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KRIS KUKSI AND
PRESTON DANIELS

MARK MOORE GALLERY
BY SETH HAWKINS

Death, destruction, strife and pollu-
tion—the pairing of Kris Kuksi’s and
Preston Daniels’ variations of dark sen-
sationalism transport us to their version
of artistically-mediated Armageddon,
with each creating unique and haunting-
ly extravagant objects. Kuksi's baroque
wall sculptures are windows onto apoca-
lyptic scenes, using a narrative style of
assemblage to critique war, and portray
devastation and the rebirth of society
atop the ashes. Daniels’ installation
complements nicely while embracing
“darkness” in a much more tactile and
literal way, allowing zero buffer between
the viewer and the thick black ooze
claustrophobically dripping from the
vast geometric shapes that engulf the
second gallery.

Truly a master appropriator, Kuksi
builds vastly intricate artworks using
thousands of repurposed, modified and
carefully articulated miniatures—wheth-
er from statues, toys or any other object
globally sourced that finds its way to his
rural Kansas studio. In a world where we
stroll past art mid-stride, Kuksi's work
begs to be examined and explored at
length, with an almost infinite amount
of information residing within the minu-
tia. Embedding Renaissance-style nudes,
military figures and classic mythology
into his creations, Kuksi acknowledges
that which has come before—he just
distorts it in a way that complements
his own twisted fantasies.

While sculptural, Kuksi's work em-
bodies the junction at which art, image
and violent narrative collide. Something
akin to the method of Michelangelo’s
Last Judgment—the artworks have a cen-
tralized story, but also dozens of sub-
themes and characters subtly interacting
with each other. The unspeakable hor-
rors depicted are hidden amongst the
sheer volume of imagery. Kuksi’s mas-
sive wall sculpture, Leda and the Swan
(2014), exemplifies this unique style. The
life-sized figure of Leda lies beneath a
tree, surrounded by hundreds of other
vignettes. A miniature world of scaf-
folding, construction and chaos is be-
ing built atop and around her reclining
body—giving insight to the fact that evil
is consuming what once represented
high beauty. Explore closely and group-
ings of tiny severed heads can even be
found suspended amid the tree leaves
shading her.

Compressed within the second gal-

lery, Preston Daniels’ installation is an
immersive and ominous environment.
Jutting precariously from the walls and
ceiling are minimalist forms of splen-
dor—geometric structures containing
fluorescent light fixtures. Covered in
dark menacing goo, it is as if flawless
works by Sol Lewitt and Dan Flavin have
been encased in a millennia’s worth of
grime, sludge and other effluences. Re-
siding on the far wall is a cluster of text
paintings, some legible and others with
the lettering inverted. With phrases such
as “WHEN YOU DIE WE WIN" and “ONE
FOR YOU ONE FOR ME” (accompanied
by imagery of two shotgun shells), the
wall is an instruction manual for escap-
ing this doomed ecosystem.

Too often, contemporary sculpture
leaves us utterly disappointed, but this
exhibition provides a reprieve from the
norm. While psychologically menacing,
these artworks embrace the wonder of
destruction and the potential carnage
contained within the human condition—
all the while somehow making it look
sexy as hell.

TM GRATKOWSKI

WALTER MACIEL GALLERY
BY JODY ZELLEN

A master of text-based montage work-
ing in the traditions of Fluxus, Concrete
Poetry and Dada, Tm Gratkowski pays
homage to artists like Kurt Schwitters
and Tristan Tzara, whose complex word/
image juxtapositions were imbued with
cultural critiques. Trained as both an
artist and architect, Gratkowski’s care-
fully constructed then excavated sur-

faces comprised of magazine pages and
clippings share architecture’s structural
intricacies.

Layer upon layer of torn, cut and
printed fragments as well as whole
pages culled from myriad magazines
are adhered to the surfaces vertically
and horizontally, creating an ordered
chaos. Random words emerge from
the eye-pleasing clutter forming open-
ended quasi-narratives across the com-
positions. Traces of color are scattered
through the otherwise black, white and
gray palette of printed ephemera. Three
large works—7x9 feet—Good, Bad and
Ugly (all 2014) dominate the front gal-
lery. In each, a single word—good, bad
or ugly—has been carved from the thick
collage to reveal a layer of color that
pops from the surface below. While
these words suggest a way to interpret
the piece, they also provide an oppor-
tunity for the viewer to question the
work’s value—good, bad or ugly—based
on the content and context Gratkowski
provides within the collages. The works
are incomplete puzzle fragments that
beg to be completed. As the viewer finds
a rhythm in which to understand the
disparate fragments, the pieces begin
to cohere.

In addition to striations of text,
figurative silhouettes are integral to his
series of smaller works on paper. Most
of the black or gray figures in these col-
lages—seemingly derived from news
imagery—are engaged in some action:
walking, sitting, sweeping, shooting,
boxing. One might expect these depic-
tions to be supported by the texts that
surround them; however, Gratkowski’s

works are never illustrative. In Power
Envy a female silhouette spray-painted
in an orange hue onto a mustard-yellow
background sweeps invisible items into
a dustpan. Her activity is not explained
by the collaged texts that surround her.
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