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Heaven and Earth, one of the works closing this
volume, was created for the Middelheim Museum in the
spring of 2018. As Adrien Tirtiaux describes himself in this
publication, it was commissioned as part of Experience
Traps, an exhibition based on the Baroque history of the
city of Antwerp. To test the contemporary relevance of
that heritage, Adrien created a monumental concrete,
steel, and earth sculpture. A central ring pulls the gaze
towards the sky in reference to baroque (dome) architecture; referring equally to the era’s dawning realisation
that Copernicus might have been on to something with
his suggestion that the earth revolves around the sun.
Since the work has been here in the museum, a lot
has been said about it by visitors, by the press, by museum
staff, by the friends of the museum and by consulting experts. These conversations were often enthusiastic, sometimes hesitant, and on other occasions, heated. Some were
hyper-rational, while others vented a simple gut feeling.
Taking stock, we decided to search for a way to keep the
work here after the exhibition’s end. But upon making that
decision, we found ourselves suddenly caught off-guard
— staring at a blind spot. What had we been talking about
for all these months? What was this work actually about?
What did it consist of? And consequently, where should
it be found by future generations of museum visitors?
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connect us with 16th century exaltation, can now be read
as a gate to the next juncture in thinking about concept
and form. Through his sculptural act, he engages our sensory perception beyond looking, and our interpretation
beyond language. So, it is a non-verbal understanding,
very different from the rational exchange that characterises architectural problem solving. Similar to puncturing
institutional praxis to let in harsh daylight — something
he has done before, consider works as The Himmel Uber
Wien, 2009 (Wien Museum, Vienna) or Ciel de Lille, 2017
(Artconnexion, Lille) — Heaven and Earth is also a hole in
our thinking.
Strangely, this augments the urgency of the object
in itself. Its autonomy contradicts the relativity of the
status the artist grants it, making the sense of loss real
when it does decay. What we are left with is precisely this:
the need to constantly re-evaluate our respective stances
on content and form, leaving them again on behalf of a
social construction, a negotiation; to be content for a
while before dissatisfied again. We will have to continuously re-assess what we want from objects, how we want
to live with them and how we value them.
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