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Towards attempts at forming appropriate finds 
Ory Dessau 
The Sculptural works of Johannes Wald may appear as 
process-art, as a self-referential practice aiming to reveal, 
thematize, and therefore deconstruct the conditions, 
procedures and materials from which they operate. Under 
these circumstances, the inside of each work is turned into its 
outside, like a pocket or an envelope folded inside out. In each 
of his works, Wald makes no distinction between cause and 
effect, first and second, early and late. Yet, Wald’s sculptural 
works are not process-art in the familiar sense, historically 
recognized with post-minimalist artists such as Richard Serra 
and his early experiments with splashing or casting molten 
lead, or Robert Morris and his simple gravitational 
manipulations of felt. Wald’s process-based sculptures are not 
about ‘letting the things be themselves’, or about emphasizing 
the given sets of qualities and possibilities of materials (either 
industrial or noble). They are not process-art also in the 
Marxist sense of exposing and showing the means of 
production, in order to resist the capitalist erasure of human 
labor and technological investment. 
Wald’s 2012 solo exhibitions at Konrad Fischer Gallery (titled 
fig.) and Gallery Greta Meert (titled belgian artist), exemplified 
his fascination with the technique of casting and the 
mould/cast relationship, demonstrating the ways in which he 
conceptually articulates his own idea of process as an 
indeterminate, ongoing occurrence. The two exhibitions 
gathered distinct groups of repeated elements, different 
repetitive arrangements of similar sculptural units. One 
sculptural unit included in these exhibitions was a bronze cast 
of a pipe with a cone on top of it, installed vertically on the 
wall, within groups of five, three, or two. This cast cone-topped 
pipe is a particular kind of a funnel “through which the liquid 
metal is usually poured into a foundry mould”, as mentioned in 
one of the exhibitions texts1. In Wald’s case, the casted 
casting pipe - “the moment of transition between a 
meaningless material and a concrete result”2 - became an 
interwoven duality - both the negative and the positive, the 
mould and the cast. The procedure became the object, and 
the presumed repressed condition that enabled the outcome, 
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was made into the outcome itself; and as a consequence, the 
viewer simultaneously experienced the time before any 
making had begun, and the time after any making had been 
done, oscillating between pure potentiality and evident 
terminality. 
Though fundamentally referring to its own processes of 
making, the distance between Wald’s practice and post-
minimalist heritage gets even clearer when reading the 
idiosyncratic titles he gave to each group. Wald titled each 
pipe separately. A group of five pipes was titled with five 
names, as in Presence, Retrospect, Desire, Departure and 
Virgin Soil, Cast in Bronze (2012), and a group of three pipes 
was titled with three nouns, as in Innocence, Beauty and 
Grace, Cast in Bronze (2011). Wald related to each pipe as a 
singular and unique object, and by doing so, disrupted the 
conceptual status of the unit as an endlessly reproductible, 
impersonal exemplar. Escaping the historical horizon 
suggested by post-minimalist artists, Wald’s process-based 
practice does more than just folding onto itself and exclusively 
referring to itself. When carrying these titles, Wald’s pipes 
insist on signifying concepts, things and situations outside 
themselves, outside the autonomous aesthetic realm, pointing 
to external physical realms as well as internal mental 
realms. As lingual constructs, Wald’s pipes go even further 
and declare their arbitrariness - the fact that their function as 
signifiers is a matter of a personal, contingent, unnecessary 
decision, makes us aware that the same pipes could have 
signified totally different things.   
fig. included additional repeated elements, another group of 
similar sculptural units, made of plaster and divided into 
different repetitive arrangements: a vertical pile, a horizontal 
row, and a display on shelves. Curved and bumpy, white on 
one side, watery-brown on the other, these elements were 
easily addressed as identical and semi-identical sections of an 
assumed circular volume, sliced into pieces. In relation to their 
title - Wasted Mould (giving shape to a dim feeling) (2011) - it 
became evident that Wald continued to radicalize the 
symbolism of his methodology. The title teaches us that the 
plaster units are parts of a failing mould: “the idea was to show 
the mould’s segments, not the casts. It keeps everything close 
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to the process. The mould belongs to a specific technique of 
mould making. With this technique of mould making, only one 
cast is possible. For the cast to be taken out, the mould has to 
be smashed. The life of the cast depends on the death of the 
mould”3. Wald prefers the mould over the cast, the plan over 
its realization, but at the same time, he redefines the role of 
the mould and changes its status. For him, it is not a 
reproductive tool, a womb-like birth giver, or an indifferent 
provider of editioned copies. It is an emotional situation, an 
existential standpoint, a shaped feeling. 
Up to a certain point, Wald’s works seem to occupy and 
develop their own critical-theoretical discourse on 
contemporary sculpture and object making. At some point the 
viewer finds out that the works pretended to be theoretical and 
their theoretical mask functions as a channel through which 
the viewer is lead into a space of psychological conflict, a 
space of a mute confession. The shift from the theoretical to 
the psychological is manifested throughout Wald’s body of 
work. A good example is Pedestal for a Muse (2011), shown 
in fig., and Pedestal for a Muse (2013), from in the shade of 
absence, his 2013 solo exhibition in Albertinum, Staatliche 
Kunstsammlungen Dresden. The two versions present a low 
and empty pedestal, one is fifteen cm. high, the other is 
twenty-four cm. high; one is a square plinth, and the other is 
twice longer (the size of a single bed). Both generate 
expectation for a future emergence, while appearing as a 
lament over past disappearance. Both act as an interface 
between the actual and the imaginary, between the physical 
and the representational. Both take us back to the rupture of 
twentieth century sculpture, designated by Richard Serra, 
among many others, in relation to the removal of the pedestal 
and the “shift between the memorial space of the monument 
to the behavioral space of the viewer”4.  Pedestal for a 
Muse uses the pedestal in order to deconstruct it. This 
pedestal is not a real, conventional one. It delivers lowness, 
baseness, horizontality. It cannot lift anything. Following 
Minimalist and post-minimalist artists, it opens a situational-
performative space. This situational space rejects absolute 
materialist dominance in favor of subjective metaphors and 
delicate poetic gestures within the object; opting instead for 
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personal exposures and self-expressions within the regulated 
procedure and preferring an unfolding mixture of biography 
and phantasy, singularity and changeability, stillness and 
fluidity. 
 
1. Exhibition text, Johannes Wald, fig., Konrad Fischer 
Gallery, March-May, 2012 
2. Exhibition text, Johannes Wald, belgian artist, Greta Meert 
Gallery, November 2012-January 2013 
3. The artist in a conversation with the author 
4. Quoted in Hal Foster, The Un/making of Sculpture (Los 
Angeles: The Museum Contemporary Art and Goettingen: 
Steidl, 1998) 
 

 


