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F elix Gonzalez-Torres: Early Impressions gath-
ers unique working materials created by Felix
Gonzalez-Torres during his student years in
Puerto Rico, and places them in relationship to
works from his mature oeuvre, allowing us to
understand, for the first time, the genesis of
his influential creative process. Gonzalez-Torres
is one of the most significant contemporary art-
ists, and this exhibition focuses on his innova-
tive use of printed media: newspapers, posters,
and photographs. It is particularly appropriate
that this is the first solo exhibition El Museo
del Barrio has hosted which focuses on the
wark of Felix Gonzalez-Torres, as well as the
first which specifically considers his develop-
ment in, and interaction with, the Puerto Rican
island’s artistic community.

Curator Elvis Fuentes undertook this original
rasearch as part of a special presentation for
the Instituto de Cultura Puertorriqueiia'’s Trienal
Poli/Grafica de San Juan: América Latina y el
Caribe, which opened in December 2004. When
our Director of Curatorial Programs, Deborah
Cullen, saw this presentation, she immediately
began to plan with Elvis how to expand the
project and bring it to our institution. Their
work has resulted in this groundbreaking exhi-
bition. Any fresh inquiry which provokes new
understanding of Gonzalez-Torres’ tragically
short trajectory is important, and we are proud
to present this for the first time in New York. It
is consistent with the mission of El Museo to
foster new scholarship.

We are most grateful for the collaboration of
the Instituto de Cultura Puertorriquefa as well
as the Trienal Poli/Grafica de San Juan: América
Latina y el Caribe in this endeavor. Their orga-
nization of all materials from Puerto Rico al-
lowed us to present the project. We are also

indehted to the crucial guidance and assistance
of The Felix Gonzalez-Torres Foundation — par-
ticularly Director Michelle Reyes — and Andrea
Rosen and The Andrea Rosen Gallery, New York.

Their deep knowledge of Gonzalez-Torres' work

and intentions have made this exhibition stron-
ger. Additionally, we thank the many generous
lenders to the exhibition who have shared their
works with us and with the New York public.

This exhibition has been made possible with
the generous support of Agnes Gund and Daniel
Shapiro, and we are grateful for their continu-
ous championing of contemporary art and art-
ists. We thank Art Nexus, particulary Editior and
Publisher Celia Sredni de Birbragher, who, in
addition to providing media sponsorship of this
project, have co-produced this brochure with
us so that we might disseminate this original
research to our public. In closing, we acknowl-
edge Diageo North America and The Hispanic
Federation, who also supported this exhibition.

We hope Felix Gonzalez-Torres: Early Impres-
sions will spark renewed interest in, and un-
derstanding of, this important and deeply
moving work, while also contributing to our
understanding of the Puerto Rican artistic mi-
lieu between 1976 and 1988.

Julian Zugazagoitia
Director, El Museo del Barrio




Eéﬁx Gonzélez Torres: impresiones tempranas re-
tine materiales de trabajo creados por Félix Gonza-
lez Torres durante sus afios de estudiante en Puerto
Rico y los relaciona con trabajos de su obra madu-
ra, permitiéndonos comprender por primera vez la
génesis de su influyente proceso creativo. Gonzélez
Torres es uno de los artistas contemporaneos mds
significativos y esta exposicidn se centra en su in-
novador uso de soportes impresos; periddicos, car-
teles y fotografias. Es particulanmente apropiado que
ésta sea la primera exposicion individual realizada
por El Museo del Barrio gue se centra en el trabajo
de Félix Gonzalez Torres, asi como la primera expo-
sicién que considera especificamente su desarrollo
en y en interaccién con la comunidad artistica de |a
isla de Puerto Rico.

El curator Elvis Fuentes acometid esta original
investigacion como parte de una presentacion es-
pecial para la Trienal Poli/Gréfica de 5an Juan:
América Latina y El Caribe del Instituto de Cultu-
ra Puertarriqueia, que se inaugurd en diciembre
de 2004. Cuando nuestra directora de programas
curatoriales, Deborah Cullen, vio esta presenta-
cién, comenzo a planear inmediatamente con Elvis
como expandir el proyecto y traerlo a nuestra ins-
titucién. Su trabajo dio como resultado esta re-
volucionaria exposicion. Cualquier indagacion
fresca que provoque nuevas formas de compren-
der la tragicamente corta trayectoria de Gonza-
lez Torres es importante y estamos orgullosos de
presentarla por primera vez en Nueva York,

Estamos profundamente agradecidos de la cola-
boracién en este empefio del Instituto de Cultura
Puertorriqueda asi como de la Trienal Poli/Grafica
de San luan: América Latina y El Caribe. Su organi-
zacion de todos los materiales de Puerto Rico nos
ha permitido presentar el proyecto, También esta-
mos enh deuda con la guia y la asistencia cruciales
de la Fundacion Félix Gonzalez Torres —particular-

mente las de su directora Michelle Reyes —, y de
Andrea Rosen y la galeria Andrea Rosen de Nueva
York. Su profundo conocimienta de las intenciones
y del trabajo de Gonzalez Torres ha hecho que esta
exposicion sea mas fuerte. Ademas, mostramos nues-
tro agradecimiento a los muchos prestadores de la
exposicion que han compartido sus abras con noso-
tros y con el publico de Nueva York.

Esta exposicion ha sido posible gracias al genero-
so apoyo de Agnes Gund y Daniel Shapiro y esta-
mos agradecidos de su continua defensa del arte
contemporaneo y de |os artistas. Estamos igualmente
agradecidos de Art Nexus, particularmente de su
redactora-jefa y editora Celia Sredni de Birbragher,
que, ademas de facilitar apoyo mediatico a este pro-
yecto, ha coproducido este folleto con nosotros, de
tal manera que podemos diseminar esta original
investigacion entre nuestro publico. Por Gltima, ex-
presamos nuestro agradecimiento a Diageo North
America y The Hispanic Federation que también apo-
yaron esta exposicion.

Esperamos que Félix Gonzalez Torres: impresio-
nes tempranas despierte un interés renovado y una
comprension de este importante y profundamente
conmovedor trabajo, al tiempo que contribuya a la
comprension del medio artistico puertorriqueno en-
tre 1976y 1988.

Julian Zugazagoitia
Director, El Museo del Barrio



In Puerto Rico:

An Image to Construct

ELVIS FUENTES

'-.I.-;u': compilation and research of materials from
Felix Gonzalez-Torres's creative period in Puerto Rico
(1978-1985) has unveiled a history that was unknown
to many. These works in video, photography, print-
ing (Including some art pages in newspapers) lethers,
projects, and documentation of performances and

installations allow us to trace the origin and trajec-

tory of some of the artist’s concerns.

We know, for example, that his work was viewed
favorably by critics and contributed to fields like pho-
tography and the graphic arts, Gonzales- Torres's use
of Palaroid lechnology, of ephemeral printing, the con-
ceplual base of his work, and his experimentation out-
side the traditonal aesthetic framework resulted in
early recognition of his work,'

This essay presents some aspects of the relation-
ships between the artist's formative period and his
catalogued work. It summarizes a research project
currently in progress, but we believe it will be useful
b viewers.

It October of 1985, Gonzalez-Torres took partin the
“Nueva Folograffa Puertorriquena” (New Puerto
Rican Photography) at the Muscum of the Universidad
de Puerto Rico (UPR), Rio Piedras, with a series of fif-
teen works combining color photography and fexts,
We are not familiar with these works, but their fia-
tures can be deduced from the information gathered.

In the catalogue, which included a portfolio, we find
“Untitled” {1985), the Image of n sculpture that was
probably a public work and a poetic text, This is the
formal used since 1985, when Gonzalez-Torres pub-
lished his first “fotonovela.”* The artist's manifesto ex-
plaing the choice: “1t 1s difficult to separate the image
from the text. Our verbal articulation is a logical reac-
tion, immediately upon seeing an image. Even when
thers s no written text, "

The image/text is presented in various forma:
pages of periodical art (foforovelas), interventions in
postal art through printing processes (the image is
readymade, with postmarks and stamps), and pho-
topraphs showing commercial advertisements. Even
in his performances, Gonzalez-Torres often distrib-
uted a declaration, The text was part of the work and,
at the same time, it established a conlexl.

This chavacteristic was pointed out by the writers in
the “Muestra” catalog, According to Nelson Rivera,
Gonzalez-Torres's images mix with texts that refer to
the photopraphic act itself ! Liliana Rameos says that “this
bad conscience [of the usefulness of the photograph]
hardens in the fotonovelns the photographs reduced o
texls and the lexts risen to the level of photographs”.”

The image in the portfolio represents bwa male bod-
ies, nude and interwoven, It is an allugion to hamo-
eroticism, which appeared already in his earliest
publications.® The text reads: “The place [was] so pho-
tographic, he would have said, almost like a post-
card. The blue sky, the clouds, the exact moment...
Then he aimed the camera, Click..”

The ivonic counterpoint that results between an im-
age and it lext is common. For example, in Enwiron/
Mental Pollution (1980, six identicnl photographs show
a plant that dumps black waters on the beach. The
“apeeches” refer to television: sentimental, violent, and
commetcial scenes, A foomote explaing: “A long time
apo thete appeared this bomb that throws its residues
on the beach... Night after night my TV does the same."”

I other words, “An innocuous object from the mate-
rial world is allegorized in order to denounce TV s con-
laminant fufction [..] We are invited to discover
similarities between the excrementitial and the
mediatie..”

The same photograph heads the second insert, Lin-
forgettable Winds (1981).° Here it is a seemingly extra-
neotis element because it is followed by images of a
couple al the beach. The camera avaids their faces,
and the descriptions are impersanal. This contributes
to rarely the sequence, even as the link to the previ-
g Cie 18 H{P] icil.

Gonzalez-Torres rocycles motifs from his own
work; this can be confirmed by thumbing through
the catalogue raisorné, [e did this already in his ini-
Hal experiments, which do not record the origin of
many of his themes,

For instance, the paper maché masks used in Soci-
ety or The Melting of Society (1978), a project concelved
by Gonzalez-Torres and execuled in collaboration
wilh students Rosa Balsera and José Pérez Mensa,
along with a work that consigted of aline of ice blocks
placed in the Antonia Marlinez Square at the UPR,
perfarmed in 1978 and reviewed by the local press,
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Fallx Gonzaloz-Tomes. Cormtomimacidn ambismfimeital
{Frvlran/mental pallution). Printed In £ Noeve Dig, August 24,
1980, p. 19, 14 ¢ 11 Y, inches, Courtesy Archive of Casa Aliay,
%an Juan, Puorto Kico, Reproduced with the pemission of

The Follx Gongalez-Torres Foundatian.

reappear in the video Self Portrait 3 (1979) and again
in his series of platinum-on-palladium prints (1983.)
But their meaning varies. They refer, respactively, to
social eonventions that need to be deconatructed, the
limits of representation, and the game of veilings of
a taboo sexuality,

There are beach chairs in the insert Unforgetiable
Winds and the performance The beach is nice (1983).
Likewise, this element is used in two puzzles: “Un-
titled”, # 182 of 1991, and “Untitled” (Paris, Las! Time,
1989), # 55 of 1989."

Finally, the photograph of the sculpture in the porl-
folio is recycled as is one of the puzzles, “Untitled”, #
32 of 1988. Nevertheless, the text disappears or fol-
lows a different path. This intertextual relationship
reveals a change in Gonzalez-Torres’s proposal.

This change can be seen in the comparison belween
two works. The first was created by Gonzalez-Torres
for the “Public Art Bus Show” (1984.) The text in ques-
tion, alluding to militarism, was part of a diptych
alongside an image of the sky seen through palm
[ronds: “sometimes he had many nice dreams, mostly
about his weapon and his dufies. Nice.”"

Later, in a one-person show at Intar Latin American
Gallery in 1985, the artist prints only the phrase "I al-
ways wonder if men in uniform sleep better after per-
forming their duties,” The text gains independence,
becoming itself an image, as in the timelines of the
first “paper stack” in photocopy (“Untitled”, 1988, #
26). To “our verbal articulation” of the visual, Gonza-
lez-Torres opposes the transit from text to symbol '

|'im _i
i

IMow you, too, can own an original ,
| Viuma [l et

i

Fally Cianzalez-Tarres, Migntos inafvidables. (Unforgettable
Winds), Printod in The San Juan St January 11, 1981,
P13 14x 1 '.‘l Inches, Courtesy Archive of Casa Abay,
san Juan, Puerts Bieo, Bepraduced with the parmission of
The Felix Gonzalez-Tarmes Foundation.

Moving in this direction are the press clippings
reproduced in Gonzalez-Torres's posters and his lin-
guistic portraits. Moreover, the photos of inscrip-
tions in the monument of “Untitled” (Notural Fistory)
and the details of the letters are forms of the written
word, of typography and calligraphy. In the letters, he
plays with the ambivalence of the word, which means
both a written message and each of the symbols used
in writing. The letters join content and form and reach
the artist’s greatest asplration: “Content must be inte-
grated into the form, and vice versa.” ™

Why does the artist attach such importance assigned
to the letter? A study of the formative period and the
history of Puerto Rican arl offers some answers,

Poetic expression was what initially attracted Gon-
zalez-Torres amd began his course of study at UPE. In
1979, he published several poems and short stories ina
student publication titled Contornos. Later the visual
arts, video and photography, were to replace writing,
but he always found a way Lo incorporate it,

For example, the documentation of Rust; Dreatns on
an Iee Bed (1982) was published along with a text in verse
and prose, Likewise, the CEPA Gallery bulletin included
apoem titled Fetishism and information about the project
of “Fublic Art Bus Show” In Buifalo in 1984.

Another formative element in Gonzalez-Torres's
work is the graphic tradition in Puerto Rico. The mod-
ernist renewal in Puerto Rico took place through post-
ors linked to activities with a political reach, such as the
work of the DIVEDRCO starting in the late 1940s. Due
to its educational purpose, which required didactic texts,



anl the persistence of its practice, Puerto Rican poster
art vpened two paths: “letter-ism” and the eonceptual
variant af the graphic arts,

Also, the mass character of this production influ-
enced printmaking, especially the portfolios that be-
came a popular formatwith large print runs. The idea
was to bring art to the people. In terms of criticiam,
an analogy was made for posters with the metaphori-
cal expression of a “freed sheat.”"

Marking a turn toward the visual arts, Gonzalez-
Torres took for the first time a graphic arts class at
UPR. Some of the principles of this discipline were
to be assimilated into his work, especlally its com-
municative function, for the effectiveness of which
one can bring mass culture to bear, and the possibil-
ity of reaching o wide public.

Gunzalez-Torres used tosay that The New York Times
wag his source of inspiration. Indeed, upon becom:
ing a member of Group Material, he took part in an
art ingert in that newspaper. But hig interest in the
media has its roots in his Puerto Rican period,

The performance TV Empty-Empty (1979) consisted
of two people sitting in front of a TV mondtor withoul
a signal, while the artist read an ironic text about ev-
eryday topics related to television. Around the same
time, he published an epistolary short story titled
"..0ear TV,” a diatribe against the banality of the mass
maedia, His source of information, he declared, had
been the San Juan newspaper EI Mundo.

In his series of platinum-on-palladium prints, which
are like still-lifes, newspapers appear as background. The
narrative sequence describes a group of dolls being at-
tacked and devoured by toy caimans. The texts from the
newspaper are integrated into the anecdaote and work
like: speech (“It is soooo good... and so fregh! ).

Such selt-assurance demonstrates a profound em-
pathy with the graphic medium, where Gonzalez-
Torres recognizes a destabilizing power against the
mstitutional power of art. Taking as example o work
by Dionys Figueroa,” he comnments on “these anachs
ronistic notions [of what ‘is” and “isn’t’ appropriate
and elegant with regards to current creative media)
ma ke no sense once he dares 1o present a few thou-
sand Xerox copies as original works of art. The
power exercised by the artist through his use of pho-
tocopies of an image as a work of art is for many a
very dangerous act,”*

Thenewspaper pages with the comments “Now you
too can own anoriginal” and “Printed art 15 expanded
arl” prepare the field for an editorial concept. Genza-
lez-Torres planned an “exhibition of printed art” using
i his “gallery” an avant-garde publication, Reintegros,
dited by Liliana Eamos. Unfortunately, Five pages by
five aritsts (1984) was cancelled for lack of funds®

Gonzalez-Torres expressed himsell in photacopy,
postal art, posteards, and video art, which was seen
as an allernative to commercial TV, He was after a
typology or medium that allowed him an effeclive
communication and then democratization of art. For
him, the reproduction of the work of art “lays the
ground for an artistic Democracy.” Finally, he arrived
at the stacks of posters, the first of which was done
using photocopies,

The bibliography about Gonzalez-Torres has re-
interpreted this typology in relation to minimalist
art. However, documentary finds lead us o, Hret,
the mass reproduction implicil in the photocopled
declarations he distributed at his evenls and, sec-
ond, the poster art tradition.

Gonzalez-Torres valued the use of pholocopies and
usiel that medium. He made artist’s books, one of
which he exhibited in “1983 Artist's Books” at
ranklin Furnace, New York, and his livsl slack of
posters in photacopy (' Lintitied”, 1988, #2a).

Since the 1970s, Puerto Rican poster art has been
in crisis, The decline in production, the adoration al-
forded the masters, and the emergence of an ineipi-
ent market amaong other factors stimulated a practice
focused on technique, Posters became collector’s ob-
jects, created for the gallery in limited editions and
even signed. In this way, artists gave up the medium’s
mass potential and political function.

Coonzalez-Torress stacks are a parody of those “gal-
lery posters,” They locate themselves in a previous
moment; they bring to mind the packs of freshly
printed posters warchoused before being taken to the
streets and stuck to walls, Also, they reject traditional
art hc'l:hl'n't:[l.ua!:.1 in favor of mechanical means of re-
production,

In his performance Rust: Dveams ot au Tee Bed, at
Casa Abay on January 23, 1982, Gonzalez-Torres as
sumed the role of the tourist. After covering his body
in sunscreen, he laid down, wearing his awimming
trunks, an a block of ive. In his declaration published
in Figh Performance, he prompled vs to “Come and
enjoy/ comg and forgel.. You don’t have to be in.
valved/ vou don't have lo krow He land #2

The Beach (1983), a project that was never per-
formed, proposed an inatallation /video/perfor-
mance where the arlisl was (o 1emain on a sand
varpet while a slide showing a blue image of the sea
wias projected onto a wall® Two monitors to the
sides and loudspeakers were to broadcast record-
ings of beach sounds and news updates. “My pur-
pose is to show in a lyrical and denotative way how
the “beach’ subject is formed by contradictory ele-
ments. A metaphorical place of escape (vacation)
and a real and literal place of escape.”* He i refer-
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Felix Cionzaloz-Tares, Lo fmagen come prodictofioder, {The image as productipower). Printed in Revista Bominge, £ Nuea Dia, luly 26, 1981, pp. 1617, 2
pages. 14 % 11 Y, inches each. Courtesy Archive of Casa Aboy, San Juan, Pucrta Rico. Reproduced with the peimissian of he Falix Gonzalez-Tarees Foundatian,

Fillk Gonzalez-Torras, * Untitled,” 1991, Offset print on paper, endless coples. 7 Inches at ideal height x 45 Y, x 38 Y, inches, ARGH GF 199177, Phota;
James Franklin, € The Fellx Gonzaloz-Tarres Foundation. Courlesy of Andrea Rosen Gallery, Hew York,
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ring to the fact thal it is a place shared by refugees,
immigrants, and tourists,

This kind of work points in two directions. First,
the presence of the personal, is incisive in its earli-
est expressions, such as the short story Mario (1978)
and the video 10 years, 10 hours, 10 mothers (1979),
In them, Gonzalez-Torres explores the fragility of
the memory of a child forced to emigrate (“At the
age of ten you are a package sent to Spain,” he nar-
rates in the tape).

This fragility takes shape later in the series of
puzzles in which the artist condenses the visual and
the: literal with greal cunning. The impossibility of
remombering is expressed by in the Spanish phrase
“breaking one’s head®; in a figurative sense, it meana
thinking hard aboul something without being quite
able ta bring it to mind. The English word “remem-
ber” is transferred to a physical acton, remember-
ing, as a conatruclion of memory.

The second direction leads to the fallacy of the in-
nocuous image: “The image [...] is used constantly
in an attempl o establish structures of thought to
help preserve and reinforce the economic, political,
and social status quo. The most innocuous photo-
graphs, such as family pictures, contribute to this
[.-] Through the family picture, cultural roles like
patriarchal soclety are established [...] Everything
or almost everything hasbeen photographed, How-
ever, printed images still do not oceur through spon-
tanecus generation. Who decides what will be
reproduced 7?72

This awareness of an ideology or political force is
one of the essential features of Canzalez- Torres's
work, The tourist’s vacations and idleness are later
transformed into the jumbles of candy and bon-bons,
They both Lypify society and consumerist habits.
Likewise, the pholographs of symbaols taken from the
mass media (the Pope’s church, the Supreme Justice's
hand, Klaus Barbie’s family,) printed in the form of
puzzles, respond (o a deconstructive tactic that the
artist himself had set as his goal in 1981: “The image
is an instrument of codification, It would be facile to
use an analyeig of the mass media as 2 pretext for a
partial political critique.”

Experimentation in photography and the graphic
arts; a close relationsbip with the media, especially the
press; the importance of the text as image; a dialogue
with the tradition of the poster; and the themes of the
heach, memory, the migralory experience, and the fam-
ily are some of the threads that link the work of Falix
Gonzalez-Torres to his formative period in Puerto Rico,
The documents gathered [or this project allow us to
see some Jines of communication and demonstrate the
need to study this relationship in greater depth.

NOTLS

1. In his manitesto, he warned: "Many phatographers assume (he equation
of ‘Injustice and explaitation” with photographlc rmalism, slng i conventional
means of iepiesentation and presentation of the works, which maans a
simplistic attitude about the relationships between content and conventlonal
faeme: frames, mirvoes, proteciors, 'good’ phatographic printing, ete.” Falix
Gonzdlez, “The Image as Product/Powen” Domioge magazine, & Nueve
Dia (July 26, T981) 17.

2. EnvirondMental Pollitian (1980) accompanled Samuel Cherson's artlels
“Aitas (des,” in the Dominge magarine of £/ Nuave Dfa (August 24,
1980) 19, Accerding o Liliana Ramas Colladn, it was an *advertisement
for & 1980 videa exhibition." From hor essay “Untliled: Portralt of Feliz
Gonzalez-Totres [ Puerto Rico, 19801981 ArPremium (May 2005)
¥0. However, | disagree with this assessment, which negates thi work's
atitonomous character. The mitist deseribed [t as a “page of printed art"
i his curiculurn vitae at the Ume. Tha nate that refers ta the exhibitions
teviswed in Cheson's article of videos by Gongzalez: Torres must have been
added by the editors.

3. lelix Gonzalez, op. ct., p. 16,

4. Muses de Historia Antropologla y Arte, Universidad de Puero Rlce at fio
Fidras, Mieva Fotogralia Praortarviqiena (New Puerta Rlcan Photographiy).
Puerta Rico: Musea de Historia Antrapologia y Arte, Universidad da Puerto
Rico al Rio Fiedras, 1985, p, 2.

5. lhid, p. 4.

B, Fur gxainple, i the poems " Drégame de ldeas locas” {dedicated to his
friend Miguel} and "Hoy soy alegria® {which is read as gay and relnforces it
in verds like: "strafge germ of madnass, / | am a lifile comny flowes™), bolh
I Contarmos (Wol, IV 82, first somester of 1978-79),

1. Felix Ganzales, Faviran/Mental Pallttion, Printed arl page. Bomingo ma-
gazine, £F Mueva D (Aunist 24, 1980 14,

8, Lilkana Ramos Colladn, “Untitded: Bortrait of Fellx Gonzalez-Tomes in Puer-
1o Rico, 19801983, ArtFremium (May 2005) 10,

9. "Felix Gonzaler, Unforgeitable Winds" Sunday San Juan Star anusry
11, 1981} 12

10, The numbers indicated in these waorks corresponds ta the oider
established in the artist’s catalogue rafsonné, Dletmar Elger, Fefic Gonzales-
Tarres: Text & Catalogue Rafsonme. Germany: Cantz Verlag, 1997,

11, CEPA Gallery Bulletin, Buffaln, New York: November 1984,

12; Felix Gonzaler, op. cif, p. 17,

13. [dem. Ty

14, The Community Education Bivislon (DIVERCD) was a government
inftiativie. |t provided riral communlties with the necessary tools for the
betterment of their living conditions, Its educational respurees wera
directed tovard developing of the concapt of sell-help, Film, posters, and
the publication af childran's and didactic llterature ware the Toims
prediuced, DIVEDCD offerad emplayment for many arlists in its flm and
graphic arts, phatagraphy, and theatar workshops, twas closely linked Lo
the experences of tho Works Frogress Adminlsteatlon (WPA), implemented
by the Roosevolt administration in the United States in the 1930, ar
poster art in the context of the (HYEDCD, see Teresa Tid Ferndndee, £f
cartel oo Pueria Rica, San Juan, 2003,

15. Margarita Ferndndez Zavala, "Inscrites y Proscrivgys, desplazamientos
e la grdfica puertorriqueda,” Instiute de Culura Puertonmigueda, Trans’
Migraciones, fa grdfica como préctica artfstlca contempordned. San Juan
Polygraphic Triennial: Latin Amarican and the Carlbbear. San Juan: Instiu
1o de Cultura Puertorriquafia, 2004,

16. Teresa Tig, " B portafolios grificn o 13 hoja liberada," Instituto de Cultura
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una imagen por reconstruir

ELVIS FLIENTES

La compilacidn e investigacion de materiales de
la actividad creativa de Félix Ganzdlez Torres en
Puerto Rico (1978-1985), ha recuperado una histo-
ria desconoclda para muchos. Son trabajos en vi-
deo, [olograffa, impresos —incluidas pdginas de
arte en periddicos—, carlas, proyeclos y documen-
tacion de performances e instalaciones, gue permi-
ten trazar la trayectoria y el origen de algunas de
sus inquietudes.

Sabemos, por ejemplo, que su quehacer fue valorado
tavorablemente por la crftica y aportd en manifestacio-
nes como la fotograffa y la grifica. La tecnologia Polaroid

de impresién efimera—, la base conceptual v la expe-
rimentacion fuera del marco estético radicional’, redun-
daron en un reconocimiento temprano.

Este ensayo presenta algunas aristas del entrama-
do de relaciones entre la etapa formativa del artista
y s obra catalogada. Son el resumen parcial de una
investigacion on proceso, pero creemos gque ayuda-
riin al espectador. :

En octubre de 1985, Gonzdlez-Torres participd en
la “Nueva Fotografia Puertorriqueiin” (Musco de
la Universidad de Puerto Rico -UIPR-, Rio Piedras),
con una serie de 15 pit*:r.ns combinanda f:ﬂngrnﬂa
a calor y texto. No conocemos las obras, pero se
pueden deducir sus caracteristicas con la informa-
clim reunida.

En el catdlogo, que incluia un portafolio, aparece
Sin thule (1985), la imagen de una escullura —pro-
bablemente piiblica— y un texto poético. Bs el for-
mato ulilizado deade 1980, cuando publica su
primera “folonovela™, El manifiesto del arlista ex-

plica la eleccion: “Es dificil separar Iy imagen del tex-
to, Es una reaccion logica la estructuracion verbal
nuestra, inmediatamente al ver una imagen. Inclusi-
ve: cuando no hay un texto escrita™,

El dae imagen/texto se presenta de diversas mane-
ras: paginas de arte-periadico (fotonovelas), series de
Polaroids y escritos en las paredes (instalaciones), in-
tervenclones de arte-correo mediante procesos de es-
tampacidn (la Imagen es ready made, cunos y sellos
postales), fotograffas mostrando anuncios comercia-
les. Incluso en sus performances, Gonzdlez-Torres solia
distribulr alguna declarvacién. Bl texto formaba parte
de la obra y, al misme tempo, eslablecia el contexto.

Esla caracleristica es sefialada por los ensaylstas
del catdlogo de la Muestra. Segdn Nelson Rivera,
las imagenes de Gonzdlez-Torres “se combinan con
textos que hacen referencia al acto fotogrifico mis-
mao™. Y Lillana Ramos opina que “esta mala con-
clencia |de la utilidad de la folo] recrudece en las
fotonovelas: las fotos reducidas a lextos y los tex-
tos elevados a fotos"?,

La imagen escultérica del portafolio representa dos
cuerpos masculinos, desnudos y entielazados. Es una
alusidn al homoerolismo, que aparece deacle sus pri-
meras publicaciones®, El texto narra: “El lugar [era)
tan fotogrifico, diria &, casi como una postal. Bl cielo
azul, laz nubes, el momento preciso... Entonces enfo-
6 In cimara. Click...",

Eate contrapunto irdnico resultante entre imagen y tex-
toes frecuente. Por gjemplo, en Coramnacian anbicn /men-
fal (19800, seis fotos idénticas muestran una planta que
vierte apuas negras en la playa, Los “parlamentos” remi-
tenia la lelevisidn escenas sentimentales, violentas, comer-
clales. Una nola al calee explica: “Hace mucho tempo

1
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apareci( esta bomba que arraja sus desperdicios a la pla-
va... Noche a noche mi televisor hace lo migmo™.

En otras palabras; "Se alegoriza un objeto inocuo
del mundo material para denunciar la funclén conta-
minante de la television]...] Se nos invila a descubrir
similitudes entre lo excrementicio y lo mediatico...™,

La misma folo encabeza ¢l s,;&:gundn inserto, Vien-
tos inolvidables (1981, Aqui es un elemento aparen-
temente extrafio, pues le siguen imdgenes de una
pareja en la playa. La cdmara evita los rostros y las
descripciones san impersonales. Esto conleibuye al
enrarecimiento de la secuencia, aungue el vinculo con
la anterior sea explicito.

Conzilez-Torres recicla motivos de su propia obra;
eso se comprucba hojeando el caldlogo razonado.
También lo hizo en sus experimentos iniciales, que
no estin registrados pero sefialan los origenes de
muchos de sus temas.

Por ejemplo, las mascaras de papier maché que utili-
6 en Sogteded o Deveitiendo la sociedad [1978) —un pro-
yecto ideado por Gongales Torres y realizado por él
junto a los estudiantes Rosa Balsera y José Pérex Moesa,
con una piess que consisld en una fila de bloques de
hielo coloeados en la plaza Antonia Martinez de UPR,
realizada en 1978 y resefiada por la prensa local— re-
aparecen en el video Autorretrate 3 (1979), y aun en la
serie de impresiones de plating sobre paladio (1983).
'era ¢l significado varfa. Se refiere, respectivamente,
a los convenclonalismos sociales que deben decons-
truirse, las limitaciones de la representacian y el juego
de ocultamientos de una sexualidad taba,

Hay sillas playerasen el inserta Vientos toloidables
(1981) y 1a performance La playa #s sabroga (1983). Asi-
mismo, son utilizadas en dos rompe cabezas: “Sin
titwlo", de 1991 —no, 182" v “Sin titulo” (Paris, Ia
e vez, 1989}, de 1989 —no. 55.

Por dltimo, la foto de la escultura e el porlalolio
es reciclada tal cual en uno de los rompecabezas, "5
Hitulo™, de 1988 (No.32). Na obstante, el lexlo desapa-
rece, o toma otro rumbuo. Bsla relacidn intertextual
revela un cambio en la propuesta del artista.

El cambio se puede observar comparando dos pie-
zags, La primera fue creada por Gonzdlez-Torres para
ol Public Avt Bus Show (1984). El texlo en cueslidn,
alusivo al militarigmo, formaba un diptico con una
imagen del cielo entre hojas de palmeras: “a veces te-
nfa muchos suefios agradables, subre todo acerea de
su arma y sus reapongabilidades, Agradable.”".

Miis tarde, en una exposicién personal (Intar Latin
American Gallery, 1988), el artista imprime solamente la
frase “Siempre me he preguntado si los hombres de
uniforme duermen mejor despudés de desempenar sus
tareas”. Bl texlo se i_nclep:'.ndi'.ﬂn, corwvirbiendose & mis-
mo en imagen, como en las lineas cronoldgicas de la pri-

Mera '“’pi]ﬂ de papel” relizada en rt'Jl.l.'rL'?l'J}'.li.’i (“5;?! Hhula™,
de 1988, Wo.26), Ante la “estructiracion verbal nuestra™
de o visual, Gonzdlez-Torres antepone el lransito el tex:
to al simbolo,

En esta direecion estan los recortes de prensa repro-
ducidos en los afiches y los retratos lingliisticos, Mis
aun, las fotos de inscripeiones en el monumento de
“Sin ttulo™ (Historia natural) v los detalles de cartas,
Son formas de la palabra escrita, 1a tipografia y la cali-
grafia. En las cartas, juega con la ambivalencia de la
palabra “letter”, que significa tanto letra como carka.
Ellas conjugan contenido y forma alcanzando su aspi-
racion mayor: “El contenido debe de estar integrado a
la forma v viceversa [...]"™,

A qué re debe esta importancia de la palabra para
el artista? Bl esludio de la etapa formativa y de la
historia del arte puertorriquerio, ofrece algunas res-
Pueskas.

La expresidn poélica fue lo que le atrajo inicialmen-
be. Sus cursos en la UPR comenzaran por ella, En 1979,
publicd varios poemas y cuentos en la revista estu-
diantil Conlornos. Posteriormente el arte visual —vi-
deo y fotografia— desplaza la escritura, pero slempre
encuentra ocasién para incorporarla,

FPori sjemplo, la documentacion de Ovida: sueitos
sobre wna cooma de hielo (1982), s publicsd acompafiada
de un texto en verso y prosa. Asimismo, en el boletin
de CEPA Gallery incluyd un poema ttulado Fetichism
junto a informacion sobre el proyecto de Public Art
Bus Show (Buffalo, 1954).

Otro elementa es la tradicion grafica. La renovacion
modernista en Puerta Rieo se produce desde el cartel,
vinculado a proveses de aleance politico como la ges-
tign de la DIVEDCO desde fines de la década de 1940%,
Debido al propasito educative —que imponia textos
didécticos— y la constaneia de su prictica, el cartel
puartorriquefio abond dos caminos: el “letrismo” y la
variante conceptual de la grafica®

Ademds, el caricter masivo de esta produccitn inthi-
vé en el grabado, en particular, los portafolios que llegas-
ron a constituir un formato popular con grandes iradas.
La idea era hacer legar el arte a la gente. n términos de
critica, se frazd la analogia con el carte] mediante Ta ex-
prosion metafirica “la hoja liberada™.

Pues bien, “Artes grificas” fue el primer curso de
arte que Gonzalez-Torres tomad en la LIPR, marcando
un giro hacla las artes visuales. Algunos principios de
esta dlaclplina son asimilados, en especial la funcion
comunicativa —para euya cfectividad se puede recu-
reir a la cultura de masas— y la posibilidad de alcan-
zar a un piblico amplio.

Gonzilez-Torres afirmaba que The New York Times
era su fuente de inspiracién. De hecho, al ingresar al
Group Material participd en un inserto de arte colo
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cado en ese periddico (1987). El interés por los media
tiene su raiz en la etapa puertorriquena.

La performance TV Vacio-Vacio (1979) consistio en
dos personas sentadas frente a un monitor gin sefial,
mientras el artista lefa un texto lrénico sobre temas
cotidisnos asociados a la television. Paralelamente,
publica un cuento epistalar titulado “... guerido lele-
wiser”, una diatriba contra labanalidad mediatica. La
fuente de informacion, segiin declara, habia sido el
periadico sanjuanero Bl Muimdo,

En la serie de impresiones de platina sobre paladio,
especie de naturalezas muertas, el periddico aparece
de fondo. Es una secuencia narrativa en la que unas
mufiecas son atacadas y devoradas por calmanes de
juguete. Los textos del diario se integran a la anécdo-
ta, funcionan como parlamentos (“Estd buenisima...
iy ea tan frescal”).

Este desenfado demuestra una profunda empatia
con el medio grafico, en el cunl Gonzalez-Torres reco-
noce un poder desestabilizador en cuanto al sistema
institucionalizado del arte. Tomando como ejemplo
una obra de Dienys Figueroa”, comenta “las nocio-
nes anacranicas [de lo que ‘es’ 0 'no es’ apropiado y
elegante con relacion a los medios de creacion actua-
les] no tienen sentido cuando €l se atreve a presentar
ynas cuantas miles de copiag Xerox como obras de arte
originales. Bl poder que cjerce el artista utilizando la
fatocopia de una imagen como una obra de arte, es
para muchos un peligrosa acto™™

| as pdginas de arte-periddico, con los comentarios
de “Ahora usted también puede poseer un original”
y “Arte limpreso es arte expandido”, abonan el lerve-
ne para un concepto editorial, Gonzdlez-Torres rea-
lizas una “exposicién de arle impreso” utilizando
como “galerfa” una publicacién vanguardista, la re-
vista Reintegros, dirigida por Liliana Ramos. Desdi.
chadamente, Cinco piginas por cinca artistas (1984) no
se realizd por falta de fondos™.

Ganzalez-Torres incurslond en el video-arle —visto
como alternativa a la felevisién comercial—, la fotoco-
pin, ¢l atte-coneo y la farjeta postal. Buscaba una lipologia
o medio que permitiera la comunicacion efecliva y lade
mocratizacién del arte. Para el artista, con la reproduc-
citinde laobra “se establecen las bases de una Democracia
Artistica”, Finalmenle, llegé a las pilas de afiches (poper
stacks), realizando la primera en fotacopia.

La bibliografia sobre el artista ha interpretado esta
tpologia en relacitn con el arte minimalista. Sin embar-
20, los hallazgos documentales nos conducen a 1) i re-
produccitn masiva implicita en las declaraciones
fotacopiadas que repartia en los eventos; y 2) la fradi-
cidn clel cartel.

CGonzalez-Torres valord positivamente el empleo de
la fotocopia e Incursiond en el medio, Realizt libros

de artista —uno de los cuales exhibié en 1983 Arfisls’
Books, Franklin Furnace, MNueva York—, y su primera
pila de afiche en folocopia ("Sin thule”, de 1968, Mo.26).

Desde la década de 1970, el cartel puertorriqueio
esti en crisls. La merma en la produccién, el reconoci-
miento a los maestros y el surgir de un incipiente mer-
cadn, entre otros factores, estimularon la préictica
enfocada en la téenica. Los cartelos y afiches ge cone
virtieron en objetos de coleccitn, creados para la gale-
ria eon ediciones limitadas y hasta firmadas. Asi, los
autores renunciaban al potencial magiva y la funcion,
politica del medio.

Las pilas de Gonzdlez-Torres constituyen una pa-
rodia de ese “carlel de galeria®, Se sittian en un
momenta anterior; recuerdan lag pacas de carteles
impresos y almacenados antes de salir a la calle
para ocupar el muro. Ademis, rechazan las téeni-
¢as tradicionales a favor de los métodos de repro-
duccion mecdnica.

En la performance Oxido: sueflos sobre una cuma de
hielo (Casa Aboy, 23 de enero de 1982), Gonzdles-To-
rres asumid el papel del turista. Después de cubrirse
el cuerpo con protector solar, se acosto en traje de
hafio sobre un blogque de hielo. En la declaracion pu-
blicada en High Performance, instaba: “Come and
enjoy/ come and forget... You don’t have to be en-
valved/ you don’t have to know the land...".

Por su parte, La playa (1983), un proyecto que nun-
ca llegd a realizarse, proponfa una instalacion- video-
performance en la que permaneceria sobre una alfom-
bra de arena mientras se proyectaba una diapositiva
en la pared con una imagen azul del mar®. Tios mo-
nitares en los laterales v bocinas repetirfan grabacio-
nes con el sonido de la playa y partes de noticias.
“Mi proposito es mostrar de forma lirica y denotativa
edmo el sujeto ‘playa’ estd constituido por elemen-
tos contradictorios. Un lugar de escape metafarico
(vacaciones) y un lugar de escape real y literal™”, Se
reflere a que ¢s un lugar compartido por refugindas,
emigrantes y turistas.

Fate tipo de trabajos apunta en dos direcciones, Por
una parte, la presencia de lo personal, incisiva en sus
primeras expresiones como el cuento Mario (1978) v
al video 10 afios, 10 horas, 10 madres (1979). Iin elloa
explora la fragilidad de la memoria de un nifio for-
zado a emigrar ("Cuande tienes 10 afios eres un pa-
quete que mandan a Espaiia”, cuenta en la cinta).

La fragilidad toma torma después en la serie de rom-
pecabezas donde el artista condensa lo visual y lo lite-
ral con mucha astucia, La imposibilidad de recordar se
metaforiza en la frase castellana de “romperse la cabe-
#za”. En cmabio, el “re-member” (su opuesto en inglés)
se fraslada a una aceion fisica (el re-membramiento)
como construceion de la memoria.



La segunda direceian conduce a la falacia de la ima-
geninocua: “Laimagen [, ] esutilizada constantemente
en un afin de establecer estructuras de pensamiento
i ayur]l'n a preservar y forkalecer al skabus U -
nomico, puijl:iﬂu b social. Las folos mds inocuas, tales
como las familiares, r\'.:_'ml'rihuyé'.n a este hecho [...] Me-
diante la foto familiar se establecen reglas euliurales
como la sociedac }J‘L’Il‘l‘ii‘."ln‘.:il [---] Tode o casi todo ha
sido fotografiado. Sin embargo, hasta ahora las iméage-
nes impresas no suceden por generaciin espontanea,
g_Q!.:l{:n decicle :]ulﬁ S0 VA a rr:pﬂ:lc:il.u."]:'?"n.

Esta conciencia de una ideologia o fuerza politica de-
tr4s de toda imagen es uno de los rasgos esenciales en
gu obra, Lag vacaciones ¥ el ovio del turista se trasfor-
man mas tarde en los amontonamientos de caramelos
y bombones. Ambos Hpifican la socledad v los hbitos
del consumao. Asunising, las folos de afimbolos loma-
daos de los mass media (la Iglesia del Papa, la justicia del
Supremo, la familia de Klaus Barbie), al ser impresas
en forma de rompecabezas responden a una tdctica
deconstructiva que el proplo arlista se habia razado
en 1981 "La imagen es un instrumento de codificacion.
Seria fAcl] ulilizar el andlisis de los medios masivos como
un pretexto para una crilica politica parcial ™.

La experimentacion en la fotografia y la gre‘.ﬁ-:a, la @s-
trecha relacidn con los media, parlicularmente la prensa,
la importancia del texto como imagen, el didlogo con la
tradicidn del cartel, los temas de la playa, la memaoria,
la experiencia migratoria y 1a familia son algunos hilos
que enlazan la obra de Gonzadlez-Torres, con su etapa
formativa en Puerto Rico. La documentacion rennida en
esle proyecto permite ver algimos de los vasos comuni-
cantes v demuestra la necesidad de estudiar méds a fon-
do ezsa relacion,
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Chronology of Felix Gonzalez-Torres in Puerto Rico, 1976-88

ELVIS FUENTES

Transiated from the Spanish by Debarah Cullen. All
tianslations of ttles are approximations. Please refer
ta the chocklist for original titles gion by the artist,
which will be written first. '

School Year 1976-77

He begina his studies at the Univer-
sity of FPuerto Rico. In the first year
(1976-77) the courses he clhiooses are the
basic mix in the humanities profile.
His interests tend Lo the creative, which
initially manifest themselves through
literature. He maintains this inlerest
until the beginning of the 1980s.

School Year 1977-78

In the first semester, he concen-
trates on literature courses, erpe-
cially Spanish and Caribbean poetry.
Mevertheless, in the second semes-
ter, a turn towards the visual arts iz
evident, Along with courses in con-
temporary and Spanish literature, he
enrolls in a graphics arta class, of-
fered by Susana Herrero, described
as "an introduction to the tech-
niques of printmaking and commer-
cial art.” He also takes a clasa in
contemporary art with Carmen T,
Ruiz de Fischler. Even though the
course in "contemporary™ arl covers
only just the beginning of vanguard
history (Impressionism and Post-Im-
pressionism),” this professor becomes
a key figure for Conzalez-Torres in
these years, due to the logistical sup-
port, which she will provide him
with shortly?

Summer 1978

He attends the sealpture course of
John Balossi, His classmates are Rosa
Balsera and José Mérez Mesa, both of
Cuban origin, with whom he estob-
lishes a friendship and later realizes

two collaborative pieces, derived
from sculpture,

First semester, School Year 19781979
He accelerates his turn towards the
visual arts by enrolling in drawing and
painting classes, with I'rofessors Luisa
Geigel de Gandia and Luis Herndndez
Cruz, respectively. The course in paint-
ing, a continuation of the basic one,
included instruction in tempera and
collage. Hernandez Cruz is character-
ized as a professor that promotes the
newest currents in rnnbﬂm]:rurary art.

Mid-September 1978°

With Balzera and Péres Mesa, he car-
ries oul the intervenbion, “Wrapped,”
which cansiated of enveloping a dead
tree in the Plaza Antaria Martines, ab
the University of Puerto Rico, Rio
Fledras campus, in forty yards of fab-
ric. Before this, Pérez Mesa had ereated
amall-formal sculptures wrapped in
paper or fabric. The idea to envelope a
tree came lrom Gonzdlez-Torres, whi
vonvinced Pérez Mezga to do the piece.
“It was not common in this tima to
work In a team, as Felix liked to do.
Bul he had a sureness, and convineed
everyone of what he wanted to do, and
imparted enthusiasm to Rosa and T.
When we enveloped the tree, the ob-
jective was for us to see the reaction of
the people who passed by there. Many
thaeghil that it was a statue to be un-
veiled or something like that, and no
one remembered thal theve was a dead
tree under the fabric.”® With this piece,
Gonzales-Torres included a slatement.
Writing an artist statement for each
work would become a conatant ele-
ment in his process.?

Iriday, November 3, 1978
With Rosa Balsera and José Pérez
Mesa, he created the ephemeral instal-

lation, “Sociely” (sometimes also re-
ferred to as “Melling Society”), in the
Plaza Antonia Martinez, at the Univer-
sity of Puerto Rico, Rio Piedras cam-
pus. The installation consisted of an
enormous line of twenty blocks of ice.
On this ice, he attached a total of
twenty-five paper maché masks, cre-
ated by Balsera® Additionally, they
distributed a statement about the
project that had been eloborated by
Gonzalez-Torres, “Felix had an obses-
sjon with the communication of what
he did, and therefore cach project was
accompanied by an artist’s state-
ment, " Some aof these masks were
preserved by Gonzalez-Torres and uki-
lized later in videos and photographic
series made prior to 1986,

Saturday, November 4, 1978

“Soviety” was reviewed by Lorelei
Albanese in the nowspaper, The Som
Jutint Skar, with the title, “UPR Students
‘Melt Society’... and 2,000 Pounds of
lee” The journalist described some of
the essential idens manifested by the
artists and captured some of the pub-
lie reaction, A quote from Conzales-
Torres explained that ice had been used
previously in art by Allan Kaprow, in
the work “Fluids” (1967), and by the
“Puerto Rican sculptor” Rafael Ferrer
at the Whitney Museum, The artist
then defined the project as “process
art” and “action,” which is not for pur-
chase or museurn exhibition, but only
for the pulblie.™

April 27" — May 18th, 1979

He parlicipates in the XI Annual Stu-
dent Exhibition of Fine Arts, presented
at the Museum of History, Anthropol-
ogy, and Art, at the University of
Puerto Rico, There are three worka
listed in the catalogue, even though he
only includes one in the exhibition,
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entitled: 5 BEM. Civics,” A mixed me-
dia installation, it consisted of a large
table with ribbons and ornaments ina
state of disarray, which alluded toben-
eflt dinners against hunger.” In addi-
tion to this project, “Wrapped” and
“Society” were listed in the catalogue
with the descriptive captions, “Hom-
age to Christo” and “lce Activity, re-
apectively.

Beginning of 1979
[He prepares the verse, “Poemn With

out Feeling No. 17," for publication in
QOutlines magazine under the name
of Felix Gonzalez, and the two sto-
vies, "Marig® pud "Testament to i
Chair”, under the name of Emilio
Gongzalez Torres,”” The first is poetic
and autobiographic in character, re-
ferring Lo his family’s farewell at the
Havana airport upon his departure
from Cuba at the age of len. The text
focuses on the figure of his oldest
brother (Mario) and makes allusions
to the vivid trauma of migration. This
theme returns to a central role in one
of the student videns made later
same year, “10 Howra, 10 Years, 10
Mothers,” In opposition, “Testament to
4 Chair” poses the classic writer's
problem of the blank page.

Second semester, School Year 1978-79

He continues his studies in sculp-
ture, as well in as contemporary and
Latin American art, with Carmen
Fischler. Furthermuore, he takes panlo-
mime clagses with Gilda Navarea,'
demonsirating for the first time an in-
terest in acting techniques, He attends
a theoretical course with José Buscaglia
on, “The creative process as human
behavior.”

March 18, 1979, 2:00 p.m.

He performs “TV Empty, Empty,”"*
in the University theatre. It consists
of the artist reading a text, "while
two students slay ‘eomnected,’ to a
TV for ane hour, completely immuo-
bile, while observing the bagic "off-
air’ signal. In this manner a parallel
is established between commercial
programming and a vacant signal,
with the same educative results.”"
An artisl’s statement accompanied
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the performance. The project is de-
scribed by Gonzalez - Torres as " Art-
Process-Action” and the stalement
was conaldered “part of a conceptual
work of art.”" This performance
marka the beginning of his indi-
vidual slyle. e begins to manifest
his interest in mass media commu-
nication, which he carried from tele-
vision to video, and finally to the
press and to instant photes, specifi-
cally Polaroids, which he apparently
uses for the first time in Puerto Rico

Al this time, his teacher, Carmen
Fischler was developing a project
that documented art testimonials in
video format, Out of his artistic
realm, Gonzalez-Torres participated
in a therapy experiment for autigtic
children using mirrors, photos, and
video, Fischler facilitated for him the
loan of a videa recording camera; this
is the beginning of his production in
the medium. It is not surprising that
the first video reallzed by the actist
was titled "Self Portrait #3,” which
proposed 4 game of self-representa-
tions, utilizing photos, mirrors, and
video. Later that year, this video al-
lowed him to be admitted to the
video courses of the well-known art-
ist, David Douglas, at Pratt Institute
of Mew York '

Summer 1974 )
Still demonstrating an interest in
poetry, he enrolls in a “Creative Writ-
ing Workshop,” led by Manuel de Ia
Puebla, even though he does not
complete it. He actively participates
in the fallowing issue of the maga-
zine Ouffines, dedicated to the Puerto
Rican writer, René Marqués."™ His
collabaration is recognized by the
editar Sarah D. Irizarry, who affirms;
"One of the students thal has been
preoceupied by, and purlkclpated in,
the magazine, Felix E. Gonzalez,
wanted o express his own homage
b Rendé Marqués through the poem,
‘A Rend Marqués' that appears at the
beginning of our pages,”* In this
game issue, he also publishes the po-
ems, “Drug me with crazy ideas,”
and “Today I am gay™.® In the first,
his interest in video as a medium of
artistic expression appears,” which

will develop intensely when he relo-
cates Lo Pratt Institute in New York
to continue his study of art, The sec-
pnd can be seen as a clear reference
to his homosexuality. He also pub-
lishes the tale, “...dear television,”
which the editor describes as “a cri-
tique of the superficiality of youth,
under the influence of felenovelas and
discoth@ques.”

Second half of 1979

He moves Lo New York where he at-
tends classes at Pratt Institute, He pro-
duces various videos as part of his
study, He begins to experiment in
photography, in which one can de-
duce his interest in the city and his
private life. Furthermaore, he intro
duces text to his images through com-
mercial advertisements. His stay in
MNew York does not separate him from
the Puerto Rican scene, where he re-
mains very active until 1986, The vari-
ous individual and group exhibitions
in which he participated were shown
ta coincide with the intervals where
he did not take classes at Pratt Insti-
tute or the Whitney Museum Inde-
pendent Study Program to which he
was later admitted.

August 18 - September 5, 1980

He has an exhibition consisting of
five videos at the Francisco Oller
Gallery of the University of Puerto
Rico, Rio Piedras campus.™ The
titles are: “Self Portrait #3,” "10
years, 10 hours, 10 maothers,” “For-
ward /Backward,” “New York, New
York,” and “Jeff-November.” “10
years...” has an autobiographic char-
acter and, through drawings on a
blackboard, narrates emotional silu-
ations which were also recognized
in his story, “Mario.” “Forward/
Backward” returns to touch upen
the theme of the different levels of
representation, which had also been
worked on In “Self Portrail #3.% By
their themes and language, these twao
videos appear to belong to his Firat
stage. By contrast, “New York.." and
“Jeff...” center on the topic of the city
from an intimate perspective con-
nected 1o eroticism and daily life, re-
spectively? A copy of the videotape



was donated by the artist to the
Seminary of Fine Arts of the Univer-
sity of Puerto Rico, where it was
archived under the supervision of
Carmen Fischlor.

August 24, 1980

Twao reviews appear simultaneously
in the local press, "Video Art at the
LUPR,” by Myrna Rodriguez, The San
Juan Star,® and “Art As Tdea,” by
Samuel Cherson, The New Day,* both
in the Sunday supplements of these
newspapers, The fival is dedicated
entirely to the exhibition in the Oller
sallery. In contrast, that of Cherson
combines this exhibition with an-
other by the Dominican artiat Di-
onys Figueroa, at the time a resident
of Puerto Rico and an active partici-
pant in conceptual art proposals. In
the future, Rodrigues will maintaln
in close contact with the artist, pub-
]iahing yarious critical articles that
signal his journey during these
years.

One of the pages of Cherson's ar-
ticle is dedicated entirely to repro-
ducing Gonzalez-Torres first press
“insertion,” a type of photo-navel
with the title “Envivon/mental Pol-
lution.” This will be the first news-
paper I':rujecl: hy the artist.*

January 11, 1981

He publishes his second newspaper
project, in The San Juan Skat, accompa-
nied by a critical review by Myrna
Rodrigues The insertion is titled “Un-
forgettable Winds,” and repeats the
photo-novel format. The title of the
insertion signals the most significant
ugpect, from the point of view of its
reception: “Now you too can have an
original.”

January 17, 1981

The newspuper The New Day reports
in the Saturday edition that the artist
has been admitted to the Whitney
Museum Independent Study Program
fior 19812

June 19 - July 10, 1981

He presents the solo exhibitinn
“Memories of the trans..., trans...” in
the Art League of San Juan. Included

are four new videos ereated during
the Whitney Museum Independent
Study Program: "Home,” “Learn-
ing,” “Olympia,” and “Ceasar.” The
topics revolve around television in
the Firat two titles, and identity in
the last ane. In "Olympia,” he takes
Edouard Manet’s painting as a rel-
erence.!

The following month, he presents
the photo-installation, “Image As
Product/ Power.” al the Aboy House
in Santurce, Puerto Rico. According to
Liliana Ramos Collaclo, one of his in-
stallations consists of a photographic
geries thatcan be read lke [ilm by pass-
ing over if quickly, “a cheap way of
making movies.” He utilizes Polarsid
photography, with blureed images; the
individual photograph did not infer-
est him, but rather the series ™

July 26, 1981

His manifesto, “Tmage as Product/
Power"™ appears in The New Day's
Sunday Magazine. Across two com-
plete pages, and with a photographic
series of people on the beach, this
statement gathers some of the essen-
tial ideas that the artist will develop
throughout his carcer. He proposes
the goal of achieving a “democratic
arl,” backed by the “multiple” char-
acter of the photographicimage. Sup-
porting a psychological thesis in

which "our varbal structuring is o
B

logical reaction, immediately upon
seeing an image,” Gonzalez-Torres
appropriates the genre of the photo
novel and combines image and text
with a certain humoristic tone,

July 29, 1941

Myrna Rodriguez publishes the ar-
ticle “Felix Gonzilez: Challenging the
Artistic Process™ in The San Juan Star™
The critic recognizes the imporfance
of Gonzalez-Torres” presence in the
local milien. As well, she indicates ane
of the controversial issves surround-
ing his practice: the fact that many
phatographers did not recognize him
a5 a pholographer, in view of the fact
that he does not follow all the “fech-
nical parameters” of the medium. These
critics will maintain this position on
the successive occasions in which the

artist exhibits his series, especially the
Polarald photos.™

August 21 - Seplember 15, 1981

He has the solo exhibition, An Ex-
tended Image (Memories of Mariel), at
Zoom Gallery in San Juan and shows
a photo-installation.

December 8, 1981

The newspaper The Newr Day reports
in the Tuesday edition that the artist
has received a grant to produce an edi-
tion of video, awarded by the New °
Yowrle State Council on the Arts. '

January 20,1982

The newspaper The New Day an-
nounces the performance “Rusl,
dreams on an ice bed.” The promo-
tional photograph is by Dyonis
Figueroa. In it, the artisl and poet
Aleida Amador appear smiling, eyes
closed, against o stamped umbrella
in the background.®

January 23, 1952

He performs “Rusl, dreams on an
ice bad,” in Aboy House,® Santurce.
Wearing o bathing suit, and after ap-
plying some sun screen oil on his
body, Gonzalez-Torres laid on a bed
formed by four blocks of ice in an
imitation of Adam’s pose in The Cre-
ation (Michelangelo's Sistine Chapel).
Texts written on a board state; “It is
safer to have vacation in your home-
land® and “You need balls to do any-
thing here”. A sample of The New Day
newspaper was taped on the floor. An
Aleida Amador’s poetry reading pre-
ceded this action.™

Spring-Summer 1982

The California magazine, High Per-
formance, publishes the artist’s state-
ment for “Rust, dreamts on an ice bed,”
accompanied by the promotional pho-
lograph by Dyonis Figueroa.™

July 1982

Ie participates in the National Fx-
hibition of Puertn Rican Photography,
held at The Plaza of the Americas Mall.
Organized by the Council of Photog-
raphy, the jury included the photogra-
phers Frank Meéndez and Ramén Aboy,
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the painter and printmaker Myrna
Béez, and the writer Rosario Ferré.

August 1, 1952

Myrna Rodriguez reviews the Na-
tional Exhibition of Puerto Rican
Photography, with the article “Fho-
tography takes a giant step,” in the
Stinday Magazine of the newspaper, The
San Jumn Star.® She places Gonzalez's
work amongst that which achieves a
conceptual approach to the media and
she describes it as an “experimental
series.”
April 20,1983 :

Ron Clark, Instructor of the Whitney
Museum Independent Study Program,
writes a letter of recommendation for
Gonzalez=Torres. In it, he mentions the
fact that the artist is applying for a
grant from the National Endowment
for the Flumanities in ovder to carry
out a study of photographic documen-
tation on Puerto Rican society"!

April 7, 1983

He begins steps with the Division
of Visual Arts of the Institute of
Puerto Rican Culture in order to ac-
complish a video-installation-perfar-
mance in the Dominican Convent,
entitled “The Beach.”” He requests
a meeting for August, when he plans
ta visit Puerto Rico, The project is
submilled October 31, 1983, He de-
scribes il as follows;

“Two video monitors, situated on
ppposite ends of gallery, repeat three
times the same segment, lasting a to-
tal of an hour and a half. Each video
manitor presents two seemingly un-
related themes: in one of the videos
the lips of various people are seen
apeaking about their desires to “es-
cape,’ lo go on vacation to a beach,
to an island, to other shores, On the
apposite video monilor, other people
narrate how to escape or how to
make certain dangerous crogsings at
sea. All of these segments will be in-
terlaced with segments or shots of
the beach, toy boats, and a hand that
repeatedly and obsessively plays
with water: | am alraid of the sea,
mommy told me that [ couldn’t go
into the sea.
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“In the middle of these bwo moni-
tors (each monitor should be 25-30
feet away from each other) I will be
laid back aver a fine laver of sand
from the sea, under a strong spotlight.
The artist as a tourist of his own real-
ity. | will stay immobile for the dura-
tion of the work.

“Speakers will be placed around
the gallery, and they will have pre-
recorded sound, on a continuous
loop, of the sea, and the occasional
ringing of a telephone, and the news
(the urgency of time, the repetition
of history). Also attached around the
space will be various lights or blue
spotlights

“On the wall behind me a slide, with
the image of a beach, will be projected
with a weak light throughout the per-
furmance.

“When the video linishes, all of the
lights will be turned oul, except for the
aglide and the audio. These two ele-
ments will last five minutes extra. The
End."#

Summer 1983

Gonzalez-Torres performs The Beach
is Nice in Santurce.

“For thirteen consecutive days |
played my favarite role: the tourist {an
example of metaphorical escape). The
piece was performed right into the
real” world, and in complete anonyim-
ity. Mo press telease, no specific props,
action or texk. Only trivia, A newspa-
per, Artforum, a bottle of Hawailan
Trapic suntan ofl #3, a black bathing
suit, and a few Pifia Coladas. | sim-
ply laid under the sun for the dura-
tion of the performance,

“Onee mote the performance never
happerned, it was forgotten. In the is-
land, memory is prohibited. Grdel-
ingul ™
Movember 27, 19584

In a letter addressed to Judith
Arandes, Interim Director of the Vi-
sual Arta Department of the Instilute
of Puerto Rican Culture, Gonzalez-
Torres informs her that he never re-
ceived an answer aboul his projectand
that he was interested in revisiting the
iden by having a eolo exhibition at the
Institute with a performance of only

one night.® In this letter he states thal
his Mazter of Fine Arts thesis deals
with the subject of Puerta Rican Pho-
tography in the 20th Century, and he
is recipient of a fellowship from the In-
ternational Center of Photography,
Mew York,

June 6, 1985

He does not receive arl answer to his
request to create the performance un-
til June 1985. Annle Santiago de Curet,
Director of the Division, informs him
that the Advisory Committee of Visual
Arts must evaluale his application, and
at this noment, they are “com pleting
all the details for nominating the new
Commilies, 4o

Octaber 4, 1985

Neiw Puerto Rican Photography, the na-
tinnal exhibition of contemporary pho-
tagraphy, opens at the Museum of the
University of Puerto Rico. [t remains
an view until November 13, and later
travels to the College University of
Cayey (January 20-February 28, 1986),
the Technical College of Ponce (March
13-April 25, 1986), and the College of
Agriculture and Mechanical Arts of
Mayagiiez (May 1-june 20, 1986). The
exlibiion’s curator was John Betan-
court, Gonzalez-Torres participated
with a series of 15 color photographs
and texts, cach one 9 x 13 inches, The
catalogue contained essays by Nelson
Rivera and Liliana Ramos Collado,
Rivera explained that Gonzalez-Torres”
images “are combined with texts that
make references to the photographic
act itself”. In her lext, Ramos stated
that “this bad conscience (of the util-
ity of the phota) recurs in the "photo-
novels” of Felix Gonzalez-Torres: the
phaotos are reduced to text and the texts
are elevated to photos. The photo-
graph comments how, in our world
saturated with codified icons, the ges-
tures of consumerism are substituted
for life and experience.”

May 29, 1986

Au part of the activities of the Sec-
ond Congress of Abstract Artists of
Puerto Rico, a session on video art is
presented, eurated by the artist. The
seleclion includes the following



waorks: “"Meta Maya [1” (1981) by Edin
Vélez, “Vusac-NY” (1984) by Nam
June l-’.'lik, “Statistics of a Citizen (Sim—
ply Obtained}” (1977) by Martha
l{uss].t:.r, and *1 Want 1o Live in the
Country {And Other Romances)”
(1978) by Joun Jonas. According to Os-
car Mestey, the exhibilion was pre-
sented in the Conference Room of the
Museuwmn of San Juan, utilizing two
monitors.

April 3, 19588

In the supplement, “IHustra ter]
Puerto Rico,” of the magazine, El
Mundo, he publishes “Frieda Medin,
a Reconslrucled Image,” with the
theme of the exhibition, “Everything
is Fine in Puerto Rico Ass [t 157 [sicl.
This essay is also included in the exhi-
bition catalogue, This is the last acliv-
ity realized by Felix Gonzalez-Torres
in Puerto Rico of which we have news.

December 28, 1988

Samuel Cherson puhlir«:hﬂﬁ the afticle,
"The Artist is Now a T\-‘[u:menger of the
Medium,” in The New Day newspaper.
IHe discusses the artist’a sxhibition at
The New Museum of Conlemporary
Artin Mew York®
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Cronologia de Félix Gonzalez Torres en Puerto Rico, 1976-88

#

ELVIS FUENTES

Afio escolar 1976-77

Comienza sus estudios en la Uni-
vergidad de Puerto Rico, En el pri-
mer afio (1976-77) las asignaturas
son las bdsicas ligadas al perfil
humanistico.' Su interés hacla el
campo de la creacién se manifllesta
inlcialmente a través de la literatu-

ra, un interés que mantiene hasta
entrada la década de 1980,

Afnop escaolar 1977-78

En el primer semestre, se concentra
aun en cursos de literatura, en especial
la poesia espafiola y antillana. Sin em-
bargo, en el segundo semestre un gira
hacia las artes plasticas es evidente, Jun-
tora cuteos de literatura contempordanes

Felix Gunealez-Tarres, La Plays (The Beach], 1583, Fencli Drawing. 1 18", Inches, Courtesy Archive of Instituto
de Cultura Puartardquedia, San Juan, Puerto Rico, Programa e Aries Plésticas Reproduced with 1he peimission of
The Fislig Gonzalez-Tarres Moundatian
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y espafiola, asiste al curso de Artes gré-
ficas, en ese entonges impartido por Su-
gana Herrero, que comprendia una
“introduccion a las téenicas del grabado
y arte comercial”. También toma clases
de Arte contempordneo, con Carmen
Teresa Ruiz de Fischler, Aungue el cur-
g0 de “Arte contemporinen” apenas
enseiaba hasta los inicios de las Van-
guardias historicas (Impresionismo y
Postimpresionismo)?, esta profesora se
convertird en una persona clave para
Gonzilez Torres en estos afios, debido
al apoyo logistico que le proveyé en lo
adelante?

Verano de 1978

Asiste al curso de escultura de John
Balossi, Tiene por compafieros de cla-
se a Rosa Balsera y José Pérez Masa,
ambos de origen cubano, con quienes
entabla amistad y realiza dos piczas
colectivas derivadas de la escultura.

Afin escolar 1978-1979, primer semestre

Acelera el giro hacia las artes plis-
ticas asistiendo a cursos de Dibujo y
Pintura, con los profesores Luisa
Géigel de Gandia y Luis Herndndez
Cruz, respectivamente. Este curso de
Pintura era la continuacion del basi-
¢o e incluia trabajo al temple y
collage.* Herndindez Cruz se caracte-
riza por ser un profesor que promue-
ve las vertientes mds novedosas del
arte contemporanea.

Mediados de septiembre 1978°
Realiza con Balsera y Pérez Mesa la
intervencion “Empaguetaje”, que con-
sistio en envolver con 40 yardas de tela
un firhol muerto en la Plaza Antonia
Martinez de la Universidad de Puerto
Rico, Recinto de Rio Pledras, Péres
Mesa realizaba por entonces escultu-
ras de pequefio formato envueltas en
papel o tela, La propuesta de envolver



el arbol surge de Gonzilez Torres,
quien convence a Péres Mesa de reali-
zar la pieza. “No era comin en esa
época lo de trabajar en equipo, como
queria hacer Felix. Pero ¢ tenia una
seguridad v un convencimiento tal en
lo que hacia, que logrd entusiasmar-
nos a Roga y a mi[..] Cuando envolvi-
mos el drbol, el objetive fue sentarnos
a ver la reaccion de la gente que pasa-
ba por allf. Muchos pensaron que se
trataba de una estatua que develarfan
o algo por el estilo, nadie se acordaba
del drbol muerto...”® Bn esta pieza,’
Gonzdlez Torres incluye una Declara-
cidn, lo cual se convierte en una cons-
tante de sus trabajos.®

Viernes 3 de noviembre de 1978

Realiza la instalacian efimera “Socic
dad” {o “Derritiends la sociedad™) en
la Flazita Antonio Markines, del Recins
to de la UPE en Rio Piedras, con Ia co-
laboracion de Rosa Balsers y José Pérez
Mesa. La pieza consistia en una enor-
me fila de velnte bleques de hiclo, So-
bre el hielo colocaron midscaras de popier
mnché, realizadas por Balsera (un total
develnticineo”). Ademas, distribuyeron
una declaracitn sobre la obra que fue
elaborado por Gonzdlez Torres, “Télix
tenda la obsesion con la comunicacion
de lo que hacia, por eso cada cosa la
acompaiaba con un manifiesto. Creo
que en todas las obras que hizo incluyd
un manifiesto. " Varias de estas mis-
caras fueron conservadas por Gonziles
Torres y utilizadas en videos y en se-
ries folograficas posteriores —aunque
antes de 198a,

Sibadoe 4 de noviembre de 1978
"Soctety” aparece resefiado en el pe-
viddico The San fuan Star, por Lorelei
Albanese, con el Hulo “UPR students
‘melt soclety’... and 2,000 pounds of
ice”. La perlodista repraduce algunas
de las ideas esenciales manifestadas
por los artistas y recage reacciones de
la gente, Clta a Gonzales Torres expli-
cando que el hielo fue usado antes en
el arte por Allan Kaprow con la obra
“Bluids” (1967) y por el “escultor puer
torriqueito” Rafi Ferrer en el Museo
Whikney de Arte Norteamericano. Bl
artista define entonces el trabajo como
"arte proceso” y “acclon”, que no es

para comprar o exhibir en un musen,
sino para el publico."

27 de abril - 18 de mayo de 1979

Participaen la XT Anual de Estudian-
tes de Bellas Artes, Musea de Histo-
ria, Anlropologia y Arte de la UPR, con
"Civicas 5 PML", una instalacion de
medio mixto, Consistfa en una gran
meaa con cintas y adormos en comple-
o desorden, que hacia alusion a las
cenas benéficas conira el hambre."
Ademiis de esla pleza, se incluyen en
el catdlogo -aungue no en la exposi-
cidn=, "Empaquetaje” ¥ “Sociedad”
con titulos deseriptivos como “Home-
naje de Christo” y “Actividad del hie-
lo”, respectivamente.

Inicios de 1979

Prepara para su publicacion en la re-
vigta Contarnos, un puema, “Foema sin
sentido No. 177, bajo el nombre de
Félix Gonzdlez, y dos cuentos, “Mario”
v "Testamento de una silla”, bajo el
nombre de Emilio Gonzalez Toree." Kl
primero es de cardcter poética y auto-
biogrdfico. Se reflere a la despedida de
su familia en el aeropuerto de La Ha-
bana a su salida del pais con divz afios,
El texto se enfoca en la figura del her-
mano mayor (Mario) v hace alusiones
al trawma vivido por la migracion. El
tema volverd a ser central en un video
que realiza eale ato, “ 10 haras, 10 afios,
10 madres”. Bn camblo, “Testamento
de una silla” plantea el clasico proble-
ma de la pdgina en blanco del escritor,

Ao escolar 1978-79, segundo semestre

Continta estudios e Escultura, asi
comao de Arte contempordnco v Arte
latinpamericano, con Carmen Fis-
chler, Ademés, toma clases de Manto-
mima con Gllda WNavarea," mostrando
por primera vez un interés en las tée-
nicas de actuaclin. Asiste a un curso
tedrico de José Buscaglia sobre “El
proceso creallvo comao L‘mupurtnr
miento humano”.

18 de marzo de 1979, Z:00 P.M.
Realiza la performance “Television,
vacio, vacio”,” en el teatro de la Uni-
versidad, Conaistic en la lectura de un
texto por parte del artista, “mientras
dos estudiantes permanecfan ‘conecta-

dos’, por una hora, a un televisor, en
completa inmovilidad, observando una
simple sefial ‘off-air’. De esta forma se
establecia un paralelismo entre un pro-
grama comercial y una sefial vacia, con
los mismos resultados educativos.”'s
Una declaracidn del artista acompaid
la accién, Il proyecto fue descrito por
Conzdlez Torres como “Arte-Proceso-
Accion” v en el manifiesto lo considera
“parte de una obra de arte conceptual“ ¥
Eisto marca el inicio de su trabajo indi-
vidual de la época. Desde entonces se |
comienza a manifestar su Intecés por
los medios masivos de comunicacion,
lo cual le llevard desde la televisidn al
video, posteriormente a la prensa y u
la foto instantdnea, en especifico la
Polaroid, al parecer sienda el primero
en utilizarla con fines arlisticos en
fuerto Rico.

Por entonces Carmen Fischler se en-
contraba desarrollando un proyecto de
documentacién testimonial de arte en
formato de video, Fuera del dmbiln
artistico, Gonzidlez Torres participa
entonces en un experimento de tera-
pin para nifios autistas con el vso de
espejos, Iotos y video. Flachler le faci-
lita una cimara de grabacién de video;
es el comienzo de su produceltn con
el medio. Relata que fue durante un fin
de semana Gonzilez Torres le plidio
prestado el equipo para realizar un tra-

_bajo con nifios autistas. No es casual

que el primer video realizado por el
artista se fitulara "Autorrelrato# 3%, y
se planteara como un juego de repre-
sentaciones de si mismo mediante el
uso de fotos, espejos y el propio videa.
Esta pieza permitié que fuera admiti-
do para los cursos de video del cono-
cido artista David Douglas en Pratt
Institute de Nueva York."®

Verano de 1979

Todavia muestra interés en la poe-
sia, pues se matricula —aungue no
consta que lo haya finalizado- en un
“Taller de creacién literaria”, a cargo
de Manuel de la Puebla. Participa ac-
tivamente on el siguiente nimero de
la revista Contornos, dedicada al eseri-
tor puertorriqueno René Marqués.™
Su colaboracion es reconocida por la
aditara Sarah 12, Irizarry, quien afir-
ma en el “Editorial™; “uno de los es-
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tudiantes que se ha preocupado y par-
ticipado en la revisla, Pélix E. Gonza-
lez, ha querido expresar su propio
homenaje a René Marqués por medio
del poema ‘A René Marqués’ que apa-
rece al comienzo de nuestras pigi-
nas."® Fn esta segunda ocasion,
publica también los poemas “Dirégn-
me de ideas locas” (en prosa) y "Hoy
soy la alegria”* En el primero apare-
ce su interés por el video como medio
de expresion arlistica,” que comienza
a desarrollar intensamente al trasladar-
e al Pratt Institute de Nueva York para
continuar sus estudios de arte. El s
gundo puede verse como una clara re-
ferencin o su homosexualidad. Por
iltime, publica como cuento e
rido televisor”, una “critica de la su-
petficialidad de la juventud por la
influencia de las lelenovelas y las dis-
gotecas.”™

Segunda mitad de 1979

Se traslada a New York, donde
asiste a clases en el Pratt Institufe,
Praduce varios videos como parte
de au estudio. Comienza a lrabajar
la fotografia. De las fotos conserva-
das se deduce su interés por la ciu-
dad y su vida privada, Ademds, los
anuncios comerciales a travis de los
cudles introduce el texto en la ima-
gen. Su estancla en New York no lo
separa de la escena puertorriquena,
pues se mantiene muy activo hasta
1986. Las varias exposiciones perso-
nales y colectivas en que se muestra
su1 trabajo coinciden con los interva
los en que no Hene clases en Pratt
[pstitute o ¢l Whitney Museum In-
dependent Study Program al que
serfa aceptado posteriormente.

18 de agosto = 5 de septiembre de 1980

Presenta en la Galeria Francisco
Oller de la Universidad de Puerto Rico,
Recinto de Rio Pledras, una exhibicion
de cinco piezas de video.™ Los titulos
son: “Autorretrato # 37, 10 afios, 10
horas, 10 madres”, “Adelante, atras”,
“New York, New York” y "Jeff-No-
viembre”. “10 afios..” ey de cardcter
autobiogrifico y narra a través de di-
bujos en una pizarra situaciones
emotivas recogidas en su cuento
“Mario”, “Delante, detrda” vuelve a

4

tocar el lema de la representacion en
los dislintos niveles, que habia trabia-
jado en “Autorretrato it 3", Por los te-
mas y lenguaje, estas dos piezas
parecen pettenecer a la primera clapa.
En cambio, “New York.." y “Jeff...” se
centran en el lGpico de la ciudad des-
de una perspectiva intima ligada al
erotismo™ y 1a vida cotidiana, respec-
tivamente. La cinta con las obras fue
donada por el arfista al Seminario de
Bollas Artes de la Universidad de Puer-
to Rico, y fue consgervado bajo la ¢us-
todia de Carmen Fischler.

24 de agosta de 1980

Aparccen simultineamente on la
prensa local dos articulos que resenan
su Lrabajo, Se trata de los articulos “Vi-
deo art at the UPR”, de Myma Rodri-
guez (The San Juan Stary® y "El arte
como idea”, de Samuel Cherson (El
Nievo Din), ¥ ambos en las revistas do-
minicales de estos diarios. El primero
esld dedicado Integramente al trabajo
de Gonzilez Torres que se exhibe en
la Galeria Oller. El de Chergon, en cam-
bia, combina esta exposicidn con otra
del artista dominicans Dionys Figue-
roa, residente en Puerto Rico, donde
tuvo una activa participacitn con pro-
puestas de arle conceptual. Rodriguez
mantendri en lo adelante una estrecha
relacin con el artista, al punto de pu-
blicar varios articulog de criticas gue
sefalan su recorrido por eatos R0,

Una de las piginas del artieulo de
Cherson esta dedicada integramente a
reproducir ¢l primer inserto en prensa
de Gonzdles Torres, una especie de fo-
temovela con el Htulo de “Contamina-
cidin ambien/ mental”.® Hete serd, a su
vez, el primer trabajo de “arle-perio-
dien” del arkista. .

11 de enero de 1981

Publica el segundo trabajo de inser-
to en el periddico, en este caso The San
Juan Star, acompafindo por una resena
crftica de Myrna Rodriguez. Este tra-
bajo se titula “Unforgetable Wincls"
{("Vientos inalvidables”) y repite el for-
mato de fatonovela, El titular misma
del articulo sefiala el aspecto més sig-
nificative desde el punto de vista de
la recepeidn, “Ahora usted también
puede tener un original”®

17 de enero de 1981

El perigdico EI Nuene Din informa en
la edicion del sdbado que el artista ha
sido admitido en el Whitney Indepen-
dent Study Frogram.™

19 de junio =10 de julio de 1981

Realiza la exposicidn “Memorias del
trans..., trans..” en la Liga de Arte de
San Juan. La misma incluye una mues-
tra de cuatro nuevos videos realizados
bajo el Whitney Museum Independent
Study Program: “Hogar”, "Aprendien-
do”, “Olimpia” y “César”. Los leaiae
giran en torno a la televisldn, en los dos
primeros ttulos, v la identidad, en el
Gltimo. Bn “Olimpia”, en cambio, toma
como referencia el cuadro de Eduardo
Maner™

Al mes siguiente, presenta en Casa
Abay, la foto-instalacién “La imagen
coma producto/ poder”. Segin Liliana
Ramos Collado, una de las piesas con-
sistia en una seric fologrifica que podia
leerse como una pelicula al recorrerse
velozmente, “una forma barata de ha-
cer cine”. Utiliza la fotografia Pola-
roid, con imégenes borrosas, puesto
que no le interesa la folo individual,
sino la serle®

26 de julio de 1981

Aparece en El Nuevo Din su mani-
fiesto “la imagen como producto/
poder”®, en ln Revista Dominga. A dos
paginas completas y conuna serie fo-
togriifica con el tema de la playa, este
ensayo recoge algunas de las ideas
eseniciales que el artista desarrollard
a lo largo de su carrera, Bn él se plan-
tea la meta de realizar un “arte de-
mocrdtica” apoyado en el cardcter
“muiltiple” de la imagen fotografica.
Apoyado en una tesls psicoldgica de
que “es una reaccion logica la estruc-
turacion verbal nuestra, inmediata-
mente al ver una imagen”, Gonzdlez
Torres se apropia del género fotonove-
Iy combina imagen y lexto con clerlo
tono humoristico,

29 de julio de 1981

Myrna Rodriguez publica ¢l articulo
“liglix Gonzdler: challenging the artistic
pracess” en The San Juan Skar.™ La criti-
ca reconoce la importancia de la presen-
rin de Gongalez Torres en el medio



Incal. Asimismo, sefiala uno de los to-
picos de polémica en cuanto a su traba-
jo: el hecho de que muchos fotdgrafos
no lo reconocen como tal en vista de gue
no sigue todos [os “pardmetros téonl-
cos” del medio, Estas criticas se man-
tendrdn en las sucesivas ocasiones en
que el artista exhibe sus series, en espe-
cial con las fotos Polaroids,*

21 de agosto - 15 de septiembre de
1981

Realiza la exposicion individual Wna
imngen extendida (Memorias def Mariel),
una foto-instalacion, en Galeria Zoom,
San Juan,

8 de diciembre de 1981

El peritdica I Nuevo Dia informa en
la edicion del martes que el artista ha
obtenido una beca de edicidn de video,
otorgada por el Arte Council del Bsta-
do de Nueva Yorlk,

20 de enern de 1982

El periadico Ef Nvevo Dfa anuncia la
realizacion de la performance "Oxido,
suefios sobre una cama de hielo”. La
fotagrafia utilizada para su promocion
es de Dyvonis Figueroa. En la misma
aparecen ¢l artista y la poetisa Aleida
Amador sonriendo con 1os ojos cerra-
dos y sabre un fondo de una sombrilla
estampada,™

23 de enero de 1982

Realiza la performance “Oxido, sue-
fios sobre una cama de hielo”, en Casa
Aboy" de Santurce, Vestido con un tra-
je de bafio y después de aplicarse pro-
tector solar en todo su cuerpo, Gonzélez
Torres se tendid sobre 1a “cama” forma-
dit por cuatro hloques de hielo, imitan-
du la pose de Adidn en La Creacidn de la
Capilla Sixtina de Miguel Angel. Tex-
tos escritos sobre una pantalla de ma-
dera leian: “Es més seguro vivir de
vacaciones en la tierra propia” y “Hay
que tener bolas para hacer algo agui”.
Un gjemplar de El Nuevo Dia estaba
sobre el piso, atado con cinta adhesiva.
La accitm fue precedida por una lectu-
ra de poesia de Aeida Amador™®

Primavera-Verano 1982
La revista californiana High Perfor-
mance publica un texto del artista

acompafiado de la fotografia de Dyo-
nis Figueroa que se ulilizd para la pro-
mocion de la performance™

Julio de 1982

Participa ¢n la Muestra Nacional de
Fotografin puertorriguefa, organizada
por el Consejo de la Folografiu y cuyo
Jurado estuvo integrado por los artistas
del lente Frank Méndez y Ramidn Aboy,
Ia pintora y grabadora Myrna Biez y la
escritora Rosario Ferré. La muestra tuvo
lugar en Plaza Las Américas.

1" de Agosto de 19582

Myrna Rodriguez resefia la Muestra
Nacional de Folografia puertorrigque-
fia, con el articulo “La fotografia da un
gran paso”, en el cual colom la obra
de Gonzilez Torres entre los que reali-
Zin un acercamiento conceptual al
medio y la describe como “series ex-
perimentales”

20 de abril de 1983

Segin consta en una carta de Ron
Clark, Instructor del Whitney Museum
Independent Study Program, en la que
avala el frabajo de Gonezidlex Torres, el
artista solicita una beca del MNational
Endowment for the Humanities para
realizar un estudio sobre la documen-
tacion fotogrifica de la socledad puer-
torriquedia,*

7 de abril de 1983

Inicia sus gestiones con la Division de
Artes Pldsticas del Instituto de Cultura
Puertorriqueiia, para la realizacion de
una video-instalacién-performance en
el Conventa de los Dominicos, que ti-
bl “La playa”.*# Pide una reunién para
agosto, cuando planea visitar Ia Isla. El
prayecto es sometido el 31 de octubre
del mismo afo. Lo describe asf:

“Dos monitores de video situados
# los extremos de la galerfa repiten
bres veces un mismo segmento con
una duracion total de hara y media
Cada monitor de video presenta dos
temas eparentemente no relaciona-
dos, en uno de los videos se puede
ver los labios de varias personas ha-
blando sobre sus deseos de ‘escapar’,
de irse de vacaciones a una playa, a
una isla, a otras orillas. En el moni-
tor de video opuesto otras personas

Narran como escaparon o comao hicie-
ron clertas travesias peligrosas en el
mar. Todos estos segmentos estardn
entrelazados con sepmentos o lomas
de playas, botes de juguetes, una
mano que juega con el agua y repite
obsesivamente: yo le tengo miedo al
mar, mami me dijo que no me metie-
ra en el mar.

“En el medio de estos dos monito-
res (cada monltor debe estar a una dis-
tancia de 25" a 30° unw del otro) estaré
yo acostado sobre una fina capa de are-
na de mar, bajo un fuerte ‘spotlight’.
El artista comao turists de su propia rea-
lidad. Permaneceré inmdvil por el
tiempo que dure la obra,

“"Alrededor de la galerfa se colo-
cardn bocinas que tendrdn el sonido
pregrabado y continuo (loop) del
mar y el Limbre oeasional de un te-
léfono y naticias (la nrgencia del
tiempo, la repetician de la historia).
e colocaran también varias luces o
focos azules.

“Enla pared detris de mi se proyec-
tard con luz débil una dinpositiva con
la imagen de una playa, durante todo
el performance.

"Cuando el video termine se apagan
todas las luces, excepto la diapositiva
v el audio. Hatos dos elementos dura-
ram cineo minutos extras, Fin,

Verano 1983

Gonzilez Torres realiza la performan-
ce “La playa es buena” en Santurce.

"Durante 13 dias consecutivos, asu-
mi mi papel favoritvo, el de turista (un
ejemplo del escapiémo metaférica). Lo
hice justo dentro del mundo real’ v en
completo anonimato. Sin nota de pren-
g4, ni anuncios especificos, accién o
texto. Solamente trivia, Un periédico,
una Artforum, una botella de Hawallan
Tropie Suntan oil #3, un traje de bafio
negro y unag pocas Pifias Coladas.
Simplemente me acosté al sol por el
tiempo que durd ln performance.

“Una vez mds, la performance nui-
ca sucedid, fue olvidada, Bin la lsla, la
memoria e prohibida. (Saludos™

27 de noviembire de 1984

En carta dirigida a Judith Arandes,
directora interina de la Division de
Artes Plisticas del ICE, Gonzilez To-
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rres e infarma que nunca recibid res-
puesta sobre su proyecto y que lo inte-
resa relomar la idea de realizar una
expusielon personal en e] ICT, con un
performance una sola noche . Por este
medio constatamos que su Tesis de
Maestria aborda el tema de la fotogra-
ffa en Puerta Rico en el siglo XX y que
goza de una beca del ICE

6 de junio de 1985

Recibe contestacion a su salicitud de
realizar un performance. Annie Santia-
go de Curet, directora de la Divisidn,
le comunica que su solicitud debe ser
evaluada por la Junta Asesora de Ar-
tes Plasticas y en ese momento s& en-
cuentran “realizando las gestiones
para el nombramiento de una nue-

yp" 2

4 de octubre de 1985

Inaugura en el Museo de la Univer-
sidad de Puerto Rica la exposicion
Nueva Fotografln Puerlorriquefia, que
permanece en exhibicién en cste local
hasta el 13 de noviembre y posterior-
mente viaja al Colegio Universitario de
Cayey (20 enero-28 de febrero de 1986),
Colegio Teenol6gico de Ponce (13 de
matrzo al 25 de abril de 1986), Colegio
de Agricultura y Artes Mecinicas de
Mayagiiez (1 de mayo al 20 de junio
de 1986.) El curador de la exposicion
es John Betancourt. Gonzdlez Torres
participa con una serie de 15 foto-
grafias a color y textos de 9x13"
cada una, En el catilogo aparecen
ensayos de Nelson Rivera y Lillana
Ramos Collado. Rivera explica que
las imdgenes de Gonzdlez “se com-
binan con textos gue hacen referen-
cias al acto fotegrafico mismo®. Por
su parte, Ramos sefala “Esta mala
conciencia [de la utilidad de la foto]
recrudece en las ‘fotonovelas® de
Félix Gonzédlez Torres: las fotos re-
ducidas a textos y los textos elevas
dos a fotos. El fotografo comenta
come, en nuestro mundo saturado
de iconos codificados, los gestos del
consumo substituyen la vida y la ex-
periencia, Y

29 de mayo de 1986
Como parte de las actividades del

Segundo Congreso de Artistas Abs-

i6

tractos de Puerto Rico, presenla una
Sesion de videos de arle, curada por el
propio artista. La seleccion inclufa los
siguientes trabajos: “Meta Maya 1
(1981), de Edin Vélez, “Yugac-MNY”
(1984), de Nam June Paik, “Estadisti-
¢as de una ciudadana (simplemente
obtenidas)” (1977), de Martha Rossler,
y Yo quierp vivir enel campo (y otros
romances)” (1978), de Joan Jonas, Se-
guin Oscar Mestey, la muestra se reali-
26 en ol Salén de Conferencias del
Vuseo de San Juan, utilizando dog
monitores. !

3 de abril de 1988

Publica en el suplemento “Puerto
Rico Lustrado”, del periadico E1 Mun-
do, “Frieda Medin, una imagen recons-
truida”, con motive de la exposicion
“Eyerything is fine in Puerto Rico Ass
1t 18" {sic). Bste ensayo fue también in-
cluido en el catdloge de la exposicion.
Fala es ln iltima actividad realizada por
Félix Gongdlez Torres en Puerto Rico de
que tengamos noticla.

28 de diciembre de 1988

Samuel Cherson publica en El Nue-
no D, el articulo “El artista es ahora
¢l mensajere de los medios”. En éste
da cuenta de la exposicién del artista
en el New Museum of Contemporary
Att de Nueva York. @

g
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NOTAS

1. Expedierts de esidiante de Félix Emilia Gonzdlez
Toires, Oficing del Registrador, Universicad de Pueilo
Ttico en Rin Medras,

3. Entrovista con Carmen T, Ruly e Fischler, anterior
directon del Musen de Arte de Puerte Rico, an Junio
te 2004,

3. Tastimonios de Glorla Genzales Torres, hermana del
aiticta (septiembre de 2004), y de amigas como M-
garlta Hermandez Mergal {1* e julin de 20041 y Liliana
Ramos Callada {17 de agosto de 2004}

4. Universidad de Puerto Rico, Recinto de Rip Piedras:
Catdlnga General 1979-80 1980 81, p. 477,

5 £l data de |3 fecha lo proporciona Lorelel Albanese
o s articule “Fstudiantes de la UPR ‘derdtan la so-
cledad’,..y 2,000 ihras de Hiela", The San luan Siar 4
de novlembie, 1978, . 2.

B, Entrovista con losé Pérez Musa, 24 do soptiefbre
i 2004. Seqdn Pérez Mesa, la idea origingl era empa-
qisetar 14 Tatre de la Universidad, un adificin slmbilica
dentro del racinto, *Cuanda nos dedian que wilaba-
mos copiando @ oo arlista —es declr, a Clwisto-,
Gonealez Torres decla ‘Ng inventamos ln Coc Cola,
pera la tajimos a Pugo Rico'."

7. La Fundaciin Folix Gonzalee Tares declara que como
un artista madur, Gongdlez Tawes decldi descartar

cualquler tisbajo realizada antes de 1986 coma part
dle su obra.

B, Ibld, £n s (risma entravista, Porez Mesa afirma gue
Gonzdlez Tores era muy meticulaso con las declara:
tlones, al punto do que éran tan importanies como |
accltn misa.

9. Asl consta en ol curriculum vitae adjuntado al pro-
yectn “La playa” (1983), que so cansenva on el expe-
diento de artjsta, Programa de Artes Plasticas, institute
da Cultura Puertorriguefia,

10, Entresista con José Pérez Mesa, 24 de suptienibie
de 2004, Inclusn en alginas cxposicongs an Muevd
vork, Ganales Tarms distribuyd declatacianes &n foi
ma da pota do prensa,

1. Ibid. Lorelel Albanese,

17, Testiranio do Rafael Trelles {agosto de 2004), fufen
astudit con Gonzalee Toives y panticpd lambicn en a
mupstra X Anual de Estudiantes.

13, € ontarnas, Cliadernos de Croacin e fnvestigacion
gsturfiantil, Revista de los Estidiantes del Programa de
Estudios itensivs, Recinto do Rio Pledras, Decanato
de Estudios, Universidad de Puerto Rlica, Val. I Nim.
1, Primer semastre de 1978-79, pp. 11, 1430, 43-46,
raspectivaments

14, Gilda Navarra s plonara de fa danza moderna y
contempardnes en Puwl Rica,

15 Este prayects fus patrornaca par Actividades Cul-
wirales y Programa camo parte del 7510 anlversario de
|a Universidad de Puerlo Rico,

16, Contarnas, Cuadémes do Croacion ¢ investigacion
pstudianti, Revista de los Estudiantes del Programa de
Estudlos (ntensives, Recinta do Riu Piedias, Decanato
da Fxtudios, Universidad da Puerlo Rico, Vil IV Nom.
7. brimer semestro de 1978-79, p. 46,

17. ibit. He aqul un fragmenta de la declaracion:
"slampre frente a este reflejo, luz oscura. Ep una
continua metamorfosis s transfarma en imagen, qué
en forma graclosa se presenta, se ausenta, se pite
y sz convierte en héfoe, &n autnoestima, detergente,
hamburguesa y s convierte en vaco, vaclo, y nos
anula 1...] emite un sonido que nos es compafla
veal, pero completamenta Irreal —completamente
tiansistorizada, cantrolada y modulada y asi caemnos
en la trampa.”

18, soqin afirma Myma Rodriguez en el artlculo “Wi-
den art at the UFR", en The San fuan Star, 24 de agos-
to de 1980.

19, 1hid. Contomnes, lum. 2.

200, |bid. Sarah D, zany, "Ediorial”, p. 5.

21, lbld. pp. 7, 25 y 76, respeciivamente.

33, Canlofmnes, b, p.25. ", ¥ quiero ser un video
(sahe que siempre Jo he guerlda ser) donde pader gra-
bt al munde yvivirlo, viviio con oxa haimbre tan mia y
{an tuya que mafiana sk acaha toda § Terming exta
vida-vider, Pera ne, comamos ideas focas y asl este
final serd otro princlplo, otro comienza ¥ Flash-back.
Rewlnd. Rewind, ..

23, 1l Irizaimy, p. 5 Cl cuenta " ., querdo televiso”
fiya publicadn en las phginas 43 a 45 da este nimera,
34, Al Informa o Boletin informativo de T Taculted
de Humanidados (Ao ¥, Val. |, Ago-Sept. 1980, p.8),
aunque erfbneamente se da cuenta de que son 46 |08
trahajoy en axhibiciin.

25, Seqan Samuel Cherson, la exhiblcian de esta ple-
23 "l implicacion saxual.. . debido a su contenido
auditive. .. fuva que ser autarizada directamente por
¢l Decann de la Facultad de Humanidades, luggo de
habetla inspeecionadol * Cherson: *Cl arte comn



idea”, £f Nupvo Dia, Revista Domingo, 24 de agosto
de 1980, p. 20,

26. Ibid. Rodriguez

27 Ibid. Chersan,

28. “Contaminacitn amblen/mental”, £/ Nuevo D,
Revista Domingo, 24 de anosto de 1980, p. 19,

29, “Unforgetable winds®, The San Juan Star, Sunday
Magazine, 11 de enero de 1981, p,

30, Ef Nueva Dfa, 17 de engro de 1981, p, 32,

31, Viddeo. Liga de Arte, Vlejo San Juan, Junio 19 - lullo
10, 1981, Producido por cartesia dal ICF,

32, "Felix Gonralez; challenging the artistic process®,
The San duan Star, Portfolio, 29 de julia de 1981, p &,
33, “Lla imagen coma productofpoder”, & Nuevo
i2a, Revista Domingo, 26 de jullo de 1981, pp. 16

17. Gunedler Torres los denomina "arte Impreso ¥
manifiesto” en un curriculum vitae que se conser
va en el expediente del artista en el Programa de
Arles Plasticas del Instituta de Cultura Puertarri-
quefia.

34, [bid., Redriguesz.

35. Este prablema en la recepeidn del trabajo cBncep-
tual de Gonedlez Torres ha sido enfatizado por Nelson

Rivera, Frieda Medin (quien en esa época sulrid seme
jante discriminacitn). Entrevistas con Rivera y Medin,
£ junio y sepliembre de 2004, respectivamente,

36, “'Suefios’ con Alelda y Félix”, £ Nuewa Dfy, 20 do
enero de 1982, p. 59.

37, Fundada por Reman “Mancho” Aboy en una resi-
dencla de la familia, la Casa Aboy e una institucién
que se dedicd a promever la fotagrafia en Puero Rico
durante la década de 1980,

38, Ibld. Testimonio de Nelson Rivera.

39, High Performance, Frimavera-Verano, 1982, p. B3, High
Ferfarmance fue una revista espedializada en el arte de la
performance y publicaba colaboraciones de artistas,

4400, Myrna Rodriguez, “Photography takes a giant step”,
The san duan Star, Sunday magazine, 1 de agosto de
1982, p. 12,

41, Carta de Ren Clark, 20 de abril de 1983, Fsta carla
se conserva en el expediente del artista en el Progra-
ma de Artes Plasticas del Instiwto de Cullura Puerto-
frlguena.

47, Gonzalez Torres reliere la realizacion de una
foto-Instalacion en una muesifa colectiva en la
galeria Franklin Furnace, de Nuava York, segin

consta en el currfculum adjunto al proyecta “La
playa” (1983), expediente del artista en el Pragra-
ma de Artes Pldsticas del Instituto de Cultura Puer-
torriquefa,

43, Ibid,, Provects "La playa®,

44, Cora Fusco, Corpus Delact; Performance Art of the
Americas, Routledge, [ondon y Mew York, 2000, 58-
59.

45. Carta de Félix Gonzalez Tarres a Judith Arandes, 27
de noviembre de 1984, Expedlente del artista en el
Programa de Artes Plasticas del ICR

4. Carta de Annie Santiaga de Curet a Féllx Gonzdlez
Torres, 6 de junio de 1985, Expediente del artista en &l
Pragrama de Artes Plisticas dal ICR,

47. Ensayas de catdlogo de Nelson Rivera y Liliana Ra-
mas Colladn, Muews Fotngrafla Puertarrlqueda, Univer-
sidad do Puerto Rica, San luan, 1985, P2y 4,
respectivamente.

4. Conversacitn con Oscar Mestey el 7 de saptiembre
de 2004,

49, Samuel Chersan, *El artista es ahora el mensajero
de los medios™, £ Mueva (s, 28 de didembre de 1988,
p- G5,

Felix Gonzalez-Tarres. * Linitfee {Chief Justice’s Hands), 1991, C-print jigsaw puzzle In plastic bag. 16 Y, x 12 ', Inches, Edition of 3, 1 A.F, ARGH GF 1991-71, Phato: Oren Slor,
& The Felix Gonzalez-Teres Foundation. Courtesy of Andres Rowen Gallery, New York.




Felix Gonzalez Torres - Early Impressions

Exhibition Checklist

#

All dimensions are height precedes width precedes depth,
All titles are written first as given by the artist, Translations are approximations, and given below.

Works:

“f Dnditled”, 1982 /1990 .
Newsprint, [ramed. 127/, x 34 inches
overall, three parts: 124/, % 10 inches each
Collection Andrea Rosen

ARCH GF1990-34

“Lintitled”, 1967

Framed Photostat. 4 ‘f‘ x 10 "!'\' inches
Tdition of 1 with 1 A and 2 additional AL
Private Collection

ARGH GU10987-1. AP

“Untithed", 1988

Framed Photostal. 101/, = 117/ inches
Fdition of T wilh 1 AL

Private Collecton

ARGH CFI9RE-21

“Lhntitled”, 1988
Framed Photostat

#x 10 inches

Fdition of 3 with 1 AL
Private Collection
ARGHGI1O88-4.1

“Untitled® (1988}, 1988

Framed Phatostat, 10 4/, % 13 inches
Editon of 1 with 1 AR

Private Collection

ARCGH GRIDEE-3]1 AT

*Lnkitled®, 1955

Wonden pedestal and photoeaples on
papet, endless coples, & {nches at ideal
height = 8 ¥/, % 11 Inches each sheel
Pedestal 30 x 9 '/, % 12 1/, inches
Collectlon Andres Rosen

ARGH GIT 138813

“Ulptitled”, 1990

Offset print on papey, endless copies, 8 inches
atideal heightx 287/, x 221/, inches each shect
Colleetinn Flamburger Kunsthalle

ARGH GFL990-82

“tnititled ™ (Chigf Justive's Hunds), 1991
C-print jigsaw puzzle in plastic biag
107/, %13 '/, Inches. Edition of 3, 1 A.IL
Colleelion Javier Mora

ARGH G 1991-¥1

28

“1 Intitled” (T Love NY), 1991

C-print jigsaw puzzle in plastic bag,

10/, x 137/, inches. Edition of 3,1 AL,
Collection Martin and Dantalle Zimmerman
ARGH GF 1991-73

"Lingtitled,” 1991

Offset print on paper, endless copies

7 inehes o ideal helght x 451/, % 381/, Inches
Courlesy Walker Art Cenler, Minneapolis;
T B, Walker Acguisition Fund, 1991

ARGH GEF 1991-77

*tinditled” (Sand), 1993/1994

Phatagravure on Somerset Sstin paper insilk
covered arclival box, Overall dimensions
vary wiih installation

Right parts: 12 '/, x 1581/, inches each
Edition of 12, 6 AL

Published Edition Julie Sylvester, New York
Private Collection

ARGH GF 1949410

o1 it itled” (Qscnr Wilde), 1995

Phato etching on lern paper. 4 '/, % 6 inches
Edition of 250, 25 AL, 2 BF, 2 additional
proots, Published by the Solomon R, Guggen-
heim Museum, RHew York. Collection Bl Mu-
seo del Barrio, Mow York T
Gift of Warren A. James

ARGHGE 1995-2

Dracumants:

Courtesy Instiluto de Cultura Puartorrique-
fia, San Juan, Puerto Rico, Programa de Artes
Plisticas:

Lir pbyn, 1983

I Beach)

Pencil drawing. 11 2 8 '/, inches

Lii playa, 1983
(The Beach)
Statement on typed shest. 11 x 81/, inches

& black and while photographs of the prepa-
ration for e performance, O ido, suefiod sobe
i cama de hivlo, 1982 2004, (Rust, dreams
on an ice bed), 7 1/, x 8 '/, inches each.

(Photographed by and donated by Daisi Mora)

Curriculum vitae of Felix Gonzalez-Torres
(Received Dec. 3, 1984), 2 typed sheets

CEPA Bulletin (Buffalo, MY), November 1984
Ligting “Public Arl Metro Bus Show, Felish-
iam’ by Felix Gonzalez"; Stamped by the art
ist, " Arte iinpiresn, arte expreso” (Printecd ar,
expriag art),

Posteard invitation, A Second Reading - Win-
dor [natallation by Felix Gopzalez, Printed Mal-
luer, MWew York.

(October 1 - October 51, 1985)

Exhibition catalogue, Felix Gonzalez Phato-
gmphsd Cayman Ginllery; Mew York
(March 3 — 26, 1983)

Exhibition catalogue, VIDEO, Liga de Arle,
San Juan, (June 19 = July 10, 1981),

Hiack and white photocopies of the follow-
ing documents:

Students ‘clothe’ tree to pay artist hamage by
Thomas Dorney, 1978,

LIPR stiidenta ‘melt society’ . and 2,000 pounds
of ice by Lorelel Albanese, November 4, 1978,

“Falix Goneales-Torres, ‘Rust, dreams on an
ice bed,” Casn Aboy, San Juan, Puerto Rico,
Jnnunry 23, 1982,° High Perfornmmee Bz,
Spring-Sumimer 1982, p. 83

Statement from the performance “Cliidy, snufos
sobye wia connt de hielo™ (Rusi, Dveanis on a bed
of ice), Cawsan Aboy, Ban Juan, Janiary 23, 1082,

7 lotlers of correspondence .

Courlesy Instituto de Cullura Puertorrique-
iia, San Juan, Puerlo Rico, Programa de Arles
Pldsticas - Donation of Bl Nugee D, exclu-
sively for the exhibition: Feliy Genzalez-
Tarres: Early Injpreasions at El Museo del
‘Barrin, Muow Youk:

Copies of the following documents:
Photograph of Felix Gonzalez-Torred
{no data).

Tress release, Liga Bstudiantes cle Arte de San
Juan, Jirwe 19, 1981,

Posteard invitation, [na bnagen extendida (An
Exended Imape), Galeria Zoom, San Juan,
August 21 - September 15, 1981



Mromotional photograph, “Cixido, sieerio sabre
temmat cannt de hisle™ (Rust, dreams on an jce
bed), Caga Aboy, San Juan, January 23, 1982,
{Phatagraphed by Dionys Figueroa).

Posteard invitation, Autorretratos, folderafos
pueriorriguenas de Prerto Rice & Nueta York
(Self-Fortraits: Puerto Ricon Photographers of
Puerto Rico and New York), arganizged and
presented by Bl Musea del Barrio, New York,
inassociation with Casa Aboy, San Juan, [anu
ary 23 — February 21, 1982,

Exhibition catalogue, VIDEG, ].an de Arte,
San Juan, June 19 - July 10, 1951.

Courtesy Universidad de Puerto Rico, Rio
Piedras, Puerto Rico, The Archive of the
Musen de Historia, Antropologia y Arvle:

lixhibition datalogue, LX Anoal Exfudinntes de
Bellas Artes {1X Annual Fine Avis Stidenta
exhibition), 19749,

Exhibition catalogue, Musca Folagimfia Pierior-
riqmzﬂn {Mew Puerio Rican Photography), 1985,

Coutlesy Universidad de 'uerta Rico, Rio
I"ledras, Fuerto Rico, M'rograma de Estudios
dea ITonor

Contornoa: Crundernos de Crencidi e [ l:wu!ignﬂ'du
Estudiantil (Outlines: Notebooks of Student
Creation and I'nvuul‘igmlil.'m}, Firal Semestor
197874, Vol. IV, Nurmlwers 1 and 2.

Courlesy Universidad de Puerto Rica, Rio
Piedras, 'uorio Hico, Seminario de Bellas
Artes, Facultad de Humanidades:

4 blagk and white, slng]n-channel videns:
10 horas, 10 anoes, 10 madres, 1979
{100 howrs, 0 yaes, 10 mothers), $00

Atbarretrato nimero 3, 1979
{Sell Porteait #37, B00

Delante/Detris, 1979
{Forward / Backward), 4:00

Weee York, New York! 1979, 2:00

Courtesy Casa Aboy, San Juan, Puerto Rice:

Contaminaciin apbienfenial
{Environ/mental polhition)

Printed in B Nieoo D, Augiist 24, 1980, p.
19. 14 x 11 '/, Inchos.

Lix inmoagrent oo prosdctofpoder

{The imuge g product/ power)

Printed in Renista Domingo, Bl Nueoa D,
luly 26, 1981, pp. 16-17

2 pages, 14 % 11/ inches sach,

Vientos inoluidnbles

(Unfargettilla Winds)

Printed In The San Juae Star, January 11, 1981,
18 1 x 1l '/,' inchos,

Poateard invitatlon, Primere Musstye 1982
Fotagrafia Puertovriquetio Contemporinen (Firat
Exhibition of 1982: Conteniporary Pusrto
Kican Phatography).

B Newspaper clippings, 1979-1981,

Courtesy Bl Museo del Barrio, New Yorlk,
Mew York:

Exhibition catalogue, The 2id Nativial Luting
Filin g Video Festronl, May 7 -9, 1982,
Courtesy Margarita Herndndex Mergal, San

Juan, Puerbo Rivo:

A silver gelatin photographs:

1974 8x41/, inches

19749 10x8"'/, inches

e 1979 4/, %30, inches ’
1980 91/, %@/, Inches

1980 10x 10/, inches

1950 81/, x 10 inches

1480 S1/2xa7f, inches

1061 B3 47/ wb 1/ inches

4 platinun pallsdium phatographs:

198] - B3 g xE"'!,iucheu
1981-83 4/, x6 '/, inches
14981- K3 !‘i‘g“x d'!klnchﬁ:
1983 11 ‘,:'lx 10 inches

Conrtesy Maria Martines-Caflas, Miami,
Florlda: '

Cilsel Poslor aned Posteard invitation, Wi
P:#ngmﬁn Puertarriquedia (Mow Poerto Rioan
Photography), 1965,

Courtesy Frieda Medin, San Juan, Puerio
Rico

Priedn Medin, Lina tmagen reconstraida
(Frieda Medin, A Reconstructed Image)
Printed in Seceidn Fotografin, Periddica Ef
Mittiba, Pierte Rice istrada, April 3, 1988

14 % 11 1, Inchéa.

Typewritten dradt tor Feiedi Medfn, Uni
{iigén feconsteidda, 1988, 5 pp.

Letter from Félix Gongdles Tormes to Frieda
Medin (typewritten and signed by hand),

Exhibition catalog, Everything @5 Fine fn Pusrto
Rico Ass Tt TIs, 1968,

Courtesy Liliana Ramos Callado, San Juan,
Puerto Rico!
2 gilver gelalin pholographs

1979
[RINL]

5 ”}'ﬂ.tﬂ 'fl inches
B4, %12, inches

9 platinum /palladivm photographs:

1981-83 &'/ x63/, Inches
1951- 83 f ',"|:.'5'Inclws

1981- 83 4'/,x6 1/, inches
1981- 43 4%/, %6/, inches
1947183 6!/, x5/, inches
1981~ B3 5t =é" inches
1981-83 &'/, x4/ inchos
14981~ 83 & ?,"hx & ’,’n inches
1941 B3 4 ?,ﬂ" xh ',‘] inches

Exhibitlion cata Inf;u:-', Primera Muestro de 1982

Folagrufin Puertorrigueitn Conlempordnen
(First Exhibition of 1982: Contemporary
Puarto Rican Phalography).
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