OAKLAND

Michael Todd at the
Oakland Museum

In the ten years he has made sculp-
ture on the West Coast, Michael Todd
has exchanged a jaunty, axial
geometry for an open calligraphic
farmat, and has introduced mangled
material and foundry spill into his vo-
cabulary of plates and pipes. He de-
velopad his earlier work in the round;
the recent pieces are more frontal.
He has retained his insistent relar-
ances 1o the gestural marking exem-
plifiad in Zen painting.

Todd often uses circles of rolled
linear material to order and stahilize
hiz compositions. He sizes the circles
in advance and constructs the sculp-
tures  within them. The smallest
pieces are the simplest. When his
scale ncreases, he neads more and
maore bits to inflect the space en-
closed. Thus his large sculpilures
tend toward the epic. They are rich
and vared, and also, at times, creaky
and cverworked.

Todd has been somewhal sty-
mied, as others belore him, by the
difficulty of translating painting idiom
and technigue into welded sculplure.
Such sculpture is more akin to archi-
tecture than o painting, a medum far
fleater of syntax. A brush can both
shape and place a stroke, while the
analogous operations in sculplure
are quite separate. Gravity is & con-
ceplual, not a physical issue in paint-
ing, but a sculplure needs to be engi-
nesred to stand. Sculpture must be
densely, even ploddingly argued in
the round. Because sleel is obdurate,
hard to inflect, the clear personal
marks possible with ink, clay or plas-
ter are nof easily achieved.

In hig warks seen at the Oakland
Museum this summer, at Gallery
Paule Anglim in San Francisco, and
at the Casat Gallery in La Jolia [to
Mov. 4] Todd evades many of these
sculplure-as-painting dilemmas by
collapsing the space of his pieces
and hanging them on the wall. The
wall gives him the ordering reference
he has previously Injected into his
work with axes and circles. His fron-
tality 15 made plausitde. The sculp-
lures are simultanecusly oye-ievel
and small. By working withVa-inch
rod, Todd can adjust his framing
edge as the plece progresses, thus
making personal marks. Under his
touch stesl becomes Sensuous,
valvaly. The sculpture is self-suppor-
ing on the wall, 50 masses can be
placed anywhere and the work as-
sembled quickly, even gesturally, Hea
linkie tha eculeturas sharnly orolect-

ing them back onto the wall. The
shadows provide a tonal counter-
point and a two-dimansional render-
ingy of the form.

Thaca oleces are strong. un-

hedged and somehow puckish, He
works two  pie-shaped spaces
against each other in Kakebana V1.
The left space is all perimeter, the
right all center. The curved plays

against the straight, the flat agains!
the skew. The left dawdies while the
right jangles. The halves rellect and
invert one another, and so cleave
together In Kakebana /1l two pairs of
plates double the closing of the arc,
whila a little cube mocks a kink in it
The mass Is sel high, yel seams
weightless. Kakebana are traditional
Japanese arrangements of lowers
and foliage hung on the wall. In the
floral displays, as in the sculplure,
the seeamingly casual particulars
symbolically connecl and refer to a
pervasive natural order

—Wade Saunders



Michael Todd: Kakebana iIi, 1978, welded stoal, 43 by 26
by 17 inches; at the Oakland Museurn: review p. 159
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