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Toward the confines of variables: bifurcations of a dynamic system. 

The sculptures of Ricardo Pascale. 

Alicia Haber 

 

Ricardo Pascale is relatively new to the professional terrain of the visual arts, having  launched his 

creative career only in 1989 after decades of renown as an economist and expert in finance.  Pascale, 

however, long an admirer, frequenter, and connoisseur of the visual arts, did not start off ex nihilo. He 

had done some drawing and oil painting on cardboard of a figurative sort, but the decisive factor was his 

intense training with Nelson Ramos, a distinguished artist and teacher and very much a referent for the 

Uruguayan art scene1. His constant involvement with art as an attentive spectator was also 

fundamental.  His on-going, avid visits to local and foreign museums were very formative and an 

incentive for seeing, getting to know and imbuing himself with the spirit of the most diverse creative 

endeavors. His assiduous frequenting of exhibitions was a detonator, and his sustained and continuous 

curiosity to talk with artists, to grasp their creativity, and to witness their work close up in their studios 

were essential stimuli. And above all his desire to belong to the art world was medullar.  

  

In 1989 he decided to throw himself into to creativity very decisively, from the approach of an arts 

professional. He began producing pieces with a tenacity, a persistence and a perseverance that have not 

ceased. 

With total conviction he chose his technique (relief and sculpture), his language (organic abstraction) 

and his material (wood).  His opted to work in high and bas-relief and in assemblages and freestanding 

sculpture.  Wood attracted him from the start and he has been faithful to that material, a privileged one 

for Uruguayan creators.  Pascale became part of a very important trend in Uruguayan art that values the 

use of organic and warm raw materials and impregnates the country’s creative life, nourishing many 

aesthetics.  

He began and has continued in that line, yet with variations in his language.  His interest in sculpture, his 

dialogue with space, has been accentuated over time, he has increased the monumentality of his pieces, 

intensified his sculptures’ integration in public spaces, and stepped up the severity of his proposal. 
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The corollary of his decision to professionalize was the start of his trajectory as an exhibiter. In 1995 he 

had his first individual show called Ensamblajes at the Gallery of the bi-cultural institute Alianza 

Uruguay-Estados Unidos, and there he became for the outside world, for the public, for the critics and 

for his colleagues, a new personality in the world of the Uruguayan arts.  Since then his exhibitions have 

not stopped and this double show at  Centro Municipal de Exposiciones and Museo de Arte 

Contemporáneo (MAC) ratifies that. 

 

WOOD  

The material   - “They are hard woods, casually observed, which I seek to recoup from oblivion.  The are 

the central material of the work.  The prevailing ones, lapacho and curupay, are melded with ibirapitá 

and ibiraró, likewise Guaraní woods.  The richness of their texture, color, consistence and weight tempt 

me to use them plastically, while at the same time  force me to commit to a sensitive use,” explained 

Pascale in 1988.2   Later  (2002) in response to a questionnaire prepared for the Cambium exhibition 

held at Museo Zorrilla he maintained:  “I feel and visualize wood –the chief material in my work- as a 

paradigmatic symbolization of life in very different manifestations. I work with it, with its naked past, 

trying to allow it the reaffirmation and recreation not only of that past, of its own history, but also from 

there to generate knowledge for the future.3   Vitality, memory, reactivation of the past with the sap of 

the present, for opening up to the future and to new cognitive worlds that are of the essence of 

Pascale’s aesthetics.  

An elementary material, in the symbolic context, wood4 is considered the raw material par excellence in 

almost all the cultures of the world, and in some countries it is synonymous with universal substance, as 

in India, while in Greece hylé, the word for wood, is identified with the primeval and is revered as such 

in different cultures and by different systems of thought.   

Its resistance, relative lightness, malleability and flexibility have always attracted artisans and sculptors.  

Its fibrous structure gives it tensile strength, and it can be treated in very different ways, allowing for 

multiple languages and approaches. It seduces because it is rich and varied in color, smell and texture, 

and can be used also for assemblages, pastings, jointings and tyings.  In turn, it is consistent and offers a 

surface where the creator can leave the mark of his or her tools and actions. 

Produced by many botanical species, its grain gives it sections with different aspects and surfaces, and a 

broad gamut of subtleties.  It communicates a sensation of warmth that other materials do not, and it 

cuts down the distances between it and the observer, because it is associated with the cordial, the 
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recognizable, and the everyday.   A noble and warm material, in Pascale it has found a keen admirer who 

so admits enthusiastically in working with it. 

  

HARD WOOD. Pascale chooses hard wood, marking a decision similar to some artists’ and different from 

others’, and joins a subgroup among creators using with this material.  His is a strong adhesion to sturdy 

woods.  He picks rebellious trunks, implying that he seeks to give himself over to a hard-working 

creativity, that he opts to demonstrate the dialogue between the artist’s ability and the material’s 

resistance, and that he accentuates the vigor of his creative labor.  He chooses, in an act of identity, 

wood from Latin American forests, particularly from Paraguay.  They are indigenous woods like lapacho, 

curupay,  ibirápita and ibiraró. Pascale uses wood recovered from factories, warehouses and railways, 

currently in disuse; he resignifies and resemanticizes it.  He draws on the memory the wood evokes and 

knows how to hear what its grooves, stains and residues, and the marks of time have to say.  He hears 

their voices.  This choice demonstrates a love for history, a respect for the labor performed by the 

workers of the past and careful attention to the industry they represent.  At the same time his stance 

implies a bet on change, on mutation, on metamorphosis, and the creation of new stories, because the 

pieces he creates are new and forged in current languages.  With his work Pascale performs several 

simultaneous acts, protecting, redeeming, and generating something different.  And what was utilitarian 

becomes art.  

Pascale seeks out this at times centenarian wood in different places, takes it to his studio, studies it, and 

selects what interests him.  In his studio he stores and organizes it, choosing different color 

contributions, different forms and varied textures.  In carrying out these operations he bares the 

admirer of materials art, the artist who knows how to understand the energy the materials exude, and 

the being who enjoys the beauty of the simple. 

 

CREATIVE PROCESS  

He begins a second stage when he looks at and chooses the wood in his studio.  This includes several 

steps.  Pascale does drawings and plans, largely taking his inspiration from the forms he has amassed.  

He creates in his mind and in drawings, notes and diagrams that are a general indicator but do not bind 

him in an absolute way and instead leave room for changes during the creative act.  

From there he goes on to the work with the softer woods in order to study the form, and then moves to 

creation of the pieces in hard wood.  He makes cuts with the saw, generates geometrical forms and 
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begins the constructive work.  He puts his works together by assembling segments.  Each piece of wood 

is cut and joined to the next.  The technique is cumulative.  Pascale’s structures are superimposed or 

multi-layered.  In them are an interaction and an order that permit simultaneous coexistence of a 

variety of elements.  They are constructions involving iteration (from the Latin "iterare,” to repeat), i.e., 

a nonlinear process in which a function operates repeatedly but always marking variations.  Pascale uses 

different types of irregular segments and joins them with precision; he obtains an impeccable and 

painstaking fit.  It is clear that he controls that juxtaposition, even if he also allows intuition and chance 

to play a role.   

Pascale sets multiple variants and varied rhythms.  He has more organic elements dialogue with more 

geometrical segments.  In some cases he multiplies the forms.  He chooses heterogeneous paths, 

sometimes marking a plurality of diagonal segments, at others a variety of curved chunks, and in other 

cases he underscores the rectilinear.  On occasions the diagonal, the curved, the horizontal and the 

vertical intersect and emphasize different zones.  In other cases one of these proposals predominates.  

In general Pascale seeks to generate dialogues and interlinking of disparate forms.  He unfurls variables.  

Counterpoint is one of the unique features of his reliefs, totems and wheels. 

He puts the fragments together so that they form planes in which the unique and smooth is reduced to 

a single part or area of the pieces or to a structure that accompanies another more textured one.  He 

underscores the relief, the grooves, the fibers and the knots, and in the most important areas of the 

pieces each part standouts, creating different levels that challenge uniformity.  The artist appeals to the 

optical and to the tactile.    

He shows different forms of aging and different textures, while transmitting a chromatic array reflecting 

a  low palette, with occasional appearances of other higher veins and an evident interplay of the patinas 

left by time.  

Pascale’s sensitivity in recouping the innate capacity of  each tree’s natural color is a constant.  Each of 

the woods he chooses has its own chromatics and he makes the most of those virtues without altering 

them with brushstrokes or tubes of color.  The different woods act like colors in a painting and thus 

bring to dialogue ochres, yellows, oranges, brown, whites, reds and grays.  Light is an element that he 

takes into account, and it shines with particular force, as it does on a canvas through brushstrokes of 

different tones, in the high and bas-reliefs.   
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TRANSFORMATIONS OF LANGUAGE 

Initially he was overwhelmed by contrasts that generated a palette of colors almost reminiscent of a 

painter’s, and the forms were more charged or more allusive, like the series of reliefs and totems he 

showed his first time out at the Alianza Uruguay-Estados Unidos, and the series of works shown in the 

summer of 1999 at Galería Sur, done between 1993 and 1995. 

In Jasi Rape (1994) the snaking of a large central area consisting of small pieces of carefully joined wood 

centralizes the largest variety of colors and forms, although in other areas of the piece Pascale also 

shows his ability to generate dialogue and linkages of disparate forms and colors.  Pascale plays with the 

concept of difference, with the idea of disparity, and with the display of variables, thereby bringing 

together in a peculiar counterpoint verticals, obliques, curves and horizontals, without forgetting the 

variations in size of the segments of each type of wood.  

In Tati (1995) a curvilinear form is affixed to a more severe plane, which in turn is fragmented with four 

inclusions of different types of wood, each with its own setting.  Another even more organic form 

emerges from the other side, but is immediately offset by segments that are multiplied.  The entire 

grouping is crowned by a plurality of diagonal, curved and straight segments. 

In the totems series there was always a desire for greater synthesis, as is seen in Jepajuah (1995), very 

reminiscent of the original tree, of its crown and its trunk.  That same spirit inspires Mbarakaya (1995), 

where something more rotund and simple emphasizes its quality as a flat sculpture.  There were also 

some initial pieces like Mokoi Kuara and Michiva Pateiha, done between 1994 and 1995, which denoted 

an attraction to simplicity. 

In 1995 we find a welcome and successful change that later is accentuated.  As time goes by, Pascale 

goes about restricting the ranges and becomes more severe and austere, playing more with volume, 

openings, hollowness and space, and less with color, as in Ita Apu´a (1995),  Paisanita (1995), 

Amaneciendo Verticalmente (1996), Viejo Lobo de Mar (1996), Identidad (1996), Tu y yo (1996), and 

Viejo Smoking (1997). 

That spirit grows in the pieces he sent to the Venice Biennale in 1999, the Cuenca Biennial in 2002, and 

in the monumental sculptures he has created for public spaces and for the Municipal Exhibition Center 

in 2002 and 2003.  It is also seen in a greater synthesis and severity of the works’ titles themselves, 

which are no longer in the Guaraní language and tend to be more universal, without ceasing to bespeak 

the Latin Americanness of the wood or abandoning the affection for the agedness of what has come out 
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of the lands of this continent.   “As regards the titles of my works in Guaraní, I think that it’s because 

during the years of the dictatorship and until I joined the Central Bank I worked very intensely and for 

long stays in Paraguay, where I was hired by the United Nations or the IDB or the World Bank.  I did that 

for almost 15 years, which left me with very warm memories of that country, and I love the sonority of 

the Guaraní language.  Thus when I began doing my first works in wood –the reliefs- I titled them in 

Guaraní.  The memories were very fresh, along with much of the Guaraní language, and to that I added 

the Paraguayan wood.  Naturally the names came to me in Guaraní.   As I began moving into space, the 

works grew in starkness, and over time I started forgetting some of the details of the Guaraní language, 

and naturally the names started coming to me in Spanish.”5 

Since 1999 a greater volume and an affirmation of the abstract have clearly predominated.  The volumes 

are more categorical, severe and monochromatic, and suggest the contrast between smoothness and 

roughness, between shine and opaqueness, distinguishing them by their austerity, containment and 

starkness.  The stricter language is concentrated in the totems and the wheels, very devoid of color and 

formal play, which accentuates their forcefulness.  This is the case of the wheels created for the 2003 

show at the Municipal Exhibition Center, like Luna de Montoya, Caminando al Bajo de la Petiza, Sol de 

Noviembre, En lo de Obaldía, Luz de Lunahuana, Para J, and Sol del Sitio.  

 

TOTEMS AND WHEELS  

The whole generic counter-positioning of a exhibition of wheels or circular forms with vertical totems 

could be understood as a vision of the two poles, the feminine and the masculine, among other possible 

readings.  

Ascending verticality as a factor of infinite growth toward a higher space, underscored by the totems, is 

a possible interpretation.  At the same time the wheels can be read as a possibility pregnant with infinite 

movement on the earth’s surface.  The conjunction of wheels and totems could allude, in turn, to the 

complementary duality of earth and sky. 

The totems have accentuated vertical strength but pay homage at the same time to curvilinearity, which 

is a constant in Pascale’s proposal.  Each of them has, either at the top or crossing the piece, one or 

several oval forms with which Pascale transmits the warmth of the organic.  From the tactile standpoint 

they are invitations to discover thicknesses, rugosities and textures of the scaly zones, the aged parts, 

and the knots in the bark, the cracks, the hollows, the cuts and the marks.  At the same time these 

integrations that interrupt verticality could be interpreted as the union of female and male.  
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Los Tiempos Verticales (1999) are very naked forms.  Pascale has rid himself of references to others of 

his totem sculptures from his first exhibitions like Mbarakaja (1995) or Homenaje a la Correspondencia  

(1997, Fundación Batuz). Nakedness and severity accentuate a movement that continues endlessly ad 

infinitum.  An already-happened story is marked in each piece, in hollows filled with wood, in forms that 

suddenly interrupt verticality, underscoring horizontality, and in the variety of colors that force us to 

look at and acknowledge the time gone by.  

 

WHEELS AND OVAL FORMS 

 

Para catorce orientales (1999) is an oval of different, well-joined pieces of wood that generate an 

enormous interior space.  It is a sculpture that stands on the ground, a form integrated with the earth, 

with the land of Uruguayans (to whom its title refers) where the material suggestion increases with the 

visible use of the bolts. 

In  Ita Apu’a  (1995) Pascale interrupts the irregular form twice, once at the top in the form of an 

assemblage that sticks out from the sculpture, and again, as counterpoint, in the oval form created by 

small pieces of meticulously joined wood: he centralizes in that area the greatest variety of colors and 

forms. 

Retornando del Rincón del Soldado (1999) alludes to Uruguayan geography.  “El Soldado” is a stream in 

the Department of  Lavalleja, and recalls telluric experiences and the native countryside.  

Camino al Misti (1999) is a work that refers to Peruvian geography.  The “Misti” is one of Peru’s most 

beautiful volcanoes.  Pascale’s wheels are irregular and do not define a perfect circle, but instead an 

intermittent, variable, heterodoxical, uneven, changing one.  On occasions he generates sets of two 

wheels in dialogue.  In Camino al Misti one of them contains an oval form, perhaps with connotations of 

female forms.  The uncontrollable is present, movement is suggested, and variety is bespoken in each 

fragment; it is impossible to recognize a pattern to the surface.  He suggests apertures, contradictions, 

juxtapositions, breaks, unevenness, steps and multiple options.  The contrasts between pieces of a same 

set become evident, since the other wheel has more placid, horizontal, less segmented and more 

unitary forms.  And there is an element of air and space that unites and separates them, rejecting the 

block.  The wheels of this sort, like those done for the Cambium exhibition,6  are conceived as a unit, 

giving the space in the middle a life of its own, as in the work of some many modern and contemporary 

sculptors.  The space takes form in that separation, inviting the spectator in.  The viewer  can approach 
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and even move within the space, dissipating the single viewpoint.  Pascale dynamizes the spectator and 

submerges him in a polyvalent, fluid experience, in an unbound aesthetic experience  (Kandinsky). He 

chooses the eclipse of distance, to use an expression of Daniel Bell’s,  since he moves away from 

scenographic, Euclidian, profound and homogeneous space constituted by selected planes, by a content 

and a container, facing an immobile spectator kept at a certain distance.    

In the case of the wheels for Cambium (2002) both cylindrical volumes are categorical, severe, strong 

and have a concentrated force.  They are controlled and serene roundnesses.  They appeal to austerity, 

containment and divesting.  In the two cylinders, the edges are polished and the color is seductive, while 

the rest of both pieces is rough.  Created using wood fragments (lapacho, curupay) laid out in a varied 

way and with dissimilar colors, they reveal different facets despite their apparent similarity.  The two 

volumes seem equal but are different.  One of them is oval and irregular, and the other is more circular.  

One wheel has the rough and coarse pieces of wood affixed vertically; they are almost the same color.  

The full form is interrupted by a big vertical wedge that acts as a coking coal container, a mineral 

element (coal is used in Uruguay by José Pelayo and Pali (Rafael) Lorente in wooden pieces, and it is 

common in other artists internationally, like Jannis Kounellis who uses it together with burlap bags, and 

in general it is associated with arte povera. The other cylinder operates with diagonals and rough wood 

whose chromatic richness is barely interrupted by inclusion of coal here and there.  It offers variants and 

evidence of forms of divergent aging and different textures, while transmitting a broader color 

spectrum.  Although static, the pieces suggest movement in that they are linked to the wheel and the 

spectator makes the association with the ability to roll,  unendingness, continuity. Pascale designs a 

system of polyphonies. 

Pascale’s wheels express his attraction to the infinite and the tension in the open-close duality.  On the 

one hand he is attracted by a point that moves and is endless in itself, and on the other hand by forms 

that challenge the circle with their irregularity.  

When Pascale chooses the spiral in La Gran Función, a monumental work (its dimensions are 420 x 710 x 

87 cm) located at Bastión del Carmen in Colonia del Sacramento, Uruguay, it suggests the open infinite, 

in that it develops around a point from which it moves away constantly, going even much farther.  The 

logarithmic spiral he prefers is formed by quarter circles and attracts him because it is also found in 

nature, in cobwebs, in certain flowers, and above all in the mollusk Spira mirabilis or Nautilus Pompilius.  

This is what he expresses in one of his works and ratifies conceptually in his book La Imagen en la 

Búsqueda.7 
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REJECTION OF RIGIDNESS  

The breaks and angles in the most severe pieces move away from the rigid, a concept that Pascale 

fortunately rejects.  He is not interested in the static or the predetermined.  His works are in interaction 

with the outside world, although they appear to be complete and finished.  They can be viewed from 

different angles, which suggests an opening up and welcoming to the changing and compound, and to 

the complementary, as complex or contradictory as that may seem.  Thus a zigzagging of irregularities 

interrupts the patterns of organization, structure and closed forms.  Sensuality is not overwhelming and 

voluptuous reminiscences dialogue with geometry.  There are allusions to elastic geometry and to 

irregular geometry.    

Pascale’s pieces denote the aesthetic and ontological twist of today’s art,  made unique by the 

valorization of instability, uncertainty, chance, fractals and the theory of chaos.  And in a certain way 

they are visual notes on aleatoriness (form the Latin for chance).  Today we know that randomness 

intervenes in nature and in the evolution of organisms, and artists like Pascale are not alien to that 

knowledge.  He plays with its elements and suggests it above all in his wheels and spirals that connote 

birth, growth, development, transformation, and eventually uncontrollable and irregular elements.  

Moreover, precise prediction is impossible when building so many affixings of parts and fragments.  

There are variations in the assembly process not contemplated at the outset; in the creative process he 

seizes on feedbacks and multi-layerings.  In turn, the interaction of light changes the forms.  Moreover, 

spectators will understand them differently; there is not a single reading, but instead multiple 

viewpoints.  

 

BIOMORPHIC AND ORGANIC 

Echoes of the material, of nature, of living systems, of female and male forms appear over and over 

again.  The biomorphous is present.  The pieces make reference to living processes, and there are 

moments of opening up, of flow and of energy that suggest continuity and kineticism, like the wheels 

and spirals that open up.  Growth and vital development are mentioned visually. 

The biomorphic impregnates the wood.  It is not casual that Pascale has opted for wood as material and 

support for his work.  Wood comes from nature, represents biological processes,  synthesizes 

evolutionary life cycles, speaks of “history,” condenses paths, and because of that is associated with the 

human course of birth and growth.  Subjected to dangers and corrosion, it  is worn by deterioration and 
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decay by foreign agents and illnesses, and the bark becomes scarred; this is similar to the wear and tear 

on and vulnerability of the human body.   Not only do religions, philosophical thought and beliefs place 

it in a privileged place, but popular wisdom and sayings also link it to human life, character and the 

family.  The British poet William Wordsworth linked freshness, power and youthful drive in human 

beings with the wood of spring.  In mentioning the virtues of maturity he also maintains, metaphorically, 

that wood burns more intensely and more lively with age.   Associated with fire and rapid incineration, it 

connotes the anger that sparks disputes, according to the biblical proverb, and also conveys the idea of 

danger and represents it symbolically when associated with the igneous.  When it feeds the fire it is 

linked to the ardor of consuming desire, to passion.  When unworked it is linked to ignorance.  To refer 

to human weaknesses the German philosopher Immanuel Kant suggests that man has been carved from 

a twisted piece of wood.   A piece of green wood thrown onto the fire implies the superficial, the 

useless, something that does not reach the heart, does not inflame the soul, and points to hypocrisy and 

superficiality, as the French thinker Voltaire maintained.   

Terms intimately associated with the trunk (the strong, solid stem of trees and bushes) are humanized 

and the same word is used to talk about an essential part of the body; without the head and the limbs 

(likewise tree-related), the torso is the trunk of the human body.  It is also linked to the family:  family 

tree. 

The “trunk” is the common ascendant of two or more branches, lines or families.  “Entrunkment” is the 

relationship between persons who are relatives because they share a common “trunk.”  When we talk 

about consanguinity and relationship among persons, we say they descend from the same “trunk.” The 

same is true with the stock: “root and trunk” of a family or lineage.  “Branch,” born of the same trunk, 

also functions the same way and groups a series of persons having the same origin.  We speak of 

“scions” when describing branches and leaves, and use the same word to talk about families.   The stem 

is the axis for the scion that lifts and holds the leaves in the air.  The branches grow every spring, from 

the sprouts and branch out, as do the new members of families.  Such terms are also used to comment 

figuratively on specific situations: sleep like a log (sleep deeply), be a lump on a log (an inanimate or 

useless person), to be up a tree (to be cornered), to branch off  (digress), among others in both the 

English and Spanish languages.  Allusions of this sort are found frequently in popular speech and in 

literature.  Wood evokes superhuman wisdom and science, and is considered a reservoir of life and of 

mysterious knowledge: touch wood is an expression related to a magical act, the conjuring up of a curse 

or an undesired situation; it gives the material superior qualities.8 
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In his book La imagen en la Búsqueda, Producción del conocimiento e interdisciplinariedad creativa, El 

caso de la medicina y las artes visuales y otros,9 Pascale poses the importance of the relationship 

between human anatomy and art, and analyzes examples such as Le Corbusier and his Modulor. He also 

shows his interest in the growth of living organisms and the ideas of D´Arcy Wentworth K. Thompson 

(1860-1948), the Scottish zoologist known for his On Growth and Form (1917) in which he interprets and 

analyzes the growth and the structure of organisms in mathematical and physicals terms and develops a 

theory of transformations in which the evolution of one species into another is seen in a process of 

larger transformations involving the entire organism.  

Pascale,10 in La imagen en la Búsqueda, makes his interest in certain geometrical and mathematical 

forms found in nature very clear. He underscores his interest in the Fibonacci series present in the 

spirals of seashells, the petals of flowers, and the branches of plants.  The rational in the dynamic 

attracts him through the Fibonacci series that is also applied in analyzing market evolution.  The 

logarithmic spiral, the beautiful mathematical curve, explains phenomena of natural life, of the 

economy, of art and of architecture. Pascale points out how the gold section can also be seen in natural 

life and emphasizes the harmony taught by nature itself.  The link with the organic and nature prevails in 

his thinking and in his work. 

 

CONTRIBUTION TO PUBLIC SPACES  

Several of Pascale’s works are set in public spaces in parks, cities and buildings.  Among others the 

following examples can be cited: Homenaje a la correspondencia (1997), Batuz Foundation,  Altzella 

(Dresden), Germany, Homenaje a la correspondencia II (1998), Parque de Esculturas del Edificio Libertad, 

Montevideo, Hommage a la Correspondance III (1998), Potsdam, Germany, Amaneciendo verticalmente 

(1998), United Nations Building, New York, USA, Viejo Muelle (2000), Nueva Palmira, Uruguay,  

Memorial de Paso Pache (2000), Florida, Uruguay, Omaggio a Ca` Foscari (2000), Cortile de la Università 

Ca’Foscari, Venice, Italy, Catorce Orientales (2001),  Parque de la República Oriental del Uruguay, Lima, 

Peru,  Cavas del Tiempo Perdido (2001),  Estación Juanicó, Canelones,  Uruguay,  La Gran Función (2002),  

Bastión del Carmen, Colonia del Sacramento,  Ilusión Nocturna (2003), sculpture park, Kunst Museum, 

Bonn,  Awakening in D.C.  (2003), gardens outside the Uruguayan Embassy, Washington D.C.   

  

Hommage a la Correspondance III is installed in the Potsdam royal gardens that belong to the park 

complex surrounding the San Souci Castle built by Frederick the Great, which today is in perfect 



 
 
12 

condition.  Pascale achieves an interplay between his form reminiscent of a tree and the real trees, in a 

counterpoint between nature and artistic creation in which the forms dialogue without conflict on the 

subjects of vegetation, artifice, artwork, the work of human beings in nature.   

Amaneciendo Verticalmente was selected by the United Nations Art Commission and has been set 

permanently at the entrance to the main UN building.  It is an abstract and geometrical form, 

establishing a contrast between the curvilinear and the rectilinear.  On the one hand it accompanies the 

building’s severity, while at the same time helping to transform it, humanize is, with the warmth of the 

wood that gives an organic touch to an urban, concrete and monumental area.  The irregularity and the 

color of the piece’s surface enrich the smooth planes of the façade and break the monotony of an 

example of modern architecture.  

Catorce  Orientales is set in Lima in the Parque República Oriental del Uruguay.  It alludes to a moving 

episode in Latin American history.  In the struggle to liberate Peru, fourteen Orientales  (referring to 

soldiers from the Banda Oriental, consisting of the provinces that later became Uruguay) joined the 

ranks of General San Martín. Among them were General Eugenio Garzón, Coronel  Alegre 

(Buenaventura), and Coronel Ramón Estomba. The are considered heroes of Peru, and those who stayed 

on to live there are buried in Peru’s national pantheon of heroes.  (See Anibal Barrios Pintos and 

Washington Reyes Abadie, Orientales en la Emancipación Americana, Fundación Beisso-

Fleurquin,Montevideo, 1981). It is an irregular geometric structure consisting of two parallel 

polyhedrons that rise vertically, connoting  the integration of two peoples of the Americas in a shared 

struggle for emancipation and it speaks to the Peruvian-Uruguayan brotherhood, as well as to the 

Argentine-Uruguayan brotherhood, and in its rough surface bears witness to the marks of history and of 

those patriots.   

Omaggio a Ca` Foscari  is located at the university by the same name in Venice.  It is a homage to an 

enormous and very beautiful 16th century palazzo facing the Grand Canal, to university knowledge, and 

in particular to mathematics.  The work is located precisely in the palazzo’s lovely garden that houses 

the School of Mathematics.  The totem-like piece is very severe, in its reference to mathematics, but at 

the same time Pascale chose that ascetic form for contrast with the opulent Venetian context and avoid 

competing with Venetian colors and forms.  It invites serene, calm contemplation.11 

Memorial de Paso Pache remembers those who died in an accident during the 1999 election campaign 

when a bus fell off the Paso Pache bridge on the Santa Lucia River.  The architect W. Pintos Risso, moved 

by the tragedy in which almost all the dead were children, decided to donate a memorial and 
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commissioned Pascale to do it.  The open conical form embraces, generating a metaphor for protection, 

but at the same time shows a section, is not complete, something very important is missing, has been 

lost; the interior pyramid-like structure is in rusting red steel, in reference to the blood spilt, but at the 

same time moves toward the infinite as a reminder and stand for eternity.  The pyramid’s acute angles 

connote pain.  The pyramid is askew, alluding to the tragedy and the horrors of such an unexpected and 

unfair fate.  

La Gran Función (2002), Bastión del Carmen, Colonia del Sacramento, Uruguay, is an enormous spiral 

that instead of blocking the view opens up the perspective, forms part of the landscape, and makes it 

possible to see nature in all its splendor, underscoring the richness of the  river like a sea, the River 

Plate.  It emphasizes a location, highlighting its natural beauty, and invites the viewer to value the 

previously forgotten place.  It closes frames and opens up a variety of options. 

Pascale is very much concerned with furnishing the possibility of daily encounter with art and 

enrichment of the urban context.  One of the most important pleasures of the inhabitants and visitors to 

certain cities in the world is the daily encounter with monumental modern and contemporary 

sculptures.   The viewer  dialogues with them in squares, on highways, in public gardens, airports, bus 

stops, train and bus stations, sports complexes, university campuses, streets, avenues and other urban 

landscapes.  

The old conception of the obvious and glorifying narrative monument gives way to big, innovative 

constructions.  They create environmental situations.  Pascale knows this and aims for that contribution.  

Like his colleagues who build for public spaces, he knows that they teach an every vaster public how to 

see, and that this is the true road to democracy that removes modern art from the exclusive enclave of 

museums, galleries and exhibition halls.  Artists like Pascale, who create for public spaces, believe in 

their capacity to vitalize urban spaces.  They reveal a comprehensive conception of the arts as it relates 

to large-scale community and social benefit.  By situating current works in the urban context they build 

the contemporary tradition.  Contemporary art must contribute to the formation of cities and their 

historical profile, and the memory they go about building.  The face of cities evolves, history does not 

stand still, and artists like Pascale have an important role in offering appropriate visual interpretations to 

the world they live in.  

 

ERA AND CONTEXT  

Pascale creates a dialogue between curvilinear and severe, monochrome and chromatic, smooth and 
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rough, whole and fragmented, diagonal and straight, geometric and anthropomorphic, haptic and 

tactile, tradition and change, stable and instable, full and empty, flat and round, static and suggested 

movement.  A constant, then, is this multiple counterpoint.  His visual bet is clear on the values of 

polyfactecism, complexity, diversity, plurality, disparity, multiplicity and difference. Faceting is 

fundamental for defining his pieces.  Suffice it to see them to discover these aspects.  

The author also explains his ideas in his book La Imagen en la búsqueda,12  and in it underscores what is 

already evident in his own works.  In that text Pascale maintains his rejection of homogeneity and shows 

his interest in seeing diverse faces, dissimilar aspects, varied phases and multiple hues.  The need for 

new options and the usefulness of always learning something more are his proposals, as explained in his 

book. 

Perhaps he is attracted by these options because he sees reality with different eyes on different 

occasions in his work as an economist, teacher, finance expert, artist, collector, man of culture and 

politician.  But at the same time it is clear that he is part of post-modernity.  The most valuable aspect of 

the concept of culture, today, is of difference, as Arjun Appadurai maintains.13 Even all similarity hides 

more than one difference, according to Appadurai.14 

In Pascale’s work there is an element of unrest and change, of break and rupture.  The artist emphasizes 

the value of the dynamic and transmits in his work a spirit of these times that he also sets forth in his 

book.  Pascale is aware of the need to see and to problematize change, and he knows that certain 

conceptions and convictions typical of modernity have been volatized.  

Authors of Appadurai’s stature of explain that modernity has been surmounted and overrun in this era 

of globalization and the post-electronic world.   In his text Modernity at Large – Cultural Dimensions of 

Globalization15 Appadurai maintains that it is a sign of the times and that new ethnoscapes, 

mediascapes, technoscpaes, financialscapes and ideoscapes have appeared.  The world is in tension and 

there are very deep splits.  There are dislocations in this reality of deterritorialization, of 

transnationalism, of partialities, of velocity in the flow of images and movement of multitudes from one 

continent to another.  Fragmentation, uncertainty, differentiation and complexity are the signs of these 

times.  This is an era of configuration of fractured cultural forms lacking in regularities, where it is no 

longer possible to trust in Euclidean borders.  Images of chaos, rather than order, stand out, along with 

polytheic classifications.  Master narratives, the so-called metanarratives tend to disappear and 

irrationalities and conditions are the order of the day.  Everyday lives are more energized and driven by 

new possibilities than by order.  Flow is constant. There are dislocations, even in the financial area, 
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which Pascale inevitably observes in the experiences of his professional life: Appadurai 16 observes that 

this is a world where capital is more mysterious, more rapid and moves on the basis of 

deterritorialization and transnational corporations.17 The current reality is that of non-equilibrium.18 

 As evidenced in his work, Pascale is not alien to this entire world and does not stick to the tranquilities 

of the past.  His dynamic creative system contains elements of indetermination, new probabilities and 

visual elements that allude to that reality.  But readers of his book La imagen en la búsqueda will 

confirm the existence of a way of thinking that accompanies that visual language. 

In analyzing this era, Gilles Lipovetsky talks about mobility, destabilization, decentering, the heteroclite 

quality of reality, and a contradictory and complex world. Lipovetsky underscores the over-

multiplication of choices, plurality, the freedom of combination, the kineticism of individuals and the 

disparate constellation of events.  In his works Pascale transmits some of those characteristics in the 

irregular affixings, in the juxtapositions, in the multiplicity of segments, which can be read as a metaphor 

for current times. 

Today human beings are mobile, as says Ulrich Beck19. The mobility insinuated in Pascale’s wheels is 

imbued with that condition.  In Pascale’s work we see his awareness of that reality.  This time is 

characterized ( Beck20 ) by conflicts of values, ambivalences, disequilibria of existence, the margins of 

precariousness and the unsettledness of fluctuation.  The discordant textures of Pascale’s artifacts make 

allusions to the characteristics that Beck points out.   

Pascale is a man of this time and rejects the simplistic image of the world, equilibrium order and 

stability, predicated by the classical sciences, and does not stand as a apocalyptic in view of fluctuations 

and instability or the inherent complexity of the universe.  To place himself in this reality he takes 

support from his own vital stance and from different readings, including those of Ilya Prigogine. He 

discards certainties, unified theories, and, like Prigogine, he  is attracted by narrations set within one 

another.  Pascale recognizes the emergence of novelties, of the unexpected, of entropy, of complex 

structures, of the physics of non-equilibrium and the theory of chaos associated with unstable dynamic 

systems like those of fractals.  For that reason he chose Prigogine as the author of a fundamental text 

for the Cambium catalogue 21: he is a thinker that fascinates him as evidenced in his book on medicine 

and art22 La imagen en la búsqueda, y he again demonstrates his admiration in choosing another 

Prigogine text for the catalogue of this exhibition.  Thanks to Prigogine he knows about the new 

structures in points of “bifurcation,” about “dissipating” structures, about the discovery of instability, 

about the evolutive temporal aspect.23 
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In the interview for the Cambium exhibition Pascale said: “In this sense I had an early interest in the 

theory of chaos, where in dissipating structures, of highly disordered systems, the conduct of an element 

of the set can lead to a harmonic restructuring.  A new order can arise out of chaos.  My interest later 

extended to the related theory of complexity.  And also to fractals, those highly complex and infinitely 

detailed geometric forms.  Fractal geometry seeks to provide a more appropriate response to complex 

forms.  The head is not a sphere and the liver is not a cone, and their representation is decidedly more 

complicated.  Fractals are related to chaos, because they are complex systems that have defined 

properties.  Using successive linguistic structures, we can locate fields of transition between order and 

disorder, based on which new forms of order can be generated.”    He picks up on the contribution made 

by Benoit Mandelbrot,24 the creator of the term and of its modern meaning that refers to the 

uncertainty, disorderliness and complexity of nature. (Fractal from the Latin fractus for irregular, broken 

into pieces or fragmented).  Myriam Solar explains this phenomenon well.25   

Although Pascale transmits characteristics of the world we live in, he at the same time renders 

harmonious, restful, moderate, easy and tranquil structures, elements particularly valued in Uruguay, a 

country showing essential formalism when evaluating artistic languages.  Pascale works with a system of 

“integrating analogies.” 

While his works denote and in some way allude to today’s unsettled and destabilizing world, they also 

generate alternatives to certain phenomena of post-modernity and globalization.  In the light of the 

trend toward dematerialization he creates conclusive pieces.  In relation to the lack of face-to-face 

communication of a-spatial situations, he implants sculptures in a concrete space and urges the 

spectator to see them and touch them.  He confronts psychological distances with closeness and the 

ability to touch, increasing the haptic and tactile sense.  He contradicts the rhizoid world by situating 

elements that can be seen in a given place, in a stable space. His way of dealing with uprootedness is to 

create elements that remain in the exhibition hall and in public spaces. The habitus (term used by Pierre 

Bourdieu: habitat, a tacit context having reproducible conditions and practices) is today displaced by 

acceleration and improvisation, and distance separates the spectator from the event due to the new 

systems of mass communication. Pascale tries to struggle against that displacement of the  habitus 

through is sold, stable work, destined to endure. 

He challenges other signs of these times like globalized homogenization and produces pieces with 

connotations of Latin American history, with a regional aspect and a specific past.  In doing his sculpture 

in aged Latin American wood he shows his ecological sensitivity, his need to rehabilitate the local and 



 
 
17 

the regional.  With the thickness of his structures he generates bastions of resistance and challenges the 

valorization of the ephemeral.26  As Fernando Savater would say, he chooses to have as many roots in 

the past as in the future.27 He stops the accelerated obsolescence that Lipovetsky talks about,28 seeking 

out aged wood and preparing it for the present and the future.  

As an artist he defines himself by a creation that emphasizes the role of the material, of duration and of 

the object.  He does not believe in the useless weight of the object, but instead emphasizes the 

objectual.  And he does not disdain the craft to the benefit of imagination and ideas.  He  is not an 

Anartista (Duchamp).  He chooses the union of the objectual, the imaginative and the conceptual, and is 

part of the tradition of art that creates objects to endure.  He rejects the invitation to disorientation of 

many contemporary proposals and leaves aside aesthetics that hinder the process of communication.  

He also visually impugns languages that induce perplexity, perturb the recognizable order of the spatial-

temporal continuity and generate surprise, suspicion or rejection.  Pascale stays away from spasmodic, 

obscure and hermetic experimentation and avantgardes.  His work reaches the public easily, bets on 

harmony and formal beauty, and although he shows elements of disequilibria and counterpoints, he 

recoups values of traditional art. 

His pieces evidence his respect for harmony and proportion, a stand that, in turn, is very clear when in 

his book La imagen en la búsqueda he cites Leonardo da Vinci:  “Our soul is made of harmony, and 

harmony is not engendered, but instead springs spontaneously from the proportion of the objects that 

make it visible.  The grace of the proportions is captured in rules of harmony.  Those rules must be used 

to correct errors in the first lines of composition.  A painter invents the first thing he is going to represent, 

then he measures, organizes and proportions.”29 

Pascale knows that the growth of entropy is linked to the development of disorder.  But he wants to 

defend the possibility of a new order.  Suffice it to see his pieces to know it, but in his book  La imagen 

en la búsqueda his viewpoint is emphasized by theory.30  He shares with his admired Prigogine the belief 

in the possibility of “a new form of Rationality.”31 He underscores his interest in Prigogine’s ideas, the 

possibility of new equilibrium deriving from this situation, of highly disordered systems in which the 

unforeseeable conduct of an element of the whole may lead to a harmonic restructuring.32  Not always 

do irreversible processes lead to a dead-end; from chaos can come order and, as Werner Karl 

Heisenberg maintains, chaos can generate a new rationality.  Pascale wishes to oppose a certain serenity 

to “this ‘entangled’ state that is now reality.”33 
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BETTING ON CHANGE WITHOUT RENEGING ON THE PAST  

 

Lipovetsky, in analyzing this era, points to the hypervalue of the contingent today, the need to live in the 

present and only in the present, and the devaluation of the past, and speaks of a suicidal culture that 

only accepts the value of the new.34 Pascale would seem to question that posture and while he accepts 

the present and has a positive attitude toward change, he also redeems the value of the past. 

In his book La Imagen en la Búsqueda he maintains: “The human being has two speeds.  One of them is 

archaic and derives from his own physical and psychic configuration, that takes a long time to show 

change, sometimes millions of years.  But, along with that slow speed, the vertiginous advance of 

knowledge imposes another speed on changes, which unlike the first is impressively rapid. The human 

being subjected to these two speeds appears to be in a dissonance that should be covered by new forms 

of dealing with behavior.35  With his art Pascale tries to surmount that dissonance or to unite those two 

realities in something more harmonic. 

When Pascale chooses hard woods with a history as the essential support for his work, he does not 

renege on the past, he underscores it.  But he does not tie himself to it, since in transforming the wood 

into works of art of today, in a contemporary language, he gives it the possibility of generating 

something new, other readings, and different forms.  He fosters the redeeming of the aged and at the 

same time, in a dual movement, metamorphosis.  He thus creates a metaphor on the usefulness of the 

past for the present and the future provided we are not tied to in a passive, stagnant way.  In his pieces 

he bets on the organic dynamic, evidences its impetus, opposes the static and the chronic.  

He works, moreover, with a material that allows him to emphasize ideas.  The core of the tree called 

Cambium has a metaphorical richness suited to these ideas.36 The Cambium, found between the bark 

and the wood, is a thin layer of live cells that permit growth.  It produces conductor tissues year after 

year in woody plants, causing the stem to grow in diameter.  Trees grow thanks to an annual depositing 

of cells formed by the Cambium.  Just as the Cambium  gives rise to new cells in the tree, the artist 

through his example gives rise to the material’s capacity for metamorphosis, testifies to creative growth, 

alludes to the capacity for germination, is the seedling and the nursery for broadening expression and 

fosters the development of other future creations.37   With his pieces Pascale generates readings that 

have to do with force, vigor, energy, drive, robustness, vitality, power, effort, and strength.  

Pascale’s belief in changes is seen at the theoretical level.  His conception of creativity has to do with 

change, as expressed in La imagen en la búsqueda. He defines creativity as a different and valued way of 
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thinking38 and he gives it great importance.  He believes in transformation in the paradigm of 

knowledge.39 

 It warrants pointing out that creativity reveals the ability to incorporate the new and that newness 

induces action by breaking with the static created by an already achieved equilibrium in order to open 

up to other experiences.  The tension must be maintained for creativity to exit.  It is divergent thought 

that attracts the richness and originality of ideas. There must also be interaction between intellect and 

intuition, dialogue with conscious and unconscious factors, opening up to complexity.  Intuition and 

irrationalism must come into play.  If there is too much symmetry, order and balance, there are no 

openings for creativity and change.  Thus it is convenient to have flexibility, autonomy, surmounting of 

inhibitions, broadness of interests, integration of the conventional and the nontraditional.  Pascale’s 

pieces allude to these factors in the systems of tensions, contrasts and counterpoints, in the use of 

intuition, in the challenge to symmetry, in the choice of complexity.  

COGNITION 

Pascale maintains in the interview for Cambium:40 “I conceive artistic activity as a linguistic activity.  

Works of art, as a representation of ‘reality’ and, as such, the consideration of language takes a 

preponderant place in its interpretation.  Works of art provide a formal or expressive experience.   This is 

clear, but to reduce them to only that would be to delimit their scope.  The formal experience should not 

be counterposed to the cognitive one.  In my opinion the  dichotomy between formal and cognitive has 

no place in a theory of artistic language. Works of art are ways of knowing the world.  Artistic activity 

develops a language about the world and as such does not stop at a description of the world, but instead 

constructs it.  The metaphor’s emotional nature itself should not reduce artistic activity to the purely 

aesthetic.  That sentiment, which is fundamental in the work of art, is surmounted by its own function for 

knowledge of the world.  Artistic activity, like other symbolic systems, provides knowledge to the world.  

Works of art emphasize the intersection of various languages.  The structure of one, for example, wood, 

is dealt with in the landscape, creating a new structure, and so on successively.  As an artist I would 

define myself as a knowledge worker.”41 

In his book La Imagen en la Búsqueda 42 he explains that “The work of art generates knowledge, ways of 

knowing the world, and knowledge is essential for nations, as is innovation. Without knowledge 

countries do not grow, do not react, do not produce anything new.  There must be learning throughout 

life, research, paradigm changes, transformation of knowledge.  If not you become stagnant and die.” He 

looks optimistically upon the possibility of different life options and opportunities and new types of 
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expression. Beck 43  speaks precisely of the “plus of freedom” of our time, and defends the 

transformation of values, the liberation from coercion, the capacity to have to choose in the era of 

biographies of risk. 

 Pascale, as he reveals in his book, believes in the value of an alliance between production of knowledge 

and human well-being.  He does not act with a modern mentality since he cannot have faith in the 

perfectibility of humanity through technology and rational planning.  He evidences this in incredulity  

vis-à-vis metanarratives, i.e., vis-à-vis a series of values and expectations based on reason and science, 

and considers art as the search for and creation of new categories.  He also supports his thinking on that 

of Carlos Vaz Ferreira on the limitations of science and, like him, believes in the importance of  

“contemplating the unapproachable horizon.”44 

 

 

INTERDISCIPLINARIRTY 

Today we know that to produce the creation of form in current art we have self-organization, the 

fluctuations caused by chance, structures and self-cognition an the contributions made by physics, 

chemistry, biology, information technology and other disciplines, as well as art itself.  

To one of the questions for Cambium Pascale replied,45 “Artistic activity and economic academics are, in 

my life –with temporary alternating emphasis- old partners.  In the latter, in addition to my admiration 

for the classics, more contemporaneously I was nurtured by Keynes, Samuelson, Schumpeter, Solow, 

Modigliani, Mundell.  In seeing the importance of physics in their developments, I plunged into it, finding 

enrichment in Newton, Einstein, Prigogine, Böhr, Heisenberg.  This path led me to the need to analyze 

everything I had taken for granted.  In philosophy, the splendor of the thought of so many giants led me 

to look into Wittgenstein and his philosophy of language.  Meanwhile, the other vein crossed with this 

one and I was nurtured by Palladio and Brunelleschi,  F.L. Wright and Norman Foster; Fibonacci, Della 

Francesca, Leonardo and Michelangelo; from  Matisse to Rothko and Brancusi; from Proust to Faulkner.  

In Uruguay, from Morquio to Estable; from Vilamajó to Dieste, from Enrique Iglesias to Luis Faroppa; 

from Onetti to Armonía Sommers, and from Felisberto Hernández to Quiroga. 

Creative interdisciplinarity is enormously interesting to him.  In La imagen en la búsqueda46 he focuses 

on the relationship between medicine and art.  But he does not stop there.  He underscores the link 

between creativity and integration of different knowledge coming from the sciences, the arts, the 

humanities, economics, sociology.  He considers the production of knowledge to be related to creative 
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interdisciplinarity. “Interdisciplinarity,” explains Pascale in his book, “attempts to respond to that 

unsatisfied demand to create new knowledge.  In this case, there is a transfer of methods from one 

discipline to the other, although the goal continues to be disciplinary research.”47 “In this degree of 

interdisciplinarity, that of creating new disciplines, is where a new and potent form of production of 

knowledge takes place most clearly,” he adds later.48 

This attraction to interdisciplinarity is undoubtedly supported by his own experience, since he is a 

multifaceted man and does not divorce himself from what life contributes to him in his different 

endeavors.  Instead of dissociating the experiences he integrates them synergistically.  
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