 Two orbital textualities around the work of Eloy Tarcisio.

I

Eloy Tarcisio’s artistic trajectory (Mexico City, 1955) includes thirty years of concentrated production and with numerous contributions in the fields of curating, teaching, public function, and cultural promotion. The process that lead to the his work’s recognition and legitimating began in the 1973-1978 period, when he exposed individually  ( 33 años detenidos, Galería de la Esmeralda, 1977), eigth collectively (X Concurso Nacional de Estudiantes de Arte, Casa de la Cultura de Aguascalientes, Ags. 1975; Ambiente Crítico, Galería de la Esmeralda, 1976; Diseño Plástico, Museo del Palacio de Bellas Artes, 1976 y Nuevas Tendencias, Museo de Arte Moderno, 1978, among others) and in which he received a First Painting Award, in addition to a Drawing Mention in the quoted X Concurso Nacional... It is interesting to mention that in that time he pursued his formal art studies at la Esmeralda (1973-1977) and that he was a co-founder of the CIEP (Plastic Research and Experimenting Center of INBA). In addition to Eloy’s case, there are several Mexican artists that have jumped into the professional arena after presenting the art schools study plans for consideration, in order to later design an aesthetics action field in which the creative production time they have chosen, is triggered by the prevailing bad academic situation. Gabriel Orozco, Abraham Cruzvillegas and Diego Toledo are good examples of it. 


Throughout these thirty years, Eloy Tarcisio’s creative contributions have positioned him as an author that, stemming – like I said – from the impugnation of the education model in which he was formed, he found his identity in what was understood as experimental and research aesthetics in the seventies. His works cover multiple representation registers, transiting from the image with support until the objects, artifacts and events manifested in the concrete space. The support is painting with academic and non-academic pigments over the canvas, wood, cardboard, fiber, synthetics or metal; three-dimension for the pedestal half way through between the pictorial and the sculptural, neographic, drawing on paper, and some photographic research. Regarding the concrete pieces, we are talking about painting over the three-dimensional elements or paraphernalia, of environment, ephemeral and documented performance, and installation and interventions. This means that the pieces carried out by our artist, have been mobilizing procedures and ways of doing that may be characterized under the term widened art concept, idea which by the way, historically crystallized with this name, since 1968 in Joseph Beuys’ poetics.

But being precise, I think it is of great importance to clarify that what was expressed in the previous paragraph, leads us to discover that the convenient definition for Eloy Tarcisio’s career aspect, would be better as widened concept painting: the plastic’s versatility exercised by an artist that, as it happens with the one we are dealing with, never stops being a producer for the look, and sometimes he is more than a “painter” or modern programming painter, it is a versatility he has as an operation center to a pictorial practice in an open situation or late-modern, with which I’m referring to, first, that it is open being painting beyond  until the typical western codes 1945 and, second, that it opens without canceling itself as pictoricity, when implementing for itself other artistic representation genders as he pointed out are performance and installation, the environment and the object. To the phenomenon described here to refer Eloy Tarcisio’s work in Mexico, and the verified disciplinary limitlessness among ways of artistic artifact apparitions in the international scope, since the second half of the decade of the fifties of the 20th century, it is known as a post-avant-garde change of the plastic arts notion by the visual arts. Later, with the arrival of sound art and other enunciations of the end of the millennium, we would see that of the visual artist fall before that of the multi-sensorial artist, but that is another story.


Between 1980 and 1995, period that may be considered of professional consolidation, Eloy Tarcisio received numerous awards and distinctions: Honorable Mention in the First National Encounter of Young Art in 1981, which was the new format taken by the National Art Student Contest, that began in 1966; Scholarship form the National Fund for Culture and Arts, edition 1992-93 and, later, Scholarship from the Creators National System 1993-2000; Special Mention in the First Monterrey Painting and Sculpture Biennial in 1992, and Winning Proposal in the Day of the Dead Project Contest, with the annual montage of the Muerte de todos, ofrenda de participación, (Death of All, participation offering), for the California Center of the Arts Museum, in Escondido, CA, USA, in 1995.

During the fifteen years of cultural institutionalization that I just referred to, Eloy Tarcisio chose a suggesting iconographic line and developed the fundamental strategies of his artistic work that, as José Manuel Springer would say in the catalogue published by the Galería de Arte Mexicano (Mexican Art Gallery) in 2000, for the Eloy Tarcisio exhibit, it is composed of a “[...] limited resource repertoire” because “he himself has decided it like this”. Said iconographies and strategies consisted of: a) An application of the ephemeral, taken form orthodox conceptual art, with whose motives Tarcisio was in direct contact, since he collaborated with Sebastián at Salón 76 and an interest for lyrical action, influenced by the encounter, in 1982, with concrete poet Serge Pey’s thought. B) The awareness of the worth materials in art may and must have, whichever these are, beyond the technical correction established in its turn, by any artistic praxis tradition, matter that Eloy partly retook, from the statements once made by Waldemar Sjolander, whom he met in 1975. c) Virtual and/or literal use in the pieces – as of 1979 – of organic elements that constitute collective patriotic symbolizing of Mexican emblems, in arrays that were, to a certain degree, tremendous-like, and definitely tragic. It is about rose petals and other flowers, sapodilla, cactus fruit pulp, maguey plant, cactus, xoconoztle and tar. Once involved in the image’s building process, the biotic elements in a chosen first time, will re-acquire a defining energy when Tarcisio started to introduce in the pieces of 1988, 1989 and later (here we must remember the aesthetic dialog that began in 1979, with ritual artist Michael Tarcy), cattle blood passages, real hearts submitted to fire and mole, respectively.

Toward 1983, Eloy Tarcisio was part of the group that founded the multidisciplinary collective Atte. La Dirección, which would live more or less until 1993, and which was joined Vicente Rojo Cama, Mario Rangel Faz, Dominique Liquois, María Guerra, Carlos Somonte and tangentially Rubén Ortiz Torres, Santiago Rebolledo and Diego Toledo. The group, with fluxus type organization, betted for action and what was multi-media, thing that would of course motivate Tarcisio’s individual realization, who for those years had already cultivated a strong interest for the great format painting evolving images and gesture work, of abstract calligrapher Robert Motherwell and reductive ‘tachisme’ exponent Pierre Soulages, along a critical attraction for the geometrizing theatrics of minimalist modules in the way of Robert Morris. If we see the previous in perspective, we will only have to add the context recount around Eloy Tarcisio’s mature sensitivity, the effervescence of the post-modern Neomexicanismo that took off with everything at the average of the 80s to have an idea of certain mobiles that explained the artist’s tendency, a path to neonacionalismo with a neo-conceptual functioning and performed pictorial roots. 

The time that elapsed between 1992 (date in which the First Performance Festival took place) and today, represents a new piece in Eloy Tarcisio’s cultural and creative adventure narration. Greatly, they are years marked by history, not exempt from controversies, generated by our artist with the foundation in 1993, of X Teresa Arte Alternativo (today Ex Teresa Arte Actual), the museum headquarters that INBA destined to –by means of an agreement- arts ad practices that appeared and were legitimized in the international post-avant-garde, not to say more alternatives or non conventional, as an answer to the initiative presented by Eloy himself to the authorities, trying to transform what had been the Centro Cultural Santa Teresa, directed before by Lourdes Sosa. Here I have spoken about controversies. They are already of public domain –and not the object of this writing- the plot of conflicts of interest and fights between Eloy Tarcisio and she curator that succeeded the former in the Ex Teresa’s Direction during part of 1994 and until 1996, year in which Tarcisio retook the charge to finally leave it in 1998. Then came the administrations of Guillermo Santamarina (1998-2004) and Carlos Jaurena, current Director. What we must not forget in the matter, is the importance this place had and has had in the curve of happenings traced, from the second half of the sixties, by a crucial zone of arts in Mexico, started with the activism of the Frente Mexicano de Grupos Trabajadores de la Cultura, that was achieved by the institution of the Experimenting Annual Section within the Plastic Art Rooms of INBA, and passing by the civil artistic spaces avatars, also called independent, during the eighties. 

The role played by Eloy Tarcisio in the summit of performance inasmuch an imagination generalized format, may be verified by the documentation he coordinated, since his function of X Teresa Director, for the book-catalog Cronología del Performance 1992-1997, CONACULTA-INBA. This publication had a second delivery, extended, in 2001, in that time edited in the Santamarina era, under the title Con el cuerpo por delante: 47882 minutos de performance. The first volume would gather six organizations of the Festival and the second, three. A glance through these materials’ pages with great reference value, reveals us a complete cast of participants and a plural sampling of treatment within the very ample performing exercise. The artistic community that was involved in the founding festivals was built in an awareness and a more or less defined consensus of the multiple possibilities that art-action may be, as well as what it definitely can’t be (Cfr. Foundation of the Sociedad Mexicana Protectora del Espectador de Performance- Performance Spectator Mexican Protecting Society).

Eloy Tarcisio motivated with leadership – when it was his turn- the cultural adventure of numerous artists inclined to creation within the so-called PIAS (performance, installation, environment, in Spanish) forms. In that time of effervescence the predecessor artists’ proposals were remembered and reviewed, Mexican and international, through an institutional optic that, fortunately or unfortunately, would generate memory and new poetic. It was brought to the present from the national: active iconoclastic of the stridentists; alternate events of the participants in the Salón Independiente del 68; the occurrences and professional delirium of the Franciscos Corzas and Icaza, Alejandro Jodorowski, Juan José Gurrola, Pedro Cervantes and Ulises Carrión; the Group’s experience, of the Sindicato del Terror, of Polvo de Gallina Negra and other collective or individual work that contributed to configure, in the vision of participants and captive audiences of the beginning of the 90s, the suggestion of a coincident artistic genealogy.

Beginning with, like I said, a first Festival in 1992, called Mes del Performance and presented in the Museo Universitario del Chopo, with the support of its Director Montserrat Galí, Eloy Tarcisio would convoke, in addition to a staff, Serge Pey, who had coordinated a poetic-visual encounter in Tepoztlán in 1984, and would activate for this occasion, some artists in the Visual Petry Biennial who had cancelled to César Espinoza. There were, then, professional guests and a young performer contest. 

Marcos Kurtycz, Maris Bustamante, Carlos Jaurena, Eduardo Abaroa and 19 Concreto, are artists to remember for this event.

International editions would come next, in the X Teresa headquarters, where we saw the pieces of Rocío Becerril, Felipe Ehrenberg, Roberto Escobar, Mauricio Guerrero, Melquíades Herrera, César Martínez, Mónica Mayer, Prando Pedroni, Martín Rentería, Gilles Arteau, Jean Yves Frechette, Guillermo Gómez Peña, Joel Hubaut, Richard Martel, Beate Zschiesche, Doris Steinbichler, Vicente Razo, Katia Tirado, Daniela Rosell, la Congelada de Uva, Marco Arce, Pancho López, Andrea Ferreira, H Comité de Reivindicación Humana (Human Vindication H Committee), SEMEFO, Elvira Santamaría, Roberto de la Torre, Armando Sarignana, Miguel Ángel Corona, Pilar Villela, Manuel Rocha, Mathew Barney, Ron Athey, Jonathan Hernández, Fernando Ortega, Santiago Sierra, Enrique Jezik, Héctor Falcón, Pablo Helguera…The festivals were likewise, fertile land for curators that selected artists and encouraged discussion forums. These were Paloma Porraz, Verena Grimm, Hortensia Ramírez, Víctor Muñoz, Haydeé Rovirosa, Karina Alvarado, Luis Felipe Ortega, Salvador Cañas and Hugo Cervantes.

Back to what interests us, I must mention that Eloy Tarcisio has had more than forty individual exhibits (the following stand out: Detalle de una vista de 400 años de México, Museo de Arte Carrillo Gil, 1983/ Región del Misterio, Galería OMR, 1985/ Velo de Muerte, Galería del Sur, UAM, 1991/ Del Lugar del Tlalocan, Museo Universitario del Chopo, 1992/ De la mano del hombre, Kunsthaus, San Miguel de Allende, Gto. 1998/ Conflicto de tiempo en las horas y los días de la obra de Eloy Tarcisio, Museo José Luis Cuevas, 1998-99), sixty collective exhibits and that his work is present in nearly thirty collections, between private and institutional, national and international. Eloy participated, as we have seen, in numerous Atte. La Dirección events: Sin Moraleja, Galería los Talleres, 1983/ Gracias a las lindas suyas, Museo de Arte Moderno, 1984/ Siseponinazco, Casa del Lago, 1984/ Paseguirasíprefierolamuerte, Estudio Eloy Tarcisio, 1987, are some of them.
In a curatorial work with ongoing feedback from his production. E.T. (which is the artist’s current signature) has selected work in nine projects of diverse disposition, form which the following stand out: Michael Tracy. Vía Dolorosa del negro y rojo para las flores de México, Estudio de Eloy Tarcisio, 1986/ Para Tanto Oropel... Tiene espinas el nopal, Museo de Arte Moderno, 1987/ Alternativas, Ex Teresa, Arte Alternativo, 1996/ Cronología del Performance, Ex Teresa, Arte Alternativo, 1997. But it is one curatorship in particular, the one that seems very symptomatic in the conception Eloy would represent during the last fifteen years of art in Mexico: Figura a Figura, selected for October-November 1987, in the MAM. The exhibit’s catalog, which includes a characterization text by Guillermo Santamarina and only one of presentation for Eloy, focuses the museum  arguments in the themes of pintura de la contradicción (contradiction painting), el arte en crisis (art in the crisis) y el lenguaje en transición (language in transition). Santamarina refers to, accurately, the eclectic note, a-historic and collapsed, of the work of the twelve gathered artists – as a constellation, I would say – in Figura a Figura (Oscar Aguilar, José Barbosa, Julio Amador, Rubén Bautista, Mónica Castillo, Mario Núñez, Jesús Miranda, Laura Quintanilla, Mario Rangel Faz, Jorge Salas, Rubén Rosas and Diego Toledo). From here that when confronting the identities and statements of the ‘painting’ present in the exposed work’s body, the functioning and inclinations of Eloy Tarcisio’s eye are evident: the post-artistic image is able to exist almost in spite the known pictorial language history, since it is viable to be a visual artist in critical state and overall, if he is back in the newly discovered complex of the day to day.

The archetypical re-dimensioning of the daily substrates, may be one of the attitudes contributed by Eloy Tarcisio’s artistic practices, facing the insertion in the postmodern rupture manner of time’s triad, that is, the de-frontier of the past regarding a present that is no longer projected to any future. This may be noticed in the final works of the eighties and of all the following decade, in which fragmented and fragmenting figurations, along with the uncertain forums such inhabit on the canvases and other supports, recall or paraphrase the antique Mexican codex’s surface, including there, iconic combining of vital currency.

Toward 1994, Eloy Tarcisio strongly retook the attitude of working with pieces that suppose the public’s participation and with which there is an emphasis on the process. His 1979-80 piece, Proceso experimental de una forma de manifestar un gusto (Museo J. G. Posada and neighboring streets, Aguascalientes, Ags.), already contained these matters of participation and process. The statement in collaboration fosters the implied people to intervene in the work’s execution, whether by finishing it or by taking it to a point of semi-finishing that Eloy will retake, in the atelier, to continue it or revert it in other visual terms. Regarding the functioning of the process type proposals (elaborated with ‘Mexicanizing’ organic materials), what is relevant is that they include radical transformations in the used matter’s status. Both strategies, coauthoring and process, prolong the image’s appearing time in the sense of a ‘result’; they somehow vindicate, to some degree, the value of the non-public and the non- site, since they invite interested or casual people to the creative domain, people who are not artists in their profession and that end up co-producing art, in sites that are not the artistic school with official validity recognition, nor the exposing space legitimated by culture.

Between 1978 and 1981, Eloy started the project La ruta de la bolsa, which was a montage of intervened commercial paper bags (de-constructed and painted), that hang on the walls of constructions, in the distance that goes from Perú to López, in Downtown Mexico City. Later, the bags would acquire ‘history’ since Eloy collected them face to a new montage in the future. Such future has come, precisely for the exhibit documented by this catalog and now the bag collection reappears as a set, if domesticated when entering the Museum’s container, in another sense, re-energized as concrete painting or pictorial derivate. What I want to point out with the reference to the bag piece, is the attitude of discontinuous continuity, which Eloy has been adopting - during a great part of his trajectory- with many of his pieces: the creative resource is very contemporary, since it postpones the term of a proposal (urban and lateral in the case of the bags on the street), declaring it every time as not carried out, with an always relative technical card in the temporary succession (now bags with an institutional aura). Thus, the artist’s total and closed production will never exist or, at least, all the variations about one same piece, will be forming like a self-linked field or like a series of contexts related among themselves, that take place endlessly in a dialog, although not always in conceptual harmony.

Eloy Tarcisio turned fifty in July 2005 and he celebrated the event with the execution of a 20 squared-meter mega painting, worked collectively, on a public site in Cuicuilco. At the end, the painting was repainted and fragmented by Eloy on canvases mounted over easels. The last part of the process was carried out in the artist’s study and what was painted, scribbled, drawn and written on the canvas’ surface, allows taking a glimpse of amniotic aesthetics that represent the origin saga ( See: Torso/ Corazón/ Mayahuel/ Serpiente/ Onda de flor/ Primera pareja, 2005-06). The Cuicuilco set is more than Eloy Tarcisio’s last big format work. It is, in reality, a piece consummated in the universe of its enunciations, but not because it is of the best or because it “closes” an existential cycle. It is so because it manifests the creative and mental elections the artist may no longer do without (escape).

II

The center of the curatorial discussing of De la materia y la idea. Exposición Antológica de Eloy Tarcisio, refers to some discussions pertaining the Theories about the positive disorganization of the individual, deep within the social dynamics, historically assumed and practiced by multiple communities of thinkers and artists in diverse cultural scenarios, as of the seventies in the past century and to this day. Michel Foucault in The Discourse on Language, Gilles Deleuze and Felix Guattari in  Anti-Oedipus : capitalism and schizophrenia and in A Thousand Plateaus, are absolute examples of this intellectual trend of trans-political finality. In the analytical and strategic surroundings of said theories and practices, we were attracted in concrete, by the energy that radiates from the statements about the possibility of desire sustaining, before the efficiency facet of the late-modern society (I refer to the phase in which modernity fulfilled and didn’t fulfill its promises), through an anti-productive dimension that is elected, in liberty, by a lucid citizen or by a perverse mechanism, that appear and act in an opposite direction through the road that common sense would judge as disappearing and non action in the social dynamics they belong to.

In Foucault, for example, the presence of the sphere of desire is explained by the libidinal tension exerted by the lateral speeches over those proceeding from the Institution, heresy that regardless of going over unpublished or conventional knowledge objects, deals with them through speech paradigms not on consensus with the mainstream of knowing. In this moment, the type of speech that moves in the “wild exteriority” and that risks to be censored although it possesses verisimilitude arises. On the other hand, in the detachment spring planned by the Deleuze-Guattari pair, the name overwhelmed body without organs is given to the overflowed entity that machines implementing the dysfunctional, in the regime of a stated production that is never different to the product and that is open to all the possibilities of the future.

In other words, the work selection criteria for the exhibit considered two aspects. First, the fact that a great part of Eloy Tarcisio’s sensitivity has been building images, like an endless scatology that never reaches entropy, but that works with vitality spinning all the time in a state of devastation (this applies to the iconic interior of every piece and for the piece considered in a set). And, second, reality, detected by the curatorship, that in the artist’s procedure there is a deliberate attraction for plastic methodologies that manufacture matter, which if it seems chaotic, also aspires to suggest ontic consistency (each piece seems doomed to chemical decomposition and, however, it is in a relative physical conservation stage). In his work, Eloy dreams many times with nude human figures and only like silhouettes – according to Luis Carlos Emerich in Orígen, corazón y rito, 1992- where landscapes inhabit a limit state or he is obsessed with pieces of primal– apocalyptic materiality: Mexico’s history is the tale of a wound that has never closed and that was made for us in the first days of time. Thus, Eloy Tarcisio’s imaginary produces in the corresponding imagination of his audiences, the sight of a catastrophic ‘Mexicanity’ that wants to be knowledge or that wants to at least “be”, that is, his imaginary anti-produces Mexicanity by producing it. 

De la Materia y la Idea, title chosen by the artist himself, is a set of work that, according to the taxonomic balance of recent art events in Mexico, would locate Eloy Tarcisio in the so called post-nationalism. Once what many people in the art scene had considered the Neo-Mexican excess of the eighties had been overcome, artists and critics that would look for a new opening to the international post-avant-garde would enter the contemporary art world. Such a thing had somehow started with the generation of La Ruptura in the 1952-1968 period. In the middle of that crossroad and with a strangely mediating vocation, Eloy Tarcisio considered it imperative to look into the iconographic repertoires of the national, in order to recover and contemporize- applying radical art formulas of the sixties – the conclusions reached by speeches that, deep down, were not others than those of the ontología del mexicano y de lo mexicano. All dialogs established by Eloy with Mexican imagery, have been treated with relevance by the critique that dealt with his work. In his text about winning exhibits of the 1st Painting and Sculpture Biennial in Monterrey, Luis Carlos Emerich points out how the artist performs something like offerings to the “temple of the lack of identity (of) a country of these heights”; and Jorge Alberto Manrique, in an article from La Jornada Semanal, published in 1985, makes us see that Eloy Tarcisio returns to the Mexican past not because he deals with the neos, but because of the fact that he has understood that the magnetism exerted by the roots of what’s ours in conscience, is inevitable.

This return to the tentative of cultural identity self-definition, would work for Eloy provided that the recurrence wouldn’t imply a derivative and inert visitation of the iconographic programs of the wrongly called Escuela Mexicana, but a new possibility of poetically enunciating, a local charisma built in another perspective, under the conceptual and neo-conceptualist art statutes. In this sense, Eloy Tarcisio’s pieces have configured a tragic and sublimated version of the Mexican universe that may still be read as an affirmation of the national being in times of globalization. In his work, we see fragmented or ‘an-organized’ bodies and fragments, spaces that de-frontier without disconnecting, the figurative of the abstract, surfaces where the remains and ruins of everything that was represented and is represented in this stage of the Valley of Mexico – mental site where all of its fictions operate- gather, in an unreal time. (Cfr. The election of Diez cuadras alrededor del estudio, en el Centro Histórico, by Francis Alÿs, as space-time of research and praxis). 
The decision taken initially by the Committee that reviewed and recommended Eloy Tarcisio’s exhibit montage, would coincide, a posteriori, with the one expressed by the Museum’s direction in order for the exhibit to be presented in an anthological tone that would make public the manifested strategies and processes in the artist’s already considerable trajectory. In this case, the curatorial research perceived, first, that Eloy Tarcisio’s work presents the fundamental characteristic of finding itself retaken and re-elaborated; and, second, that it is produced in serial arrays, contextual or transitive. In conclusion, the institutional challenge of selecting work of different times coincided with Eloy’s intentions of presenting inedited or new pieces, given that the function of a aesthetic horizontality became evident for the curatoship, in which the artist starts a conversation between what was performed in the past with the emblematic and more current production.

We know that the critic-curatorship mentality has the possibility of convoking diverse types of theories when the time comes to justify and fundament its objectives. The document herein is not the exception. However, I believe it pertinent to clarify that the theoretical references that I will make from here on, are only that, references at a certain distance. It is about argumentations proceeding from two essays: La Jaula de la Melancolía (1987), by anthropologist Roger Bartra and L’Instant éternel (2000) by sociologist Michel Maffesoli. Both texts may be considered within the aforementioned tendency, of the Productive Anti-production Theories. The first one anti-produces nationality, since it is an intelligent way of coming to terms with the essentialist obsession of the philosophical and literary lectures that pursued, throughout the 20th century, the Mexican’s ontological definition (Julio Guerrero, Alfonso Reyes, Emilio Uranga, Samuel Ramos, Octavio Paz, Santiago Ramírez, Salvador Reyes Nevares, Leopoldo Zea, Jorge Carrión). The second anti-produces modernity and it is a study regarding “the return to the tragic in post-modern societies”, before the primacy, precisely modern, of the dramatic. The argumentations contained in the two books were useful in the characterization that this curatorship carried out for Eloy Tarcisio’s work.

Then, a key critic enunciation that I propose for the exhibit’s global reading would be the following: If he had to be classified, Eloy Tarcisio is a post-Mexicanist artist. The prefix post supposes a parasite condition even to the modern and it means that the work is beyond a self-sufficient attitude definition of a Mexican universal, which implies a historic predestination for all the phases of our society. Simultaneously, his work’s identity, although it anti-produces dramatic Mexicanism for all times, does not transcend the national stigmatization, only it transfers it from the dominion where cosmogony (the beginning) rises again in the apocalyptic (the end), toward a tragic day to day that does not elapse in the temporary succession.
According to Roger Bartra’s thinking, 20th century Mexican intelligentsia has invented a mythic substrate he calls El edén subvertido. It is a vision that supposes that Mexicans that were a result of mestizaje, they are defined by a melancholy stigma that has become neurotic nostalgia for a Golden Age that suffered outrage from the bad civilization. But it so happens that the allegedly progressive State has also played a main role in sustaining this mythic of the innocent paradise, from where one can conclude, without a doubt, that the somber characterization of the modern Mexican fulfills a double political function: atoning the guilt of the processes – not always solved for good – of the 16th century Conquest and the Revolution of 1910, as well as legitimizing the government’s corrupt policies that prevail in today’s Republic. As a consequence, the civil society has had to act accordingly and flow into a sort of emotional paradox; to a suffering delight cycle, where it despises the farming and indigenous world, with its inhabitants, because they represent the evidence of our non-access to modernity. And how terrible it is that at the same time it experiments this despise, there is always an occasion to declare, out of proportion, that the rural and autochthonous constitute the pristine heart of the Mexican.  

Bartra finds in this ominous knot, the main character of national epics: el Héroe agachado. 

Said in another way, he discovers the fabling of a fallen man that is not very different by the way – he adds – of a legend of Martirologio: truth will come by means of sacrifice because the sadness that befalls over all the inhabitants of this Valley of Tears, measures the same as our geography and it exists since we appeared in it and until today. Following Octavio Paz’ lucid imagination and quoting a fundamental novel of José Revueltas, the anthropologist’s critical glance concludes that we have said to each other time and time again, that we are a nation of encumbered loners in the middle of a “primordial mourning” ceremony.

Nevertheless, the character of the héroe agachado not only characterizes peasants and the indigenous, since it is enough to explain the psychology of the Mexican in the cities. I’m referring to the very noted type of the pelado (rogue) or ruffian, whose most known example is Cantinflas, the good-for-nothing in which Bartra recognizes, deepening in César Garizurieta, author of Catarsis del Mexicano the nullity of the aspirations, that is, the desire to stay the same. According to this analysis, Cantinflas would be a punk that produces a language that is as ambiguous as that of his governors. The resulting equation implies that the cult Mexicans devote to the low-life masks the dark resignation before the abuse we are object of. 

In the end of the essay, Bartra rounds up the speech and his interpretation falls as a curtain, on the sketch’s farsic and suburban stage with which poets and intellectuals caricaturize us: when the ‘pelado’ (rogue) assumes the wound and sings happily in plight – because he is always funny – the hegemonic classes make a parody of him and they may have fun with his ridiculous gesticulation without noticing, while they think: “Mexicans (those of lower classes) have no sense … but they have feelings.” 

Eloy Tarcisio’s sensitivity spinned, since the sixties, around the concept of the man that always falls. I have even found a poem – written by Eloy himself – in which there is a statement about it: 

A man that always falls

A man that falls in love with an open heart,

That gives his soul, his body, his head,

Feet, nails, dirt, heart, sex, fingers,

Bowels, pennies, life, his knowledge, his ignorance,

His desire, his thirst, genitals, love,

Tenderness, help, assistance, fear, terror,

Dreams, nightmares, the stench of the mouth, of a fart,

Breakfast in the morning, caresses,

Late nights, excesses, prudence, 

Hate, work, flesh, surprise,

Hopelessness, deceit, laughter, suffering,

Truth, clarity, darkness, shadows, 

Joy, glory, the stars, the sun,

Immensity, firmament, the relative everything,

The absolute everything, everything and nothing mixed like a chocolate pudding,

As if existence were in a pressure pot and it exploded.

Like a washer where dirt never separates from the clothes, or the detergent, or the water, nor the machine that moves them, that scrapes them…

Like the whole life since the beginning of man, and not only man, but the universe, until the end of existence that will roll on a bed, sticking in his tongue, as if everything were to end in a moment, because it ends, it moves, it stays behind, it moves away, it gets lost, it erases, it is forgotten …

“ … it was but a lying light …

… everything sank again in darkness, in a second, in a second! The same fall is repeated”, it is repeated, and it is repeated. 

Region of the dead

18-September-1985

Of the mobility of the dead

A man that always falls

It is very interesting that the poem’s appearing took place a day before the earthquake that shook Mexico City, on September 19, 1985. But the true interest the reference to the previous text has rests in the matter that the concept of the man perpetually falling, if it is true that it doesn’t deal with the Mexican as such, it does feed the series of plastic works – with patriotic elements- in which Eloy Tarcisio builds the motive. What do we see in those paintings, photographs and actions? Visual forums with buildings, sites or ancestral textures, in constant allusion to the blood precipitation (See Pirámide, 1989-92/ Vista del Valle, 1987-2006/ De los primeros aztecas, 1993/ En memoria del hombre y la mujer, 1992-96/ De 1492 a 1992, 1992); Anthropomorphic figures literally falling headlong or cryptic emblems of the descent and the crash, formless or geometrical, of the body on the planet’s surface (See Coyolxauhqui, 1988/ Tiempo y Tono, 1998/ Templo a través de la ventana, 1988/ Paisaje Corpóreo 1 and  2, 1994/ Onda de flor, 2005-06/ Libro rojo, 1984 ).

In an article named Entre el Conceptual y la Transvanguardia, published in 1987 in the Proceso magazine, Raquel Tibol attracted the readers’ attention in the sense that, in Eloy Tarcisio’s work a peasant substrate in strong contact with Mesoamerican trends is manifest. I am sure that, in effect, the images proposed by the artist, even when they appear perpendicular to our eyes, hanging on the walls, they may be understood as zenith “views” of rural or old Mexican landscape (Relate Eloy’s mediation before the horizon’s minimalist primacy over verticality).  With this I suggest that we, the spectators, are virtually the men and women that fall toward Mexico or toward the central Valley: we are before a spectacle of a destiny rules by an irreversible gravity. We fall, but, according to the motives chosen by the artist, we kiss while we descend to the estrépito de púrpura (racket of purple) – paraphrasing the poet Ramón López Velarde. Here is the value of what has been done by Eloy Tarcisio regarding the reference to Bartra’s essay: Mexicans configured by Eloy are also stereotypes and, nevertheless, they are intense and never ridicule in the immensity of the fatal hour. Thus, the thematic of a kiss in the dissolution, that fascinates our artist so much (See the series: Máscaras de muerte/ Quiero descansar/ Beso/ Corazón, 1991), achieves that it magnetizes us and attracts the tragic sentence that his imagination inflicts upon us. As spectators, we don’t feel sorry, hypocrites, for those that fall and will be erased, because it is easy to feel that that is us – all of us – who disappear (and not socially, in benefit of the privileged ones but as species). Eloy Tarcisio’s art does not legitimate a state things that is unequal, and if it can’t be denied that it depicts tragic Mexico and the archetypical Mexican, neither can we juggle the solemnity of a worldly affirmation unlinked from classicism: al final del amor, cuando sólo quede la Nada, no habrá nadie que pueda  afirmar: el ser humano no tenía sentido… pero tenía sentimientos. It is worth mentioning, in the extreme, that a foreign spectator may tress before the scenes shown by Eloy: “No Mexican made sense…but they all had feelings”.

Michel Maffesoli clearly explains the change in paradigm that is being verified in the post-modern social dynamics. Behind, if we dare to decide it so, is the dramatic way of being of the modern citizen; that one who believed in linear temporality which insinuated progress and irrevocable realization. Now we enter a new law in which temporality is not History with a capital. The course of events does not run dramatically toward a final or unraveling point, in which the subject will see himself emancipated and triumphant. Everything has become cyclic and communitarian in the change of millennium, in the way of the rules of a pagan game, since post-modern means tecno return to the logics of a tribal rituality (one of the examples of this in the text is the rave party), which incites to live under the influence of a “passionate attraction”. 

The River Pierce: Sacrifice II, is the title of a piece carried out in collaboration by Michael Tracy, Eugenia Vargas Daniels, and Eloy Tarcisio. It was about a complex event that took place on April 13, 1990, under the form of a bi-national procession-sacrifice, in the north bank of Río Grande, close to San Ygnacio, Texas. This action was planned to pay homage to the river and 200 people participated, among them artists, activists, friends and neighbors of the region. The event was documented in audiovisuals, and later in a book-catalog that has texts of Joan Christopher and Edgar Leffingwell. The proposal implied the ritual destruction of a processional sculpture, Cruz: la Pasión. Una de las metas conceptuales del proceso en The River Pierce… era la puesta en duda de la identidad del río como marca de la frontera EEUU- México. 

Before presenting the action, Tracy had been collaborating and dialoguing with other historians, art critics, educators and lawyers in the frontier, and this allowed him to build a consistent artistic plan, regarding ecological awareness with a multicultural optic. When reviewing the documents, the first thing that is observed is the proposal’s sacral filiations: the ceremony, that lasted three days in total, was structured in analog station of Christian Passion. Everything went around the icon of the cross and there were ongoing references to Camino de la Cruz, Camino de la Justicia, work of Leonardo Boff, one of the most known and most important authors of the Theology of Liberation. It is crucial to understand, then, that all the aesthetic effort of The River Pierce…focused on imploring liberty that does not reserve frontiers, that does not decree the blatant distinction between the orders that are precise: performance-Via Crucis acquired the range of a nomad rite that would involve the coming of a psychic zone and frank, open geopolitics.

The use of votive fire and the continuous intonation of litanies of melancholic ambulation, were other of the elements that were present in The River Pierce...Eloy Tarcisio had to raise intervene with painting, three of the fourteen crosses that frames the mile of the distance. The three crosses our artist was in charge of, were set in an acute angle regarding the path and they represented the falls of Jesus in the painful route. Then, the pilgrims would find the vision of the collapse of a terminal era, while a new one was arising, in the scenic interpretation executed by Eugenia Vargas and a group of artists and drama students. Like an ending, the cruciform processional sculpture caught fire on the Mexican side of the border. Later everybody would retrace its steps and would prepare to attend a political gathering. Vindicating migration, no competition between communities, and celebration of the difference, were the reasons for this piece of multidisciplinary collaboration

Maffesoli’s text seems Taylor-made to characterize the aura of The River Pierce: Sacrifice II. It is a gnoseology premonition that takes us by the hand through an idea of contemporaneity, that are defined greatly by the presence of multiple and disturbing nomadisms. The citizen’s way of being or of the most-modern person, transcends the merely individualist condition of the modern man that pursued a democratic integrity, from an irremovable pose. In modernity, political correction is inserted in a passive form in the inside of the collective social contract and it is addressed to the great moments of existence or, in any case, to the defense of work and economic welfare. The new situation traces by the French sociologist, expects more than anything, the ineludible appearing of energetic men and women, devoted to the luminous simplicity of daily life, conceived now, as the succession of eternal instants. In the ideals exposed in the essay, tragic means choosing to love the world, although it is reduced to the immediate, it means to live un-believing the conformation of the past and the projection of futures: everything happens in a lasting present, as quoted by Maffesoli to Gilbert Durand, when introducing in his speech the regression topic that works to make the experience slow. Slowness and repetition occupy the center of the current existential strategies. The above may be expressed thus: reiterating daily acts stretches the molecules of matter of time and produces slow passages, susceptible to be lived as immanent plenitude, in which what was considered banal before now appears as archetypical. 

The creative processes stirred by Eloy Tarcisio throughout his artistic trajectory, have a lot to do with doing as many times as it is possible, the same gestures with the same materials; they also have, a lot to do with working as many times as it is possible, on the same pieces. Continuously, I have pointed out, the artist carries out and retakes objects, artifacts and processes that produced the impression of being  settled, in treatments that leave the idea of being, each one of them, the first material realization of those pieces. Lines back, I referred to the atavistic tendency of the images proposed by the artist, to his catastrophic plot.  They also suggest the humus that comes before any organized matter. I imagine, as a way of closing, that everything produced by Eloy Tarcisio, since 1973- year when he started his committed contact to art – is a monumental loop, a circular lapse of 33 years of poetic duration that, recalling the title of his first individual work, in 1977, 33 años detenidos, has shown us once and again, that even wounded, the skin breathes.

Erik Castillo
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