






















"Untitled" (Go-Go Dancing Platform) 

Felix Gonzalez-Torres 

1991, wood, light bulbs, acrylic paint, 
and Go-Go dancer in silver lame bathing suit, 

sneakers, and Walkman (when installed publicly) 
21.5 X 72 X 72 in. 

Installation view: Felix Gonzalez-Torres 
·Every Week There is Something Different"

(week two). Andrea Rosen Gallery, 
May 2-June 1. 1991. 

CThe Fehx Gonzalez•Torres Founda110n. 

Courtesy Of Andrea Rosen Gallery, New York. 

Pt1010 by Peter Muscato 

aching human desire to connect with others (in this case. the curators visiting the studio), that is 

the motivating force behind Studio Visit and Sola's work in general. Ultimately the act of bravado 

in Studio Visit is tempered by considerable ambivalence toward Hollywood's one-dimensional 

representations of masculinity, and reveals instead Sola's intense desire to appropriate self

conscious artifice as a means to initiate conversations about things that are real. that really matter. 

Therefore. in a larger sense, Sola's work asks: to what degree does veracity or even plausibility 

depend upon affirmation through representation in mass imagery? In other words, what is 

really real-what we feel and think, or what is seen by mass audiences and therefore accepted 

culturally? Those representations of culture as distributed through conventional means. like the 

mass entertainment of Hollywood or. indeed, the rarefied and authoritative environment of the 

fine art institution, or what we hold true on a personal level? 

Sola also raises these questions in his piece Film Actors Make Conceptual Art (2005), in which 

he provides a small group of actors with an ample and diverse supply of low-tech materials 

such as duct tape, cardboard boxes, styrofoam cups. wood, and aluminum foil. These common 

materials. while not unfamiliar to viewers of contemporary sculpture and installation art, 

nonetheless lack the iconic references to high art (unlike, say, oil paints, easels, and brushes). 

At the exhibition's opening reception, using these quotidian materials, the actors-as-artists 

are invited to create art. The only parameter assigned to the actors/artists is the boundary of 

the pedestal-cum-stage on which they are situated, like ·untitled" (Go-Go Dancing Platform) 

(1991) by Felix Gonzalez-Torres, in which a well-built male dancer wearing only sneakers. 

tight underwear, and headphones, dances on a platform in the gallery for an unannounced 

5 minutes. The residue of Film Actors Make Conceptual Art-the pedestal/stage and the 

artwork made that night-remain on display throughout the duration of the exhibition. Like a 

trusting film director with an ensemble cast. Sola lets the actors/artists improvise with the 

materials offered in their rendering of contemporary art. Again, it is his desire to appropriate 

a Hollywood construct, a situation, one that weds conventions of fine art and popular cinema, 

for his critical intervention and participation. What is actually created by the actors/artists, and 

how that product is received by audiences. matters less. For Sola. it is a given that Film Actors 

Make Conceptual Art is both an unmediated event and, conversely, an entirely fabricated one.' 

1 I'm reminded of a passage in A Heartbreaking Work of Staggering Genius (Vintage Books) by Dave Eggers in 
which the narrator, while waiting in a hospital's ER to learn of his friend's status after an attempted suicide, 
describes vividly his own uncomfortable self-consciousness in this moment because he's already seen 
·echoes of similar experiences in television. movies, books. blah blah." He goes on: ·so instead of lamenting 
the end of unmediated experience, I will celebrate it, revel in the simultaneous living of an experience and its 
dozen or so echoes in art and media. the echoes making the experience not cheaper but richer, aha! being
that much more layered, the depth luxurious. not soul-sucking or numbing but edifying, ramifying."
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Sela's creative contribution in this piece exists in his determination of the terms on which 

signifiers of the movie industry (actors) relate to the accepted art space (gallery) and familiar 

materials (art supplies. pedestall. 

Similarly. in the ·ruins· series (2005) Sola asked curators at museums where his work has 

been exhibited to select and email him pictures of the exteriors of their institutions. Sola then 

renders in watercolor the fac;ades of these institutions precariously perched on piles of rubble. 

as if they themselves are subject to the threat of creeping erosion. Sola describes these images 

as employing the cinematic structure of the action film, which relies on destruction of iconic 

structures that we if not cherish then at least take for granted. such as Independence Day (1996), 

in which the White House is blown up, or 

Escape From New York (1981'. which, you 

might grimly recall. depicts. among other 

things. a jet airplane flying into a lower 

Manhattan tower as well as a glider landing 

atop one of the towers of the World Trade 

Center. In the way people in Los Angeles 

might make a film about the destruction of 

Los Angeles. such as Miracle Mile (1988). 

rn which the entire city gets destroyed. 

or Volcano (1997). which centers around a 

volcanic eruption in the La Brea Tar Pits 

and features museum guards evacuating 

the paintings from a Hieronymus Bosch 

exhibit at the Los Angeles County Museum 

of Art. Sola appropriates strategies from the 

Hollywood industry by implicating and using 

the people within the cultural institution 

under examination-i.e .. the curators-to 

produce the images in this body of artwork. 

By submitting images of their museums to 

Sola, the curators at those institutions. like the makers of those blockbuster Hollywood films, 

are participating in the spectacular fantasy of the ruin of their very own institutions (and in all 

likelihood rendering images of their own obsolescence as well). 

Sota says that, as an audience member, there is a kind of perverse pleasure in seeing 

Hollywood depictions of one's world in ruin. something cathartic or perversely comforting 

about seeing, for example, a futuristic Los Angeles as in Blade Runner (1982) or. back in 1981, 

Film Actors Make Conceptual Art 

2005. film actors. paper. paint. plastic wrap. 

rope. wood, tinfoil, styrofoam cups. duct tape. 

saw horses. cardboard boxes, platform. 

dimensions variable 

photo by Sally Pelerson 
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obviously pre-9/11, a tower in lower Manhattan being impaled by a jet airplane. I think the 

comfort is not necessarily in the act of seeing depictions of ruins, but in our ability to leave 

the theater (or the gallery) after having done so reassured that Los Angeles, or wherever we 

live, is more or less intact, at least for the time being. In the ·ruins" series Sola appropriates 

Hollywood narrative conventions to subjugate his and our anxiety about seeing what we 

cherish destroyed. His work relies on the simple feeling that in times of turmoil or transition 

(that is, all the time) we can derive illusory comfort from the notion that something, anything 

that is familiar, however flawed, is still intact. 

Joe Sola goes to great lengths to create a world in which he gets precisely what he wants: 

that is, ability to interact with others within a cinematic construct, even if that construct means 

getting pummeled by a football team or jumping through a window. In using cinematic tropes 

(and, indeed the physical mechanics of cinema) as he does, Sola has devised a method of both 

critiquing the power of Hollywood cinema. as well as participating in it. Using this strategy 

and these tools, Sola creates complicated work that celebrates its own accomplishment but. 

importantly. simultaneously depicts the familiar feeling of not getting that for which one 

yearns, despite the effort, the really sincere effort, and the very strong desire. Beyond the 

initial humor of much of his work lies a disturbing. uncomfortable. very human vulnerability. 

The images in Sela's work-hands trying to but never quite meeting (Army ranger reaching 

far new spirit warrior (from the mankind project) Near Mulholland Drive. Los Angeles>. grinning 

through the pain of being bombarded by a team of football players <Saint Henry Composition) 

laughing giddily after jumping through a window (Studio Visit), iconic cultural institutions 

sitting precariously on piles of rubble ("ruins· series), a thrilling roller-coaster ride with 

hot porn stars <Riding with Adult Video Performers)-are funny at first. Yet they add up to 

representations of frustrated desire, an urgent craving. a longing for intangible satisfaction. 

Like cutters, who feel alive because they can see the blood flowing from their own skin, Sela's 

work, though not as directly abusive of the body. reflects a keen desire to feel something. to be 

here. now. Is it really real. this thing I think I have? Is this it? 
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umbrella in that famous Lautreamont quote appropriated by Andre Breton and the Surrealists, 

art becomes the context of comparison making.2 The Saint Henry football players and the 

employees of the County Museum appear in Sela's work as themselves, but with a crucial 

caveat: they have been made to rehearse and enact their occupations before the camera. They 

have been estranged from their everyday lives in relation to the process of the shoot. which is 

as openly structured as that of any Hollywood film. 

By openly dramatizing the process of documentation. Sola clouds the facts of what the image 

shows. From the first moment, that is, he actively undermines belief in the image in favor of a 

suspension of disbelief. As noted, the appearance of the artist-as-protagonist at the center of 

the work is our first critical cue. but the same 

holds true even when the artist is not visually 

present. Either way, gentle infiltration is 

Sela's modus operandi: the artist, manifestly 

"post-studio," inserts himself into a 

succession of outlying worlds, contaminating 

their homogeneity. and also by extension 

their credibility, their status as "real worlds." 

On the surface. this would appear to be the 

exact inversion of a prior idea of art serving 

as a zone of purification. but this is to ignore 

the purity of the image one ends up with. 

One especially telling instance of just such a 

pure image may be found in Riding with adult 

video performers (2002). a short video in 

which Sola piles into a roller-coaster car with 

a group of physically impressive porn stars 

and then records their combined experience 

of the ride with a hand-held camera. Over 

and above the fact that it is more "straight" in 

its orientation as documentary-there is no editing, no montage, of the subject matter; whatever 

happens on the ride happens as well in the film-purity here involves a precise calibration 

of internal oppositions which are so evenly torqued that the result is somehow free-floating. 

Here. again, the artist appears as an emblem of normalcy. Although a member of the artistic 

community, he is simultaneously representative of the generic audience that has infiltrated 

the very center of the frame and. as such, he is also the mean against which the physical 
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Riding with adult video performers 

2002, digital video with sound, 

1 minute 25 seconds 





















Men in Black 
2002. watercolor on paper. 11 x 15 in. 



Ghost busters 
2002, watercolor on paper, 11 x 15 in. 




















































