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ABSTRACT
Troughout my artistic practice I have been making large table constructions 
that are used in the setting up of artistic installations where a notion of land-
scape is present. Here the notion of the landscape can be understood as 
pictorial surreal landscapes. To me the concept of landscape table is an en-
vironment that can facilitate creativity and inventiveness in the creation of au-
tonomous artistic works. Over the years this mechanism has developed into 
working and creation methods, allowing for a range of different applications. 
In this paper, I want to elaborate on how I apply the concept of the landscape 
table in the creation of artistic installations where an interplay is present be-
tween ideas about order, framing and composition on the one hand, and on 
the other hand ideas about openness, bodily experience, fragility, temporality. 
I will reflect on how my artistic landscape tables are about the exploration 
of spacial qualities and how they also serve a concern for preservation of 
(ordinary) objects.
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Figure 1: Dealing with Ordinary Form. mixed 
media, Netwerk, centre for contemporary 
art, Aalst, Belgium, 2015.

THE TABLE AS LANDSCAPE
One of the things that particularly interests me about the table is the way it is 
perceived in space. A tabletop is held up in space at a height of approximate-
ly 70 cm, and when looking at a table we are usually presented with a nice 
overview of the tabletop. To me this overview is like having a bird’s-eye view 
of a landscape. In this way, I read the tabletop as ground level, with the pos-
sibility to dig and carve into it and construct on top of it. The tabletop, to me, 
generates the possibility to create things that have to do with the relationship 
between the two- and three-dimensional and between the horizontal and the 
vertical. This notion of the table as landscape has also inspired to make tables 
in particular scales and from materials, so that a new poetic meaning of the 
table as a mental landscape can be experienced (fig.1).

THE LANDSCAPE TABLE AS A METHOD TO INVESTIGATE 
INTERACTION OF FORM AND SPACE
By means of the landscape tables I can create interactions between form and 
space. I consider the tabletop as the surface of a miniature landscape that I 
can cut and dig in, and where I can construct and build, or lay and position 
things on. In most cases I intervene on the tabletop according to specific 
form of second-hand ordinary objects. By intervening in and on the tabletop 
I create an interaction between the space up, under and around the instal-
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Figure 2: Project Table, 300 x 150 x 82cm, 
mixed-media, 1993.

lation. Because of the specific table height and because of the scale of the 
installations there are different visual and physical ways of experiencing the 
landscape tables. In the work Project Table (fig. 2) a range of sculptural ideas 
are incorporated on a large trestle table. The trestle table has a dominant and 
monumental spatial appearance; it defines place and offers the possibility to 
create a poetic reading of my sculptural ideas. The table establishes the con-
ditions according to which I can act with the ordinary objects.

Connecting Form and Space (fig. 3) investigates the spatial possibilities of 
a particular drawing method. The drawing method under examination con-
sists of a series of physical interventions. Fragments of old mirror and glass 
from second-hand table tops - often large, heavy and fragile - were carefully 
placed on drawing paper and subsequently traced with a pencil. The over-
lapping of the tracings resulted in new formal relations, but it was not always 
possible to anticipate what the impact of the new form would be on the 
previous tracings.

A research project was set up in which a ten-metre-long drawing of partly 
overlapping tracings was used to connect to the space of my studio. It was 
laid out on worktables across the three rooms of my studio on a structure of 
hardboard sheets (fig. 4).

When cutting across the paper and the hardboard, hints of the surfaces of 
the supporting worktables became visible along with glimpses of the studio 
floor. The connection to space occurred through the formal qualities of the 
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Figure 3: Collage with fragments of different 
projects, i.a. Connecting Form and Space, 
2013.

Figure 4: Connecting Form and Space, 
studio setup, 2014.
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drawing itself. The holes functioned as frames, in the sense that there was a 
graphical quality in the perception of these fragments. A selection of tables, 
objects and sculptures present in my studio was used to compose the views 
of the different holes in the drawing, with the intention of accentuating the 
essences of their spatial and material qualities. It is again the construction of 
a landscape table that gives me the possibility to create interactions of form 
and space. The critical quality of the landscape table triggered creativity and 
inventiveness.

COMPOSITION
The landscape table concept is subject to carefully made compositions. The 
surreal artistic and abstracted landscape quality is established from there. 
The search for a specific composition takes most of the effort of making a 
landscape table, even to the degree that this search ends up in the creation of 
methods. Be it a construction method, a drawing method, a cutting method, 
a handling or a performing method. For example, the installation Dealing with 
Ordinary Form, 2015 (fig. 1 and 5). I created a setting with five landscape 
tables. The composition of the installation was achieved following a long pro-
cess of carefully looking for interesting positions by placing and re-placing the 
objects in the search for visual play between form and matter.

Figure 5: Dealing with Ordinary Form. mixed 
media installation, Netwerk, centre for 

contemporary art, Aalst, Belgium, 2015.
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TEMPORAL ENVIRONMENTS FOR CLOSE OBSERVATION
With the concept of landscape tables I create environments that invite for 
close observation. I do this by installing large-scale settings and often using 
a particular materiality for the table top and by making specific interventions 
in and on the table. Next to that I decide on specific heights of the landscape 
tables as to direct the way of looking at the table top. I want to create a glance 
over the surface of the landscape table. The landscape tables don’t function 
like ordinary plinths or stages, but function like theatre settings where specific 
visual qualities are looked for, to the point that there is a visual play going on.

FRAMING
I am interested in how constructions with planes and boards can be used 
as frames, and particularly in ‘framing’ fragments of ordinary objects in the 
search for specific qualities of form and materiality. By the act of framing I can 
create abstraction. By doing so an openness can be installed where materi-
als and objects interact in such a way that the notion of a landscape can be 
imagined.

Figure 6: Extension of Gallery Table, 
Polyspan, wood, gallery table, Brussels, 
1996. (Photo: Manfred Jade).
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Figure 7: Horizontal Cuts, mixed-media, 
67,5 x 420 x 270 cm, 1994.

I use large scale planes to frame and thus occupy space. As in the installation 
Extension of Gallery Table, (fig. 6) in which a table is placed under a large table 
structure and is made visible through a perfectly cut-out hole. The green table 
construction is used to frame the gallery table and creates a stillenss and an 
abstraction. But due to the big size of the extension the visual and material 
quality of the shipboard is accentuated. The gallery table has been turned into 
a landscape table.

DEFINING A SPACE
By means of the landscape table method I can engage towards spactial con-
texts and define space. Like in the installation Green Shine (fig. 7) for the cy-
lindrical space of the M HKA in Antwerp. It’s a space with a panoramic quality. 
I created a slightly inclined disc that looked in a way like a big inclined table 
top, fitting almost the entire room.

The disc defined the spatiality of that space in part thanks to the distinct 
qualities of the chipboard. When visitors walked around the disc, the tonal-
ities of the green chipboard and the reflections of the light caused by a top 
layer of raisin on the boards gave the work the impression of a landscape. 
The ‘infinite’ curved wall of the room was articulated by walking so close to it. 
Visitors felt compelled to step up onto the lower side of the disc, perhaps by 
an urge to make it part of their existence. I defined the space of that cylindrical 
room by taking it up with a form and a material that interact with the room 
and with the visitors.
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FROM THE TWO-DIMENSIONAL TO THE THREE-DIMENSIONAL (AND 
BACK)
One of the ways I create a landscape quality with my installations is by looking 
for a specific relationship between the two- and three-dimensional space, 
e.g., letting the two-dimensional fit into an aspect of the three-dimensional 
and vice versa.

I use the two-dimensional as a frame to highlight material and graphical 
qualities in an object. In this way, I’m exploring formal but ordinary qualities 
of objects so that a new understanding can surface, As in the installation 
Horizontal Cuts (fig 8). Cheap furniture, cut into halves, is incorporated into 
wooden boards, in such a way that the sections fit the surface of the boards. 
Because of the visual relationship to the two-dimensional plane, the sections 
appear graphical, and at the same time one can see the inside space of the 
furniture parts, where the materiality is put into focus. It looks like an archeo-
logical site where foundations of old buildings are investigated.

THE TABLE TOP AS A CUT THROUGH SPACE
The table top of the landscape tables is mostly made of (ply-) wood, and pos-
sess always the thickness of the plywood sheet. There is never a supporting 
frame around it. By doing so the table top looks like a thin disk or plane float-

Figure 8: Green Shine, M HKA, Antwerp, 
2002. (Photo: Jan Kempenaers).
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ing in space. The table top feels light, and there is a clear distinction between 
bottom and above of the table top. I create table tops that look like a plane 
cutting through space (fig. 9). In this way the articulated plane defines a bor-
der in relation to up-under, in-out, covered-uncovered, material-immaterial.

SPACE-TIME EXPERIENCE
An experience of time is often present in my installations with landscape ta-
bles because of my interest in making spatial constructions that are too big to 
observe in a single glance. It is not so that I intentionally seek to make time-re-
lated work. This aspect is something that arises from my interest in occupying 
space. ‘To walk around, to approach, and to stare at details asks for duration, 
a time aspect that raises the (two-dimensional) sculpture.’

In the book Installation Art, Claire Bishop mentions Michael Fried, who 
says the following on the experience of space and time in the works of Amer-
ican Minimalist Art in the seventies:

Fried argued that because Minimalist art shared its space and time with 
that of viewers (rather than transporting them to another ‘world’), it was more 
akin to theatre than to sculpture. [...] His argument hinges on the idea of tem-
porality: rather than existing in a transcendent time and place (signalled by a 
plinth or frame), minimalist sculpture responds to its environments. The expe-
rience of viewing it is therefore marked by ‘duration’ (like theatre), because it 
directly solicits the viewer’s presence.

Figure 9: My Double Working Table, wood 
and paraffin, 1992.
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EMBODIMENT
With a similar interest in the experience of the work of art, I conceived the 
installation Water Tables, in Wattou (fig. 10). The fact that visitors could be 
physically surrounded by the two table structures due to the imposing scale, 
and that there was a sense of closeness to the materiality of the work due to 
the narrow corridor, made that their perception was almost completely pre-
occupied with the impact of (light) reflections and specific sounds. Depending 
on when and from where one looks at the installation, the experience was 
different.

THE LANDSCAPE TABLE AS REPRESENTATION METHOD FOR 
ARCHITECTURE
When the Faculty of Architecture of the KU Leuven asked me to co-curate 
an exhibition on the Flemish modernist architect Eugeen Liebaut, I saw the 
opportunity to use the landscape table concept (or a variation of the concept) 
as a representation method for architectural models.

Figure 10: Water Tables, Watou, 2002. 
(photo: Dirk Pauwels).
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I designed a particular landscape table for 15 models on scale 1/20 of his ar-
chitectural designs for houses and villas made by the students of the second 
bachelor in architecture.

By means of the landscape table concept I introduced a specific space-
time experience in the way of looking at and experiencing the architectural 
models. I came up with the idea of a landscape table in the form of a street, 
where one can walk from the front to the back of the installation, as if one was 
walking in front of or behind a row of houses. I wanted to create a walk in the 
form of a stroll around the block.

A unifying dark green tone for the ground level was essential for the setup. 
This abstraction of the ground level created the feeling of a landscape table 
with an artistic surreal landscape feeling to it. Next to that, all the models had 
to be white as to create a contrast with the dark green tone of the ground 
level. In this way, a pictorial quality was created. I also raised the table top 
slightly so that the big models would be closer to the visitors and the details 
could be better looked at. At the same time, there was a fragility present in 
the whole construction, that echoed in the fragile white cardboard models. 
(fig. 11 and 12).

CONCLUSION
In this paper, I analysed and reflected on how the subject of the landscape 

Figure 11: Eugeen Liebaut, a Master, 
exhibition view at Sint-Lucas, Faculty of 

Architecture, campus Brussels, KU Leuven, 
2017.
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Figure 12: Eugeen Liebaut, a Master, 
exhibition view at Sint-Lucas, Faculty of 
Architecture, campus Brussels, KU Leuven, 
2017.

table is part of my artistic practice. I identified how the concept of the land-
scape table is a method for creating artistic sculptural installations and I ex-
plained how I generate new working methods with this concept. I therefor 
call these installations environments that can facilitate creativity and inven-
tiveness. I pointed out the specific qualities of the working methods and I 
explained how the landscape table concept was effective in the creation of a 
original representation form for architecture models.
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