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“Three are three important elements in my work: the structural part, the formal aspect itself, 

and the material part, the accurate use of material”. 1 

When I went to Ricardo Pascale’s workshop on Millan Street, I had several questions on the 

how of the construction process of his works, and on its gradual adaptation to the design of 

new shapes and/or size changes, which led him to the works that are now displayed in urban 

environments or integrated to natural spaces. I also wanted to know more about the 

evolution of the structures that support his sculpting pieces, which had visually oscillated, in 

the case of the smaller works, between an open confrontation with the pieces, at the service 

of their visualization, and the achievement of continuity either ignoring that structural link or 

including it. 2                                                     

My interest had been aroused by reading the analyses of a group of numerous and 

distinguished artists and/or critics who have reviewed Pascale’s work. 3 Only then did I realize 

that the titles of these texts privileged, in more than one occasion, the suggestive presence of 

the word wood, even to the extreme of displacing any mention of the artist’s intervention. 4  

This was done, of course, with the intention of highlighting that which the sculptor had 

managed to reveal from – or in some cases impose to- the material. 5 

                                                           
1
“La irreversibilidad del tiempo” (“The irreversibility of time”) interview of Ricardo Pascale by Pablo Thiago Rocca. 

29/12/2008. Revista Dossier 12. The question had been: Are you faced with engineering and balance issues in your 
pieces? 
2
 The larger works, in particular those implanted in outdoor spaces, involve structural and foundation issues, whose 

resolution may surpass the intention and the responsibility of the artist.  
3
 I have revisited several reviews of Ricardo Pascale’s work and read others for the first time. I have revised 

catalogues and links to images of pieces from various stages.  This is my usual approach, even if I am already 
acquainted with the artist. It is my own way of developing a new way of looking, to only then, write.  

4
 Such is the case, for example, of Ticio Escobar in “Las desazones de la madera” (“The uneasiness of wood”) or 

Alfredo Torres in “Los espíritus de la madera” (“The spirits of wood”). I also searched some of my texts on Díaz 
Valdez; among them I found, of course, “Los secretos de la madera” (“The secrets of wood”) from 1986. 
5
 On the other hand, it is also relevant that  “Wood is the only live material used in construction, and as anything 

provided by Life, it is somewhat more adaptable, less rigid and schematic than other materials. No two pieces are 
alike in their fibers and knots, in the same way as human fingerprints are never alike; and the attraction of wood 
comes largely from these vital qualities… Even after it is dead it is much more sensitive to ecological factors… One 
may say that wood never dies”. Eduardo Torroja, “Razón y ser de los tipos estructurales” (“Reason and being of 
structural types”). Instituto técnico de la construcción y del cemento, Madrid, 1956.  

 This Spanish engineer –specialized in concrete- analyzes in this book the behavior of construction materials in 
contemporary structures, and the solutions adopted in various historical periods. 

  



 

 […] the material part, […]  6 

Before going inside the workshop, I was distracted for quite a while by the feast for the eyes 

at the large open space leading to the manufacturing site, which is crowded with a 

phenomenal stockpile of materials: planks, scantlings, beams, long wooden cylinders and 

rods, all piled up in different directions and to various heights.7 Taken as a whole, these 

materials evidenced the various stages of a seemingly halted aging process, or the signs of 

deterioration that in some cases had made them look like spider webs.  I then started to 

relate each common name- curupay, ibiraró, ibirapitá, quebracho, lapacho- with the various 

color shades- chestnut, greenish chestnut, pink, yellow, red, ochre-. A few darker green 

boards had been part of tanning mills: wooden drums with a spinning mechanism. These were 

–are- devices used in tanneries to soak hides in water and other products. In the process, the 

wood gets stained with lime and colored by green copper residues. 

As many artists who have chosen wood before him, Ricardo Pascale started as a “gatherer.”8 

He ended up being a stockpiler of raw materials; he searched for or was given the remains of 

the former uses of the material – old railway sleepers, thick pillars from old bridges and docks, 

hard woods brought mostly from Paraguay to serve the needs of transport and industry.9   

                                                                                                                                 

[…] the formal aspect itself […]                                           […] the structural part […]                                                                                                                     

Pascale learned drawing and painting in his childhood and adolescence.10 Although he was 

keen on architecture, he finally decided to study economy. In the meantime, he worked as an 

architectural assistant in his uncle’s studio. His interest in visual arts persisted, and finally in 

1989 he joined the studio of Nelson Ramos.11  A “chance” encounter with some pieces of 

wood led him to experiment with this material. It was then that he started his relief series: 

cuts of "untreated" wood combining a certain moderate primitivism and possibly figurative 

                                                                                                                                                                          
 
6
 I have decided to manage in a different way the order of the factors that, taken as a whole, lead to the final 

product. 
7
 Again the allure of wood, competing, even before becoming part of the art piece. 

8
 As other artists, such as Rafael Lorente, who has included woods and pebbles from our coasts in his work. 

9
 Construction elements from different methods and times of our economy. 

10
 Encouraged by his mother and teachers, for example, Mercedes Antelo, the Carafí sisters, Bell Clavelli, Quela 

Rovira. 
11

 The Art Expression Centre led by Ramos for more than thirty years was, due to his formal openness and 
expressive rigor, a space for the initiation of numerous artists, who later chose different languages. It was also a 
privileged educational place during the years of the dictatorship.  



allusions in varied shapes, and assembled while maintaining their diverse surfaces, their 

hazardous edges and varied thickness, their natural holes and colors. In his own way, the artist 

acknowledges some local filiations: some of Torres Garcia’s heritage and the affinity to the 

artists of the 60s that Angel Kleinberg has labeled as organic constructivists.  

From 1995 onwards, formal resolution got freed from the plane and was rapidly translated 

into several concurrent series, each of them with differing treatments and accidents of the 

material, and of varying sizes.12 

Shape, dimension and structure are the three elements on which the resolution of each piece 

relies. The design starts with sketching, probably followed by more accurate means of graphic 

representation. Next comes the scale model - in fact a smaller-sized finished work, later 

rebuilt in the projected dimensions with the formal and expressive variants suggested by the 

preliminary sketch, or required by the new dimension.  

At the workshop, I had the opportunity to see two works in progress: a small wheel, with the 

materials that allowed for the balance sought in the object, and/or the support of the puzzle 

of wood cuts, and another larger wheel meant for outdoor spaces and a different climate. The 

latter had one finished face and the armature of the piece was exposed on the other side. The 

artist and I then discussed his direct participation in each one of these stages, the need for a 

team at some of the stages of the wood process from the outer yard to the final polished cuts 

that are part of the assemblages.  We also discussed the need for the intervention of a 

technician in structural calculations in order to support intuition and experience with figures 

and data, taking into account, for example, the incidence of wind to define the shape, the 

inner structure and the foundation suitable for each terrain. As long as these shapes, 

dimensions and structures are one and inseparable whole through which each piece is 

resolved, or […] the accurate use of the material […] 13 

Montevideo, June 2012 

                                                           
12

 A play of self-supported curves, and a return to reliefs, opened in both cases new roads, of higher expressive 
synthesis and rigor. 

13
   […] “it is in very rare cases that the aesthetic value of the visible work is not influenced by the solid forms of the 

inner structure” […].  Eduardo Torroja, engineer. Op. cit. 

 


