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In K.R.M. Mooney’s extence at Miguel Abreu, every surface is a threshold, every border a site of 
exchange. I mean that literally: exposed to oxygen and moisture, the metal surfaces of 
Mooney’s tiny, exquisite sculptures begin to oxidize. Rust forms on steel, a greenish patina on 
copper, and in these oxides the ion-level convergence of atmosphere and object is made 
visible. As a process by which two seemingly disparate things—metal, air—become bound and 
entangled, oxidation forces us to raise questions that live at the center of extence. Where does 
one thing end and another begin? What is fixed and what is mutable in the physical or the 
social world? As a material fact of Mooney’s sculptures, oxidation suggests metaphors for 
encountering art: just as metal reacts and commingles with air, our bodies react and 
commingle with the space, our psyches with the pieces on display. Mooney has described 
exhibitions as “contact zones,” and in extence, contact implies not only proximity but 
continuity, as bodies, objects, and space extend toward and into each other. 

 



    
 

 

Miguel Abreu’s Orchard Street gallery is a white cube with a limestone floor behind a glass 
façade. The small, luminous space serves Mooney’s minimal sculptures well. A relatively 
narrow range of materials—mostly steel, silver, and copper—links the works across wide 
swathes of drywall and empty space. Other works engage the built environment of the gallery, 
specifically its floor, which was freshly polished at the artist’s request. Limestone is made of 
calcium carbonate, a chemical compound that appears elsewhere in the show, too. (Compound 
tripoli) (2022), is an industrial bar of rottenstone, the type used to polish metals; Deposition (c.) 
iv (2022) features a charred square of cuttlebone, a fishbone used as a casting mold in jewelry 
making. The various iterations of calcium carbonate—industrial, artistic, biogenic—gesture to 
an underlying continuity across forms. Chemically, these things are the same; look closely, and 
the distinctions between them blur. We too contain calcium carbonate: it’s in our bones. When 
I visited the gallery, the scent of ground limestone still hovered in the air, imbuing each 
inhalation. 

To consider the works in extence as iterations and permutations of a few basic elements is also 
necessarily to consider the contingent nature of form itself. At the atomic level, where steel 
and oxygen swap ions and where calcium mixes with the gasses in the air, the boundaries 
between sculptures, gallery, and viewer are in flux. Mooney’s objects are not only in the space, 
but of it; the elements of the works exist in a mutually constitutive relationship, both 
chemically and conceptually. In the “Housing” series (2022), vertical planes of electroplated 
steel frame squares of cast silver, and supple sheets of copper-infused plastic are folded and 
clipped to the edges. If these works have a subject, it’s because they have a frame and vice 
versa. In isolation, each aspect is partial, unstable: even the steel seems to shift and transform 
under the light. Like metals superheated in a crucible, the compacted elements of each 
sculpture coalesce only insofar as they activate and react with each other. 

Mooney studied jewelry making at California College of the Arts, and in his work the shine 
and scale of jewelry intersect with the spare compositions and barely-altered readymades of 
1960s Minimalism to compelling effect. Mooney finds ways to render process and product 
permeable to each other. Take, for example, the cuttlebone casting mold floating at the center 
of Deposition (c.) iv (2022), or the imprint of cuttlebone on the silver element in Housing (c.) 
iv (2022). Or consider the electroplated steel. Electroplating entails running an electric current 
through steel to seal or fortify its surface; here, Mooney uses the technique to make the surface 
more volatile. The steel becomes a threshold, and craft and concept merge. 

 



    
 

 

 
 

There are industrial forms here in addition to the bar of calcium carbonate. An engraving 
block sits on the floor, inert. Across the limestone lies a row of aluminum light fixtures, 
abstracted by the removal of bulbs and cords. A flowing tongue of glass affixed to a float valve 
extends from the wall a few inches from the floor. These objects share a capacity to shape and 
conduct space, whether to mark space out, or to determine how our bodies move through it. 
Their horizontal position in the gallery makes this especially true; we have to avoid stepping on 
them. A somewhat overly didactic note in the exhibition brochure asserts that the empty light 
fixtures, titled Radial Affordance (2022), reveal “how one becomes absorbed and cared for by 
the systems overhead.” I only wish that my own experience of the works had not been 
absorbed by this note. Better not to seal and fix their meaning, or that of any of the pieces in 
this excellent show; better to let their surfaces remain volatile, reactive to our perceptions. 
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Griffin, Jonathan, “K.r.m. Mooney’s Oscine,” Art-agenda.com, June 1 

 
Since it is impossible to say—in the work 

of K.r.m. Mooney just as in the world—where one 
thing ends and another begins, it seems appropriate 
to start by considering the structure that houses this 
exhibition. An ancient wooden shed, it was once a 
garage for the large Craftsman home it sits behind, 
built in 1906. Wide sliding barn-like doors open 
onto patched timber walls and a cracked concrete 
floor stained from years of dripping motor oil. 
Weeds sprout through some of the cracks and 
papery pink bougainvillea petals blow in from the 
garden. As a concession to the aesthetic formalities 
of the white cube, a pristine white rectangle of wall 
divides the front gallery from the storage area 
behind. 

There are only two artworks on the 
checklist, though the exhibition—titled “Oscine”—
comprises many more parts. A case in point: the 
first work on the list, Accord, a chord (all works 2016), 
consists of two small box-like sculptures placed on 
the floor of the gallery. A diptych, if you like. Their 
dimensions reminded me of external hard drives or 
books—dictionaries perhaps. Both allusions are 
pertinent. As with most of Mooney’s work, each is a 
combination of modified and crafted elements: in 
this instance, composite particle board, steel cable, 
and aluminum sheeting along with less prosaic 
items like a cast silver chanterelle mushroom and a 
silver-plated dog whistle. The work’s title points to 
the dynamic between harmony and individuation 
that informs Mooney’s choice of media. 

Not on the checklist are several 
interventions around the space, most of which 
would be easy to miss if the gallerist, Ben 
Echeverria, did not point them out to you. It is hard 
to say which is more subtle: the tiny tangles of wire  

 
 
that Mooney found and removed from the site, 
sandblasting them to exaggerate their deteriorated 
appearance, then nailing them back onto the shed’s 
outside wall, as if they had never left, or the single 
stem of millet, pinned just beneath its seed head 
(identifiable because the plant is listed as a material 
for other works in the show). These additions feel 
like talismans of some kind—think of the first 
season of the TV series True Detective—though they 
seem intended for good rather than evil. 
 

 
1 

More substantial, though unassuming in a 
different way, is the aluminum-framed window that 
Mooney has fitted in place of the former wooden 
one. Its light-industrial styling offsets the rusticity of 
the space and of the natural elements in the 
exhibition. The indeterminacy of the window, 
which is both an object unto itself and a mediator 
between the architecture, its location, and its 
contents, is analogous to Mooney’s sculptures’ 
interaction with their surroundings. Is the gap 
between the window and the wooden wall a part of 



      
the window? I would have to say yes. What about 
the light that is filtered through its glass? And what 
about the light when—as on my visit—the window 
is open? 
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The sculpture that shared its title with the 
exhibition, Oscine I, was to be found in the back of 
the gallery, past the white wall and wired to the 
wooden frame of an original window. Like many of 
Mooney’s works, including Accord, a chord, it is a 
repository for other things. In this case, a narrow 
frosted glass dish holds some more millet, a small 
cuttlebone, a piece of fishing line, a curling length 
of wire, and a silver-plated steel rod. (Mooney was a 
jeweler before exhibiting as an artist.) It contains 
other things, such as the daylight that falls through 
the glass and, at night, the sodium glare of a 
streetlamp. It also contains ideas: a set of loose 
relations between the former lives of these objects, 
their functions and symbolisms, and their 
compositional qualities. The work is a still-life 
arrangement just as it is a reliquary of charms. 
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Another kind of container is a library. As 
with every exhibition at Reserve Ames, a curator, 
artist, or writer has been invited to respond to the 
artist’s work with a collection of books. For 
Mooney’s exhibition, curator Anthony Huberman 

has assembled a concise library of six small-run 
publications, all with spare white jacket designs. A 
book about the little-known rings designed in 1972 
by Dieter Roth sits alongside a reprinted essay by 
William H. Gass on the word “and.”(1) 

 
4 

Oscine is a taxonomic term for songbirds. 
It is appealing to think of these artworks as small 
creatures perching on a given structure, transmitting 
their unique calls in the hope of hearing a reply. The 
wires that arc over and around Mooney’s sculptures 
might just as well be antenna for improvised 
broadcasting equipment. Or—given their mute self-
possession, crackling with potential energy—for 
bombs. 
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(1) Jean-Christophe Ammann and Dieter Roth, 

The Rings of Dieter Roth (Lucerne: Edizioni 
Periferia, 2006); and William H. Gass, And 
(Amsterdam: Colophon and Silver Fern Press, 
2011). 

(2)  

Jonathan Griffin is a writer living in Los 
Angeles. A contributing editor for frieze, he also writes 
regularly for Art Review and Art in America. His book On 
Fire was published this spring by Paper Monument. He 
recently contributed a discussion of the live/work gallery 
to art-agenda’s SPACES column. 

 
• 1 K.r.m Mooney, Oscine I, 2016. Glass, silver-plated 

steel, spray millet, cuttlebone, fluorocarbon leader, 
and steel wire, 12 x 10 x 8 inches. All images courtesy 
of Reserve Ames, Los Angeles. All photos by Veli-
Matti Hoikka. 

• 2 K.r.m Mooney, accord, a chord, 2016. Wood 
composite, vinyl, boiled steel cable, folded aluminum, 
spray millet, steel fabric, silver plated whistle, China 
Poplar mdf, cast silver chanterelle, silver solder, and 
milled steel rod, two parts: 18 x 14 x 3 inches and 21 
x 18 x 3 inches. 

• 3 View of K.r.m. Mooney, “Oscine,” Reserve Ames, 
Los Angeles, 2016.  

• 4 K.r.m Mooney, accord, a chord (detail), 2016. Wood 
composite, vinyl, boiled steel cable, folded aluminum, 
spray millet, steel fabric, silver plated whistle, China 
Poplar mdf, cast silver chanterelle, silver solder, and 
milled steel rod, two parts: 18 x 14 x 3 inches and 21 
x 18 x 3 inches. 

• 5 K.r.m Mooney, accord, a chord (detail), 2016. Wood 
composite, vinyl, boiled steel cable, folded aluminum, 
spray millet, steel fabric, silver plated whistle, China 
Poplar mdf, cast silver chanterelle, silver solder, and 
milled steel rod, two parts: 18 x 14 x 3 inches and 21 
x 18 x 3 inches. 

• 6 View of K.r.m. Mooney, “Oscine,” Reserve Ames, 
Los Angeles, 2016.  

• 7 View of K.r.m. Mooney, “Oscine,” Reserve Ames, 
Los Angeles, 2016.  

• 8 K.r.m Mooney, Oscine I, 2016. Glass, silver-plated 
steel, spray millet, cuttlebone, fluorocarbon leader, 
and steel wire, 12 x 10 x 8 inches. 

• 9 K.r.m Mooney, Oscine I, 2016. Glass, silver-plated 
steel, spray millet, cuttlebone, fluorocarbon leader, 
and steel wire, 12 x 10 x 8 inches. 

10 View of K.r.m. Mooney, “Oscine,” Reserve Ames, 
Los Angeles, 2016. 
 



    
 

 

 



    
 

 

 
 



    
 

 

 



    
 

 

 
 



    
 

 

 



    
 

 

 
 



    
 

 

 
 



    
 

 

 
 



    
 

 

 
 



    
 

 

 
 



    
 

 

 



    
 

 

 
 
 



    
 

 

 
 



    
 

 

 
 
 



    
 

 

 



    
 

 

 



      

 
 

“Review: Against Automatism,” by Anton Stuebner, 
July 30, 2015 
 
 
Against Automatism, at fused space, attempts a rebuttal 
“to a world where mechanization rules.”1 The works 
implore viewers to consider the relationship between 
“the maker’s hand” and “the body as the origin and 
destination of art.”2 The dichotomies suggested here—
between mechanical reproduction and handwork, 
between devices and bodies—are deeply provocative. 
But these considerations never fully rise above 
suggestion, and Against Automatism offers a tenuous 
comment on how creative practices can resist reductive 
forms of categorization that automaticity precludes. But 
while the works on display may be largely 
unclassifiable, excellent selections by artists like K.r.m 
Mooney and Sydney Shen, while difficult to pin down 
against singular critical concepts, offer insight into what 
might be defined as “organic” creative processes. 
 
Citing “automatism” as its primary point of departure, 
the show’s title implicitly references the work of French 
Surrealist poet André Breton (1896–1966).3 Influenced 
by then-emergent advances in industrial technologies, 
Breton imagined the ideal artist–writer as a cultural 
producer operating on instantaneous creative impulses, 
positing that automatism’s immediacy unlocked 
unconscious modes of expression that allowed its 
practitioners to make truer work. The exhibition’s press 
release does not explicitly cite Breton, and the 
distinction presumed here seems to be between 
sentience and sapience—between cerebral and more 
sensuous, perceptive works—and each of the seven 
artists featured in Against Automatism presents a 
distinctive mode of expression. 
 

 
K.r.m Mooney. Ductile Structure 1, 2015; cast organic 

compounds, silver plated steel; 3 x 4 ¼ in. 
 

Some of the works on display present highly 
imaginative life worlds. Abu Bakarr Mansaray’s 
graphite and pastel drawing HELL (2015) depicts vivid 
blueprints for a nightmarish doomsday weapon with a 
monstrous fanged frontispiece underneath a giant 
bloodied hammer. Ominous text darkly assures the 
machine’s destructive power: “The most painful 
punishment ever made. So be warned!” Miniature 
drawings of cogs and screws scatter amid the violent 
imagery and apocalyptic warnings, the exacting 
instructions for an all-too-terrifyingly-hellish device. 
Disturbing in its precise depiction of a post-rapture 
world, Bakarr’s drawing exhibits a dazzling control of 
imagination rooted in violence and the fantastical. 
 
Jason Benson’s sculptures, by comparison, combine 
hardware with found objects to create three-
dimensional portraits of otherworldly creatures. In an 
untitled 2015 work, a pipe juts out from a rectangular 
surface coated in epoxy resin. A coiled CFL bulb 
suspends from one of the pipe’s joints, while a long 
electrical cord hangs slackly from the other. The bulb 
glows with an eerily diffuse silver light, lending the 
amber-colored epoxy resin a warm hue. A disturbing 
sight, though, offsets this warmth: a child’s white T-
shirt, its folds hardened into place, with a carved 
wooden bust exploding through its chest, encircled in a 
wicker wreath, its face contorted into twists and knots. 
Benson’s juxtaposition of folkloric objects and 
commercial materials presents a surreal tableau out of a 



      
modern-day Grimm’s story, a dreamlike fantasy of 
industry and fairy tales. 
 
Mansaray and Benson present the most overt 
commentary on “making” in the age of automaticity, 
and their work is directly informed by anxieties about 
how devices and hardware threaten to overtake and 
pervert imaginative consciousness. But just as Against 
Automatism establishes a thematic consistency between 
Mansaray and Benson, it breaks it again with Alex 
Dordoy’s meditations on nature and representation. 
Dordoy’s acrylic paintings Wednesday 1–3 (2014) 
depict hummingbirds in flight in kaleidoscopic colors, a 
seemingly charming play on nature—except that the 
birds are shown upside down, not flying but falling 
toward uncertain oblivion. 
 
K.r.m Mooney’s excellent mixed-metal sculptures offer 
another reimagining of natural forms, combining cast 
organic compounds with silver-plated industrial objects. 
Scattered across the gallery floor, Mooney’s sculptures 
invite closer examination, requiring viewers to get up 
close and investigate. Although they seem formally 
simple, their construction reveals their complexity. 
In Ductile Structure 1 (2015), three cast plant 
remnants—a twig, a steam, and a leaf or strip of bark—
are affixed along the edges of a steel can. Cut with three 
deep scallops, the can resembles a pronged crown, the 
plant castings balanced precariously along a sliver-thin 
edge. Plated in silver, the crown has a powdered finish, 
its soft surface belying its sharp edges. In playing with 
these juxtapositions, Mooney’s assemblages quietly 
disrupt assumed boundaries between softness and 
sharpness, between organic material and manufactured 
objects. 
 
Not all of the works in Against Automatism explore the 
human body as a site of critical investigation. But 
bodies readily appear in Paul Kos’ black-and-white 
photograph triptychEmboss I–III (1995), in which a 
nude woman stands next to a chair, her back to the 
camera, her low-heeled black shoes slightly askance. In 
each print, her thighs are marked with a chair’s fleshy 
impression: the circular perforations of a garden chair, 
the thick slats of a wooden stool, the tight triangular 
weave of a wicker seat. Kos employs impression for 
comic effect, but his work also raises pertinent 
questions about the gendered portrayal of the female 
body as a site that is culturally “impressed” upon. 
 
Sydney Shen’s stellar series F-Hole (2015) also 
employs visual humor to critique modes of looking that 
objectify female bodies. Shen’s prints of lamps that 
resemble breasts and armrests resembling buttocks may 

play like sight gags, but they also reveal how we are 
acculturated to eroticize the female anatomy through 
innuendo in visual culture. The f-holes die-cut in 
sueded matte board make a sly reference to Man 
Ray’s Le Violin d’Ingres(1924), which notoriously 
depicts a nude woman with violin f-holes marked across 
her back. Shen’s work not only presents a very modern 
commentary on gender, but also engages—and 
critiques—photographic genealogies of female bodies. 
 
While the “maker’s hand” shows up only tenuously in 
most of the works on display, it emerges defiantly in 
Thomas Wachholz’s diptych Ohne Titel (Reibflache) 
(2015), which features two panels of auburn wood 
covered in clusters of errant white lines. At first, the 
work may seem willfully abstract, a plane covered in 
meaningless marks. But recognized as traces of the 
hand, those same clusters become as dense and rich as a 
self-portrait, the remnants and constant reminder of the 
artist’s presence. Yet Against Automatism’s conceptual 
conceits are ultimately too diffuse to be reduced to a 
single theme, and at times, the various conversations at 
play can feel disjointed. At its best, however, the 
exhibition offers a compelling argument for the need to 
support artists with distinctly expressive—and at times, 
unclassifiable—creative points of view. 
 
 
 



    
 

 

 
 



    
 

 

 

 
 
 
 
 



      

 
 

“Critic’s Pick: Against Automatism,” by Jeanne Gerrity, July 9, 2015 
 
 
 

 



      
 

“Sculpture Center: Featured Artist,” Summer 2015 
 
 
 

 
 

accessed: http://sculpture-center.tumblr.com/post/124496104956/featured-artist-krm-mooney-fourth-initial 
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