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Pascale is a sculptor in wood.  He travels frequently to Paraguay, where he obtains the 

material for his work.  And not by chance.  Paraguay is the site of the first type of missionary 

church, built in Yaguarón (1680-1720).  This peripteral church recreating the prototype of the 

Archaic Greek temple in the tropics was totally constructed in wood, including its columns and 

belfry.  Thus it could be maintained that the Paraguayans invented an architectural order 

linked to the material, set off by very rare, almost sculptural, capitals, with great nobility of 

form, and a carving that today could be formally linked to Brancusi’s pedestals.  Pascale cannot 

be indifferent to the use of wood in the church at Yaguarón. 

 

 

Yet the use of wood does not come easy to the Uruguayan artist.  Perhaps because Uruguay is 

a country without jungles, without popular crafts deriving from wood, and without the carving 

tradition that came down from colonial art and was prodigious in its production of retables, 

altars and religious images in wood, as in Peru, Ecuador, Brazil, and elsewhere. 

Curiously, in Uruguay more painters adopted wood than did sculptors (among the latter, only 

Salustiano Pintos and Wilfredo Díaz Valdéz).  And not only as support.  An extensive praxis 

developed among painters who turned to wood, a praxis inaugurated by Joaquín Torres García 

and continued by the disciples of his Studio, especially by Francisco Matto and Gonzalo 

Fonseca, Julio Uruguay Alpuy, José Gurvich and Manuel Pailós.  This practice, inextricably 

linked to Constructive Universalism, would be extended over time, with changes and finds in 

Washington Barcala and Nelson Ramos its most conspicuous exponents.  In that connection, a 

little over twenty years ago I had the occasion to present these two painters together with the 

sculptor Germán Cabrera, and I grouped them under the heading «Organic Constructivists.» 

A contradiction in terms? For a European, perhaps.  For us, no.  While these artists turned, as 

did the more orthodox European Constructivists, to the use of orthogonals to plastically shape 

the material, their right angles, verticals and horizontals are in the eye, rather than in 

geometry; thus the purity of geometry is contaminated by the organic sensitivity of the eye 

and by the resistance posed by the resinous wood. 

 



 

Ricardo Pascale starts out in painting, and his talent unfurls he replaces the canvas or paper 

support with pieces of wood that he assembles in a modern (perhaps untamed) version of 

marquetry, pieces produced by the cuts the power saw inflicts on the material.  He is not 

afraid to use force against the wood.  But the rationality of the cuts does not diminish the 

organicness of the material.  This work is not yet sculptural in the Baroque sense of the term, 

since it makes use of a minimum of sculptural artifice, staying very close to frontality. 

 

What options are open to Pascale for delving into the field of sculpture in Uruguay, taking into 

account his pictorial training? On the one hand, the tradition deriving from the Baroque 

heritage, generated out of Michelangelo’s forma serpentinata, requiring the viewer to move 

around the sculpture in order to grasp it.  This current was followed by artistsengaging  

religious statuary, like José Belloni and Antonio Pena.  On the other hand there was the 

Archaic, frontalist tradition, deriving from Joaquín Torres García and his Studio.  Pascale found 

a crack between these two worlds. 

 

Pascale´s work lies halfway between the Baroque and the Archaic conceptions of sculpture.  

But it tends to be closer to that of Torres García, for whom sculpture could be an eternal 

inscription in stone, as in his Monumento cósmico (Cosmic Monument).  That frontal 

characteristic is underscored by the master Torres García in his precise instructions for 

placement of the granite’s textured areas, as seen in the preparatory drawings for this 

monument conserved by the National Museum of Fine Arts in Montevideo. 

 

This artist´s work lies within Organic Constructivism, an orientation that can be seen as a 

Uruguayan tradition.  He also draws verticals and horizontals, but with a power saw (i.e., 

without renouncing modern technology), and this is an original feature in Pascale.  Frank Lloyd 

Wright and El Lissitzky had already pointed out that modern architects did not know how to 

use the beauty of machine cutting (a «marvelous simplifier,” according to the former, and «the 

machine has not separated us from nature, through the machine we have discovered a new, 

previously unexpected nature,» said the latter) in materials like wood and marble, unaware 

that this procedure led to democratization.  Because artists who turn to craft-like methods 

implicitly end up in an elitism of the sort of William Morris’. 

 

Verticals and horizontals and right angles (and also curves, which do not keep the whole from 

being very structured).  Pascale, too, renders them by applying elements of geometry with an 



innate, organic sense.  But he would give a new twist to the screw.  While Barcala, Cabrera and 

Ramos (what’s more, his teacher) turned to cast-off materials, Pascale for the most part 

chooses wood prior to all social use, the raw material par excellence, and itself organic.  

Tropical woods that bear the mark of time in their bark, in their knots.  Ancient specimens of 

hard woods: lapacho, curupay, ibirapitá, ibiraró, which the botanists and travelling painters of 

the past century, from Alexander von Humboldt onward, codified and disseminated.  There lies 

the sap of life of the tropics, of the “sad tropics.”  And via this route Pascale came upon his 

own world: technological cuts in organic materials.   That is to say, reason and nature.  And 

thus rooted in the Torres García tradition. 

 

In choosing hard wood, which retains the nobleness and prestige of nature, Pascale opts for 

tactility (touch, it is said, is the most instinctive of the senses), the subject of Moholy-Nagy’s 

introductory courses at the Bauhaus.  And his language has equivalents.  The Uruguayan 

Alfredo Testoni, in turn, assimilates the experience of light on wood in two-dimensional 

photographic work that could be called materials art.  But both Testoni and the members of 

the British Boyle family, using three-dimensional molds, transcend real materialness, yielding a 

once-removed version.  Pascale, instead, works with real textures. 

The use of hard wood hinders the designing of mannered forms and demands austerity in the 

presentation, so that the artist opts for a collage of wood.  The Baroque had its collage of 

different-colored marble pieces that, together with the likewise Baroque form, became cloying 

and led to the Neoclassical Academicism of the 19th century and cemetery sculpture. 

 

Pascale chooses life.  Another turn of the screw: he assembles fragments of different types of 

wood in diverse colors, a resource with a far-off precedent in Tilmen Riemenschneider, who in 

his Creglingen altarpiece (1505-1510) «carved architectural and decorative elements from a 

reddish pine, while the figures are done in a much lighter-colored linden wood.» 

 

Making use of the color and texture of each of the different woods themselves, he materially 

translates the use of the brush and of pigment applied on a flat surface.  By avoiding the 

specific media of painting he starts out on his road to sculpture (the Torres-Garcían Franciso 

Matto is more pictorial in his sculpture). 

In Ricardo Pascale’s two-dimensional objects we intuit the artist’s will to occupy space, the 

distinctive sterometric sculptural note.  So much so that his objects seem to be the other side 

of Díaz Valdez’s sculptures; they are works that are still closed, in the stage prior to unfolding, 

to appropriating space. 



 

His more recent works issue forth from a virtual plane parallel to the wall, and thus do not 

shun the tradition of sculptural ornamentation of the façades of colonial art, in which 

indigenous craftsmen tended to flatten the European-conceived high reliefs; the pelourinhos 

at the votive crosses, presenting the signs of the Passion, were also frontal.  Pascale is at the 

opposite end from the exuberance of the European Baroque’s collage of marbles; that of 

austerity.  Given his materials’ great richness of surface, he does not need dynamic spatial 

artifice.  Despitewhich, his works now have a spatial nucleus that forces the spectator to move 

around them. 

 

His sculptures are totems and wheels.  In the pre-Columbian cultures of Latin America, wheels 

had a ritual rather than a practical function, since the topographical conditions were not 

conductive to their use for transportation.  Thus Jean Baptiste Debret (1768-1848), the French 

artist who lived in Brazil, documents their use in colonial-era mills, establishing a formal 

association with the world linked to sugar cane.  A world described by the Brazilian sociologist 

Gilberto Freyre in Casa grande e Senzala.  The pre-industrial age evoked in the post-industrial 

world.  Without making it into an explicit theme, Pascale manages to transmit it through pure 

form. 

 

One of the wheels, 2.40 meters in diameter, laid horizontally on the floor, evokes the stone 

circles arranged by Richard Long, who also uses sections from nature.  In another, smaller one, 

the artist gives shape to a collage using parallel pieces of wood, establishing an approximation 

to the Ventanas (Windows) series by Manuel Espínola Gómez, a painter for whom the material 

constitutes a source of inspiration.  (Other painters, among them Alfredo de Simone and Juan 

Ventayol, also play with the fruition of the material.  The same could be said of the 

printmakers Carlos González and Antonio Frasconi, who seek to maintain, with the intercession 

of the gouge, the expressive part of wood).  One of Pascale’s first wheels even allows for a 

wedge made entirely of textile elements, an intrusion that a European would perhaps reject.  

Here, Pascale assimilates the collateral experience of tapestry that, back then, was on the rise 

in Uruguay and coincided with his formative period. 

 

His constructions are all very well balanced in terms of form and color.  The eye and geometry, 

reason and nature, mechanical and organic.  And as austere and stark as his teacher’s.  Thus 

they appear to be a continuation rather than a rupture. 

 



That continuation insinuates, perhaps, the larval existence of an art with its own accent, 

characterized by the pleasure the Uruguayan artist finds in handling the materials – found and 

not an act of intentional will - and the instinct to construct, shaping the material, as a way of 

rationally calming the underground currents that struggle to emerge in the creative process.  

The calming, pondering, and measure that pertain to Uruguayan art and which give identity to 

Ricardo Pascale’s work. 

 

His forms still profess an attitude of conciliation of the low-tech and the high-tech worlds.  In 

an age of cyberculture we barely know how to differentiate the leaves on the trees, but not 

their bark, their colors, their smells.  Ricardo Pascale, from the part of the world economists 

call «developing,» would seem to want to help us see nature once again. 

 

Text published in the catalogue of the 48th Venice Biennale, Italy, June-November 1999. 


