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Lastings

UNM RO (B

K.R.M. MOONEY

WORDS BY

ALEXBENNETT

| relish that no one knows the time one may put into
solitude. Yours, mine, alone. One’s interior life is an
environment whose information is manifold, teeming,
sonorous. Indrawn and brilliant. In this reclusion

the world travels with us, eventually deciding on

the tendrilous return, fulfilment rediscovered in the
refrain “I.” For Simone Weil, the body is the primary
filter and orderer of experience, the “I” conceived
phenomenologically, mediating action and thought. In
this, the “I” operates almost phonemically, upright and
somewhat certain, as a border that grasps relations
intuitively. If italicized, the “I” slants, emphasizing
qualities from a remove and denoting the oblique — to
both think and circumvent the self: I. To function, the
oblique requires a before and after to read as the flash
or fracture it is. If not attachment, then alignment.

K.R.M. Mooney's work affirms one'’s inner Detrition (i), 2019. Details. GRS specialized
Jjewelers vise, delft sand, and silver. 12.7 x

world as a dimension of knowing. Courses 157175 cm. Photography by Max Slaven.

of knowledge have a stake in the world and Courtesy of the artist and Altman Siegel,

thus world-making effects: “Abstractions San Francisco.

[...] are built in order to be able to break

down so that richer and more responsive

invention, speculation, and proposing —

worlding — can go on." Reactive interiors

whose peripheries are dimly embered by

tremulous surroundings. |, iridial.

In Mooney’s making, these glistering

dimensions unfold to meet physical

affinities, alignments and orientations,

sensory states, and spatial

responsiveness. Calm informants and

actants, Mooney's frequently small

sculptures insinuate themselves in space

with mild disturbance, extending surfaces OPPOSITE PAGE:

and extruding edges, shimmering at Eutectic c. (j, 2020. Detail. Specialized
a mute yet partly perceptible pitch of o e, insulation, cast mistletoe,
agency, like verglas. In their stir of tonal Si and bronze. 17.8 x10.8 x 191

: 1 raphy by Robert Divers Herrick.
cues, these sculptures are dendrites. ... 5 araway, When Species Meet (Minneapotis: Cinmtne y of the artist and Altman Siegel.
Capillary relations, evanescing nerves. University of Minnesota Press, 2008), 9. San Francisco.
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Second Affordance |, 2017. Steel,
cloth, aluminum, polyurethane fittings,

ic actuator, and ding wire.
457.2 x 25.4 x 30.5 cm. Photography by
Robert Divers Herrick. Courtesy of the
artist; Altman Siegel, San Francisco; and
Miguel Abreu Gallery, New York.

The exposure inherent to Mooney's
use of the border or surface is evidently
interfacial; cloven by communication,
each composite sculpture retains some
material integrity while evolving in
chemical reaction. This dialogical risk is
metered out in Mooney's deft, tactical
coalescence. Each is a reminder that the
work’s presumed dormancy or sparseness
is but a ruse; behavior simmers indistinctly,
tempting observance like sudden glints in
a velvety, brumous morning.

In several iterations of Mooney’s recent
“Housing” series (2022), rectangular panels
of electroplated steel are partially cloistered
by folded leaves of copper-infused plastic.
Electroplating runs an electric current
through steel to seal its surface and
ensure cohesion; here, by treating matte
silver where steel acts as a base alloy, the
technique encourages surface insecurity.
Displaying these co-constitutive forces of
oxidization, the surface breathes, becomes
storied. Stimulating “material disputes”
— as Mooney describes them — these
activities cite invisible dialogues, which in
their unsettled exchange become fitfully
articulated. In these textures that touch
and chemicals that molder, (im)material
relations accumulate at the intersection
of object and atmosphere, made visible
in the coalition of rust, in the decelerated
arabesques of verdigris. Atoms that
are not mine but become. Become so:
collisions, permutations, lush adjacencies.
In the action of ions swapping and calcium
mixing with the air, there is something like
continuity. Atmosphere, self, and object
partake in probing the contingency of form
itself.

In these migratory relations, one sees kinship
in Karen Barad's agential realism, whose
neologism intra-action (over interaction)
challenges individualist metaphysics in

2
Karen Barad, “Invertebrate Visions: Diffrac-
tions of the Brittlestar,” in Eben Kirksey (ed.),
The Multispecies Salon (Durham and London:
Duke University Press, 2014), 227.

3
Karen Barad, Meeting the Universe Halfway:
Quantum Physics and the Entanglement of Matter
and Meaning (Durham and London: Duke Uni-
versity Press, 2007), 185.

4
Barad, Meeting the Universe, 141.

Second Affordance I, 2017. Steel, insat

147
Second Affordance Il, 2017.
Steel, inset glass, cast lavender,
aluminum, grounding wire, water,
iron oxide, and silver wire. 7.6 =
305 x 127 cm. Installation view of
“Living in a Lightbulb” at Tanya
Bonakdar Gallery, Los Angeles,
2019. Photography by Jeff McLane.
Courtesy of the artist; Altman Siegel,
San Francisco; and Tanya Bonakdar
Gallery, New York / Los Angeles.

a continual process of worlding. Here,
meaning and matter do not precede one
another. Barad considers the brittlestar as
an embodied example of agential realism.An
intimate relative to the starfish, the brittlestar
has a skeleton with crystals that function
as a visual system. Approximately ten
thousand domed calcite crystals cover the
five limbs and central body of the brittlestar,
functioning as micro-lenses. Collecting light,
these crystals form the brittlestar’s nervous
system. Notably, the brittlestar secretes
this crystalline form of calcium carbonate,
organizing it to create optical arrays; these
arrays appear to form a compound eye
responding to diffracted light. Divergent
from our understanding of intelligence, we
ultimately cannot think like the brittlestar:
“Brittlestars do not have eyes. They are
eyes [.] its very being is a visualizing
apparatus [..] For a brittlestar, being and
knowing, materiality and intelligibility,
substance and form entail one another.™
Negotiating the brittlestar posits an onto-
epistemological offset: “Practices of knowing
and being are not isolable; they are mutually
implicated. We don't obtain knowledge
by standing outside the world; we know
because we are of the world. We are part
of the world in its differential becoming.™
Agency is a distribution, a matter of intra-
acting, “not an attribute™ Detecting agentic
qualities of phenomena requires momentary
incisions in which one grasps this oblique
once more: together/apart.

The material information and capacities

glass, cast lavender, aluminum, grounding  of cuttlebone emulate together/apart
wire, water,iron oxide, and silver wire. 76 - i tes Pulverous yet durable, there

% 30.6 x 127 cm. Courtesy of the artistand  © - i
Altman Siegel, San Francisco. is an eldritch resilience to cuttlebone’s
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Circadian Tackle VI, 2015. Bolled cable,
cast silver ingot, cast chanterelles in silver,
liver of sulfur, steel wire, silver solder, and
aluminum. 68.6 x 55.9 x 51cm. Courtesy
of the artist and Altman Siegel, San
Francisco.

149

Circadian Tackle V, 2015. Boiled steel
cable, k-9 whistle, steel cathode,
cast silver orange peel and lavender,
sllver solder, liver of sulfur, steel wire,

g and
2.5 x50.8 x 55.8 cm. Courtesy of the artist
and Altman Siegel, San Francisco.

ethereal densification; its gossamer strata
disintegrated at whim, to mere powder. In
Carrier | (2016) cuttlebone is accompanied
by millet stalks, steel, and a lavender cast,
sequestered in a lacteous glass vessel.®
Exhibited at Kunstverein Braunschweig,
the work was attached to a door frame

that revealed an otherwise concealed
equipment room. This composition and
installation of material calibrates space and
place as sculptural substance. Tenderly
the basin perches. In space it is an almost
grammatical instruction; soft directive: a
pivot in its pause.®

Returning to the “Housing” works, wafers
of silver are inscribed by cuttlebone.
Here, cuttlebone’s calcium carbonate
complements metalsmithing, leaving a
description of fanned reticulation in the
silver. In Deposition c. (iv) (2022), charred
cuttlebone floats in the center of a
rectilinear steel panel. As a metal casting
mold, cuttlebone is formalized by Mooney
as a biogenic thoroughfare for flows of
metal. Mooney mediates the facilities
and conductivities of metalsmithing and
ornamentation to indicate new capacities,
rendering tangential annotations of intra-
active alliance. The abstracted conscription
of systemic, industrial process is ultimately
recuperative: through reoriented care fresh
contiguities emerge. They return us to the
body as a figure of individuation, harmony,
and transgression. In this flexure, the
germ or contaminate is a vivifying agent.
See in Second Affordance Il (2017), wire
filament curves into a narrow metal tray
of water, meeting the corpuscular form of
cast lavender. Contrastively fragrant and

A=

coded presentations of adornment are
most visible. The actions and facilities
rather become extracted and deranged
by Mooney to open out objects as
severely entangled entities. This tactic
also adheres to the revisions and
morphologies of site and space. Forms
of enclosure are continually denatured by
the work's installation, which might latch
on to interstitial volumes or thresholds
of a given architecture, dwelling
across ceilings or upon floors. In these
transversal inscriptions, the immured
consolidation of space is temporarily
loosened.

At times, the objects are themselves
bracketed and braced assemblies of form.
Engraving blocks, for instance, become
polished capsules, caesurae rooted to
the ground. Each orb is ultimately an
incubator for material involvements that
are laid bare: nuggets of oxidized silver
indenting the atramental jell of bitumen
(En iv, 2022), unclaimed rings of cast
mistletoe, fulgent-frozen (En 1, 2018). In
these titles, too, is a kind of fastening: the
series’ numerical index follows the prefix
“en,” which might weld itself to other
words, gemlike, and prefigure a kind of
occlusion/inclusion: envelop, enclose,
engage. See also Mooney's jewelers' vices
fixed to columns or beside balustrades:
inlaid with a tablet of delft sand,
impressed by a serif emblem of silver
(Detrition (i), 2019), or crowned with cast
mistletoe (Eutectic c. (i), 2020). In these
works, Mooney collapses inventories of
material that are predicated on an object’s
capacity to hold, carry, and expose its

formed, the technic-lavender deliquesces 5
in sou ring oxidization. Note the recurrence of vessels, basins, and trays,

= & and Mooney’s recognition of the term “carrier™
The conduits and skills related to the mﬁngm%ﬂmgu Guin’s The Carrier Bag
field of ornamentation — molding,

‘Theory of Fiction (2021).
casting, soldering, engraving — diverge
from the social domain in which such

constituent elements with careful, frugal
display. Cradled, twixt, clinched.

Using a threshold as a site of attachment,
Citation (2021) recasts the base
objectivity and intermediary operation of

6
See also Mooney’s Oscine I (2016). abrass kickplate by reorienting the object
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En iv, 2022. Engraving block, bitumen,
oxidized siiver, and verdigris. 14 x 8.9 =
8.9 cm. Photography by Stephen Faught
Courtesy of the artist and Miguel Abreu
Gallery, New York.

to a vertical position, protruding from the
surface to which it is attached. Patinated
and oxidized over time, the kickplate
has accreted contact, absorbing
the consequences of transitional
movements. Being between, its zone
is contact, and its contact is subject to
an inherently spatial dynamic. In these
adjourned temporalities, Mooney's
acute perception of architectural details
and environmental conditions share
in queer phenomenological readings
of space. As Sara Ahmed writes, “A
queer phenomenology might involve
an orientation toward what slips, which
allows what slips to pass through [...] a
queer phenomenology would function
as a disorientation device [...] allowing
the oblique to open up another angle on
the world.”” Where Mooney’s composed
proximities persuade the expression of
secreted intimacies, where they induce
an act of “facing” that challenges how
place and subject cohere, they are surely
kin to a “disorientation device.”

These relational and embodied
apprehensions of space are broadened
by Mooney's application of horizontality.
The horizontal sets a lure for engagement
that nourishes closeness: Awnings are
recast on the floor beside a pneumatic
actuator that converts compressed
air into mechanical motion (Second
Affordance I, 2017); gracile arcs of steel
cables and binding wires intersect
silver-plated keychains (Circadian
Tackle and Circadian Tackle [I, 2015);
semitransparent polycarbonate sheets
are stretched on slightly arched
aluminum frames, echoing skylights
above (Accretion [, 2018). Cut across
these dilations and distillations and
one can recount the speculative field of
the horizon as the locus of potentiality.
Affirmed by the work of José Esteban
Mufioz, the “warm illumination of a

&

7
Sara Ahmed, Queer Phenomenclogy: Orientations,
Objects, Others (Durham and London: Duke
University Press, 2006), 172.

8
José Esteban Mufioz, Cruising Utapia: The Then
and There of Queer Futurify (New York: New York
University Press, 2009), 1.

9
Muiioz, Cruising Utopia, 185.

10
K. R. M. Mooney in conversation with McIntyre

Parker, Carrier (Milan: Mousse Publishing, 2018), 115.

151
Housing (c.) iil, 2022. Steel, electroplated
steel, silver, brass, neodymium, copper
coated polyethylene, paint, polymer
resin, and iron oxide. 35.6 x17.8 x 8.9 cm.
Photography by Stephen Faught. Courtesy
of the artist and Miguel Abreu Gallery,
New York.

NEAL

horizon™ inaugurates a reparative view
of the future whereby to think queerness
is to think prospectively. By claiming
queerness as a type of becoming, Mufioz
implies queerness develops a structuring
concept where “the future is a spatial and
temporal destination.”

In this behavioral, post-minimal language,
Mooney's orchestration of indwelling
potential is perhaps most plenteous in the
invisible motilities of sound and airflow. “A
priority for me is to attend to an object’s
ability to act as a political agent,” says
Mooney, “to have a voice and participate
in public life” Silver-plated dog whistles,
titles after songbirds, castings of
mouthpieces of woodwind instruments,
clarinet parts, or components of bells —
these relate to space and bioacoustics,
the physical emittance of sound
and its spatial resounding, emotive
conveyance, behavioral signaling. In the
rematerializing of sound’s apparatus —
canals, cavities, chambers — its excess of
presence as an object makes that which is
absent more present. The ability to make
sound and to be heard is transposed
to contingent material properties and
industrial processes, with consequences
expressed across the surface and within
the hollow.

For his 2016 exhibition Oscine at Reserve
Ames, Los Angeles, Mooney installed
a window to replace a former wooden
one. The window is an object in itself as
well as an envelope, framework, or portal
for its surroundings, a sealant or barrier,
a mediator or mirror. It is an impossibly
accurate prism for Mooney’s praxis — the
inevitable and irreducible relation of self,
space, and place. The window’s content is
a shifting murmuration of life, the filtering
of light, the reflection of oneself laced
in surroundings ahead and behind. Its
content is a subjective experience of a
series of presents. The rhythm of lasting(s).

K.R.M. Mooney (1990, Seattle) lives and works in Brooklyn. He received a BFA from California College of Arts in 2012. His
work has been the subject of solo exhibitions at at Konrad Fischer Galerie, Berlin; Kunstverein Braunschweig; the San
Francisco Museum of Modern Art; the Wattis Institute for Contemporary Art, San Francisco; and Miguel Abreu Gallery,
New York; and has been featured in group shows at the lumber room, Portland; Braunsfelder, Cologne; ICA Los Angeles;
Stadtgalerie Bern; SculptureCenter, New York; and Rodeo, London. Mooney will have a solo exhibition at Progetto,
Lecce, from April 16 through June 15, 2023.

Alex Bennett is a writer and critic based in London. He is a UK correspondent for Flash Art, and has been published in
magazines such as Mousse, Art Monthly, The White Review, CURA, and Modern Matter among others. He was co-editor
of the compendious journal Tinted Window.
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Mooney, Ashlyn, “K.R.M. Mooney: extence,” The Brooklyn Rail, December 2022

ArtSeen

K.R.M. Mooney:
extence

By Ashlyn Mooney

K.R.M. Mooney, Deposition (c.) iv, 2022. Electroplated
steel, silver, cuttlebone, aluminum,105/8 x21/8 x 3
inches. Courtesy Miguel Abreu.
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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
coppet, 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.

K.R.M. Mooney, Housing (c.) ii, 2022. Steel, electroplated steel,
silver, brass, neodymium, copper coated polyethylene, paint,
polymer resin, iron oxide, 14 x 7 x 31/2 inches. Courtesy Miguel
Abreu.
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Miguel Abreu’s Orchard Street gallery is a white cube with a limestone floor behind a glass
fagade. The small, luminous space serves Mooney’s minimal sculptures well. A relatively
narrow range of materials—mostly steel, silver, and copper—Iinks 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. (Componnd
tripoli) (2022), is an industrial bar of rottenstone, the type used to polish metals; Deposition (c.)
v (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 7z the space,
but ofit; 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.)

v (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.
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Installation view: K.R.M. Mooney: extence, Miguel Abreu, New York, 2022-23. Courtesy Miguel Abreu.

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
tixtures, titled Radzal 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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ARTFORUM

Lubitz, Zoey, “K.R.M. Mooney,” Artforun, December 2022

NEW YORK
K.R.M. Mooney

MIGUEL ABREU GALLERY | ORCHARD STREET
36 Orchard Street
November 4, 2022-January 8, 2023

K.R.M. Mooney’s first exhibition with this
gallery (and in New York) features a selection
of suggestively deformed equipment, from
architectural and industrial materials to nearly
figurative compositions. Take the wall-mounted
assemblage Housing (c.) ii (all works 2022),
with its bent, expensive-looking, copper-colored
sheet. This aspect nearly resolves into

something that looks like a flag, or a folded

page—it’s almost trompe I’oeil. The gray piece

made up of serialized objects on the floor,
Radial Affordance (c.) i, contrasts against
Housing’s playfulness with a hard, selfsame
K.R.M. Mooney, Housing (c.) ii, 2022, steel, X
electroplated steel, silver, brass, neodymium, copper presentation of manufactured components.

coated polyethylene, paint, polymer resin, and iron

oxide, 14 x 7 x 3 1/2", More text than texture, Mooney’s works overall

are smooth and polished in their hot/cool
hydrophobic digitality. And yet the mass-produced materials are subtly transformed, releasing
anachronistic whispers of bitumen and limestone. Reading the show’s “how it’s made” press
release authored by Dominika Tylcz, I think of a Venn diagram where technical manuals and
pornographic technicality overlap. In J. G. Ballard’s 1973 novel Crash, for instance, mechanical
descriptions of violent car accidents perform an erotic function via the threat of shattered

curves and searing edges.

One work, Outlet, 2022, looks like, but clearly isn’t, a brass faucet. Hung at roughly urinal
height, its nonspout points gently upward, as though it were a cherub’s penis. The plumbing is
collared by a curved piece of frosted glass—an element that appears to be both fluid and basin.
In its quasi-figurative mode—a seemingly new development in the artist’s work—it refuses
resolution as one thing, or as a particular tool with a definitive function (even if we know what
all the elements comprising the piece are). Belying the exhibition’s subtlety, the play of improper
use, chemical alteration, and misrecognition in Mooney’s art characterizes a curiously sensual

politics of form.

— Zocy Lubitz
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K.R.M. MOONEY:
MATERIAL ALCHEMY

BY REBEKAH FRANK

Strike i-iii, 20208

Cast bronze, olivine sand
8 x 9 x 1@ in. (each)

30 x 12 x 18 in. (overall)
Photo: Kyle Knodell

JEWELRY INVITES THE BODY TO INTERACT.
Traditionally, jewelry embraces the finger,
rests on the chest, dangles and drapes
from the neck, the wrist, the waist, the
ankle. So, what happens when the body
is separated from jewelry? What happens
when the body experiences the material,
tooling, textures, and relationship of
bodily-related objects from an adjacent
perspective?

K.R.M. Mooney is an artist grounded
in the material tradition and processes
of jewelry. His sculptural metal objects
converse with and about the body using
the materials and techniques unique to
jewelry-making from a contemplative and
unexpected perspective. “As a gender-
nonconforming artist, coding and being
encoded by others ... | learned to recast
how materials emerge through their
interaction with the body ... to establish
modes outside of normative values.™

Currently based in Brooklyn, New York,
Mooney studied metalsmithing at the

California College of Arts—

when it still had the word “craft”

This is a multipart series celebrating artists in its name and its campus
whose practices illustrate jewelry thinking. stretched between Oakland

These artists may or may not have a

background in jewelry, but their work exhibits
qualities that jewelry artists will recognize,
including commitment to materiality, respect

of process, and focus on the body.

and San Francisco—where

he majored in Jewelry/Metal
Arts with a minor in Visual
Studies. Ornamentation, with
its connection and attention to
the body and its relationship to
material culture and performative identity,
became a place for him to extract meaning.
Instead of applying jewelry-making to the
production of jewelry, Mooney pauses

to contemplate the possibilities found in the series
of steps and accumulation of material knowledge.
One example familiar to jewelers and of interest to
Mooney is how steel binding wire can both securely
join two pieces as well as purposely (or accidentally)
copperplate metal surfaces, which are two very
different actions. He finds invitations to explore,
question, and redefine these processes where the
personal and abstract body is ever-present. He shares:
“There's an intimacy and a closeness to the body that
I've learned alongside metal, it's been my teacher, I've
learned of my own body in this way. The body also
holds and accumulates trace elements of metal, we
are closer to one another than typically perceived.”
The studio becomes a place of cross-functional
discovery in addition to material disputes, like when
gold unexpectedly meets lead. There's an alchemical
contemplation required in a metals studio.

Mooney experiments with reframing specific
jewelry-making processes using traditional techniques
and materials in nontraditional ways. An example
is the soft bone from a cuttlefish, a member of the
cephalopod family whose bone is used by jewelers as
a mold for casting simple forms. The cuttlebone is cut
in half—the two sides ground flush—then carved into
the desired shape, incorporating a sprue through which
to direct the molten metal. The two halves are bound
with steel wire before the metal is poured in. When
the halves are released, the surface of the cast metal
retains the marks of the bone.

“The tools and facilities found within this
field are significant to me. They are my
collaborators—coproducers in finding new
bodily capacities.” —K.R.M. Mooney

In Deposition c., Mooney places a geometric silver
cuttlefish casting within a sterling silver, electroplated,
structural steel channel, which is hung on the wall. In
the casting, the characteristic material surface ridges
resembling fingerprints remain visible. The channel’s
perpendicular corners create a rigid frame, truncated
top and bottom, that embraces the casting in an
unconventional pairing.
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cuttlebone, alumir
10% x 2% x 3 in
Photo: Chris Grunder

of

Installation
2021

Deposition c.,

Photo: Tony Chenkra
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Partials (ix-xii) (detail), 2021
Gold, silver, brass,
solder, neodymium

1 x 1 x1in.
Photo: Christian Andersen

Below, left:
Installation vi

Photo: Robert Divers He

Below, right:

Eutegtic c¢. (i) (detail), 262@
Specialized jewelers’ vise, mount,
insulation, cast mistletce, silver,
steel, bronze

7 x 4% x 7% in.

Photo: Robert Divers Herrick

The piece invites close looking and questioning.
Placed as it is in a traditional gallery, it is barely
distinguishable from the white walls. Mooney
researched the biomechanics of the cuttlefish to
understand how the part repurposed for casting was
used by the living animal: why it is porous, how itis
heat resistant, what other uses it has, its scientific
makeup, if it is actually bone. He considers possible
connections, seeking alliances between disparate
materials by highlighting the sameness of their
differences.

Deposition ¢.'s structural steel channel, which is
used to create vertical space in buildings, connects
to the structure of the cuttlefish bone, the buoyancy
of which lofts the animal through water. The structure
of the cuttlefish bone also incorporates an indistinct siphuncle, a tube-like column that
connects the layers of its internal shell. Which leads to the question: What does it mean
for a structure to be indistinct? This is perhaps answered by Mooney's use of silver plating,
unifying the materials in a color that melds with the white wall. This treatment unifies
them, requiring the viewer to look closely to distinguish the individual elements.

The equally treated disparate materials, the process taken out of context, the
architectural space they are situated in, and the viewer are all brought together in an
uneasy conversation in Maoney's work. Deposition c. presents questions without providing
answers: Why are these materials together in this particular space? How is the body
missing yet still felt? The conversation proceeds nonlinearly—not quite arriving at a
definitive meaning, but reaching toward new modes of understanding. Mooney hopes "to
produce a space of looking and being that requires reading with our senses in otherwise
muted registers while implicated in practices of difference, legibility, and care.”

Eutectic c. (i) also features cuttlefish casting. This time a delicate branch of mistletoe
with an attached silver ring is presented in a specialized jeweler's vise. With this piece,
Mooney arrests the action of making, bringing the entire ensemble into the gallery
space. The tool becomes a means of display, the object becomes a sculpture, but the




ALTMAN

SIEGEL

1150 25TH ST. SAN FRANCISCO, CA 94107
tel: 415.576.9300 / fax: 415.373.4471

www.altmansiegel.com

i

division between the two isn't clear. They are joined, frozen in a
procedural moment.

It is important to note that Mooney came to sculpture within the
context of the Unmonumental and the Expanded Field, two modes
of art and contemporary critical practice that rejected traditionally
held ideas of what sculpture could be. In her writing on sculpture
of the late sixties and early seventies, Rosalind Krauss highlights
how the discipline was becoming infinitely malleable.? Within the
jewelry conversation, incorporating the tool into the final piece
removes the direct presence of the body while still implying the
body, Mooney is creating not-jewelry. Applying the logic of Krauss:
something that both is and isn't simultaneously. The ease of
defining something solely by what it isn't becomes harder when the
boundaries between categories break down. “Jewelry thinking can
be a very procedural mode of working. There's a pleasure in this for
me—to have certainty in the work | must do, and [having] it clearly
laid out ahead of me. [At the same time], everything is in question.”

To convey his ideas, Mooney moves his practice in and out
of the jewelry studio as needed. The studio provides context, a
recognition of the body as both the maker and the performer
of the finished work. The histories of the tooling, the materials,
and the procedures—as well as the measured thinking jewelry
requires—all become the conceptual underpinning of the work.
When a jeweler comes across Mooney's work in a gallery, there
is a recognition—followed by a questioning of the seemingly
out-of-context placement of, for example, a vise on a gallery

T -

Installation view of Ores, 2019.

Photo: Max Slaven

wall, or the strangeness of a cuttlefish casting held
within a structural channel. Mooney's work rejects
“the hierarchies between objects and their spatial
determinations.” His work isn't contained by the binary
of wearable and not wearable. Instead, by separating
the body from jewelry, Mooney brings jewelry and

all that it encompasses into new spaces and new
conversations. There is a poetry in his work, a new
alchemy that invites the viewer—especially one
steeped in jewelry methodologies—into alternative
meanings for the familiar.

KRM. Mooney will be showing work at Migue! Abreu Gallery in
New York in November 2022 and Progetto in italy in March 2023.

1 All quotes from K.R.M. Mooney are from responses to a written
interview on April 20, 2022; a video interview on May 26, 2022; or
a follow-up via email correspondence with the author. /

2 Rosalind Krauss, "Sculpture in the Expanded Field” October 8
(Spring 1979): 31-44, https://doi.org/10.2307/778224
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Klett, Maddie, “Contact Points: K.R.M. Mooney Interviewed by Maddie Klett,” BOMB, November 8, 2021

Contact Points: K.R.M.

Mooney Interviewed by
Maddie Klett

Sculpture that attends to its materials and surroundings.

K.R.M. Mooney, Deposition c. (ii), 2021, electroplated steel, silver, cuttlebone, aluminum, 10.5 x
2.25 x 3 inches. Photo by Chris Grunder. Courtesy of the artist.
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K.R.M. Mooney is an artist living in Brooklyn. Through processes like
soldering and electroplating, he transforms so-called precious metals and
industrial materials, like silver and steel, into unassuming abstract objects
that call attention to their surroundings. In the conversation that follows,
we talk about his sculptures recently on view in the group show The Poet-
Engineers at Miguel Abreu in New York City and work that is currently part
of his solo exhibition at Konrad Fischer in Berlin and forthcoming show at
Progetto in Lecce, Italy.

—Maddie Klett

Maddie Klett
In The Poet-Engineersyou installed works on both the walls and floor. In
fact, Deposition c. (iii) (2021) was hung in the entry hallway and was one
of the first works in the show, but | totally missed it on my way in. It is a
piece of white steel that looks like a hollowed-out beam, and there are
also pieces of cuttlebone and silver arranged in the center.The work
blended into the gallery’s architecture, and | am glad | caught it on my way
out because the delicate, organic elements in the center require close-
looking.

K.R.M. Mooney
Visiting Miguel Abreu over the years helped me determine my work for
the show. Because one enters the galleries through a hallway, there’s a
particular spatial sequencing that offers a moment of suspension before
much of the work is viewed. | like that you mention catching Deposition c.
(iii) by moving toward the entrance or exit. It implies an intermediary
position in which you encounter a work’s slight edge or physical limit as
its behavior blends into your peripheral vision and requires attention and
nearness at once.
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The Poet-Engineers exhibition coincided with my process of making a new
body of work at Progetto, an artist-run space in Lecce, Italy, where I'll be
having a show in 2022. The works are one response to Progetto’s gallery
spaces, which seem vertically oriented. The volume of the space is felt
through the height of the ceilings and its sequence of tall and narrow
windows and passageways. The windows and doors all part in the center,
and the architecture has many vertical cuts. Depositions may be an
internalization of these spatial features in dimension and form; they are
less an impulse to use the wall than making what is sensed or felt become
part of the work’s operation, in this case a slight reflection of vertical
excess.

Lecce, as a place, is built with limestone calcium carbonate in which
cuttlebone is a contributor. The integration of cuttlebone itself is derived
from its use as a metal casting mold and formalizes the material as a
diagram of flows for metal throughways, including notches and marks
made for each dependent counterpart. It is also a biogenic material found
on the surrounding coastal areas in Lecce.
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Installation view of K.R.M. Mooney, Deposition c. (iii), 2021, Miguel Abreu Gallery, 88 New York.
Photo by Tony Chenkra. Courtesy of the artist.

MK
Why is the body of work called Depositions?

KRMM
Part of it is an indexing of the work’s environment and the material
composition of the object and its surface. There are a few bodies of work
where I've misused electroplating by using a treatment of matte-silver
where steel acts as a base alloy. Through an electrical current, layers of
silver accumulate over the surface. I'm impacted by the technique of
electroplating, in one sense because it uses metal’s conductive capacity to
act as a throughway. But there is also a connection to industry, energy,
and systems of power in which electricity becomes a way that space is
materialized through light.
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On a formal level, the way the silver treatment changes over time is due to
a dispute between steel and silver; the former is a ferrous alloy, and the
latter is non-ferrous. Oxidation and iron appear depending on chemical
properties found in an environment in addition to the process of the
work’s production and display. When I'm not able to visit or produce an
exhibition in person, this evidencing of a work’s duration in a place
becomes a way to intimately tie it to a space. As travel and site-visits have
become more difficult due to the pandemic, or it might be financial
constraints when working with artist-run or smaller spaces, it's a strategy
for my work to remain responsive. The resulting forms index the multiple
histories of their production while still being sensitive to the future
conditions of their display. Atmospheric qualities, handling, exposure to
light, air, and moisture all affect the unfolding of each surface.

MK
What led you to work with metals?

KRMM
Up until recently I've lived in Oakland, or Northern California, and I've
been affected by that environment and place. | studied metals through the
perspective of Craft, in which the Studio Craft Movement in the Bay Area
played a role. There’s a specificity in attuning to and working at the level of
the object within the intimacy of hand-fabrication techniques as well as a
heightened mental and procedural aspect that metal requires.

When pursuing my work, I'm often asked to think with and move across
the various needs of materials, what they require to change or behave in a
particular way, whether temperature and heat, a certain cut, chemical, or
environment. Each one involves attending to various processes and
interactions, even potential disputes between materialities.
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Installation view of K.R.M. Mooney, Citation, 2021, brass, verdigris, steel, 34.5 x 5 x 1 inches,
Konrad Fischer Galerie, Berlin. Photo by Roman Marz. Courtesy of the artist.

MK
A new sculpture titled Citation (2021) in your show at Konrad Fischer is
made from the brass kick plate—or door kick—you found in the Puget
Sound in Washington near your family’s home. | actually had to look up
what a kick plate was. Visually, | only understood it in relation to its
position at the bottom of a door where it acts as a kind of armor for the
door. How did you decide to work with this object?
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KRMM
There is something about that object being tied to its spatial position. It's a
base object and intermediary that operates around the ground, and it
becomes a site of accumulation between contact points, offering a
facilitation between spaces, whether the material itself, physical space, or
a body. Its use arrives out of this movement.

For the installation, it is reoriented into a vertical position and projects out
into space, almost becoming an extension or surface area. Because it was
found on Coastal Salish land near the Puget Sound, a large body of salt
water, its surface is verdigris, a patina that has a greenish blue hue to it.
This oxidation is inherited, while the brass surface remains susceptible to
changing over time.

Konrad Fischer’s reception desk is central to its ground floor gallery
spaces. To the left is a small room with four repeating works, and to the
right is a single work by Hanne Darboven.

| have a lasting pre-pandemic memory of visiting Michael E. Smith’s show
at Modern Art in London in late 2019 where in the gallery he overlaid a
found door that was tacked up to the front of the reception desk. | was
thinking about the simplicity of the gesture as it necessitates the gallery’s
function of circulation and speaking or knowing about the works on view.
By using the structure of the gallery, it felt like an incision by blocking or
taking vision away. A door kick as the initial function of this work feels
relational.
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K.R.M. Mooney, (v-viii), 2021, gold, brass, solder, neodymium, 1 x 1.5 x 3 inches each. Photo by
Roman Marz. Courtesy of the artist.
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MK
Canyou talk about Darboven’s influence on your new sculptures and the
inclusion of a work by her in your Konrad Fischer show?

KRMM
| wanted to impart the history of the gallery’s program and conditions
back on itself and pursue a kind of alignment. | arrived at Darboven’s work
while in mid-production and was curious about the unruly, notational
behavior of her conceptualism.There is a sense of intimacy related to her
various knowledge sets, in particular to composition and sound, which are
felt through the psyche of their presentation and display; it's a kind of
formalism | find very behavioral. For me, her works pick up forms of
constraint yet fall outside of the measurables of time, distance, notation. |
also cannot unthink these constraints as ongoing actors of a colonial and
patrilineal lineage.

The initial object life of the works are brass instrument mouthpieces, and
they felt pulled from a parallel social order; a few of them have engravings
from their namesake manufacturers such as Roth, Ludwig, or Bach.The
serial works in Partials are made up of brass, which allows for a
conductive capacity where it can be connected and soldered while also
being cut apart.
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MK
Conducting human breath is a central function of the mouthpieces you've
chosen to work with. Is there a reason for this at this moment?The
restriction of breath, and of public respiratory circulation during the
COVID-19 pandemic, comes to mind.

KRMM
It's true that the exhibition takes an interest in the mouth as a physical
threshold, one of heightened corporeality, intimacy, nurturance, and a site
of signification and description. The objects are designed with this bodily
physiology in mind, and the pandemic certainly brought a heightened
awareness to breath.

K.R.M. Mooney: Partials is on view at Konrad Fischer in Berlin until
November 13.
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D’Aurizio, Michele, “K.rn.m. Mooney: Nicre,” Flash Art, April - May, 2019

4 K«R.M. MOONEY
"Nacre"

Altman Siegel, San Francisco
by Michele D'Aurizio

It is my first time visiting the waterfront
in Potrero Hill, the neighborhood where
Altman Siegel is locateds From the bus
stop, I walk downhill, toward the not-so-
distant body of water of the Bay. Ordinary
facades of postindustrial buildings -
corrugated aluminum surfaces, prefab
concrete slabs, brick walls painted in
grayish hues — syncopate my walk. Along
the rickety pavement, I encounter many
residues of urbanization: discarded car
parts, lengths of electric wire, shards

of glass. When I enter the gallery -

also a postindustrial building — Kara.m.
Mooney's sculptures immediately establish
a metonymic tie to the landscape I've just
traversed.

There is a material contiguity, as
Mooney's art embraces industrial materials
and techniques. On the floor of the largest
room rests Accretion I (all works 2018),

semitransparent polycarbonate sheets
stretched on slightly arched aluminum
frames; the two parts composing this
sculpture can be easily mistaken for
industrially manufactured skylights. And,
indeed, they socon direct my attention to
the gallery's ceiling: it's a canonical
warehouse and, as expected, punctuated by
skylights. Accretion I camouflages Altman
Siegel's architecture, yet it triggers a
perceptual short-circuit in the visitor
who is rarely asked to acknowledge the
vertiginous verticality of the space.

Untitled also develops vertically. A
collaboration with artist McIntyre Parker,
it consists of a video projection — a loop
of an almost fixed shot of a doorstep —
whose source is powered by photoveltaic
panels installed on the gallery's roof. As
I follow the projector's cables, I find
myself again scrutinizing the ceiling.

Like Accretion I, Untitled holistically
coexists with the gallery's building

and its surroundings. At the same time,
though, it establishes a continuum with

its environment, which is not only of a
spatial nature: the looped image becomes a
temporal device doubling the natural light-
dark cycle onto which the whole mechanism
depends, as if the art itself possesses a
circadian rhythm.

There is a further contiguity between
Mooney's sculptures and the waterfront's
postindustrial landscape in how they
similarly catalyze the passage of time.
Thus, in En I, a golden band, one would say
a ring, stays mounted to a state-of-the-art
engraving block - eternally frozen in the
process of its own making, between the work
of the hand and that of the machine.
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Bacon, Alex, “K.r.m. Mooney: Nicre,” Artforum, February 6, 2019

K.r.m. Mooney

ALTMAN SIEGEL
1150 25th Street
January 15-February 16

“Nicre” is K.r.m. Mooney’s first solo
exhibition at Altman Siegel. The show’s title is
a stylization of a term for mother-of-pearl, the
iridescent substance that covers pearls. Pearls
form when irritants such as parasites enter a
mollusk’s shell and are coated with layers of
protein and minerals. This reference evokes the

proximity that can exist between the beautiful

K.r.m. Mooney, En I, 2018, engraving block,
polyurethane, cast mistletoe, silver, gold, 7 x 4 1/2 x and the abject, a dialectic that is central to

41/4".
4 Mooney’s Second Affordance II, 2017. For this

work, the artist has partially submerged a minuscule, intricate tangle of wire and cast lavender
in a narrow metal tray of water on the floor. The conglomerate slowly oxidizes in an alluring
and mildly repulsive progression. Across the room, in En I, 2018, an engraving block is
discreetly displayed on the ground. Upon close inspection, this diminutive steel orb displays
two exquisitely crafted gold objects that resemble rings, conjuring the two fingers they might
encircle. But they are only visible if viewers are willing to put their bodies in a vulnerable

position: bent over, face lowered to the object.

Other enclosures, architectural, bodily, and natural, are explored in works such as Accretion I,
2018—two awnings that have been repurposed as floor-bound sculptures, voiding their
functionality—or the series “i-iii,” 2018, in which copper fragments that could be casts of

tongues are divorced from the imagined protective embrace of a mouth.

While each work operates on a subtle register, together they denature forms of enclosure and
suggest ways of responding differently to built spaces, man-made objects, and our own fleshy

bodies.

— Alex Bacon
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Mooney, K.r.m. and Patker, McIntyre, “K.t.m. Mooney: Carrier,” Mousse Publishing/Kunstverein Braunschweig, ppg. 105-
117, 2018



ALTMAN SIEGEL

1150 25TH ST. SAN FRANCISCO, CA 94107
tel: 415.576.9300 / fax: 415.373.4471

www.altmansiegel.com



ALTMAN SIEGEL

1150 25TH ST. SAN FRANCISCO, CA 94107
tel: 415.576.9300 / fax: 415.373.4471

www.altmansiegel.com



ALTMAN SIEGEL

1150 25TH ST. SAN FRANCISCO, CA 94107
tel: 415.576.9300 / fax: 415.373.4471

www.altmansiegel.com



ALTMAN SIEGEL

1150 25TH ST. SAN FRANCISCO, CA 94107
tel: 415.576.9300 / fax: 415.373.4471

www.altmansiegel.com



ALTMAN SIEGEL

1150 25TH ST. SAN FRANCISCO, CA 94107
tel: 415.576.9300 / fax: 415.373.4471

www.altmansiegel.com



ALTMAN SIEGEL

1150 25TH ST. SAN FRANCISCO, CA 94107
tel: 415.576.9300 / fax: 415.373.4471

www.altmansiegel.com



ALTMAN SIEGEL

1150 25TH ST. SAN FRANCISCO, CA 94107
tel: 415.576.9300 / fax: 415.373.4471

www.altmansiegel.com

Flash Art

“The Bottle, The Net, The Shell, The Clay Pot,” Flash Art: In Residence, May 7, 2018
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San Francisco Chronicle

Whiting, Sam, “Meeting the winners of 2017 SECA Art Award at SEMOMA,” The San Francisco Chronicle, June 29, 2017
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San Francisco Chronicle

Desmarais, Chatles, “Solid exhibition of unstable art at SEMOMA,” The San Francisco Chronicle, July 14, 2017
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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, Acord, a chord (all works 2010),
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.

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?

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.

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)

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.




10

(1)  Jean-Christophe Ammann and Dieter Roth,
The Rings of Dieter Roth (Lucerne: Edizioni
Periferia, 2000); and William H. Gass, And
(Amsterdam: Colophon and Silver Fern Press,
2011).
)
Jonathan Griffin is a writer living in Los
Angeles. A contributing editor for fizeze, 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.
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“Review: Against Automatism,” by Anton Stuebner,
July 30, 2015

Against Automatism, at fused space, attempts a rebuttal
“to a world where mechanization rules.”' The works
implore viewers to consider the relationship between
“the maker’s hand” and “the body as the origin and
destination of art.”* 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).% 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 %4 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-111 (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.
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“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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