Art

Gallery chronicle

by James Panero

In 2 month of excellent sculpture exhibi-
tions, Barbara Mathes Gallery leads off with
the ITralun artist Fausto Melotu (1901
1986)." Mathes focuses on Melott’s sculp-
ture frory after the war, with whirnsical
copper- end brass-wire constructions from
the o608 and rgyos. Here the richness of
Melorti’s materials plays off the frivolity of
his desigis. Mathes calls it “arte elegante’
Anfibio (:977) is a roy cart with flags and
oval whesls, Inserzo (1978) is an ornamented
figure wirh wispy wire wings.

Mathe pairs Melorti with Alexander Cal-
der. Alttough the two ncver met, both
sculprors fed off the same Surrealist line.
They mal an interesting companson. In the
carly nincreenth century, the English essayist
Wiliam Hazlire remarked that sculpture,
“though not proper to express health or life
or motnn, accords admirably with the
repose of the tomb? Not exactly a glowing
recommendation, but Hazhtt was right.
Sculprur: could capeure “the flecting dust in
imperishable forms™ Bur sculpture had litile
life of its pw,

Perhaps no artist did more to resurrect
sculprure from the tomb than the Pennsyl-
vama-bomn Calder (1808-1976). His wire
mobiles and stabiles have become so familiar
that we “orget how radical they once were.
With work like Tower (19s1), a black wire

= 1 “Caldey [Melott: Lyrical Construcrions” opened at

Barbar. Mathes Gallery, New York, on Noverber 1
and reriains on view through December 22, zou7.

folly that grows out of the wall, on view ar
Mathes, he gave sculpture health, life, and
motion of its own. Melota does not guite
live up ro Calder’s challenge. Both sculprors
trained as engneers, but only Calder pushed
sculprure’s architectonic properties, working
with tension and balance. Melotd’s sculp-
Turcs atc more static—traditonal set pigces
often builr within a wire frame. A pianist,
Melourt arranged his biomorphic forms as a
viswal score, as in Contrappunts I (1969~
1984). Unlike Calder’s self-contained inven-
dons, Melotti’s objects stand for something
else, even though the reference is abstract.

Meloti may have lagged behind Calder’s
innovadon. But the artsts can be equally
delightfil. Melotti’s work is a joy to see,
especially in such joyful company.

Wherever Richard L. Feigen joins forces
with Jzn Krugier, the results arc noteworthy.
In Jare 2004, they came together fo compare
Max Beckmann with Pablo Picasso, Now
with “Drawings in Spacey” the focus is on
twenticth-cenmury arasts “who blurred the
boundarics of physical dimension™ The titde
comes by way of Julio Gonzilez, who said
his sculprures were occasions “to project and
draw in space with the help of new devices,
1o use this space and conswruct with it as if it
were 2 newly acquired matcrial” Whether or

2 “Drzwing in Spaee” opened at Richard L. Feigen &
Co., New York, on Navember [, 2007 and rernains
on view through January 18, 2008,
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not the title is cqually apt for all sixty pieces
on display, the exhibiton benefits from
smart hanging and superb work, Hee we
find Seated Woman I (1935), a C-shaped
bronze sculpmue by Gonzdlez, in frent of
Ellsworth Kelly’s Study for Curves for “Stele 12
and “Stzle I1,° an arced drawing from 1973.
The show also brings rogether several pages
from Picasso’s remarkable “Dinard” slietch-
books, with their drawings of pnenmaric
forms from the late 19205 occasioned by
Picasso’s new infatuarion with the beach-ball
beanty MaricThérese Walter, Twenty-two
artists make up this show that would be the
envy of any muscum’s modemist collecion.

At PaceWildenstein, Joel Shapiro (born
1941) is back with his latest sculprure,
varjously composed in wood or cast in
bronze out of wooden beams, Shapiro is a
lyrical, playful conductor of form.® Some-
times he gets too literal, with high-k'cking
stick figures thar can be cloying. At other
times, his asscmblies stay too abstract, never
doing much of anything. At Pace Wil-
denstein, wc can further wonder why his
finished pieces in wood gencrally surpass
those in bronze. Perhaps due to the limira-
tions of wood, these constmctions often
seem tighter, like daricers in motion. Shapiro
finishes his wood in casein paint while
leaving his bronze a dull patina. Composed
of delicate boxes, the wooden elements
reverberate off one another. I could Lve
withour many of Shapiro’s bronzes, bur his
wood sculprures are always welcome.

In November, David Nolan Gallery fea-
tured its second show of Mel Kendrick (born
1947), a New York sculptor whose adharence
to process is all or nothing.* For seven of the
nine pieces on display, Kendrick began with
identical, sivtecn-inch-high blocks of solid

§ *Jocl Shapire: New Sculpturs” opened at FaceWil-
denstein, New York, on November 2, 2co7 and
remains on view through January 19, 2008,

4 “Mel Kendrick; Red Blocks™ was on vie'w ar ar
David Nolan Gallery from Qerober 4 through
November 21, 2007.
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mahogany thar he stned japan red.
Through an ingenions set of cuts, Kendrick
extracted a core shape from each blocle, pull-
ing it apart and reassembling the inner piece
on top of the original matenal, which be-
came a pedestal of negative space. Tt was a
direct translation, the red paint of the cut-up
corc keying into the openings beneath. What
resulted had intense internal logic but did
not resonate with the world around it. At
thirty-two inches high, the final products
were an unusual size for sculprurc, just a
litele too big for a table, not quite large
enough for the floor. Their shapes—cones
and cylinders carved with a band saw—may
have a constructivist echo, but they refuscd
to talk. That may be the point—why shonld
sculprurc be defined by humen size and
human shape? The problem is, we canmot
help it, so that looking at these shapcs from
above, it was hard not to call thern cure. This
was more than I could say for the eighth ob-

ject in the show, 2 hulking, sbxy-cight-inch .

block of pine in green, oozing sap and glue.

Towo final exhibitions this month take us
back to two dimensions, wirth one show that
looks knowingly ro the past and another that
anticipares the future. Allan Stonc Gallery
fearures drawings by Willem de Kooning
(1904—1997) that reveal his bearnc-arts train-
ing in Holland and his abilities as a drafts-
man.® De Kooning’s style progressed in fits
and srarts, producing everything from the
wonderfully anachronistic Portrzit of Elaine
(x940-1941) to the pure abstractions of the
1940s and the shimmering clamdiggers of
the 19605 and 1g70s. De Kooning is ar his
besr when he looks back, finding the detours
in the road and taking them.

]ules Qlitski (1922~2007), who died eatlier
this vear, never looked back, always pushing
abstracdon into ncw torritory with new
matentals and new techniques, experiment-
mg with the airbrush and plastic paints. He

s “Wilkrn de Kooning, Drawings: 19zos-19708"
opened at Allan Stonc Gallery on Qerober 30 and
remains on view through December 22, 2007,
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