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These are the words that triggered in me, instantly, a great 
curiosity and desire to explore this hybrid land between 
design and sculpture, which Belgian artist Arnaud Eubelen 
proposes in his Refurbished Models project as a true man-
tra. An archetype between art and life, between the citizen 
and the inhabitant, where materials and objects, deprived 
of their dignity, get a second chance to experience a new 
metamorphosis and a new destination. 

Observing Arnaud's works, we enter a world that is as 
complex as paradoxically simple. A post–modern climate, 
with hybrid connotations, draws from many different con-
taminations. An aesthetic poised between the usual and the 
unusual that becomes fantastic at times. Normal state to 
which we feel we belong. Immersed in an environment from 
which we shy away, as if in a pleasant ambiguity devoid of 
boundaries and formal reassurances.

I have had the pleasure of immersing myself and sur-
prising myself in dealing with thoughts, which I will now 
expound, arising from the artistic operation of Arnaud and 
his Refurbished Models.

The thought arises from the plastic and solid form of 
materials; it invests life and objects by offering them a new 
constitution through a reflection or a gesture, an action or 
an ambition: all those things that give a context to what 
we are observing, and which are put into action during the 
artistic work of creation and hybridisation.

Refurbished Models evoked in me a reference to the 
plates drawn by Katsuhiro Ōtomo in his famous Akira 
(1988). This is not so much for the profoundly different cul-
tural context as for the allusion to a post–apocalyptic world 
that does nothing but search for itself in a new expansionist 

form. Often trite, shabby, are degrading, it is futuristic, 
complex, full of social tensions and with fascinating and 
seductive imagery. The past materials are not forgotten 
but reworked, enhanced, sublimated, and innovated. We 
find ourselves, metaphorically speaking, in front of a sort 
of Neo–Brussels, a fundamental European crossroads and 
essential heart of numerous cultural, historical, and social 
realities, characterised by a particular atmosphere in which 
Arnaud Eubelen elaborates and researches in his artistic 
practice the total hybridisation between design and sculp-
ture, influenced by a significant industrial past.

In the artist's opening words, I find the dialogical in-
terstice between inside and outside, between the living 
room and the street. His artistic practice breaks down the 
meaningful and physical boundary between danger and 
intimacy, between us and others, and between the collective 
and the private. This makes the Belgian artist an undisputed 
protagonist of his time and an active citizen who survives 
the murky stagnation of civil immobility.

Precisely for these reasons, the operation carried out 
by the artist brings with it numerous reflections, many of 
a historical nature, others linked to the sphere of plastic 
and visual arts, orbiting around the world of design and 
urban regeneration. Allegorically, his final work is consol-
idated through an exploratory phase similar to alchemical 
transmutation. By reworking discarded, abandoned, deteri-
orated and unusable materials to the point of mere rubbish, 
a redevelopment of the object is activated through a new 
form and destination, which the artist weaves through a 
close link with the territory. A circle of perpetual reworking 
pushes the artist to multiple and never–predictable paths. 

"I want to bring the atmosphere of these streets 
into the living room to reconnect with a material
and social reality that is often forgotten and that 

tends to radically metamorphose".

Arnaud Eubelen
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It is interesting to analyse the relationship between chem-
istry and science, which saw its gestation in Germany in the 
first half of the 20th century. It was an integration that took 
place in a very intimate and particular way, destined to upset 
the world of industry and science. This union generated a 
remarkable fact: the industrial synthesis of indigo. Indigo 
is a dye of vegetable origin from India that was the focus of 
numerous studies by famous chemists. Taking a step back, 
after multiple attempts and experiments, synthetic indigo 
was launched on the market in 1897, a colour no longer of 
plant origin but with a synthesised chemical structure. This 
event is still regarded as one of the most important today, 
sanctioning the beginning of replacing natural substances 
with synthetic products.

A well–known example was synthetic indigo for the 
famous blue jeans of the early 20th century. On 11 Sep-
tember 1912, at the 8th International Conference on Ap-
plied Chemistry in New York, Giacomo Ciamician, a well–
known Austrian chemist, was invited to discuss the future 
of 20th–century chemistry research. On this occasion, the 
'photochemistry of the future' was concerned, a practice 
involving the chemical emulation of natural processes, in 
this case, that of plants. Chemists were thus called upon 
to find a way to learn how to perform photosynthesis in 
the laboratory and then use it on an industrial scale as an 
unlimited source of energy.

It is here that the allegorical–alchemical character of Ar-
naud Eubelen's practice emerges. The formal and practical 
reactivation that he performs in recovering what is defined 
as 'urban rubbish' activates a reflexive cycle on the wasted 
potential of raw materials, which, as he demonstrates, 
are abundant – if not infinite. The artist starts a 'chemical' 
operation of synthesising materials like natural elements. 
Even if we speak allegorically, his ability lies precisely in 
this: to look beyond formal conventions and go beyond the 
sight of mere nauseating and degrading objects, investing 
them with a renewed auspiciousness and recognising their 
extraordinary nature.

Even more interesting is the ability to be able to move 
along the drifts of reason, to change one's point of view, to 
observe from another perspective and to find new insights. I 
again find it interesting to compare Arnaud's work with that 
of the American Donna Haraway, the leading philosopher 
of cyborg theory. In her famous work Chthulucene, the 
writer talks about the future of the human race, which has 
irreparably altered the balance of planet Earth by ceasing 
to be the centre of the world. In the midst of a worldwide 
ecological crisis, the philosopher hypothesises what pos-
sible relationships need to be restored in a timely manner: 
not only the relationships between humans but also the 
connections between all the species that inhabit our planet. 
Through imaginative language, she hypothesises hybrid 
organisms capable of surviving and adapting to a territory 
that is now profoundly changed.

In her writing, Donna Haraway reminds us that 'everything 
is interconnected, everything is contaminated, everything 
affects us'. Arnaud Eubelen, in addition to this, makes 
multiple connections by bringing to life the materials that 
man has created and to which we, paradoxically, attribute 
the cause of our evil almost as if this consideration could 
absolve us. He weaves a personal bond with his own terri-
tory, which expands, thanks to his work, to an ever wider 
collective sharing. With a certain love, he is aware of the 

expansion of his work, thus rising to practice between art 
and life and no longer to 'mere' and only design.

However, picking up the reins of our discourse, we could 
also mention the famous event of 1935 in which we arrived 
at the synthesis of a material that revolutionised everything: 
nylon. In just a few years, it became the object of large–scale 
industrial production, making a formidable contribution 
to a new phase of a western society founded on mass con-
sumption. The culture of materials is a subject that concerns 
us, and Arnaud's poetics is fully aware of this. Plastics, 
metals, and glass, gleaming or patinated by time and the 
weather and filth of the street, no longer decorate hangars 
and industrial aisles but art galleries and contemporary 
living spaces. A new life and a new form, echoes of an era 
characterised by consumerism, are recalibrated with their 
own ambiguities and difficulties.

And from this illusion, Refurbished Models becomes a 
concrete attempt to break down the ideological boundaries 
between consumer objects and their function. A struggle 
and an antithesis against the paradoxical nemesis of mass 
consumption.

This also leads us to recall the words of philosopher 
Byung–Chul Han. Paraphrasing Sartre's theory of obscenity, 
Being and Nothingness – 1945, he applies it to the social 
body, its processes and movements, stripped of all narra-
tivity and meaning. An obscene massification arises in the 
proliferation devoid of any form of meaning that, due to 
hyper–creativity, hyper–production and hyper–communi-
cation, rush beyond their purpose, leading us to sterility 
(Byung– Chul Han – La società della trasparenza. Ed. Notte-
tempo). Byung–Chul Han speaks of a real 'acceleration' that 
is beyond his own will. Paradoxically, Arnaud attempts 
to reweave this lost sense by getting his hands dirty by 
malleating plastics and metals. He seems to search and 
pause, giving a concrete stop to mechanical–industrial 
hyper–production in order to return to a more spiritual, 
simpler and more sincere craftsmanship.
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It is interesting to emphasise further references elicited 
by the works of Arnaud Eubelen. 

A work by Vladimir Tatlin, entitled The Bottle (1913), 
is characterised by a figurative style, recognisable in the 
forms that make up its structure. However, most of the 
assemblages that Tatlin composed during this period ac-
tually favoured the confrontation of forms, materials and 
colours, appealing less to abstraction and more to physical 
concreteness. The materials they are made of (tin, alumin-
ium, copper, zinc, wood) evoke the universe of the factory 
rather than that of an artist's studio. 

Tatlin's metal structures magnify the native energy of 
matter and glorify the culture of materials, a culture that 
the Russian territories began to promote at that time. By the 
20th century, material and form were now considered two 
relatively independent entities. Tarabukin, following the 
Aristotelian model, stated: 'It is the material that dictates 
form to the artist and not the other way around'. Wood, iron, 
glass, etc., determine different constraints. Consequently, 
the material determines the constructive organisation of 
the object'.

It is precisely from this reflection that we note the poetics 
intrinsic to Arnaud's works, which retrieves objects from a 
multitude of different places and elaborates his creations by 
letting the randomness of the materials he retrieves guide 
him as a first approach. 

Following Tarabukin's theories, there were many who 
supported similar theories and addressed the world, pro-
claiming: 'To the factory! Where the unprecedented step-
ping stone is being prepared that will enable man to make 
the leap into the universal culture. This path is called CON-
STRUCTIVISM'. 

It repudiates the very autonomy of art. It leaps to a col-
lective duty of man. Arnaud's practice seems to me to fit 
exactly halfway between these theories. A sort of function-
alism and concrete practicalism that finds in the exaltation 
of materials the union between the 'aristocratic' and the 
'industrial' without, however, abandoning an aesthetic, 
albeit hybrid, of visual and experimental pleasure.

We are faced with the so–called 'cult of waste' and the 
objet trouvé. They also found their gestation in this first part 
of the 20th century, when Charles Baudelaire and Walter 
Benjamin highlighted the metaphorical character of the 
emblematic role of the artist, behind which would tran-
spire the symbiosis of a poet who dwells on the rejection 
of society to find his own heroic subject.

Arnaud Eubelen possesses the skills of simplicity, walk-
ing, exploration and great creativity. He scours, searches, 
runs, and risks with his bicycle, along the streets of the 
neighbourhoods of Molenbeek, Anderlecht and beyond, 
in search of objects that connect him to his own social 
reality, often now forgotten. Arnaud Eubelen holds the 
potential of a young man who has woven with his territory 
a deep and intimate relationship in which he has been able 
to assemble his own identity.


