote a new fragrance, so as to avoid the embarrassment and the fear of 
competing with other artists, because – he claimed – he would be "afraid of big machinery like the 
Biennale", that “it’s just a big fair. It’s like a big window where all people come to stare”. The room indeed 
held a large poster advertising of a mysterious perfume, but looking at the details on the label, turned 
out to have been invented by Lancetti just in 1993, under the name Suspence. Cattelan's work, however, 
is titled Working Is a Bad Job (1993): so of course he used the operation with full awareness, creating 
the legend of his shyness, while it must not be forgotten that reproducing packaging of consumer 
products was a speciality of Andy Warhol’s, a reference artist for Cattelan and the neo-pop movement 
in the 1990s. 
 
At the 1997 Venice Biennale, curated by Germano Celant, he presented Tourists, consisting of 200 
stuffed pigeons on the roof trusses of the Italian Pavilion: apparently, the intention to evoke the state of 
neglect into which the pavilion falls between exhibitions came to him during an earlier visit, but these 
typical Venetian presences at the exhibition itself, high above other artists’ pieces, keeping watch from 
above in a sort of less scary Hitchcock-style nightmare, simultaneously playing a prank on the artists 
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featured in the exhibition and its visitors for whom, as the title shows, they are a doppelgänger.  And the 
detail that makes them alienating, irritating and funny at the same time is that the ground is covered with 
real pigeon excrement, in a room where other artists as Enzo Cucchi and Ettore Spalletti were exposed 
(Celant; Soldaini, 1997). In an interview with curator Nancy Spector (2003: 18), Cattelan claimed he 
"really just take advantage of the exhibition situation”, because he likes “all the little stories behind the 
work”, and he represents the pigeons again, but as an invasion using 2.000 of them, with the title of 
Others, at the 2011 Bienniale curated by Bice Curiger2. 
 
Significant details in Cattelan can also refer to the list of materials his artwork is made of, which give the 
effect of an illusion, or the microscopic rendering of plastic detail, thus creating the illusion that allows us 
to focus on a vision and – together with the incongruous pose – create provocation, as in the case of the 
Ninth Hour (1999) in which a life-size effigy of Pope John Paul II, recreated by specialists using a 
mannequin with an effective mixed media of wax and fabric, is hit by a meteorite: this becomes a B-
movie sci-fi-style event, but also a quote from the absurdism of René Magritte. The shards of glass 
around him are a narrative clue telling us what has happened, suggesting that the stone came crashing 
through the glass windows of a church during a service, and – as the title suggests – at the hour which, 
according to the Gospels, was when Jesus died on the cross. Then, once again, the detail of the hour 
specified in the title is a possible key, which on the one hand leads to a comparison with martyrdom, 
even sharing a destiny with other famous leaders like him who were attacked, from Martin Luther King 
to Kennedy, but also with the tyranny of the "modern age", of the future, over the pompous rites of the 
Church, so much so that during one exhibition some Polish Catholics – offended by the contempt they 
saw in the pose – damaged the piece in protest. 
 
One gossip detail is that in 1998 – just the year before – the well known Venetian writer Tiziano Scarpa 
published a story in which a pope was caught by a landslide in the Dolomites (a place dear to the real-
life Karol Wojtyla), remaining “imprisoned by a boulder, lying on the ground with a broken leg”, and when 
he was saved decided to revolutionize his life, “stripping off his identity”. The novelist stated with no little 
irony in a spoof self-interview in 2004 that Cattelan’s piece was quite different, since  
 

there was a lot of work behind rendering the details in the Ninth Hour. The complexion, the 
clothes, the porosity of the rock, the shards of glass. An artist has to take the trouble to 
show these things, and the risk of getting it wrong, or putting on a pile of mere kitsch, is 
always lurking just around the corner. Ninth Hour continues to impress me in its visionary, 
almost brash, power... But at the same time it’s also a very elegant piece (...) explicitly 
political, halfway between blasphemy and a satirical joke (Scarpa 2004). 

 
Similarly, Him (2001), featuring a kneeling Hitler, with real human hair but a slender boy's body, is also 
impressive for its lenticular precision: both in his facial features and pose, pleading for forgiveness with 
clasped hands and tiny perfectly-clipped fingernails, as well as in the fine cut of the rather bourgeois 
cloth. With his back to the public, he only reveals his alienating identity when approached, alluding to 
the nightmare that Hitler may have survived, so much so that in 2012 when the piece was displayed in 
the Warsaw ghetto it aroused a storm of controversy3. 
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In Boris Groys’ Art Power (2008), the chapter titled "The Hero’s Body: Adolf Hitler's Art Theory" points 
out that the figure of the hero is exalted by totalitarian regimes such as Fascism, National Socialism and 
Nazism, and the hero's body is transformed from a medium into a message, that “distinguishes a hero 
from a non-hero”. He notes that the dictator was thus not only obsessed by the thought of being admired 
in the present, but also by whether he “would be admired and idolized in the indeterminate, indefinable 
future of eternity”. As  
 

Historically, Hitler embodies exemplarily the figure of a loser who was unable to bring to 
conclusion anything he started – not even the work of reduction and annihilation. 
Amazingly, Hitler succeeded in losing utterly, not only politically and militarily but also 
morally – something that is almost unique as a historical achievement, for defeat in real life 
is usually balanced by moral victory and vice versa. As an absolute loser in this sense, 
Hitler holds a certain fascination for our time, because modern art has always celebrated 
the figure of the loser – this is the very penchant for which Hitler condemned modern art so 
vehemently. We have learned to admire the figure of the poète maudit and the artiste raté 
who earned their places as heroes of the modern imagination not by victory but by 
spectacular defeat. And in the competition among losers that modern culture has offered 
us, Hitler was exceptionally, if inadvertently, successful (Groys 2008: 139). 
 

and this makes his apparition in Cattelan's installation even more disturbing. 
 
The artist is also an assembler of detail during interviews, in that he deliberately uses phrases taken 
from other people’s statements, or even sends others to be interviewed in his place, as he did at length 
with Massimiliano Gioni: that too – he claims – is an “opportunity to observe how I work”4. 
 
At times, though, detail is the wrong word: like the name of the exhibition space he opened in New York 
along with Gioni and Ali Subotnik, The Wrong Gallery, which mocks one of the fears of the art system, 
exhibiting in the wrong place with the wrong critic; or in his deliberate reversal of the letters in the sign 
for a trattoria in Milan, changing Carpaccio into Crepaccio (meaning Crevasse), and turning it into a 
venue for meetings and performances; or the Z for Zorro on a canvas in Untitled (1993) instead of Lucio 
Fontana’s slash, which Bourriaud also exalted as an example of the postproduction practised by many 
1990s artists, as he transforms “Fontana’s heroic gesture” into one “worthy of an operetta executioner”, 
using what he identifies as Cattelan’s typical creative procedure, taking a structure that initially seems 
familiar, or done by others, but undermining our perception of it by radically changing it (Bourriaud 2002: 
57). 
 
Finally, for his narrations Cattelan also uses true or invented architectures, making sets as if they were 
for a film, as he did for his first exhibition at the Daniel Newburg Gallery in New York in 1994 where all 
he used was a live donkey in a beautiful room with an elegant chandelier, titling the exhibition Warning! 
Enter at your risk. So not touch, do not feed, no smoking, no photographs, no dogs, thank you (re-used 
for the Frieze fair in homage to the gallery owner). It has references to the 1966 Richard Serra exhibition 
at the La Salita Gallery in Rome with live rabbits and chickens in wooden cages, or to the twelve live 
horses by Jannis Kounellis at L’Attico Gallery in Rome in 1969, or Joseph Beuys' American action I love 
America and America loves me (1974) with a coyote, but at a detailed level we can see that Cattelan’s 
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totemic animal is the donkey, not nearly as dangerous as feared, but also a symptom of the trick being 
played on us. 
 
He has put in place “misuses" of museums, has done the unforgivable: for example, he ran away on the 
eve of an inauguration, leaving a rope dangling from his window as if he were an escaped prisoner, even 
though the event was at a castle (2nd edition of Manifesta, at the Castello di Rivara in 1992); he created 
an effigy of himself peering out of a real hole in the floor in a room of paintings (Untitled, 2001 at the Out 
of Senses event, at Rotterdam’s Boymans Van Beuningen Museum) as if it were part of a Woody Allen 
film with robbers; with the curator Jens Hoffmann he invented a non-existent biennial, the Sixth 
Caribbean Biennial, in 1999 to mock the proliferation of such events, from which we have photos with 
his friends published in a book (Cattelan, 2001).  
 
In 2011, for his retrospective at the Solomon Guggenheim Museum in New York, he asked to create a 
monumental piece made up of his detailed artworks, entitled All (2011), an incredibly expensive 
installation, using his artworks from the collections of the rich and famous, as well as statically complex, 
because it looks like a vortex, the eye of a tornado, as everything hangs from the ceiling of the museum, 
with no other embellishments. That the work was intended as a whole, made up of individual parts, of 
details, like a Christmas tree, and not as a series of pieces for a true retrospective, becomes clear in the 
answer given by top curator Nancy Spector in the face of criticism: this isn’t a retrospective, but “a new 
latest work that contains all the previous ones” (Spector 2011: 63). Another way to gamble with the art 
system.  
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Notes 

* Stefania Portinari is Research Associate and Aggregate Professor in History of Contemporary Art at the Department of Humanities at 
Ca’ Foscari University of Venice (Italy). Email ˂stefania.portinari@unive.it˃. ORCID: ˂ https://orcid.org/0000-0003-4751-735X˃. 
1 Those observations are sharply and ironically reported also in a 'false' self-interview the writer Tiziano Scarpa wrote in 2004 for the art 
magazine Work. Art in progress, on the occasion of the laurea honoris causa in Sociology given to Maurizio Cattelan from the University 
of Trento (Italy), then published also on SCARPA, T. 2004. 
2 He expanded the installation to the whole pavilion, which meanwhile has changed its name from Padiglione Italia (Italy Pavilion) to 
Palazzo delle Esposizioni (Exposition Palace). 
3 As claimed the notorious exhibition Post Human, curated in 1992 by Jeffrey Deitch at FAE Musée d'Art Contemporain, Lausanne, that 
then traveled to Castello di Rivoli, Turin; Deichtorhallen, Hamburg; Deste Foundation, Athens and Israel Museum, Jerusalem, which 
showed works by artists working on the concept of hibridated or artificial body, as Matthew Barney, Jeff Koons, Christian Marclay, 
Charles Ray, Cindy Sherman, Mike Kelly, Felix Gonzales-Torres, Damien Hirst. In their vision a 'new' postorganic and manipulated body, 
American works of art have always a sort of more realistic violence, while Italian ones are more ironic, or are inspired by story or 
chronicle, as for Cattelan. Many of those artists also made use of hiperrealistic sculptures, as for Him. Ten years after he made it, he 
exhibited it in the Varsavia ghetto, raising great protests: the realism of its details, despite its 'strange' dimensions, is so impressive to 
become disturbing. 
4 Nancy Spector, interviewing Cattelan, is concerned about the truth of his statements, she feels responsible for what she will write about 
their conversation. He responds: "but, you see, the truth is not out there. It’s just the moment that you claim something as your own. 
This is my truth; that is yours. Besides, if we use other materials, you will still have the opportunity to observe how I work, and I will have 
the opportunity to learn more about other people". "When I read other interviews, there are always parts that strikes me, and I ask myself, 
‘Why don’t just take this section since it’s so interesting?” (Spector 2003: 18). Cattelan uses sometimes to cut up phrases picked up by 
other people, or from famous ones; also his magazine Permanent Food is made by collages taken from other magazines. In those years, 
interviews seemed a new way to make art history or to create a specific way to be a critic and is particularly promoted by Hans Ulrich 
Obrist (but this method has a long story behind, since the Italian art critic Carla Lonzi in the 1970s, as in her Autoportraits that reports 
interviews with 13 artists, taken by a recording device, edited in 1969). See also (Choi, 2004). 
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