Sade, Entropy & the Neo-Baroque: Self-Becoming in the Aesthetic of Michaël Aerts

The logic of sculpture, it would seem, is inseparable from the logic of the monument. By virtue of this logic a sculpture is a commemorative representation...in a particular place and speaks...about the meaning or use of that place.
(Rosalind Krauss, ‘Sculpture in the Expanded Field,’ 1979)
The Belgian visual artist Michaël Aerts (b.1979), originally from Dendermonde, the city and municipality located in the Flemish province of East Flanders, now lives and works in Ghent. Aerts’ practice explores various aesthetic, conceptual, performative, and relational registers simultaneously. Stylistically, he hybridises and adapts a range of idioms with iconography taken from contemporary mass culture, Surrealism, the Neo-Baroque and sadomasochistic imagery, together with quotations from post-Minimalism and evolving traditions in public art. 
Whilst his practice engages with the genre of sculpture and the idea of the ‘monument’, more conventionally understood as a social and civic marker, Aerts also subverts these ideas, addressing broader issues of entropy, abjection and a distinctive cosmology of self-identity and self-becoming.
 On the occasion of a major solo exhibition, this essay offers a discussion of selected work by the artist and an interpretation of particular and recurrent motifs which feature throughout Aerts’ aesthetic practice. Reference will be made to the artist’s appropriation of various historic forms and styles with perspectives taken from an interpretative framework informed by some of the ideas of the late French psychoanalyst and psychologist, Janine Chasseguet-Smirgel.

Michael Aerts’ distinctive aesthetic can be understood in relation to a broader context, from the post-war to the late modern, in which sculpture and installation have become increasingly porous and interlinked forms of practice. In what has since become an influential essay, ‘Sculpture in the Expanded Field’, the art historian and art critic, Rosalind Krauss, identified the increasing malleability of sculpture both as medium and practice. She designated a new register or ‘expanded field’ of sculpture in which, as traditionally conceived, the genre had been superseded by a range of discursive and typically mixed-media practices. These innovations started with the experimentation of artists like Auguste Rodin, at the turn of the nineteenth century, continuing through to the full-blown modernism of Henri Gaudier-Brzeska and Constantin Brancusi. The programmatic re-definition of sculpture which Krauss identified continued apace in the 1920s and 1930s with Soviet Constructivism, Dada and Surrealism variously situating more social, critical and utilitarian aspirations for object-based practice. The direct carving and cast work of Anthony Caro, Barbara Hepworth, Henry Moore and David Smith radically re-defined the vocabulary and language of sculpture concerned with form, materiality and space throughout the 1930s and 1940s. In the aftermath of the Second World War, sculpture reprised a major commemorative and civic role with cenotaphs to the fallen and the world-wide competition, initiated by the Institute of Contemporary Arts, to select a winning commission for ‘The Unknown Political Prisoner’ (1951-52).
The various improvisations of Arte Povera throughout the late 1950s and 1960s, demonstrated that sculpture could be fashioned from virtually any material or form, innovations which were developed and refined by the Minimalist and post-Minimalist experimentation of the 1960s and 1970s. The apparent absence of assumptions about location, place and its increasing self-referentiality as a modernist art form, which encoded for Krauss ‘sculpture’s negative condition’, is appreciable in examples across a spectrum of post-war practice.
 But even in its ‘expanded field’, sculpture retained expansive and monumental tendencies, signified by the land and environment art of Robert Smithson and Michael Heizer.

Among those who played a prominent part in these shifts was the American Minimalist artist Robert Morris, changes which he documented and theorised in his ‘Anti Form’ essay of 1968. Rather than the hard-edged, geometric and permutational forms associated with the so-called Minimalists such as Sol Le Witt and Donald Judd, Morris, with contemporaries Eva Hesse and Richard Tuttle, adopted soft and fluid materials which could be draped or arranged on the gallery floors. This post-Minimalist aesthetic emphasised the ‘entropic, the organic and the malleable’ accenting the ‘random and pliable qualities of objects’.
 What Morris envisaged through this ‘sculptural Gestalt’ – a sudden realisation of affect and wholeness – was not just the production of objects but a phenomenological transformation in how the practice of sculpture was perceived – what art historians Charles Harrison and Paul Wood have described as its ‘restless agency in this process of change’.


More recently, the aesthetic and relational legacy of some of these trans-cultural step-changes were recognised in the group show, Unmonumental: The Object in the 21st Century (2007), the inaugural exhibition of New York’s New Museum of Contemporary Art on the Bowery.
 Between the initial appearance of Krauss’ essay, first published in October, 8 (Spring 1979), and Unmonumental, almost a third of a century had elapsed. During this interregnum, the hybridity of sculpture increasingly melded with installation and assemblage, both now ubiquitous within the ‘expanded field’ originally identified by Krauss. Discussing these shifts in 1979, she had noted:
The expanded field is thus generated by problematizing the set of oppositions between which the modernist category sculpture is suspended.
 
Prior to the conceptual shifts indicated by Krauss, sculpture had typically been mediated through a different set of conventions. The art critic Andrew Causey has described a traditional definition of academic sculpture as a ‘stable concept with fixed boundaries’ which were defined by the ‘votive, commemorative, didactic and decorative’ purposes for which it was made.
 Throughout the western canon, larger figurative sculpture has conventionally been deployed to project civic identity and martial power, including funereal displays and other instances of public commemoration. The legacy of totalitarianism and two world wars appreciably lessened the appetite (and relevance) of such practice, although sculpture’s evolving civic and social role as the public art genre remains the subject of ongoing critical and art historical debate.
Homogenised to the broadest category of memorial-making cited by Causey, the role, value and quality of sculpture as a form of public art has been defended as a means of making more visible and distinct, communal spaces within a social polity which often appears increasingly fragmented and disparate. As the art critic and practitioner David Beech has noted:

Public art has never had a truly public role...given its emergence at the point at which art severed its links with church and state. Its key social roles today lie with town planning and property development, which are dominated not by the public good but by commerce.

Citing contemporary sculpture, which recuperates a civic and memorial role, albeit in shopping malls and, increasingly, within privately owned plazas rather than shared public spaces, Beech has called for the genre’s re-definition. In particular he has argued for sculptural practice which takes account of the ‘performative’ dimension to public space and which engages with some of the historical contradictions and specificities of the genre itself. For Beech, contemporary sculpture and installation practice which seeks to elicit and provoke new responses from various constituencies and audiences might justify the appellation of ‘new genre public art’.

The aesthetic of Michaël Aerts spans and objectifies some of the practical, symbolic and relational tensions noted by Beech, Causey and Krauss. A subversive historicism which re-installs and quotes the ‘logic of the monument’ is a central leitmotif  within his work along with what Krauss terms in the context of her essay, the ‘fetishization of the base’. These ideas are combined with symbolism influenced by film iconography, mass culture and a sense of the surreal. For example, with Badman (2001), in which the lateral arms of a black crucifix are cleverly transformed to look like the wings of a bat, the artist deploys decorative kitsch and visibly Gothic motifs to subvert collective belief systems and conventional iconographical readings. Although the schlock ‘Hammer House of Horror’ symbolism identifies a highly specific milieu and reading – that of budget British horror films dating from the 1960s and 1970s, the deliberate inversion and recasting of such a culturally influential motif suggests a more subversive cosmology.
Throughout his aesthetic, Aerts adopts some of the outward ceremonial conventions of traditional academic and ‘hard edge’ sculptural forms. The use of plinths, pedestals, obelisks and portrait busts suggests the formality of civic statuary, conjuring the era of absolutism and the cultural politics of the ancien régime. His aesthetic celebrates a cult of surface and appearance which is recognisably Neo-Baroque in sensibility. In the critical study, Quoting Caravaggio (1999), the art historian Mieke Bal, considers ideas of temporality and how some late twentieth century artists have been influenced by the work of the seventeenth century painter.
 In particular, she explores the idea of ‘quotation’ by contemporary artists such as Ken Aptekar, Ana Mendieta, David Reed, Andres Serrano and Carrie Mae Weems. For Bal, the act of Baroque quotation is conceived as a variously nuanced and carefully mediated undertaking, understood in terms of ‘appropriation, reframing [and] embedding’.
 Similarly, the tropes of ‘depth, sculpturality, violence, and sensuality’ which she lists in one of her opening comparisons between work by Mendieta and Serrano, are creatively re-fashioned by Aerts, as part of a Neo-Baroque aesthetic of spectacle, surface and sensation.
 
But there are other, more recent registers to Aerts’ aesthetic. The elaborate configurations and material combinations of his work, echo the relational, entropic and hybrid dimensions of post-Minimalism, but with different psychoanalytic inflexions. These range from the explicit to the coded, the metaphorical and the allusive. In some instances, such associations are dramatically re-visioned through performance and filmed choreography.
Aerts has a concern for replication, pattern and seriality which, it might be argued, situates an aestheticised, pregenital universe. Its permutational character is more readily explicable through a psychoanalytic reading in which the iconography of sadomasochism and the cult of the dandy can be understood as part of a broader cosmology and self-becoming. There is, to borrow from an essay title by Gilles Deleuze, a ‘coldness and cruelty’ which informs Aerts’ work, a characterisation underlined by the apparent exteriority of his monumental and sculptural forms. 
Throughout his sculptural practice, the human form – sometimes atomised, fragmented or quite literally absent (having absconded from view), is contingent to other concerns and priorities. Although some of the motifs in Aerts’ practice are distinctive, other concerns are appreciable in work by peers, including Jake and Dinos Chapman, Jeff Koons and Gilbert & George.
 In the case of Gilbert & George, their unapologetically coprophiliac imagery might suggest ‘pregenital dramas of retention, defilement, power and self-becoming’.
 The latter two concerns – those of power and self-becoming also inform the work of Michaël Aerts. 
In Refence (2009), premiered at Performa09, New York, Aerts confronted his contemporary Belgian peer, Vadim Voster (b.1979).
 The fencing match, described by one commentator as midway between ‘fencing as a sport, theatrical fencing, spectacle fencing and “mensur” or modern academic fencing’,
 saw both protagonists masked (although not for the entirety of the performance) and clothed in black, vinyl-looking uniforms and boots. Both Aerts and Voster parried and fenced against various city backdrops; from post-industrial warehouses and other liminal spaces, to well known New York tourist backdrops and skylines. Refence was a dramatic performance piece, objectifying issues of ritual, power and conflict, ostensibly enacted beyond the bounds of the sanctified gallery space. In conception, it recalls the fraternity-based German underground duelling clubs, some of which are believed to have survived into the 1950s.
 But Refence’s deliberate doubling of artistic agency and its performative choreography is a trope adopted by other contemporary artists, including Gilbert & George, Pil and Galia Kollectiv and the partnership of Tim Noble and Sue Webster. 
Other examples of Aerts’ practice share with Refence an elliptical, historic frame of reference. With the recent drawing and mixed media on paper works, ‘I am Rasputin’ and ‘Lover of the Russian Queen’ (both 2011), Aerts recalls the final stages of Russia’s decadent Romanov Dynasty and the possibly malign influence of the religious mystic and faith healer, Grigori Rasputin, who became a confidant and adviser to the Tsarina Alexandra, wife of the last Russian Tsar, Nicholas II. The sketches reference one culmination of early twentieth century absolutism whilst alluding to the popular lyrics of a hit song by Boney-M., the 1970s Eurodisco group founded by Frank Farian. Like the example of Badman cited earlier, Aerts deploys demotic and dissonant cultural referencing, combining the historically remote with the popular and more immediately accessible. 
Aerts belongs to what might be broadly termed a ‘post-conceptual’ generation – those artists born in the 1960s and 1970s for whom the legacy of modernism (both as an evaluative aesthetic theory and as a broader socio-political ordering), and the Duchampian readymade, are cultural givens. With reference to the cultural experimentation recorded by Krauss, a formative influence for a post-conceptual generation has been the legacy of the neo-avant-garde ‘de-materialisation’ of the art object which for many, underpinned the initial stages of their art world careers and their professional development.
 In this regard, Aerts’ aesthetic, like that of many of his peers, has encompassed a diverse spectrum of thematically inter-related practice, spanning graphic design, drawing, filmed performance, sculpture and installation. But regardless of the medium, his work also demonstrates a consciousness both of modernist precedent as well as the historic formality of the genre apparent through the centrality of the plinth and the obelisk. For example, the sculpture Lustwarande ’11 (2011), finished with a varnished layer of silver leaf, is part of a three piece work titled Axis Mundi. Its abstract design and configuration suggests a stylistic reference to Brancusi’s otherworldly Endless Column (1938), also part of a suite of related works with cosmological references.
The totem or monolith is a leitmotif which informs Aerts’ practice. Some of these re-appropriations are most apparent in the series of works which include The Obelisk (2007), Permanent-Irre-Levant (2008) and Misala (2009). Misala is a mixed-media obelisk, fashioned from Technic flight packing cases, sometimes used to transport musical instruments and other specialist equipment. It is an ambiguous work which fuses both the exteriority of sculpture more traditionally understood, with the expansiveness of installation. The chain-linked and highly polished black bollards circumvent the gallery floor space, suggesting constraint, fixity and anchorage. Conversely, the use of aluminium packing cases implies the migratory, the transitory and the fugitive. Misala is a work which simulates the monumental whilst simultaneously subverting the form’s gravity with metaphors of flight and escape. Misala’s stark polarity of black and silver, apparent throughout Aerts’ aesthetic, mediate ideas of contrast and affect. As the artist notes ‘black is the complete absorption of light, the darkness. Silver reflects the light completely, and also refers to the past’.

These tensions are more starkly explored with Box 2 (2007) in which a black and silver obelisk stands on top of a single vertical aluminium flight case. The obelisk’s deliberate down-scaling deflates the hubris and status typically associated with memorial civic sculpture. Instead, the obelisk is reduced to the equivalent of a cheap souvenir; mass produced, overlooked and contingent. In other pieces such as The Globes II (2005), comprising leather, polyester, wood, pigments and horsehair, the forms hang, as if in stasis, recalling the circles in the upper register of the central panel of Hieronymous Bosch’s famously enigmatic triptych, The Garden of Earthly Delights (c.1490-1510). Like Bosch, Aerts depicts recognisably human faces and body parts which extend from the surface of the globes, rendering each familiar yet spectral, and seemingly detached. The other influence in The Globes II cited by Aerts is that of the French symbolist painter and printmaker Odilon Redon (1840-1916) whose spectral and otherworldly forms anticipated Surrealist iconography.

In other works such as Our New Cultures (2008), Aerts locates the obelisk in the period of the seventeenth century and its re-discovery by Baroque artists such as Gian Lorenzo Bernini who, in 1667, erected the form in Rome, with Christian crucifixes replacing earlier symbols of paganism or polytheistic beliefs. Culturally, the obelisk – formally a tall, four-sided tapering pillar, typically of stone throughout and topped with a pyramid, has been fashioned as a signifier of power and visible hegemony. First erected in Egypt in six century BCE, it represented Ra – the Sun God and his generative powers. In more classicised contexts, the motif was regarded as the ‘axis mundi’ and ‘Tree of Life’ with similar associations of re-birth, growth and fertility – connotations amplified by its highly phallic structure.
 Following the cultural and acquisitive fashions of the Grand Tour, examples were taken from Egypt to be shipped and erected in London, Paris and New York. 

 
Aerts’ use of the commemorative form can be subversively playful as with the part-pastiche, Permanent-Irre-Levant, in which the plinth is empty, the reluctantly commemorated subject having presumably fled, leaving only discarded polyester robes on the plinth base and draping down the side of the obelisk. Permanent-Irre-Levant, simulates the temporal and the performative in which the plinth becomes an integral part of a Neo-Baroque mise-en-scène. Its calculated ambiguity derives, on the one hand, from some of the conventions of monumental sculpture (plinth, base, formality and verticality), and on the other, from the dramatic discontinuity arising from the absence of the anticipated portrait bust or statue which would conventionally adorn the top of the plinth. The absconded motif introduces late modern connotations of temporality, instability and humour – not ideas conventionally associated with sculpture.  The belief in the mutability and transience of all phenomena is a central conviction which underpins this and other sculptural works. The epic poem, Ovid’s Metamorphoses (8th CE) which situates change and transformation as universal principles, is cited by Aerts as a significant literary influence. In this context he notes:
I see everything in terms of movement. Everything is moving all the time,    that’s the main condition of evolution. Going from the micro-macro aspect, organisms, thoughts, everything is always moving in a cyclical pattern.  When something is not moving anymore, it’s death. Time works in the same way for me. I do not see time as linear but cyclic. The seasons come back every year...but always...different.
 
With the aluminium, wood, lacquer, tar and polyester work, Le Rocher Noir Fondant (2008), Aerts objectifies the processes of stasis and entropy – the slowing down and eventual cessation of all natural phenomena. Four Baroque putti take the weight of a huge rock from which streaks of tar, suggestive of blood, cover both parts of the plinth and the figures. Traditionally associated with pastoral Renaissance scenes by painters such as Sandro Botticelli and Paolo Veronese, and with decorative plasterwork, the putti are re-themed here as functional architectural elements holding up the weight of an immense rock. Its configuration and choreograph suggests a lateral transposition of various classical motifs, including the Greek myth of King Sisyphus in which the subject, consigned to the underworld, is condemned, for all eternity, to push a boulder up a hill only to see it roll back. Discussing the use of surface within his aesthetic more generally, and in relation to Le Rocher Noir Fondant specifically, Aerts observes:
The metaphor of candy is also the reason why the putti are pearl colour. I compare it a bit with some painkillers. They put a small layer around the pill which makes it easier to swallow. I deal in the same way with the aspect of aesthetics in my work.

The streaks of tar and the sculpture’s title, suggest the entropic, both as metaphor and more literally, in a geological sense, as signifying the effects of time and pressure. Le Rocher Noir Fondant also alludes to more abject themes, instanced, for example in Baroque paintings such as the decapitated head and viscera displayed in Judith Slaying Holofernes by Artemesia Gentileschi (1611-12). The blood-like stains and tears of the tar have run down the putti and dripped onto the plinth. Instead of the pristine and unmarked exteriority of marble or bronze, Le Rocher Noir Fondant, re-imagines sculpture as porous, organic and unstable – as abject.
 
Aside from its Neo-Baroque resonance, Le Rocher Noir Fondant plays across several registers. On one level, it invokes the neo-Dadaist invention and surreal humour of satirical sculptures by other contemporary artists such as Maurizio Cattelan whose installation, La Nona Ora (The Ninth Hour) (1999), represents the late Pope John Paul II as having been suddenly and inexplicably struck down by a huge meteor in the opulent surroundings of the papal apartments. In both examples, stylised representations of the human subject are cancelled out by the accidental, the inexplicable or the bizarre – a dissonant reversal of expectation. In this and other examples, conventional symbolism is re-written and inverted suggesting a more uncertain and unstable cosmology.
Either by literal inclusion, as with the totemic, hieratic and explicitly phallocentric forms of The Guardians of the Darkroom (2009), or by dramatic absences, the body and its atomisation is a recurrent motif within Aerts’ aesthetic. For example, with the sculpture, Fancy Circle (2009), miniature phalluses grow mushroom-like in small clusters like the ‘fairy rings’ which the motif evokes. In folklore, they symbolise fertility and good fortune and, according to Celtic and Scandinavian traditions, fairy rings arose from elves dancing – a more benevolent take on the idea of the Witches’ Sabbath. Fancy Circle has a glossy and smooth surface, crafted using lacquer paint on polyester, synthetic rubber and wood. Although fashioned from relatively conventional materials and with a modest circular base, its phallocentric iconography situates a different and more scatological register of concerns.
Elsewhere, other states of identity and human subjectivity are given more dramatic and explicit form. With Box 6 (Valentia) (2009) the masked profile suggests a distinctly Classical Greek and Periclean morphology. Pericles and the Athenian polis which he led and defended as its first citizen in the mid fifth century BCE, is often held to be the loadstone of western democratic and civic values. These connotations are morphed into a part profile and masked persona which suggests different forms of human subjectivity and expression. In examples such as Box5 (Minerva) – named after the Goddess of poetry, medicine and wisdom, these allusions to the Classical world are more explicit.
The content and iconography of both Box 6 (Valentia) and Ridge Ecstacy (2009) evokes the world, spectacle and practices of sadomasochism. Ridge Ecstacy (comprising lacquer paint on polyester, metal chains, studs and two collars), represents a black-clad gimp-like form encased in synthetic metal studded paraphernalia which is suspended by wires. The form’s pristine, glossy surface might be seen as a visual metaphor for the coded externality and concealments associated with sadomasochistic practice. Ambivalence, a term which has various connotations, might be applied to the iconography of these sculptures and installations. 
The suspended form of Ridge Ecstacy – arresting gravity – codes one meaning of ‘valence’ understood as a chemical term which measures opposing energy and power. ‘Ambi-valence’ signifies in one person, the co-existing of opposing emotional attitudes towards the same object. Such duality is encoded in the very meaning and practice of sadomasochism which objectifies the play of attraction and repulsion, control and submission, power and powerlessness, inflicted or self-inflicted pain. Discussing the theme of duality apparent in Ridge Ecstacy, Aerts has noted its inspiration derived from the assumed personae and concealments associated by the protagonists of S&M rituals and BDSM clubs.
 These associations are realised through a decorative sensuality, a meticulous sense of surface and an overt phallocentricity. 
The examples of work discussed here variously situate ideas of duality. There is a continual oscillation in Aerts’ aesthetic, between outward appearance and content; stasis and change; expectation and actuality. Traditional forms and registers, typically combined and collapsed within a single work, are used and then casually subverted. These concerns are reinforced through the classical motifs of the Apollonian and the Dionysian. The masked personae of the Dionysian is a recurrent idea, whilst the apparent exteriority and monumentality of Aerts’ work references Apollonian ideas of order and control.
The register and symbolism of Aerts’ aesthetic outlined surveyed here is more clearly explicable through a psychoanalytic framework which provides a context for some of these distinct attributes. The late French clinical psychologist Janine Chasseguet-Smirgel (1928-2006), has given expression to the idea of a pregenital character pathology which is realised through ritual, fantasy and the demiurgic impulse.  Although some of her theoretical insights were developed in relation to group psychology and politics, the concept of the pregenital concerned the stage of infant development before the recognition of sexual difference and its relationship with creativity. According to this reading, creating art and other instances of cultural activity are forms of symbolic displacement through which the artist externalises and re-makes his or her own world.
Ideas of exhibitionism mediated through sadism and masochism are key aspects of a pregenital universe or cosmology in which desire is realised through the collapsing of difference. For Chasseguet-Smirgel one of the historical figures best placed to illustrate the pregenital universe and its transgressive possibilities is the eponymous Marquis de Sade (1740-1814), who, within the narrative structures and choreographed sequences of his aesthetic:
...endlessly repeats the idea that Nature might be a crucible, a melting pot...in which the chemical fusion takes place...The Sadian hero identifies with her, a cruel and almighty mother, taking over the role of the originator of all creation, that of God himself.

The Sadian universe is conceived as a simulacrum of the actual one in which the artist-creator fashions a new reality in which objects, not designed to be placed together, are amalgamated in order to ‘deviate the purpose of substances, ideas and things’.
 Each Sadian character creates a virtual world ‘a universe of sacrilege’ in which ritual and ceremony are inverted and re-defined. Whilst such iconography, as with Aerts’ aesthetic, borrows from both religious and secular imagery, the latter’s meaning is subverted and replaced with assertions of masochistic and sadistic desire – desire understood as a representation of power. 

A further characteristic of a pregenital cosmology is an urge and impetus towards aestheticism arising from sublimation. This attribute is evidenced within Aerts’ aesthetic through a meticulous regard for surface, finish and presentation. The use of (Dionysian) masks or personae and an (Apollonian) mantra of control visualised through monumental structures and totemic forms, are consistent with just such an aestheticised pregenitality. Ideas of exhibitionism, fantasy and fetishism (the use and repetition of a motif such as a totem or obelisk), it might be conjectured, arise through a failure of full sublimation. One of the most typical and frequent cultural manifestations of such an aestheticism is through the construct of the ‘dandy’ – described by one critic as a tendency powerfully situated ‘between aesthetics, power and subjectivity’.

Discussing Baudelaire’s prose work The Painter of Modern Life (1863), the cultural critic and theorist Camille Paglia has described the concept of the ‘dandy’ as the ideal male persona and as the ‘epitome of personal style’.
 Such a romantic ‘cult of self’ is defined by its pretension towards a ‘new kind of aristocracy’ and by a distinctness of presentation and appearance. Paglia continues:

Baudelaire’s dandy is an Apollonian androgyne, drawing a sharp line between himself and reality. Distinction is aboveness and apartness. The self, sculpted by imperious Apollonian contour, has become an object or objet d’art.

It might be argued that the Neo-Baroque styling to aspects of Aerts’ work, the noted dualisms and the elaborate and formal configurations of his sculpture (as perhaps, Platonic embodiments of beauty), are objectified and externalised explorations of these ideas and associations. 
The cold but sensuous exteriority of Michael Aerts’ aesthetic reclaims the distinctness of late modern sculpture, but it does so through a particular cosmology which can be interpreted as having some of the psychoanalytic dimensions outlined. The ritualised architectonic forms and occasionally empty pedestals provocatively quote back society’s historic forms and symbols, but through the language and optic of desire – and a very Nietzschean self-becoming.
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