
 PULSACIONES 
PULSATIONS  

2013 
Alejandro Perez Falconi  

(1976, Ciudad del Carmen, Campeche, México)

Installation view.
Knoerle & Battig Gallery, Winterthur, Switzerland, 

2013. 



Things are weird 
Responses to Alejandro Pérez Falconi’s Pulsaciones series  
Juan Antonio Molina 

Translation Manuel Rodríguez Posse 

Nothing is what it seems. And while most resemble themselves, things I mean, should lead us to more 

mistrust. Seeming alike already involves a splitting, an action of unfolding. There is only a similarity when 

there is otherness. The similarity is not a matter of two, but three terms. Hence, another bias can be inferred 

regarding reference in picture. It is here where the works of Alejandro Pérez Falconi becomes particularly 

complex, not for being incomprehensible, but because of its ambivalent nature. The benchmark is not the 

photographed thing, but its memory. The best way to recognize the subject in Pulsaciones series is to go to 

our own memory. Perhaps then the referent will be revealed to us like something vague and blurred 

(ubiquitous and plural), but definitely closer to the reality that we experience on a daily basis.  

 I could say: reality looks real, but it is not. Life seems to be too close to life, but it is not. I am too 

much alike myself, but I'm not. What is missing of me in the representation of myself? What is that lack of 

real in the representation of reality - or, say, any representation? Well, perhaps an extra of inaccessibility. 

Perhaps that ballast of impossibility the conscience always drags further. However, the word reality is very 

frequently used, because it is the wildcard to talk about all kinds of photographs and is the argument of any 

discourse on photography. It is also the alibi for breaking the silence that some kind of photography imposes 

and it is the key to get us out of the incomprehension and paralysis that other photographs propose. 

 When facing Falconi pictures, the word reality can only be used as a sign of the elusive. “Things are 

queer”; that’s how Duane Michals named after one of his most evocative series. I think that he was 

refereeing not so much to the physical quality of the things, but precisely to that elastic and unstable 

condition of the real. Things, when they are regarded from a certain angle, show its capacity to resist to a 

disciplinary logic and an order of reality that is comfortably repressive. Ever since I saw Pulsaciones, I 

thought of that series of Michals. Falconi makes things seem queer in its immediacy and familiarity. But 

above all - and that is what reminds me Michals the most – he makes everything seem to belong to a 

particular universe, content and continent of other universes too. 

 And that is also what, in these works by Falconi, makes me recognize that subversive angle, which 

puts out of balance our position in time and space. A self-referential structure seems to be hidden in the 



sequence of the series. Spooky trees in Covered by a layer of clouds could as well be the same ones 

surrounding a little food cart in As in other parts of the world. And do they not appear again, as a gloomy 

scenery, in 4´33 "? The little cart is the same we see in Away from the town shops. The desolate interior 

presented in Below things themselves could correspond to house in The only guest. Everything seems to 

correspond to the same place and same circumstances, disjointed in such a way that intuition - and the 

intention- of the viewer be able to meet parts; in both, a playful and detective exercise. 

 Pulsaciones is an essay with narrative variations of an event that has no beginning and no end. 

Perhaps that was what made me go over some pages of Rayuela, the Cortázar novel, looking for affinities 

between Falconi photos and literature. Among them I found that Jean Tardieu was quoted: "But do not 

pretend that I am! Come on! Everything here is a fake. When they have returned to me my house and my 

life, then I will find my true face." This is the exclamation of a subject exiled from reality. Still, it is not a 

complaint focused expression, but rather a sardonic comment, though a little sour.  

 Realism in art, when it is not ironic, is naive. You might think that in Falconi works the irony lies in the 

fact that a duplicate of things is produced before being shot. He did so with his modeling clay models of 

works of art, in the series The Sensitive Religion, and he does it again now. In fact, if it weren't for the irony, 

the entire process would bear a sharper air of idleness. However, I think that the irony lies not in making 

models, but in taking pictures of them. In this author's work, it is photography which becomes a deceptive 

operation, precisely because it provides a dose of credibility. 

 Likelihood is embodied in the similarity. The iconic double is more persuasive when it has a 

photographic origin and nature. In fact, it seems to demand a more devoted attitude, like an act of faith. The 

photographic double is presented as truth. And isn`t that what likely or credible is, what resembles the truth?  

 And, nevertheless, "everything is a fake here". Proving a special vocation for manufacturing, 

Alejandro Pérez Falconi carefully builds his scenes, as if they were not predestined to a theatrical action 

space, but the theatrical action itself. Each photo represents a time of inaction, a kind of pause between what 

may have happened and what may still be to come. The general atmosphere suggests what it looms, the 

foreboding…the foreseen plot. Even though, it's in those periods of inactivity where all the dramatic strength 

of these works are found and gathered together. 

  

 The word Pulsaciones might refer to those lapses. We are too used to accept that life is a continuous 

line without gaps. However, every moment has a unit and enjoys certain autonomy. It is in this area of 



apparent autonomy where Alejandro Pérez Falconi develops his work. And it is quite evident even in the 

context of discourse. The titles of each photo in this series are isolated units, despite the affiliations among 

the different images. The scene showing a basketball court (Be loyal to the game, since the game will be 

loyal to you) allows us to see the recurrent food cart that appears in other photographs (like in Away from the 

town shops). It is clear that the titles have no connection among themselves despite the relationship between 

both images. The titles are not descriptive: they force a poetically rework on the photo-text relationship, 

producing a new imaginary, relatively independent of the photographed scene, or seemingly alien to its 

situation. That is why the relationship between two photos it is not reproduced on the relationship between 

two texts. And that also explains the difference between the open and fragmented character of the narration 

in the series of photos, and narrative drive that a video produced with the same photographs has. 

 In the video, this unit is based on the editing process and sound features. There, the relationship 

between sound and picture itself is indeed descriptive and, through variations within a dramatic range, it 

produces a fairly typical narrative situation. I have seen the video as an independent photographic series 

piece, but the truth is that the narrative of the video displays each photograph differently. The meaning of 

those images around a tale of violence, suspense and death can be better arranged with the video. 

 There is irony in the evocations of a cinematographic style or quotations of narrative patterns 

commonly found in mass media. There is always the feeling that there is a gap that must be filled by the 

spectator. The context of a story is offered to us, but we have to imagine the staring ones. Visual suggestions 

evoke an absence, but also produce an effect of substitution, like some stylistic devices in speech, such as 

metaphor and metonymy. 

 To say that these works represent fictions is already a trivial statement. To detect how much affinity 

exists between these fictions -and what we usually accept as real-, might be in fact the most stimulating 

approach. Living in Mexico I can't help relating the images of Pulsaciones to a daily routine of violence and 

fear, where the catastrophe is lived in a scenario of endless push-pull between the phantasmagoria and the 

show. 



 

Aventuras a larga distancia 
Long distance affairs 

Baryta paper-inkjet print 
120x80 cm 

  

Hablando con toda confianza 
Talking with confidence 
Baryta paper-inkjet print 

120x80 cm 



  

Las horas suben a la superficie 
The hours rise to the surface 

Baryta paper-inkjet print 
120x80 cm 

  

Alejados de las tiendas del pueblo 
Away from the village shops 

Baryta paper-inkjet print 
120x80 cm 
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Se preguntaba si el calor y el viento son románticos 
He wondered if the heat and wind are romantic 

Baryta paper-inkjet print 
120x80 cm 

!  

Cubiertos por una capa de nubes 
Covered by a layer of clouds 

Baryta paper-inkjet print 
120x80 cm 



  

Bajo las cosas mismas 
Under the same things 
Baryta paper-inkjet print 

120x80 cm 

  

Como en otras partes del mundo 
As in other parts of the world 

Baryta paper-inkjet print 
120x80 cm 



  

En las bolas del tiempo 
In the balls of the time 

Baryta paper-inkjet print 
120x80 cm 

  

El único huésped 
The Only guest 

Baryta paper-inkjet print 
120x80 cm 



  

Convirtiendo la casa en negocio 
Turning the house in Business 

Baryta paper-inkjet print 
120x80 cm 

  

Sé fiel al juego, ya que el juego va a ser fiel a ti 
Be true  to the game, because the game will be true to you.  

Baryta paper-inkjet print 
120x80 cm 



  

4’33” 
Baryta paper-inkjet print 

120x80 cm 

Moldeo de la opinión pública 
Molding the public opinion 

Baryta paper-inkjet print 
120x80 c 



 

Suenas como disco rayado 
You sound like a broken record 

Baryta paper-inkjet print 
120x80 cm 



PULSACIONES VIDEO  

Installation image in Knoerle & Battig Gallery, Winterthur, Switzerland, 2013. 

Pulsaciones 
2013  

Time: 3:01 min  
(loop) 

Audio: Dolby digital Formato: HD 1920 x 
1080 Frames: 23.93 fps. 

 Projection size: 140.63 x 250 cm 

© Alejandro Perez Falconi 

https://vimeo.com/96504410



VIDEO STILLS 

PHOTO-FRAME NUMBER TIME: HR/MIN/SEC/FR

1 00:00:14:22

2 00:00:30:05

3 00:00:42:13

4 00:00:53:05

5 00:01:09:08

6 00:01:28:15

7 00:01:38:07

8 00:01:40:06

9 00:01:41:21

10 00:01:44:01

11 00:01:55:08

12 00:02:50:05

13 00:02:07:18

14 00:02:26:00

15 00:02:32:17

16 00:02:37:15



MAKING OFF 

 

Black & white photo about the art work process. 
Taquería el metizo (Los tacos del Chino)

2013
 

Black & white photo about the art work process. 
Making the taco’s car

2013
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Black & white photo about the art work process. 
© Alejandro Perez Falconi

2013 


