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 !
N° 86 - Felicitas 
Pablo Pijnappel !
15 May - 26 June 2005 
SMBA, Amsterdam !
Interior of taxi. Daytime, 
sunny. !
Monday morning. The sun is 
shining as always. The water 
of the bay gleams in the 
distance, as the taxi driver 
n e g o t i a t e s w i t h e x t r e m e 
difficulty the steep and 
winding little streets of 
Santa Teresa. Copacabana, he 
says, in a half questioning 
tone, to the beach? ‘Posto quatro’, I confirm. From my little window I 
occasionally catch a glimpse of Christ the Redeemer, blessing the blue air 
above the city with his reassuring, inviting body language. Past Botafogo 
beach, the water dotted with hundreds of little sailing boats, through the 
tunnel, then a right turn into the Copacabana boulevard, past the 
meandering patterns of Burle Marx’s street mosaic. The intensity of the 
first-time experience mingles with the spontaneous pleasure of recognition 
- without ever having been here, you’ve been here many times before. !
The mechanism known as ‘memory’ is composed of an intricate web of little 
cogs and wheels, and sometimes appears to operate quite randomly. Something 
as banal as tying your shoelaces may suddenly trigger a brief flashback 
from your childhood or a recurrent recollection of a traumatic event. At 
other times, remembering is an active, deliberate process: thinking back 
nostalgically to a happier, more carefree time, for instance, or recalling 
someone who played an important part in your life. The memory’s filing 
cabinet is a large and hybrid structure, biased by emotional responses and 
seemingly lacking order. Minuscule details take on enormous significance, 
and conversely, major lines dissolve into an impenetrable grey mist of 
disjunctive events shorn of visual or other associations. !
The sharing, shaping, transformation and interrogation of memories underlie 
much of contemporary artistic production. After a period in which art 
shadowed contemporary reality as closely as possible, in which artists set 
out to appeal directly to their audience in the here and now and tried to 
forge a personal bond, there now seems to be a renewed interest in the past 
and in interpretations of memories from the past. Nostalgic and neo-
Romantic tendencies in painting and sculpture, re-enactment, the almost 
fetishistic interest in Utopian Modernist aesthetics: the present age has 
many moments of simultaneity, moments at which past and present come 
together in a reflexive process of processing and transformation. Artists 
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seem increasingly to entrench themselves in the artwork itself, and to make 
statements about now through what has already taken place. !!!
Interior, evening !
Andrew asks me if I have ever eaten sea-
urchin. I answer that I think so, but 
I’m not sure. He says he knows the best 
place in the whole of Rio to eat sea-
urchin. We all decide to go there, since 
everyone suddenly feels like eating sea-
urchin. When the taxi drops us off 
outside the restaurant, it turns out to 
be closed. Luckily, the best-but-one 
restaurant for sea-urchin in Rio is just 
round the corner. We are given a table 
by the window. I sit opposite Maya, who 
is irritated that the restaurant has a 
‘no smoking’ rule. She lights up 
furtively even so, but is ejected by the 
waitress after a few puffs. Now she is 
standing alone on the terrace. Andrew is 
sitting next to me and there are sweat 
stains on the back of his jacket. We 
drink sake from little wooden bowls.  !
Pablo Pijnappel’s work revolves around 
memory, the short-lived projection of 
the past in the present. It does not 
initially seem to be about evoking 
universal feelings of nostalgia: his 
frame of reference is too personal, too 
specific, for that. His filmworks always 
focus on the history of a single person. 
In 1921-1977 1979-, Andrew Reid and Felicitas it is someone from his 
immediate surroundings, someone who 
played a key role in Pijnappel’s family 
h i s t o r y : h i s g r a n d f a t h e r , h i s 
stepfather, and a family friend. 
Although diverse in their formal 
features, these three works are 
emphatically related, and can be 
r e g a r d e d a s a t r i l o g y , l a c k i n g 
chronological order. The characters in 
Pijnappel’s work are without exception 
adventurers, individuals who have left 
the beaten path in search of their 
d r e a m s . W h i l e t h i s i n c l u d e s 
investigations of the artist’s own 
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complex origins, the focus is largely on the stories of different 
generations of immigrants in exotic locations who are trying to take hold 
of their lives and to work out their identity. It is these stories that 
interest the artist - ultimately, Pijnappel’s filmworks are carefully 
elaborated stories as well as analyses of the conventions of 
cinematographic narrativity. 
 
In Felicitas, Pijnappel traces the 
history of Felicitas Baer (1910-2003), 
the daughter of a wealthy German 
industrialist who was compelled to flee 
to Brazil with his family shortly after 
the First World War. Felicitas Baer 
rapidly developed into a free-thinking, 
emancipated woman with a special talent 
for dancing. She became a dancer, later 
leading her own dance company, until she 
survived a plane crash in the Amazon 
region and was taken in by a local 
Indian tribe. She then lived with them 
for seven years. After returning to Rio 
she published Danças do Brasil (1958), a 
cultural and anthropological inventory 
of Brazilian indigenous dance, for which 
she was feted at universities throughout 
Latin America. A few years later a 
leading Brazilian anthropologist 
dismissed her book as unscientific. 
Disillusioned, Baer decided to return to 
the hinterland, where she lived among 
different indigenous tribes for twenty-
two years. She had a five-year 
relationship with one of the tribal 
chiefs, who presented her with a toucan 
w h e n s h e d e c i d e d t o r e t u r n t o 
civilisation. When she returned to Rio, 
Baer became front-page news because of 
her relationship with the Indian chief. 
The woman with the long white hair, blue 
eyes and the toucan on her shoulder 
became a familiar sight in the streets 
of Copacabana and she developed a firm 
friendship with Pijnappel’s mother, 
Maya. Felicitas Baer died in 2003. !
In Sylvia Kristel - Paris by Manon de 
Boer (2003), the actress from Emanuelle 
reminisces on the beginning of her 
acting career. With close-up images cut 
with location shots of the cities in 
which her story is set (Amsterdam, 
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Paris, and Los Angeles), Kristel gives two accounts of the same period of 
her life, but the two versions do not entirely correspond. Details differ, 
passages from the first story are omitted from the second, and vice versa - 
the memories are largely the same, but small discrepancies have crept into 
the nuances, and hence also into the tone. The film constitutes a superb, 
effective illustration of the intangible way the memory works, and the 
problematic meaning of the concepts of ‘truth’ and ‘fact’ in biographical 
portraits and history. At the same time, De Boer - like Pijnappel - 
examines the relationship between images and the spoken word, and explores 
the way in which a lively visual narrative can be evoked by combining long, 
relatively static shots with narrative text. !
Felicitas is composed of images, text and sound - the installation consists 
of a 16 mm film projection and four slide projections. Baer’s life is 
narrated in the slides, based on the memories of people from her immediate 
surroundings, who themselves grow into characters in a network of anecdotes 
and meetings in Copacabana. Against a background of still images derived 
from the personal records of those concerned, the subtitling constitutes 
the narrative backbone of the installation - it ‘tells’ the stories of the 
characters in Felicitas Baer’s surroundings. Images with text alternate 
with images without text, and text without images - or images as text. As 
in Chris Marker’s classic ciné-roman La Jetée (1962), the combination of 
still images and text produces a dynamic narrative development in the 
viewers’ imagination. Unlike Marker, Pijnappel bases his story on 
biographical fact, but Felicitas too is first and foremost a story, a 
construct, within which subjectivity plays a prominent role. Besides the 
subjectivity of the information underlying the script - interviews and 
witness statements - the artist emphatically creates a space for the 
viewer’s subjective experience, somewhere in the interpretive gap between 
word and image. The 16-mm colour film serves here to enclose the area 
within which this space is created: as in Sylvia Kristel - Paris this space 
consists exclusively of registering location shots (of diverse locations in 
Rio) that are of associative, contextual value in reconstructing the 
textual narrative. The diverse stories that are told in Felicitas encircle 
the protagonist’s identity, as it were, without becoming an authoritative, 
factual biography. If a photograph is a direct representation of reality, 
Felicitas is a collage, a network of interlocking stories, anecdotes and 
images that acquire significance in their mutual relations. !
Interior, night. !
We are all standing waiting for the little lift in the lobby of the 
apartment complex in Copacabana where Maya lives with her mother. Andrew 
says he will wait downstairs, as we get into the lift. It is 1 a.m. and the 
doorman has already gone home. Upstairs in the apartment Pablo and his 
girlfriend start arguing: she has no interest at all in going to a 
striptease bar. Maya keeps insisting it’s something you can’t afford to 
miss; it goes with Rio, it’s part of local culture. Her words have little 
effect. So I decide to go downstairs by myself, partly because Andrew is 
still there, waiting for us. Outside we hail a taxi. I have just enough 
money left for the fare and two admission tickets. Andrew now assumes the 
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role of guide. On the way he points out the street where he lives, in the 
apartment that Felicitas left to Maya after her death. !
The meta-narratives in Pijnappel’s work deal with themes such as memory, 
identity and dislocation. The setting of Felicitas, Rio de Janeiro (and 
Copacabana in particular), acquires a strongly metaphorical quality in that 
light: the city is the archetypal meeting place for wandering souls, 
adventurers and outsiders, the proverbial final destination for people who 
decide to burn all their bridges and to go in search of the unknown. There 
is an ironic discrepancy between this ‘artificial’ image of Rio, as 
portrayed in books, on TV and in films, and the protagonist’s longing for 
an unmediated, ‘pure’ experience. Baer is the outsider, the impulsive, 
intuitive, passionate adventurer, who is constantly trying to achieve 
liberation from a reality that is imposed from above. In many respects, 
Felicitas is a quest for ‘real’ histories amid the artificial constructs of 
Debordian Spectacle. In all her activities the protagonist is seeking to 
intensify her sense of reality, to experience extreme subjectivity, purity 
and beauty. In adopting this approach Pijnappel becomes a raconteur of 
alternative stories - the stories that have fallen outside the larger 
picture. !
Xander Karskens !
  !!!!!!!!!!!!!!!!!!!!!!!
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Xander Karskens, ‘Pablo Pijnappel. Felicitas’, Stedelijk Museum Bureau 
leaflet, issue 86, 2005 
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Wouter van Acker, ‘An interview with Pablo Pijnappel’, Extra City 2 
exhibition booklet, Antwerp, May 2005 
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Wim Peeters, ‘Pablo Pijnappel’, Contemporary, issue 79, p. 88-89 
Pablo Pijnappel 
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!
Kadist Foundation, Paris, France 

!  !
Rio (2005), 16mm film, 5 min (loop), courtesy carlier I gebauer, Berlin !
The work of Brazilian artist Pablo Pijnappel has a charmed relationship 
with the past. Combining the rare generosity of the storyteller with an 
intimate appreciation of the mystery of images, Pijnappel’s practice 
addresses the function, construction and many guises of narrative in our 
lives. Entitled ‘André’, this exhibition comprises three works: a slide 
projection, a 16mm film and a video. All three draw upon the artist’s 
biography and are linked, as in Honoré de Balzac’s The Human Comedy, by a 
single figure, Andrew — Pijnappel’s Scottish stepfather. !
The first of the three works, Felicitas (2005), a three-channel slide 
projection inspired by the history of a close family friend, is reminiscent 
of W.G. Sebald’s meditation upon exile The Emigrants (1993), but without 
the elegiac pathos. Three synchronized projectors tell the fragmented and 
wending tales, via captioned slides, of a whole host of predominantly 
European characters — Felicitas, Annette, Astrid, Michael, Maya, Andrew, 
França and others — and their extravagant, wandering lives, loves, petty 
jealousies, illicit activities and sometimes criminal pasts. Many images, 
in which Andrew and Felicitas are repeatedly seen, clearly come from a 
personal archive, while others are taken from newspapers. This mixing of 
the personal and the public reflects upon the pliable, narrative 
fungibility of images, whatever their origin. At times a single image is 
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used throughout a whole narrative sequence, such as when we learn that 
‘Dieter a.k.a. Michael’‘s smuggling enterprise goes belly up, becoming more 
mysterious, even nonsensical the more it is projected. Elsewhere, another 
is zoomed in on, as if to perform some apparently normal, yet ultimately 
inscrutable cinematic function. Much manipulation of imagery and narrative 
takes place, and it is intriguingly impossible to know just how much of 
this could be fact and how much fiction, rendering this work richly 
vulnerable to any number of associations and readings. !
Rio (2005), more of a footnote to Pijnappel’s practice than an autonomous 
work, is a short 16mm film that consists primarily of various views of the 
eponymous city. At one point, towards the end of the film, Andrew makes a 
cameo while dozing in a hammock in a sunlit apartment— a surprise that 
retroactively personalizes all the preceding anonymous metropolitan 
imagery. This work segues into Andrew Reid (2003), a video projection in 
the last room, which shows Pijnappel’s vain attempts on the phone to get 
his stepfather to travel from Latin American to Amsterdam to participate in 
a project. The frustrating and comedic conversations, which take place in 
Portuguese, are projected in English subtitles upon a black screen, 
periodically alternating with a female English voiceover that recounts 
episodes from Andrew’s picaresque life, which is visually complimented by 
brief clips from movies such as Romancing the Stone (Robert Zemeckis, 1984) 
or Fitzcarraldo (Werner Herzog, 1982). While Felicitas, both a multi-part 
narrative and a meditation upon narrative, expands beguilingly outwards, 
Andrew Reid is an altogether more personal affair, withdrawing into itself 
and taking from the viewer a little more than it gives. !
The overall feeling of ‘André’, however, is one of refreshing generosity, 
the will to seek, and a respect for and interrogation of the power of 
narrative. ‘To a greater or less extent, everyone depends on stories, on 
novels,’ wrote Bataille, ‘to discover the manifold truth of life. Only such 
stories, read sometimes in a trance, have the power to confront a person 
with his fate.’ Something of the magic of this histrionic statement is 
imparted here, constructing that magic as much as it takes it apart.  !
Chris Sharp  !!!!!!!!!!!!!
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Chris Sharp, ‘Pablo Pijnappel. Kadist Foundation, Paris, France’, 
Frieze(online), May 2008 
Exhibition: Homer, 2008 
carlier I gebauer, Berlin !!

!  !
Title:  Homer, 2007-2008 
Discipline: Three synchronized slide projectors, sound 
Duration: 15’00 min.  !!

!  !
Title:  Homer, 2008 
Discipline: Three synchronized slide projectors, sound 
Duration: 15’00 min.  !!!!
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Press release/ carlier I gebauer, Berlin !
We are delighted to have an opportunity to present Pablo Pijnappel 

alongside Paul Graham’s work, with Pijnappel representing a young, 

experimental artistic position that addresses the narrative structures of 

photographic images.  !
“Homer”, Pijnappel’s new installation, is a loose narrative based on the 

true story of Kevin Co, an American artist from a Filipino background. The 

slide show weaves together photographs and spoken text to create a 

narrative about the coming of age of the young man, who turned his back on 

New York at the age of 21 and went off to live quietly in the small city of 

Homer in Alaska.  !
By making it impossible to distinguish between fiction and documentation, 

Pijnappel picks up on his recurring autobiographical topic: the search for 

a father figure and emancipation from this figure through a journey into 

the geographical and cultural otherness of Alaska. The authentic biography 

of Kevin Co is adapted by the fictional character Spencer, whose story is 

intermeshed with Pijnappel’s in “Homer”. Pijnappel deploys self taken 

pictorial material of undefined origin that is however slotted together 

into a narrative as if in a collage. Their origin remains undefined, as in 

Pijnappels earlier works, not evoking the question of authenticity. “If you 

can reuse images that perfectly serve your objective, then why shoot them 

again? I don’t want to put more things on top of the pile. I just dig into 

this pool of already existing data“, to cite Pijnappel’s description of his 

slide collages.  !
Although the topic of adolescence and the analogous materiality of the 

three synchronous slide projections imbue the work with a certain 

romanticism, nostalgia is disrupted by the narrator’s monotonous voice and 

the slide projection that deconstructs the narrative flow. The monologue is 

spoken by the real figure, Kevin Co, who describes rather than narrating 

fragments from Spencer’s life on the fringes of civilisation in Homer. 

“Homer” is reminiscent of Sean Penn’s adaptation of Jon Krakauer’s “Into 

the Wild”, yet the form it assumes is that of the inverted negative of a 

Hollywood plot.  !
“Homer” is Pablo Pijnappel’s third solo show at carlier | gebauer. Pablo 
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Pijnappel was born in 1979 in Paris and studied at the Gerrit Rietveld 

Academy in Amsterdam und at the Rijksakademie. His works have been shown in 

numerous international exhibitions, inter alia at Kadist Art Foundation in 

Paris (2008), Künstlerhaus Bremen, Whitechapel Laboratory in London, the 

Slovakian Pavilion at the 52nd Venice Biennale, Artists Space in New York 

(all in 2007) und at Witte de With in Rotterdam (2006).  !
Exhibition: Homer, 2008 
Galerie Juliette Jongma, Amsterdam !

!  !
Title:  Homer Spit, 2007 
Discipline: Analog black and wihite print, framed/museum glass 
Dimensions: 35 x 44 cm !!!!!!!!!!!
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Press release / galerie Juliette Jongma !
Pablo Pijnappel 
Homer !
Gallery Juliette Jongma is proud to present Homer, Pablo Pijnappel’s second 
solo exhibition with the gallery. Pijnappel is currently on a Fonds BKVB 
residency in Paris, at Atelier Holsboer. Since his last exhibition at the 
gallery, Hotel Rio in 2006, he has exhibited widely in Europe, including 
solo shows at the Whitechapel, London (2007) and the Kadist Foundation, 
Paris (2008). Earlier this year, Pijnappel was awarded the prestigious 
Charlotte Köhlerprijs for the Visual Arts. !
In Homer, a three-screen slide installation with a voice-over soundtrack, 
Pablo Pijnappel reinvents himself as a storyteller. Narrative structures 
have indeed been the main focus in his oeuvre from his first work 
(1921-1977 1979-) onwards. By using methods of cinematic deconstruction and 
collage, and the superimposition of text and image in a number of different 
ways, the artist always tells one more or less conclusive story – typically 
about someone who is very close to him.  !
For his most recent work, Pijnappel visited his close friend Kevin Co, a 
native New Yorker of Philippine descent who decided to move to the fringes 
of American society, winding up in Homer, a small fisherman’s village in 
Alaska. For those familiar with Pijnappel’s earlier works, the profile of 
Co aligns effortlessly with that of his earlier protagonists: they are all 
creative eccentrics, who are struggling with the numbing chokehold of 
contemporary society, and are usually trying to come to terms with some 
kind of cultural dislocation.  !
Like Felicitas (2005), this new work is a three-screen slide installation, 
in which a story is told via voice-over alongside a sequence of images. The 
artist subtly toys with the conventions of his essentially cinematic 
approach to using slides: while the narrative is a fairly conventional 
linear one (based on both Co’s ‘real’ biography and Pijnappel’s own 
‘fictional’ memories, and describing a romantic away-from-civilisation road 
trip), the connection between narrative and image is complicated by the use 
of repetition, stasis, and (non-)simultaneity in the slide projection’s 
choreography. This way, Pijnappel expands and shrinks narrative space by 
breaking up the spectator’s gaze, making it shift between the three 
(sometimes two, or just one, or none) slide projections. !
Homer is Pijnappel’s first piece that combines slide projections and a 
voice-over, which is placidly recorded by the ‘hero’, Kevin Co. At the same 
time, it is the first work in which the artist breaks free from his own 
cultural and familial references. Still, the central character remains a 
proxy through which Pijnappel is able to weave his idiosyncratic fabric of 
first and third-person narrative, ‘found’ and self made imagery, pop-
cultural and cinematographic references (Sean Penn’s recent ‘Into the Wild’ 
echoes, for example), and existentialist quests. 
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Installation view 
Title:  Fontenay-aux-Roses, 2010 
Discipline: Synchronised slide projecter (79 slides) with sound 
Duration: 16’08 / 16’48 min !
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Duration: 16’08 / 16’48 min !
Press release / galerie Juliette Jongma !
Pablo Pijnappel 
Fontenay-aux-Roses !
'Out of the two hours you spend in a movie theatre, you spend one of them 

in the dark. It's this nocturnal portion that stays with us, that fixes our 
memory of a film.' (C. Marker) !

 The first time I watched La Jetée (1963) —the quintessential film by 
Chris Marker, made of solemnly still images — was during a class on 
experimental film by the British filmmaker Guy Sherwin, while I was an 
exchange student in the San Francisco Art Institute. It was shown from a 
beautiful 16mm copy in the original French version with English subtitles. 
It had a special resonance to me since it takes place in Paris, the city 
where I was born, but which I left at a very early age. I felt that my own 
memories of that city, which still remain very strong recollections, fit 
the idea of a certain type of nostalgia endorsed by the main character of 
the film — I believe that Marker is dealing in many ways with his trauma of 
the occupation in WWII (he was part of the resistance, where, some say, he 
earned his nomme de guerre from compulsively keeping notes). From then on, 
La Jetée became my favorite film of all times, and as I have watched it 
over and over again I learned to prefer the English version, which I have 
heard Marker also favors himself. That class was not only crucial to my 
practice for introducing me to that film, but also because, somewhat 
paradoxically, I understood there was another way of reading films as we 
watched the whole history of avant-garde filmmaking (Michael Snow, Bruce 
Conner, Stan Brakhage, etc) - including Sherwin's own astonishing black and 
white films that lay somewhere very closely between the realms of 
photography and cinema. Like most avant-gard filmmakers, he liked to 
express a certain disdain of narrativity — something I never shared, in 
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fact I'm very drawn to narratives — the only exception being La Jetée. It 
may have something to do with Sherwin’s self-proclaimed incapability of 
following a story when watching a film: he said his mind would drift every 
time a certain image or a moment in the story line stroke a chord in his 
thoughts, triggering a chain of associations, to the point where often he 
would find himself in a part of the plot that seemed totally 
incomprehensible to him as if he had just started watching it.    !
 In Rio, as a child, whenever I would go with my parents to the cinema, 
it was not uncommon that we would arrive so late that half of the film had 
already being played. I grew accustomed to have to infer what had preceded 
in the plot. Back in the 80's, cinemas in Brazil usually screened the same 
film through the course of a day and evening, and you were allowed to stay 
and watch it as many times as you would like. That consented me and my 
parents to never feel too pressed in being on time since we could just wait 
until the reel was rewound and watch the part of the film that we had 
missed. It was with great expectation that I watched the end credits roll 
by, as the other spectators left, then the trailers while the new public 
took their seats, and finally, confirm my suspicions about the beginning of 
the story, despite that it seldom lived up to the versions I had rendered 
in my mind.  !
 In the 90's, when it became fashionable to have films with a plot 
structure where act 3 would come in the beginning and act 1 in the end, the 
so called "3, 2, 1" structure, the most well known example being 
Tarantino's films, it was probably derived from the cable TV culture where 
while zapping through dozens of channels you could land many times in a 
random part of a film, most of the times of mediocre quality, that became 
invigorated by the mystery concerning the nature of its story; like when 
you overhear a conversation between strangers in a subway which inevitably 
is interrupted when either of you have to leave the train and you're left 
with a cliffhanger (to be continued...). The storytelling here is more 
about conjecturing what the story is, rather than being taken by the hand 
towards a rollercoaster of dramatic pathos. !
  Sigmund Freud in his first book, The Interpretation of Dreams, 
mentions that our recollection of a dream is nothing but a constructed 
memory of a far more fragmented and irrational unconscious impulse. In 
fact, Freud says that as we remember the dream we adjust events in a more 
coherent order and perhaps fill in the remaining gaps of an illogical dream 
sequence with ready-made thoughts from previous dreams or fantasies (e.g., 
day-dreams). He names this reflex of consciousness ‘Second Revision’; he 
claims it to be the same agent of our subconscious that makes optical 
illusion during our waking time possible, or sonorous illusion, for that 
matter (like hearing our name being shouted by a complete stranger, only to 
realize that the word uttered was actually very different). !
 I like to see the making of my stories, in essence, as investigations 
about stories where the product is like a forensics analysis: areas get 
fenced out to be examined, and evidence is removed from where conclusions 
can be drawn, but it leaves the connecting of the dots entirely to the 
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viewer – who becomes the de facto investigator.  !
 Georges Perec brilliantly makes a parallel between the storyteller and 
the jigsaw maker in the introduction of his novel "La Vie mode 
d'emploi" (Life: User's Manual)", which, for its narrative structure, uses 
the room-by-room description of a residential building in Paris: "We ended 
up deducing what is without a doubt the ultimate truth of the puzzle: 
despite appearances it's not a solitary game: each gesture that the player 
does, the puzzle maker has done before him; each piece which he fetches or 
fetches for a second time, which he caresses, each combination which he 
attempts and attempts again, each trial and error, each intuition, each 
hope, each discouragement, have been decided, calculated and studied by the 
puzzle maker."     !
Pablo Pijnappel 
Berlin, January 1, 2011 !
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