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Venice, CA---- L.A. Louver is pleased to present a survey
exhibition of sculpture by Peter Shelton. Including over 40
works from 1975-2011, the exhibition encompasses the full
range of forms created by the artist over the past 35 years, and
is presented throughout all L.A. Louver galleries. Peter Shelton:
eyeband is part of L.A. Louvers exhibition programming
presented in conjunction with the Getty Foundation initiative,
Pacific Standard Time.

A lot of my early work started off nominally geometric and
constructed, but I would sneak in a reference to the body without
depicting the body, which was a way of creating a kind of subversive

‘ ] . Peter Shelton
connection. Desire, memory, humor, even wistfulness are powerful waterseat, 1984

(from pipegutwaterseatandSTANDSTILL)
plate glass, water
40x36x32in.(101.6x91.4x 81.3 cm)

psychic qualities that I do not avoid. I wanted to enter the work
directly and have its narrative understood as much in the body as
the mind.

-- Peter Shelton

eyehand demonstrates the evolution of Shelton’s development as an artist of international stature. Early works include
Sflattop, 1975, and cheesestick, 1977, that Shelton created while at UCLA, as well as a selected group of forms from
his 1979 MFA thesis exhibition, SWEATHOUSEandlittleprincipals. Major bodies of work are represented, such
as Shelton’s waxworks sculptures, previously exhibited at the Des Moines Center, Iowa and the La Jolla Museum of
Contemporary Art (now the San Diego Museum of Art) in 1989; bronze sculptures that featured water elements in
thingsgetwet, presented at LACMA in 1994; godspipes that were first seen at the Irish Museum of Modern Art, Dublin
in 1998; and works relating to cloudsandclunkers, Shelton’s 2004-2005 commission for the SeaTac Airport, Seattle,
Washington. eyehand also debuts Shelton’s most recent sculptures, including a gold-leafed torus form, entitled fazangel,
2011.

While providing insight into the universe of Shelton’s forms, eyehand conveys Shelton’s increasingly sophisticated
exploration of mass and space in a material effort to engage both body and mind, challenging and elucidating our
navigation of the physical world.

I like to think of my work as a threshold between in and out, object and space,
heavy and light. You can see a preoccupation with the piercing of a membrane as
a theme in flatrop, 1975, with its overhead plane extended endlessly by mobility
of it wheels. holecan, 1980 is an anthropometric planetarium of perforations.
And recently blackslot, 2008-10 pushes its elusive objectified inner out to its edges
where its containing skin defuses into an indefinite surface bleeding off into space.

-- Peter Shelton

I A full range of artist materials — bronze, iron, steel, cement, lead and fiberglass
— as well as scale and palette are featured, from the amber-colored, 22-inch
high doublebubble, 2004-5; to the opaque, lead-veined, bowed-legged frogleg,
1999-2000, that stands 11 feet tall. Suspended, free-standing and wall-
bound sculptures are exhibited in juxtaposition to one another, including the
centipedic 24-foot long moutheader, 1987-1991, which hangs from the ceiling

e and divides the gallery space at waist level; the standalone mass of irondress,
Peter Shelton 1990-2000; and the tubular #header, 1995-2009 that extends into space from
Jrogleg, 19992000 the gallery wall.

lead and mixed media

131x55x30in. (332.7x 139.7 x 76.2 cm)

In addition to fatangel, three new sculptures will be exhibited for the first time:
mthead, treblelobe, twobiglobe and reddyess, all created in 2011.

*

Born in 1951, Peter Shelton was a pre-medical student at Pomona College, studying sociology, anthropology and
theatre, before he switched to major in fine art. Shelton went on to earn a trade certificate in welding from the Hobart
School of Welding Technology in his hometown of Troy, Ohio, in 1974, and a MFA from the University of California
Los Angeles in 1979. Shelton has exhibited widely, including solo shows at the Whitney Museum of American Art,
New York, 1987; the Los Angeles County Museum of Art, 1994; the Irish Museum of Art 1998-1999, and Portland Art
Museum, 2011. Awards include the Louis Comfort Tiffany Foundation Grant, 1987; John S. Guggenheim Memorial
Foundation Fellowship and Henry Moore Sculpture Trust, 1989; Flintridge Foundation Visual Artists Award,
1999/2000; and the St. Gaudens Memorial Fellowship, 2000. Shelton’s work may be found in collections worldwide,
such as the Getty Museum; Los Angeles County Museum of
Art; the Museum of Contemporary Art, Los Angeles; Walker
Art Center, Minneapolis; Museum of Modern Art, New York;
Smithsonian American Art Museum, Washington, D.C.; Panza
Foundation, Milan, Italy; and Museum of Modern Art, Lodz,
Poland. Recent commissions include sixbeastsandtwomonkeys for
the Police Administration Building in downtown Los Angeles,
and thinmanlittlebird for the Indianapolis-Marion County
Public Library, both in 2009.

Forthcoming: Peter Shelton is included in Ir Happened at = -
Pomona: Art at the Edge of Los Angeles, 1969-1973 (Part 3: At Peter Shelron
Pomona) 10 March - 13 May, 2012, Pomona College Museum uheader, 1995-2009

mixed media
of Art, Pomona, CA. 78x28 1/2x 28 in. (198.1 x 72.4x 71.1 cm)

For more information and visuals, please contact Elizabeth East, L.A. Louver, 45 North Venice Boulevard, Venice, CA, USA

www.lalouver.com; tel: 310-822-4955; fax: 310-821-7529; e-mail: Elizabeth@lalouver.com



flatrop, 1976
fabricated steel
144 x 54 in. (365.8 x 137.2 cm)
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sweathouse and little principals (111 element version)

Wight Gallery cheesestick, from sweathouse and little pricipals, 1977
University of California, Los Angeles, CA fabricated steel
1979 44x13x13in.(111.8 x33x33 cm)




SANTA BARBARA

May 1983

Peter Shelton
Contemporary Arts Forum

FOR THE LATEST VERSION OF HIS
Sweathouse and Litile Principles , the artist
produced 39 new steel components, bring-
ing the total number of elements in the
work to 150, (It was originally exhibited in
1979, with 111 parts.) It would not be sur-
prising if the environment's “‘little princi-
ples’” continued to multiply in the future,
since Shelton’s relationship to this work is
completely open-ended. His willingness to
forgo closure and completion is a rare es-
thetic attitude, especially when the work in
question is made up of permanent indi-
vidual pieces.

By continuing to make new pieces for
the ensemble, Shelton himself remains in-
volved at the physical level; the work's
form and scale are generated from his bodi-
ly experience. Thus the central and largest
element in the piece—the *‘Sweat-
house™—is scaled to contain a single
human figure seated on a small stool. The
little steel house is raised from the ground
and ritually positioned in the center or heart
of the work. It provides the only instance of
enclosure, as the other elements are dis-
persed throughout the space. The enclosure
may be felt as meditative and sheltering, or
claustrophobic and confining, depending
on one's temperament or mood.

Surrounding the house are the *‘little
principles,”” primarily thin vertical shafts
with details that relate to various uses of the
body and to body parts—holes to gaze
through, holes comresponding to genitalia
or to navels, chin rests, ledges to lean on,
objects to move up and down. A few pieces
rest on the ground. A jumble of spikes at-
tached to a ring suggests a leggy pet, while
other shapes, those of a kidney bean and a
loaf, allude to sustenance. The latter two
objects function more as symbols than as
implements for direct engagement with the
body. But even when we do parlicipale in
the work with our bodies, the activity is
ambiguous, for it has no purpose other than
the act itself. The interaction with the in-
stallation feels like a game whose rules we
have not been given and thus must invent
on our own. Are we able to come up with
our own structures, or can we experience
bodily awareness as playful and pleasurable

133

Peter Shelton’s Sweathouse and Little Principles combines a central, iconic houselike element
surrounded by 150 thin vertical steel shafts. Contemporary Arts Forum,

NOLTHS HAL3d OLOHd

for its own sake, without having to plug it
into a meaningful outlet? Through kines-
thetic involvement Shelton’s work makes
us aware of the need for our minds to relate
physical experience to conceptual struc:
ture—that is, of the complex interrelated-
ness of mind and body.

Shelton's piece also deals with the con-
nections between nature and culture, The
numerous linear vertical elements em-
bedded directly in the floor refer not only to
the body but to organisms such as trees and
flowers. Yet they are clearly metal prod-
ucts of the industrial age. In Shelton’s work
the industrial material is embraced, imbued
with organic references and presented in a
playful spirit that suggests a marriage with,
rather than a split between, nature and cul-
ure.

—Melinda Wortz
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trunknutsWHITEHEAD floater
Open Space Gallery

Victoria, British Columbia, Canada
1982



godshole, 2003
mixed media

60 x 30 x 60 in. (142.2 185.4 x 114.3 cm)

ovalglobal
L.A. Louver, Venice, CA
17 October - 15 November 2003




Reviews National

Peter Shelton

Joliy BERGGRUEN

San Francisco

If “Hollywood mnimalism ™ didn't

sound so pejorative. the o would picely evoke the
work of Los Angeles sculptor Peter Shelton. Shelton
frequently makes big, simple, enigmatic forms: or-
ganic cousing o the kard polygons of Donald Tudd and
Tony Smith, But Shelion' s engaging pieces are more
figurstive than abstract,

122 DEcrMBER aoog ARTREWS

Twe works on view bere wene wall-
mounted donut-shaped forms made of
unpigmented fbergless. Wire grid sup-
ports showed through the sculpteres”
rranslucent skins, One piece liled up-
ward at about head level. making a son
of preumatic hake. The other, karger and
lower on the wall, aided by ils title,

erdstudde {20031, brought to mind the son of diagram
with which science text illusindors oy W convey the
concepl of o black hole. Buth works suggest that they
might be mindels for something not yet—or perhaps
mever o be—buill full-scale: armatores of planned
speciel effects on which computer animation will
wirh magic.

Similarly two vaselike picees, big enough to climb
e, resembled stage props. One wears a
cover that mikes it Lok like a glanl scem.
The vaher hos a pleaming white interior, like
unglweed porcelain, and casts dots of light
onte the floor through holes i its four feet.
Both works were elevated a few inches by
wall mounts. drawing attention 10 the space
just above Moor, which Shelion freguently
seeks o enerpise,

The “scenie” quality of the anist’s sim
pler sculptures acknowledges not only their
own urtifice, bul the convention-bound na-
twre of cur encounters with them, Shelwon
not only remodels forms inherited from
seulptice and the landscape of commuon ob-
Jeets, he considers our search for wieuning

in art as a mede of stonytelling or inner playacting by
which we iry 10 understand and reconcile ourselves to
mundane cxpericnee, —Kenneth Baker



fatangel, 2002-2011
gold leaf finish on fiberglass
30 in. dia. (76.2 cm dia.)



twokeyholes(2keyholes), from MAJORJOINTShangersandsquat, 1983
fabricated steel
35x4x13/4in. (88.9x 10.2 x 4.4 cm)

low cone, from MAJORPOINTShangersandsquat, 1983
cast iron
4x28in.(10.2x71.1 cm)




sixtyslippers
L.A. Louver, Venice, CA
1997

slipper #24, from sixtyslippers, 1997
cast iron

43/4x27in. (12.1 x 68.6 cm)




PETER SHELTON
L.A. LOUVER

A reverent stillness permeates Peter
Shelton’s recent sculptural installation
Sixtyslippers, 1997. The work consiste of
sixty cast-iron cones of varying diameters
suspended from the ceiling with wire cable,
hovering roughly a quarter-inch above the
floor in no particular pattern. The cones fill
the gallery space while allowing the viewer
to move around and through them.

Like many of his peers who began mak-
ing sculptural installations in the "8es,
Shelton’s work combines Minimalism’s
geometric reductions with post-Minimal-
ism’s allusions to human and organic forms,
There has also been a marked emphasis on
narrative and metaphor in his art, with asso-
ciative meanings relating in a kind of syntax,
forming visual sentences (a trope common
in the work of sculptors such as Tony
Cragg, Richard Deacon, and Liz Larner).

Architectural space and the human body
have been preoccupations, at least implicit
ones, in Shelton’s work {as in SWEATHOUSE
and little principals, 1977-82, which con-
sisted of a small enclosure surrounded by
dozens of abstract representations of body
parts). Sixtyslippers, on the other hand, is
more like a landscape that the viewer steps
into. Wandering among the iron cones,
we notice that they are all coveredin a
patina of rust as though washed up by
the tide of time.

There is a stark power to this installation;
its enveloping stillness and silence stop
viewers in their tracks. Yet if we stand mo-
tionless, we slowly become aware that the
whole installation is moving; the slighrest
breeze or turbulence in the air causes the
cones to sway ever so slightly. The still-
life/landscape is suddenly transformed into
an animate field. These ponderous pendu-
lums (the largest is a little over three feetin
diameter, and some weigh as much as 450
pounds) seem to have come to life, disori-
enting us with a sensation of motion, of
giddiness and quiet exhilaration, even joy.

And as this imperceptible movement
reveals itself over time, another epiphany
unfolds, engaging the senses by association.
Looking through the forest of wires in
search of a flar, still surface, the viewer
seems to hear ambient sound, as though
the installation had been transformed into
a room-size instrument, some kind of gar-
gantuan industrial harp or percussive ma-
chine. How could these discs—enormous
cymbals, really—have given such an
impression of hushed serenity? And yet,
how could such laborious materials create
sound—what giant could play them? Like
a haiku, Sixtyslippers puts a metaphorical
spin on ordinary materials; Shelton imbues
the simple white space of the gallery and
the denseness of iron and steel with a
sense of wonder.

—Rasetta Brooks

106 ARTFORUM

Artforum March 1998

- LA Louver
45 N. Venice Blvd.
Venice, California 90291
tel: 310.822.4955
fax: 310.821.7529

Peter Shalton, Sixtyslippers, 1987,
sixty bronze discs and cast iron. Installation view.



holecan, from BIRDHOUSEbolecan, 1980
cast iron

28 x74in. (71.1 x 188 cm)



‘ Peter Shelton's BIRDHOUSE. holecan straight-
forwardly presents an accessible duality in its
formal configuration. The BIRDHOUSE component
is spacious. airy and elevated, while holecan is
best described as close to the ground. The steel
tubing and expanded metal screening of 8/RD-
HOUSE appear skeletal, while holecan’s perfora-

‘ted surface functions as an opagque membrane,

‘The former speaks of neutral. relatively open

ispace able té accomodate many people. and

“undefined activity. The latter impresses with 11s

‘intimacy and restriction. While both invite viewer
participation, entering one s vastly differentfrom

.being inside the other. The view fram inside

. BIRDHOUSE does not significantly change one’s

- perception of the piece because one can see the

“interior of the cage from outside. The constel-
-lation of tiny points of light emanating from the
numercous holes drilled in the walls of holecan. is

t largely unexpected.

- The apparent dualty suggested by the formal
aspects of the two structures is significantly
enriched when one considers their shared charac-
teristics. Bath are cylindrical forms. of similar

'+ materials and coloration; both imply contain-

ment to various degrees. Fach has perforated

; .surfaces; one exhibits large and regular holes,
the other small openings irregularly arranged.

.. Each is somewhat modified by the presence of

* people within it B/IRDHOUSE "looks™ different

when poputated. holecan “feels” different when
you know someone 13 inside it

- Amoreimportant shared characleristic can be
seen in the paradox presented by these struc-

t tures. They are both architectural in scale and

. -reference, thaugh neither functions as architec-

{-ture. nor does either necessanly depend upon

: "kinesthetic involvement of the audience for the

complete realization of its aesthetic. 8/IRADHOUSE.

‘-‘holecanis about the ideas/feelings generated by

« ‘architecture and containment themselves. It is

‘bcssibie to fully appreciate the piece without

i entering either component. It may here be useful

-to consider the piece in the light of an analogy

suggested by the artist, who has described his

work as being the front doaor of a house that is
seldom used, most daily traffic cominginthrough
i+ @ side door: The front door is a door, to be sure,

"ibm it is not necessary to walk through it to

jiunderstand it "doorness.” Utility in the conven-

i tional sense is not as important as the perception

‘Fof potentials.

i Shelton sees precedents for this aspect of his

Chapman College:

Peter Shelton

wark in Buddhist architecture and sculpture. the
stupa in particular, The Indian stupa has all the
compaonents of architecture in scale and articu-
lation: one does not enter it, but only walks
around it. Shelton’'s background in theater also
fostered his interest in buildings that were as
much sculpture as architecture, structures that
functioned more importantly as concepts made
manifest than as literal enclosures.

Intracing the genesis of BIROHOUSE. holecan.
one finds the predictable elements—influence of
teachers such as Mowry Baden at Pomona Col-
lege, and exposure to the work of contemporary
arusts Lloyd Hamrol and Michael Asher who con-
structed environments at Pomona in the lata
sixties. A closer examination of biographical
detailsreveals more intimate and ultimately more
significant experiences that contributed to the
creation of the work. A sculptor who lived across
the street when Peter was growing up served as
an early role model. Humorously innovative
human-scale Christmas tableaux constructed on
the front lawn of his Phoenix home were, In
retrospect, Peter's first involvement with large
scale sculpture. Theater set-design and construc-
tion in college followed by work as a welder In
Ohio and Michigan account for the drama and
materials characteristic of hiswork. According to
the artist. 3 group of drawings done from 1973
on depict a series of stacked or layered under-
ground or subaquatic spaces of various functions.
and mark the beginning of the involvement that
led to BIRDHOUSE, holfecan. Shelton recently
completed a stacked space. HEADROOM, fool-
space.at Artpark, Lewiston. New York.

Overshadowing all of these experiences. in
terms of its importance to Shelton, 1sadream, the
content and mood of which have influenced all
his recent work.

I am terrified. | run aver gently rolling hills similar to
the manzanita-covered mountains above Phaenixwhere
| went javelina hunung as a boy. The sky has a peculiar
dark grey overcastthatl associate only with the Arizona
desert. Nazis are chasing me and I'm struggling to find
some hiding place. | come to a ruined ane-room stone
buillding. Perhaps it 15 used by cattleman during their
annual roundup There are many isclated structures
like this in Arizona. | enter the stone room, pass thraugh
a door and find myself below ground. I'm in a hyge
vaulted chamber that appears to be carved out of live
rock. The whole center area 1s a body of watac roughly
the size and propartions of a football field. Around the
perimeter of the water is a catwalk againstthe chamber
walls. As | walk along this catwalk | hear the whirr of



£22 a. Pater Shelton. Birdhouse,. holecan, 1980 (detail of
figure in holecan), Photo Dan Zimnald:

22 b Pater Shelton. Birdhouse, holecarn, 1980 (end view
wilh figure at tar end). Phato: Dan Zimbaldi b

CER TR

machinery. | sense the presence of others. custodians
4 of this space. butlsee no one. I beginto realize thatthe
X water holds an immense, dark brown pillow-shaped
form that floats submerged just below the water's
surface. The monolithic form extends to the waters
adges. The mass moves almost imperceplibly as

222 c. d. e Peter Shelton, Birdhouse. holecan. 1980 il
{details), Photos Dan Zimbald:

22 t. Perer Sheltan, Birghouse, holecan, 1980, steel
Birdhouse: length, 28’ x diameter, 10°4” x height of
floor 5" —overall 13", Aolecan. interior diameter 271" x i R 2 floats in the water. As | approach the other end of th's
height 6" (master view). location’ intenor Guagenheim o n T : chamber, | notice a door or hatch. Upon passio
Gallery, Chapman College: Photo Dan Zimbaldi ) - through it, | immediately find myself on a ship in 4
violent storm. We narrowly escape rocks and dangerous
seas. Another boat crosses our bow and crashes anthe
rocks. We seem doomed. At the moment | think this, our
ship passes over areef into what appears to be an atoll.
aring of islands. The ship is now moving atgreat speed.
skimming serenaly over large shallow pools of water
separated by sandbars. This area reminds me of the vast
tidal mud flats in Mexico. | feel relieved and at peace as
the boat planes the water surface. A singular rocky
mountain rises dramatically out of the ocean in the
distance. Its peak reaches into the clouds. It 15 a
powerful sight.

from the artist's journal, 1972

Satisfaction can be found in a purely formea
appreciation of B/IRDHOUSE. holecan. The ele-
ments of its creation, however, suggest the pos-
sibility of a broader interpretation.

Richard Turner
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holeshirt, 1992
mixed media

40x36in. (101.6 x 91.4 x 43.2 cm)

eyehand
L.A. Louver, Venice, CA
19 November - 30 December 2011




whitecoat, 1988-02 eyehand
mixed media L.A. Louver, Venice, CA
63x30x15in. (160 x76.2 x 38.1 cm) 19 November - 30 December 2011
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blackhookneck, 1990-2000 eyehand
mixed media L.A. Louver, Venice, CA

36 x48 x 8in. (91.4x 122 x20.3 cm) 19 November - 30 December 2011




pinkloaf, 1999-2000
mixed media

28 x49x23in. (71.1 x 124.5 x 58.4 cm)

eyehand
L.A. Louver, Venice, CA
19 November - 30 December 2011




reddress, 1998-2011 irondress, 1990-2000
red paint over fiberglass cast iron

62 x77x55in. (157.5 x 195.6 x 139.7 cm) 56 x73x45in. (142.2x 185.4x 114.3 cm)




He gets physical
m “Waxworks

By Chriatopher Knight
Herald Examiner arl crilic

*'LA JOLLA — Peter Shelton is
emphatically, inexorably, sell-
-assuredly a sculptor.

.~ In'the catalog that accompa-
mies the current survey exhibition
of his work from the past five
years, he staunchly declares his
unwavering fealty to the corpo-
real grand of the d
“Whal makes sculpture strong,”
he asserts, placing value on tenac-
ity and stamina as attributes for
art, “is that it deals in the mosl
physical way with the least physi-
cal things: ideas.” .

Yet, you don't need Shelton's
words to know he places sculp-
ture on a metaphorical pedestal,
(Revealingly, you would never
find real pedestals in the vicinily
of his art.) All you need do is visit
=Waxworks," his show recently
opened at the La Jolla Museum of
Contemporary Art. Esteem for
the material stuff called sculpture
is written all over the place.

Indeed, Shelton's very esleem
is one of those “leasl physical
things” thalt he deals with in a
“most physical way.” Ii comes
across loud and elear, for this is
-an art that methodically identifies
principles of architecture and of
painting, and then happily sub-
sumes them into sculplural prac-
tice. There's an ambitiousness Lo
Shelton's claims for sculpture,
which he'd plainly put at the top
of art's heap. .

That ambiliousness is impera-
tive for a sculptor who was going
te school atl a time painling was
widely known to be dead, but
whose fate it was to comoe of age
during a deeade thal just hap-
pened Lo witness painting's trium-
phant return from the grave. The

19805 would nol seem Lthe most
auspicious momenl for a young
sculplor just starting art.

In fact, Shelton’s biography
reads like a diagram for a head-
on collision: graduation from Po-
mona College in 1973; a trade
‘certification from the llobarl
School of Welding Technology in
his hometown of Troy, Ohio, the
following year; a 1979 AM.F.A.
from UCLA, culminating in a
thesis exhibition called “SWEAT-
HOUSE and little principals,™
which consisted of an installation
featuring more than 100 sculp-
tural parts.

In the overheated arl world of
today, it's hard to remember just
how becalmed and bereft was the
art scene of the mid- to late-
1970s. Not that there wasn't good
work being done. The art scene
just seemed rather aimless and ad
hoec, with no parlicular sense of
u

Anﬁy then, kaboom. The neo-
expressionist depth charge of the
early 1980s exploded just at the
moment Shelton had his first solo
show in a Los Angeles gallery. I
wrote at the time that it was an
auspicious debut. Across town,
meanwhile, another auspicious
local debut was also taking place:

| David Salle’s first solo exhibition
in Los Angeles.

Shelton’s
sculptural
delights

Oddly enough, I also noted al
the time thal Shelton's installa-
tion piece — titled “NECKWALL,
footscreen, sleeper” — had a
distinetly graphic feel. “NECK-
WALL, foolscreen, sleeper™ was a
room-size, steel-mesh platform,
raised more than 6 feel off the
floor on steel struts, which sup-
ported a variety ofl lunnels, walk-
ways and chambers demarcated
by muslin walls. Togelher, the
emphatic linearity of the steel
structure and the planar configu-
ralions of the muslin walls gave
the structure its distinetly graphic
quality.

I missed it at the time, but this
architectural construction was
also, in retrospect, clearly skele-
tal in nature. Ils linear struts,
supports and stecl mesh provided
the bones, while the brown-
stained muslin made up the ani-

| mal-like skin. “NECKWALL,
| foolscrecn, sleeper” was moant to
engape the speclator's physical
anatomy — Lhe title tells you how
| the archilectural dimen$ions
were determined by the scale and
| functions of the human body —

and the skin-and-bones form was
a bodily metaphor.

“Peter Shelton's Waxworks" —
which was organized initially by
Julia Brown Turrell for the Des
Moines Art Center in Iowa, with
La Jolla the only other stop on its
ilinerary — shows how that bodily
melaphor has been refined in
Shelton's sculpture. It ineludes
some three dozen casl iron, fiber-
glass, concrete and bronze works,
datling from 1983 lo 1988. Al-
though each is a discrete and
separate entily, the exhibition as
a whole easily could be read as a
single, coherent installation. For
the sculptures constitute an array
of abstracted body parts — head,
neck, belly, arms, legs, torso, guts,
even teeth — that have been
dispersed throughoul the mu-

seum.

Indeed,. the galleries have
something of the feel of a museum
of natural history in which odd-
looking skeletons (from a very
wild kingd are ed.
Color is subtle but important to
this aspect of Shelton's work,
from the furry brown iron to the
palinated bronze, both of which

| yield a sense of weathering and

age.

By contrast, the fiberglass
sculplures frequently are painted.
Warm, rubbed, tactile colors are
most in evidence. When the color
is vivid, as in the crimson phallus
shape atop the ovaoid piece called
“Peckerhead,” or in the breast-
plate shape of “Redmantle,” it
emerges from behind a dense,
black veil of overpainting. Color,
even when it's bright, is always
tamped down and subdued —
“antiqued” — in a manner that
suggests objects meant to be seen
as artifaets.

Shelton's sculptures almost al-
ways declare themselves as hol-
low skins. In cast iron and bronze,
the skin and the skeletal struc-

o

gy,

belly” is one work i

al the La Jolla Museum of Contemporary Art through June 4.

ture are the same. When he works
with fiberglass, he often leaves
the plastie sheath translucent and
the wire superstructure evident.
You see right through the swell-
ing gut of “Clearbelly” or the
distended torso of “Tweedledee”
like an X-ray.

The sculplures are displayed
in space thal is roughly coincident
wilh the spectator’s matching
body part: “Clearbelly” floats on
the wall at stomach height, “32th"”
hangs across the mouth (the on-
omalopocic lille also counts the
number of teeth), “Slipper” is
suspended down by your feel
Step up to “Ump,” and the
stulfed, cast-iron form fils your
Ixnly like an umpire’s chest pro-
teetor would

The lumpy “Ump" also gives
you an idea of how Shelton
distorts, siretches or compacls
the sculpture, His strongest work
is of lwo kinds — pieces like
“Ump," “Facein” and “Clear-
belly” are easily identifiable as
torso parls, while “Greyfloater”
and “Hammerhead” are more
abstract — but the distortions in
both have the same eflect. You
find yoursell quite involuntarily
moving your hody in relalion to
the object: pooching out your
belly, hunching up your shoul-
ders, pulling in your head like a
turtle.

Shelton’s “"Waxworks" are, as
the title says, efMgies. Like Joel
Shapiro, who broke the sculptural

| loggam in the 19705 by finding an

L £ dFE
in "Peter Shelton's Waxworks,”

There's an
ambitiousness to
Peter Shelton’s claims
for sculpture, which
he'd plainly put at the
top of art’s heap.

appropriale way o bring the
human fgure back inlo play, his
sculpture owes much to the use of
physical and psychological asso-
ciations of archileclural space
Yel, Shelton’s work owes some-
thing to painting, too — some-
thing thalt broughl figurativ
assoclations in through a side
door. :
‘Thal something is the bodily
metaphors ascribed Lo painting in
the 1970s. I am thinking of the
minimalistic work of Brice Mar-
den. Through attention to scale,
and deployment of translyett
skins of paint over the skeletal
support of stretcher bars "Akd
canvas, Marden recognized paint-
ing itself as a metaphor for 4
human body. Anticipating Ihe
return o the figure in an etdDl
abstraction, Marden even wept g0
far as Lo hang his work low on
wall, as the critic Peter Schiél-
dahl once pointed out, so Lthat}
painting confronted the spectalor
body-to-body. i)
Shelton’s “Waxworks,” which
are clearly indebted to this prece-
dent, take another cue [Fdih
painting: Every one of th
hangs. Not a single sculpture-in
the show stands on the N&SE.
Sometimes on the wall, somm-
limes from the ceiling, these
hanging sculptures embrace pic-
torial qualities. et
My favorite work in the show' |5
“Slipper,” which Is the least
figuralive sculpture of allL7A
cymbal-shaped disk of bronzé 1
hangs on a wire from the ceiling.
skimming less than an eighth ol
an inch ofT the fioor. Air currents
are enough Lo sel it gently swing-
ling, giving it the sense of slip-
sliding just a brealh above!the
gallery slage. e
If Shellon’s sculpture depldys
mass and space in a mal
effort to symbaolize the housing of
bjective consci this
work, more than any other;Tat-
complishes the feal. Your bedily
response is of a particular order:
Silently brushing by the flodk,
and charging the sliver of spm;‘t'
between, it emphasizes an exper!-
ence of the mundane, the tempb-
ral, the pedestrian. As a sculptor.
Shelton makes you emphatically
aware of being carthbound.

130 Prince Street
New York
NY 10012
telephone  (212) 925-9205
telefax  (212) 219-8527



doublebubble, 2004-5 cloudsandclunkers
commision to the SeaTac Airport, Seattle, WA

fiberglass
2004-05

22x18x11.5in.(55.9x45.7 x29.2 cm)




redouroboros, 2004-5
mixed media

70x50x 42 in. (177.8 x 127 x 106.7 cm)




tripelobe, 2004-5 treblelobe, 2004-2011

fiberglass

mixed media

13x10x 15in. (33 x25.4x 38.1 cm) 55x30x33in.(139.7 x76.2x 83.8 cm)




treblelobe, 2004-2011
mixed media

55x30x33in. (139.7x76.2x 83.8 cm)

twobiglobe, 2011
mixed media, fiberglass

68 x75x 38 in. (172.7 x 190.5 x 96.5 cm)
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L.A. Louver, Venice, CA
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Peter Shelton, waspwaste, 2004, cast bronze,
99" % 18" x 11-1/2", at LA Louver, Venice,

Peter Shelton at
LA Louver

he exhibition of
recent work, in
typical Peter
Shelton fashion,
was given a title
built around an
unlikely com-
pound word,
g i gobals.” This time,
o Sk S
meta-phural noun, modifying i with “for
Celebes.” Shelton was dedicating his
show not to the Indonesian island, how-
ever, bur to Max Emst’s proto-surrealist
painting that supposedly depicts “the ele-
Phﬂl:‘g' the Celches.” ".['h:l;mp central
to Emst’s 1921 miasterpiece is, in fact, a
bloated roboric figure marching throngh
2 desolate landscape, its rotund oil-tank
body sprouting a thick, snaky arm that
could double for a trunk. This nightmar-
ish harbinger of war, mechanization and
environmental spoil recurs in Shelton’s
niew, mostly wall-mounted sculptures.
But, the artist rendets it harmless, impo-
teat, de-limbed, more a careass in an
b i 'hgn a 1 i o hin ]n- dmil'
dities, the “gogglelipsand
geogobals” still display an aggressive,
burgeoning quality, but with their
CXITY 2.3

ece

their bodies cvacuated, these apparitions
seem comical and even pitiable. Sill, they
retain a lot of formal dynamisny; and,
seen away from the context of the Frnst
monster, they even take on an endearing
elegance,

could have been grotesque now seems, if
anything, hilarious, not least for its dopily
carnial suggestivity, They conjure preg-
nant torsi, male genitalia, incfficient ves-
sels, swollen legumes, squeeze tays, and,
in at least one case, yet another Ernsr
painting: Littlemsoonbird resembles the
huge daves that press against one another
in the middle of the sky in 2 picture dar-
ing from around the same time (1919-21)
as Elepbant of the Celebes. Ernst's birds
command an eerie charm thar his Celeber
delibetately lacks. It is this charm that
Shelvon elearly wishes to perpetuate;
without de-fanging Emst's ominous ele-
phant, the scalpror draws forth both the
vital and the vitiated from it. Indeed,
what horror remains in Sheltons inrer-
pretation rests in the somatie empathy we
feel

with

these

poor

infla-

tons. If

they

suggest

crea-

Tutes

fatened

for the

slaugh-

rer-

house

and

then

slangh-

tered, among the creatures they most
gly suggest are b The legacy

of human butchery and complicity in

butchery looms over Ernst's surrealist

century, and we could be forgiven for

reading a sly indicunent of thar legacy

into Shelton’s objects,

But, much 25 they have been modeled
2nd scaled into nightmarish presences,
and much as their comic aspects mitigate
that nightmarishness, Shelton's goggle-
lipsandgeogobals rerain their integrity as
self-sufficient forms. They're plenty
strange, but they're engaging things, too,

a

fascination sim: §

Fone, car ps and
holes lefe where the limbs had been, and

shapes. Whatever mceaphors they proffer,

and however immediately they proffer
them, these cast bronze unk-cn:mﬁ_
are ful iscs in the clab
of and volume, always bl g
in a surprising direction, always mani-
festing a rhyﬂsxminl counterbalance of
mp Their h id, and per-
haps elephantine, qualities are evety-
where evident, but cannot fully dl.m.'ct
our auention away from their thingness.

—DPeter Frank

Peler Shelfon: geqglelpsandgecgobals for
Celebes closed in February at LA Louver,
Venice

Feter Frank Is a freelance writer based in
Los Angalas.

May 2005 21



waterseat, from pipegutwaterseatandSTANDSTILL, 1984 pipegutandwaterseatandSTANDSTILL
plate glass, distilled water Portland Center for the Visual Arts, Portland, OR
40x36x32in.(101.6 x91.481.3 cm) 1984




gration with tha site. And though a signa-
ture of sfylo or mannar of process My
parmaate tha works, the axecution of an
e rather ihan the making of a uniguety
entifiable product becomes ihe guising

{PCVA), sxemplifies this direction in sculp-
tuni, Il FprESenLE & dapamUne from his ro-
cont warks [SWEATHOUSE and the Litle
Frincipals, 1977-82; MAJDRAMNNTS,
Hangars and SCNIAT, 1883) which were
of uniformn maberial and assembled in whal
could be called a “mulliple scafier
osiholic” However, pipsgul, walersasd
and STANDSTILL is predicated on similar
concems. This shared morphology is the
concepial dimonson of Sholton's work,
which is based on ihe proportons and
structure of ths human body,

Rathor than continuing the analomical
dis-assembly that characterized 1he sl

waorks, @ach of the thres POVA pleces

commands ineackon with the toial body,
ralhar than mimicking body pans in o

MORPHOLOGY AND MATERIAL

Poio: Poter

1o empathize sculplurally with o particuar
phvaiological structura (Iho kneo, tho foot,
the lorso, o) pipequt, waersedl mmd
STANOSTILL forces an awaranass of or-
dinary bodily posiions—standing, siting
and fying.

The dominan componant is pipegeed, &
nearly one  hundred-iool loeng, curving
coth-covered  fube coated wiih  rusk
colored sheliac. It is suspended from the
rafters by stool rods and supporied al
sach and by matal platforms and logs. in-
mde is o rafl rack with handgrips, and

Patar Shetlcn, raliBahin viee 0f [epafd warnreat snd STAMDETIL & Pomand Conter o B Visual Arts.
e

Ihede is & Nalbed cart on which a vitwer
can lia 10 ravense the longih of the tubs,
The innar skebsial strucine ol metal mods
baists coumsr o the curve of ihe b
Thiss tha journery, which demands an ale-
minl ol physical effort, becomes both
claustrophotes and déactionally disorient-
Ing. | actually beit thal | was pulling mysolf
g rather than horronioly siong the track.
Thero was a sonsa of dragging my il
“wmwhwvﬂwm
alone.

The oflved Twd COMPONONts arm o

ing gociogical clows
PCVA  program  coordinalor  Fandal
Daves writes in the exhibition thint

“passaga’ are alrctural, but “cantompla:
Tion™ i et or that the Tofmos ieems, mota.
pharically speaking, are e mantal
consinucts of thi lafter Gctivity, No maniern,
The concopt is sound because the work
prampts the contemplation of everyday
w and W haightens our basic

MAY 28. 1Ra4 | B --.

ol

eyehand
L.A. Louver, Venice, CA
19 November - 30 December 2011




heavyseat, trom floatinghouseDEADMAN, 1985-91 floatinghouseDEADMAN
cast iron Wight Art Gallery, U.C.L.A., Los Angeles, CA

371/2x17 3/4x 18 in. (95.3 x45.1 x 45.7 cm) 1987
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Art

It may be that the dawning of a new year,
makes an art dealer's fancy turn o thoughts
of fresh, undiscovered talenl. Whatever the
reason, a number of debms are under way
this weekend, in galleries on 57th Street and
in SoHa.

By far the weightiest among the new exhi-
bitions, at least in terms of sheer poundage,
is “Floatinghouse Deadman,” an cvocative
Installation by PeyER smELTON that is o upen
today at Louver Gallery New York — a new-
comer o the SoHo scene, at 130 Prince Street
— and |5 10 continue through Feb. 3.

M. Shelton is a Los Angeles artist wha is
known for collapsing the words of his lilles
and for making his objects and structures

b ie . f : 1 thinkable withoul ‘Serfa’s 3
perform double functions. The centerpiece of are attached to a ffarmuf of free task,  especially if another person SCem un s
this work is a beautiful Japanese pavilion standing sculptural objects dis- 100 happens to he walking ils precedent. Its as if the y?:mi'ir ¥
whuse eccentric ground plan Is the shape of a played throughout ,l.hc gallery. onrridors, sculptor has gotten a firm a]!‘) ©
fallen man, while the ponderous sieel, cast- These scullpturt_rsjh?r;m:l; ahc?!ile?[- It's the suddenness of the unex- 01[1 l‘l|1|:_' r!::s) l:h;::p‘l;\;:::].:l L::‘-{;I]:i: f; rT\h
Lr[:: :::hfﬂﬂﬁ n::unleme:yu; . 3 ::ff T‘?ctlal:iﬁgw{;ci\'uso,can; t: 1llm : f"’;ll*'d ix:l}imnl_jun of calt.ishmlﬂl'lc :nd ;;s ;m‘c:rﬁd:'u fo expanid arid
Strung to the house by a network of iron spectators who are invited to walk tollapse thal is most (USWUIBINEG. oahorate them to his own 'ends,; &

cables and ceiling hooks, these weights sus-
pend the entire structure — all three tons of it
— a few scary inches off the ground. Scarier
still, it can be entered two at a time, llke
Nuoah's Ark. And walking through it can give
the odd sensation of balancing on a tremulous
lily pad.

The 13 counterweights include an iron

The bew York Times/ Wiltiam E Skuro

Peter Shelton with his “Floatinghouse Deadman' at Louver Gallery.

slage sel, weaving an open-ended narrative
of domesticity, life and death in the process.
Mr. Shelton's efforts can be criticized for
domesticating forms and effects already bet-
ter treated by such artists as Richard Serra,
Joel Shapiro and Vit Acconci, but as a
demonstration of the overlap between poetic
suggestion, engineering and magic, this work

Iz hard to beat
ROBERTA SMITH

21

human skeleton, a solid iron chair and giant 130 Prince Streel
mallet, a cast-iron bed whose iton mattress is New York
ominously full of holes, and a pile of blucky NY 10012

letters — A’s and H's, which spell a laughor a

sigh depengirl‘m on their order. Some of the

counterweights are in adjacent rooms, yel all

seem poised to close in on the house like a b (2.:2} mggggys
series of characters and props in search of a W (a5

Peler Shefton's 1985 envi i

floatingk DEADMAN" measures 31 feet by 36 feel at its Iargtsl

dimensions and is made of steel, cast mm wood and | paper. It is on exhibit at UCLA's Wight Gallery until Marr.h Il

Peter Shelton’s buge sculpture reveals unique talent .

By cn ristopher Knight
Herald art cnilic

In the past few years, Peler
Shelton has emerged as a sculptor
of unusual skill and power. His
current installation at UCLA's
Wight Art Gallery, on view through
March B, provides continuing evi-
dence of the magnitude of his gifts.

For all its weighty tonnage of
steel. iron and concrete, the pri-
mary sculptural molif of “floating-
house EADMAN™ is the
articulation of space. And the physi-
cal and psvehological power that
the installation exerts embeds itself
directly in the participatory specta-
tor's own head and body. Shellon
shapes Lhe environment of his art
in such a way that harmonious
interdependence and apocalyptic
calastrophe hang in the balance.

‘The central element Lo “floating:
house DEADMAN" is a lattice and
shopi building, part Japanese and
part Western in architectural fla.
vor, which floats nearly a foot off
the floor. The structure, which is 31
feet by 36 feet at its largest
dimensions, is suspended by steel
cables that run through a network
of pulleys in the ceiling. The cables

inside the structure,

The floor plan of the building
derives from the confipuration of a
human being sprawled on  the

ground — the “dead man”™ of the
title — and is similar in shape o a
vast-conerete sculpture, also at-
tached by cables and pulleys to the
floating house that stands outside
the front entrance to the Wight
Gallery. The 15 or so remaining
sculptural dead weights spread
throughout the pallery consist of
domestic objeets amd simple strue-
tures: a bed. a chair, a skeleton, a
dresser, an oversize pair of fect, a
model of the [loating house sub
merged under water, a post-and-
lintel pateway and the like.

The gallery in which the piece is
installed is cavernous, hushed and
dimly lit. With its beautifully
crafted woodwork and transluscent
paper walls, the floating house is
serene, elegantly contemplative
and inviting. When one respectfully
removes one’s shoes and enters the
structure, navigating the softly ra-
diant hallways and small. envelop-
ing rooms, the a ated sense of
a quiet exploratory  journcy s
ymmediately disrupted and destahil
ized by the sudden sway and
shimmy of the entire structure. The
wood creaks, the joints strain, the
paper<clad house seems doomed to
collapse. Getting one's bearings and
maintaining one’s footing in the
shifting structure is no effortless

Shelton’s installation at first secins
filled with a kind of quict. even
mundane dignity, gently inflected
with a puckish sense of playfulness.
Any invitation to participate in an

environmental sculpture is by un\\
easily accepted by gallery-goers, so
that the sudden destabilization .ol
the experience hits you with a jol
When you least expect it Engul[lllj:
chaos threalens.

|

1

'5

Still, if the hnkape I1r.'lw_l‘(:n d

present experience and future puos
sihility seems to he the focus of
“floatinghouse DEADMAN" the
past soon nudges its way into the'
foreground. You begin 1o remem-
her having passed the conerete
“eorpse” outside the gallery, having
witnessed the submerged model of -
the floating house in its watery

tomb. having been forthrightly
presented with all the dolggstic |
elements thal hold the idedfized &

b

structure aloft. As memory hegins
to float to the surface, the disire
for harmony and the speetre of
collapse are squarely located within
the actions of the spectator,

As in most of Sheltons fast
work, “floatinghouse DEADMAN"
is figurative and representiatignal.
and is composed from a Vﬂl'ifls of
quirky, independent parts. Al
though no immediate visual similar-
ity would he claimed hetween his
!i[-ulpiure.\' and the massively-ag-
gressive steel slabs of Richard
Serra, Shelton's recent installatfons

And as “floatinghouse DEAD-
MAN™ clearly shows, those 'efids
constitule a remarkable sculptural

aceomplishment in their own'right. .



waterchair, from thingsgetwet, 1993 boots, from thingsgetwet, 1989
cast bronze and water bronze, water, copper and pump

36x26x26in. (91.4x 66 x 66 cm) 15x22x22in.(38.1 x55.9x55.9 cm)




55 N. Venice Blvd.
Venice, CA 90291
(310) 822-4955
FAX (310) 821-7529

55 N. Venice Blvd.
Venice, CA 90291
(310) 822-4955

L.A. LOUVER, Inc. L.A. LOUVER, Inc.

FAX (310) 821-7529

ENTERTAINMENT /THE ARTS / TV LISTINGS

EN

ANTIC nwa.m,nah artist Peter
arl mmum with some 40 ﬁll‘lkjlf
bronze and mixed media sculpture
at the L.A. County Museumn of Art
Reviewed by William Wilson. F1

.'gll.d'rlﬂl'_l ﬁﬂlmmm

- L Angeied County Muscurm of Art
Peter Shelton's “‘churchsnakebedbone'': Shaping materials to communicate to our senses.

ART REVIEW

1'F

LOS ANGELES TIMES - Wednesday March 9, 1994

8 LACMA offers the first major museum solo show for
an artist who creates onmnality through s:mthes:s

By WILLIAM WILSON
TIMES ART CRITIC

eter Shelton is funny. He's

"~ Tunny like the Goodyear

blimp stuffed into the Watts
Towers. He's funny like an ec-
centric English inventor deserib-

ing an pdd dream over tea while:

masking an anxiety his bladder
won't hold to the end of the stary.
- O that he might poasibly murder
his hostess.

Shelton, 43, iz an L.A. artist of
considerable accomplishment
showing some 40 works made
gince 1986 at the L A. County
Museum of Art Organized by

associate wmtur Carol §. Eliel,
the show will be a revelation to
most of hiz audience mnﬂa this is
the artist's first Major museLrn
solo, complete with catalogue. Its
title gives a clue to the slightly
anlic nature of the event: “bot-
u:-sbnnmnﬁlhmgsgelwet is not
@ typographical error. It's sup-
posed to be like that. All lower-
case letters run together in the
fashion of poet e.e. cummings.
Shelton was born in Troy, Ohlo,
moved Lo Tempe, Arfza., and then
here, where he attended Pomona
Gnlle.ge majored in premed, soci-
El?y anthropology and theater
ore sellling into art that, not
surprisingly, reflects his other

meettheaccomphshedpetershelton

interests. He got a bachelor’s
‘in 1973 and returned to
Troy, where he earned a certifi-
cale in welding from the Hobart
Brotheras School of Welding
Technology. The fact he valued
learning a trade over taking a
graduate degree speaks well of
him,
AL this point in his develop-
ment any artist with a proper
sense of career moves to New

York. The rest settle in Los

Angeles. Shelton thought he'd be
mare in his element in the geog-
raphy that spawned great assem-
blage artists from Ed Kienholz o
Michael McMillen, not Lo mention
those indefinable bricoleurs of
style like Bruce Nauman. He was
right and he’s a prime example of
L.A. artisls” genius for creating

Flease see SHELTON, F5



55 N. Venice Blvd.
Venice, CA 90291
(310) 822-4955
FAX (310) 821-7529

L.A. LOUVER, Inc.

LOS ANGELES TIMES, MARCH 24, 1984

LOS ANGELES TIMES - Wednesday March 9, 1994

SHELTON: Originality Through Synthesis

Continued from F1
ariginality through synthesis.

‘The first section of the exhibition
is simply titled “thingsgetwet,”
reflecting Shelton’s knack for
making art that at first scems
complex, then aimiﬁeﬂ itself only
Lo grow complica in.

gc?mh&nakﬂbedh?n:l" congists
of a bed suspended from the ceil-
ing. On it rests a coiled snake;
beneath it hangs an upside-down
gcale model of Chartres Cathedral.
A human thigh bone is wired to one
leg of the bed. The whole is
interlaced with narrow copper pip-
ing that pours delicate streams of
water on significant points, all of
which eventually dribbles down to
buckets resting on the floor.

A piece of cake, Dr. Freud. This
young gentleman is clearly having
a regressive anxiety dream. His
fear is that mandatory socialization
imposed as toilet training by the
superego will fail. He will wet the
bed through his personal snake and
thus defile the holy social taboos
represented by the cathedral. Per-
fectly normal,

. Perfectly corny too. Rendered in
any other medium—paint for ex-

ample—this work would be the
kind of psychcanalytic pun that
would make Hene Magritte groan
in his grave.

But this thing is solid ecast
bronze. You feel the weight of it
hanging there the way some peo-
ple's dreams involve physical sen-
sations of turning to stone, water ar
air. Shelton equates the whole
tableau to a human body through
the sparse, bony bed, the allusion
to the skeletal structure of Gothic
architecture, the human bone.

He doesn't just signal symbaolic
meaning to the mind, he uses
materials to communicate to our
senses so we get a gut reaction like
schizophrenics who think they can
feel their organs at work.

He's also wonderfully adept at
changing the meaning of that wa-
ter that gently bathes every piece
in thie section. In “waterchair” it
becomes absurdist black humor.!
You just know some mad scientist
wants to carry out the death penal-
ty with his new hydro-chair.
Sometimes Shelton’s water is blas-
phemy. somelimes it's baptism. It's
always the stream of conscious-

‘ness, now murderously dark, now

sunny as a kid in spring. ||

The second half of the show
consists of large individual works
whose favorite trick is a kind of
impersonation of the Michelin tire
man. The basic technique is to weld
a linear grid in whatever shape you
want, cover il with a softer materi-
al go the lines of the grid show and
cast it

“blackdress” is supposed to be a
three-dimensional re-creation of
one of those elaborate Spanish
court gowns Velasquez painted in
the 17th Century. Shelton's version
gets off a ginger about how those
cumbersome costumes must have
rivaled the torture machines of the |
Inguisition. Solid existence makes
it even funkier. It looks like two '
ebony igloos making love with
such heat they need a chimney in
the arctic.

In a wonderful variation on this
theme the grid is stuffed with
gofter rubbery material so it puck-
era out of the framing suggesting
everything from a cartoon balloon

| being strangled by a belt to a zaftig
lady in a tight dress,

Works like “'bulgebone” are
really Shelton's musing on the‘idea
of the expskeletal, 2 world where
even our bones need bones. Shel-
ton, however, stands by himself.

Gosectheshow.
mLos Angeles County Museum of
Art, 5905 Wilshire Blvd., through
My 15, closed Monday and Tuesday,

(213) BS7-G000.

VENICE
eter Shelton’s art has always looked inviting. His
P current exhibition of steel and cement sculplure,
“Major Joints, Hangers and Squat.” offers new
appeals, but equally captivating ones; an exploration of
the body supplants his scrutiny of architeciural space.
Quite literally, Shelton uses parts of our analomy as

sources fur many of these pieces. "Gut,” suspended from

the ceiling, looks like a distended belly and can be fitted

Lo the body so even a man can be made to look pregnant.

Equﬂt" is-a tiny robotie figure, and “Femurs” a pair of
nes.

In *a previous show, a large environmental piece
beckoned Lhe viewer o crawl into ils interior of
gtecl-mesh passageways and rooms. The experience
was not inlike recapturing the feeling of climbing into a
teed house asachild

Shellon’s @rt connects to precedents in- minimal
sculpture, B the intentions of “Squat™ and “Gut” arc
discernible in the forms themselves, those of “Pants"
and “Head=ub" are partially explained by titlez. The
former is a long pair of vertical columns, of different
lengihs and varying widths and the latter a sphere atop
a cigar-shaped bar, But once the viewer knows their
names, the soulpture can’t be separated from them.

Shelton revels in such ambigiit . humanizing
abstract even as he abstracts Lﬁhfﬂ{im { Animal rutnh:
I8 cxamined, oo, since a winding wvertical pole ia
identified 25 “Snake.”) If this purpose is familiar, his
results are not. A distinclive integration of objects and
Space is reali.aed§n this work. (L.A. Louver and Malinda
Wyatt Galleries, 6 Market St to April 14.)

—ROBERT L.PINCUS



big legs, from MAJORJOINTShangersandsquat, 1983 MAJORJOINT Shangersandsquat
cement, steel and mixed media (two elements) Center of Contemporary Art, Seattle, WA
element 1: 112 x 9 1/2 dia. in. (284.5 x 24.1 cm) traveled to L.A. Louver and Malinda Wyatt Galleries, Los Angeles, CA
element 2: 109 x 7 1/2 dia. in. (276.9 x 19.1 cm) 1983




frogleg, 1999-2000 mouthheader, 1987-91
cast steel

lead and mixed media
131x55x30in. (332.7 x 139.7 x 76.2 cm) 8x283x101/2in.(20.3x718.8 x26.7 cm)
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L.A. Louver, Venice, CA
19 November - 30 December 2011




ubeader, 1995-2009
mixed media

78 x281/2x28in. (198.1 x72.4x71.1 cm)




duck, 2000-2009 redslot, 1986-2001
mixed media mixed media
15x42x36in. (38.1 x 106.7 x 91.4 cm) 36x 12x4in. (91.4x30.5 x 10.2 cm)




cleartrough, 1986-2011
unfinished old wire/fiberglass work, clear finish

8x61/2x36in.(20.3x16.5x91.4 cm)




Peter Shelton blackslot, 2007-2010
Portland Art Museum, Portland, OR mixed media
19 February - 5 June 2011 95x29x 102 in. (241.3 x 73.7 x 259.1 cm)




blackslot, 2007-2010 redpocket, 2007-2010
mixed media steel, mixed media
95x29x 102 in. (241.3 x 73.7 x 259.1 cm) 721/2x651/2x851/2in.(184.2x 166.4x217.2 cm)




