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In the year 2002 Ricardo Pascale published a book called La imagen en la búsqueda, which 

seeks to establish the idea that, in the production of knowledge, reason is associated to 

creativity and has seen no academic or disciplinary boundaries throughout history. He is 

himself an economist, specialized in finance, who has extended his activities to the field of 

artistic production and the reflection on mathematical thought, biology, the morphology of 

natural elements and the relations between art practices and scientific thought. 

His sculpting work expresses this cross-disciplinary character in various ways. Both his early 

works- wood “reliefs”- and his large-sized wood and iron sculptures implanted in urban and 

rural spaces are imbued by a strongly organicist thought with an intuitive basis, but 

nevertheless close to formal logics and even to certain mathematical principles. It is no 

coincidence then that the sixth chapter of Pascale’s book is entirely dedicated to the 

mechanicist ideas of D'Arcy Thompson: biomathematics and the logical rules that govern the 

form of living beings. But his work is formally concise; any possible adherence to Thompsonian 

ideas does not lead him to celebrate the ephemeral in the mobility of life (as it is done for 

example in the works of Nils-Udo or Giuseppe Penoni), but instead, he chooses to work 

halfway between random transformation and the logical structuring of form. Pascale situates 

himself between these two conflicting notions, on the border between dynamics and stability, 

the realm of what is nowadays known as "deterministic chaos”.   

Some of his drawings, sketches and preliminary studies for the sculptures are accompanied by 

light mathematical formulas; but in general the works that most abstractly reflect the notion of 

“organic structures” (in particular the ones that resemble subtle Möbius strips unfolding in 

space) are definitely a departure from Newtonian (and Leibnitzian) determinism and pose 

questions that are typical of the theory of chaos and complex systems; already anticipated in 

art, in different forms, by Lygia Clark´s objects and Gego´s grids, for example.  

In this respect, Pascale seems to act – perhaps involuntarily – revisiting the forms contributed 

to art by late modernity, (re)treating them under a different gaze with the meticulousness and 



professionalism of an exquisite surgeon. Some pieces look like revisions of Madí works, others 

involve attempts at kinetic art (resembling the inner mechanics of pianos), or at Vasarelyan 

“vibracionismo” (and its influence from the “pointillism” of the late 20th century), but built with 

toothpicks. 

Pascale’s workshop is in fact a laboratory for multiple formal tests with wood. Among them, it 

is worth noting those that denote a certain inclination towards what can be defined as “diffuse 

anthropomorphism”, possibly the main point of commonality with his teacher, Nelson Ramos. 

Works like Paisanita, Jepajuha (from which Hommage à la correspondence would later come), 

Tati, and the totem poles of the F series1 (Omaggio a Ca’Foscari, among others), are organized 

within a somewhat anthropomorphic discourse given by the hierarchical structuring of the 

parts (which are in fact in many cases divided according to Fibonacci's mathematical series) 

within an enveloping one with a vertical axis whose gestalt not only provides visual unity but, 

above all, lends an ambiguous human or animal form to that field of forces. 

The pieces belonging to the solar chapter, composed of large two-faced flattened conic shapes 

with a surface made of “slices” of wood cut in a radial layout, resemble the shells of certain 

pteriomorphia mollusks that are commonly found scattered on the ocean coast, in whose 

hollow epicenter erosion builds radial striations. The zoomorphic character of these pieces is 

even more apparent when Pascale sticks them to prismatic volumes, distorting their primitive 

structure in a movement that seeks to adapt to the rigid geometry of the prism to which the 

structure is stuck. 

In this way a systematic disruption of the primitive governing code (of the circle) occurs, which 

now configures the codes of elliptical shapes and their derivatives, by shifting the "center” 

towards one of the focuses. This off-centered composition, paired with formal extensions and 

contortions of various kinds, brings these sculptures closer to the Baroque issue of 

anamorphosis.  Not for nothing has the Baroque been – metaphorically- placed between 

Galileo´s circle and Kepler´s ellipse. In fact, it may be said that there is a discreet baroque 

component in part of Pascale's work, suggested by complex geometries at times extended into 

continuous double curvature surfaces. As Severo Sarduy2 has said: “the European baroque and 

the early Latin American baroque come as images of a mobile, off-centered, but nevertheless 
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 Refers to the series of the Italian mathematician Fibonacci, also known as Leonardo de Pisa (1170-

1250). 
2
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harmonic universe; they bear a consonance with the exterior logos which organizes and 

precedes them”. 

Beyond these considerations concerning “the form” of Pascale´s work, it is worth noting his 

approach to the issue of implantation of the pieces in specific contexts. Without stopping to 

look in detail into the pieces installed abroad –such as Hommage à la correspondence, in 

Dresden, which rises like a phallic vegetable structure among the vegetation; or Ommagio a 

Ca´Foscari, a piece from the Fibonacci series, which engages in a distant dialog with the shape 

and proportions of the Santa Maria Gloriosa dei Frari tower, among many others–, some of the 

works installed in the east of Uruguay deserve special attention for their insertion in the 

environment and the particular wisdom in the creation of a “place”, at the expense of a 

respectful but subtly inquisitive attitude towards the existing surroundings. 

Antropología de la memoria, on the banks of the Río Negro river, a totem pole on the Nueva 

Palmira wharf, La gran función on the coast of the port of Colonia, are some of the works in 

which Pascale raises the issue of scale and of topographic belonging of the sculpture inserted 

in a given environment. This function of creation of place resorts both to blending and active 

confrontation with the surrounding landscape.  

In the case of the Nueva Palmira wharf, the slender anthropomorphic figure divided in four 

parts mixes and blends, in spite of its great height, with the rhythm and the shapes of a group 

of ancient street lamps that watch over the edge of the water. It becomes one more, but 

different silhouette, an unsettling presence, yet revealing of a special site that is located at the 

spot where the land meets the river.   Antropología de la memoria is a different case where he 

resorts to a harsh formal contrast with the landscape, a resource that does not destroy but 

rather reconfigures it in an enigmatic note. The spiral shape (in this case a spiral “coil”) is 

repeated with different geometric features in La gran función, where the Fibonacci-type 

logarithmic spiral develops a gigantic spatial body that “filters” the view between the river and 

the historic district of the city of Colonia. 

The spiral-shaped iron and wood screen installed on the banks of Río Negro river, facing a 

rugged, horizontal, limitless landscape, resembles a mysterious cartographic device capable of 

recording the memory of the landscape and the cosmic memory of the place. In fact, any 

memory is a linguistic labyrinth, and Borges in The Library of Babel has said that “the spiral 

encompasses the journey of all languages, the innumerable itineraries, it registers everything 

that can be expressed: the entropy of the real”. And in fact, Antropología de la memoria 

installs the rule of language in the entropy of nature; it gives a meaning to the “non-place” of 



the extended landscape by means of a form of intelligible visual discourse, formally encoded in 

the object. This is an object that seems to “hear” and register “cosmic nostalgia”, because the 

spiral alludes to some kind of auditory labyrinth –paraphrasing Joyce–, as if it were an 

enormous “snail”, the huge “cochlear” of the internal ear of nature. 

On the other hand, the term La gran función that designates the piece installed in the city of 

Colonia has a triple meaning: it fulfills the logarithmic function of Fibonacci’s spiral; it fulfills 

the function of creating a specific place to contain the sight in an elusive and evasive space; 

and it further fulfills a function in a theatrical sense, by displaying its curves over the great 

stage of the Bastión del Carmen in an act of devotion, because the spiral moves not 

centrifugally but centripetally: it curls into itself looking for its origin. 

At first sight, an obvious need appears to associate these pieces –not through a simple analogy 

but through critical comparison– to the theoretical corpus of the minimalist objects created by 

American artists like Donald Judd, Robert Morris, Sol Le Witt and many others in the sixties 

and seventies. 

In 1965, Judd (“Specific Objects”) claimed that there is no allegory or symbol, but only the 

formal literality of the thing in itself, the specifics of the object. The minimalist object only 

exists in terms of place and in terms of its pure perceptive effects on the viewer who 

contemplates it integrated to its environment. In fact this neutrality, this absence of 

“meaning” and of connotations of any kind, implies also a rejection of the anthropomorphic 

figure that in a way remained hidden in the “gesture” of abstract expressionism.  The essence 

of the minimalist theory is the attachment to the object as a purely perceptive experience in a 

given space and time, the “here” and “now” of a strictly phenomenological and conscious 

interpretation of the conventional limits of art. 

How much of what has been said for minimal art can be found in these works of Ricardo 

Pascale? Could this be yet another form of revisiting late modernity? But suddenly, an 

intention is perceived in these works to correlate the direct experience of the object to the 

visual and kinesthetic experience of the environment. All these works reveal his fine 

“architectural” sense to operate with scale and potentiate the sense of place. But unlike 

orthodox (or “historical”) minimalism, firstly Pascale develops a playful sense, an allusion to 

the existential element in human experience, not restricted to the merely perceptive. 

Secondly, although he shares with those early artists the “purity” of the signical form, in the 

Uruguayan artist’s work this sign is not only void, neutralized in terms of pure 

phenomenological perception, but –as already pointed out for the case of Antropología de la 



memoria– it somehow involves a return to the formalism of modernity (a sort of post-

minimalism), by attributing to the form (in its associations with numerology and abstract 

thinking) idealist and even metaphysical connotations, something strongly rejected by the 

early representatives of minimalism. 

In the seventies and eighties minimal art and its derivation, land art, announced the 

catastrophic end of the utopia of nature, rejecting the possibility of a harmonious concordatio 

between words and things, between man and the world. On the other hand, the landscape-

scale work of Pascale seems to seek an escape from that conflict, attempting to restore the 

Foucauldian epistemological harmony and ignore, in a revisionist and accommodating gesture, 

the announced “catastrophic end” of the pre-modern (and modern) utopia of nature. 

This shows another trait of Pascale’s outdoor work that entails a departure from “classical” 

minimalism, the best example of which is the operation of the enigma as an essential 

component of this disruption of the environment introduced by Antropología de la memoria 

like a question in the silence of the landscape. This enigmatic dimension (present in some of 

the proto-minimalist works of Tony Smith) is the existential component through which Pascale 

repositions the issue of postmodern art within questions that were substantial (such as the 

notion of the sublime) in the debate of modernity. 

Montevideo, August 2012. 

 

 


