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Foreword 

 

I imagine that most people think that university professor’s work must be monotonous, 

competitiveness deprived and with imprecise challenges besides those related to teaching. 

At least, in my way of looking at things, this is a perception far from the truth. When and if 

we want it, this profession can be rich in experiences, because it is full of varied, interesting, and 

even extraordinary people. From that point of view, I am a privileged person. I have had students 

who come from all corners of the world, with skills that go far beyond their training specialties and 

willing to accept challenges outside the traditional norm.  

This is the case with Nevena Tatovic and Md Shajjad Hossain. Nevena is a landscape 

architect who was able to discuss, in a brilliant master's thesis, the cultural heritage value of silence 

and Shajjad is about to finish a PhD, in which he develops completely innovative methods of 

analyzing the heritage of a territory. They came together to edit this work, which is a moment of 

special quality and a proof of what is the creative and often disruptive environment of a university.  

Both know how to draw, both know how to “look” and both believe, like me, that drawing is 

a way of deepening knowledge and reflection on an object, a territory or a human being. From 

conversations between us and from the competence and innovative capacity of both Nevena and 

Shajjad, this work was born. Its starting point was a meeting that both organized. This work had an 

experimental side at its base that I really like. Indeed, a conclusion seems to emerge from these 

pages: drawings start out as work and then evolve to ways of looking and knowing. This is how a 

topic apparently outside a university program becomes important. 

Reading this work, relishing and appreciating the drawings and acknowledging the reasons 

and explanations behind it from its authors is a special pleasure. I hope the reader will enjoy and 

learn as much as I do.  

Congratulations to Nevena and Shajjad and a very special thank you to the other authors. 

Good work! 

 

Filipe Themudo Barata 
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INTRODUCTION: Drawing Heritage(s) 

Nevena Tatovic and Md Shajjad Hossain 

 
“In order to make an image come alive, one must be totally within it.”  

(Sullivan & Treib 2008, 132) 

Since the beginning of times and prehistoric art, mankind turned to drawing over and over 

again to document and articulate its understanding of the world. Once considered a purely technical 

skill that was a prerequisite for other forms of art, painting and sculpture in particular, lately we’ve 

witnessed the resurgence of drawing far beyond contemporary artistic practice. Expanding into the 

fields of cognitive sciences, scientific illustration, visual anthropology and design, drawing 

encounters its definition in a variety of formulations today, often rising at the intersection of the 

disciplines (Kovats 2014, Wasserman 2013, Harty 2012, Ingold 2011, Jacobs 1991). 

Stating of the cognition, an important milestone of the 20th century in the theory of visual 

perception, especially in urban environment and city landscape, is Kevin Lynch's literature in 

urbanism. His thoughts are centred upon morphological elements of the city, imageability and 

creation of its cognitive maps (Lynch 2005). The other milestone concerning our current discourse 

is “Urban Sketchers”, a movement that connects the “act of drawing” and the “concept of 

phenomenology”. The movement started in 2007 on Flickr and has been increasingly popular since 

then, proven by local regional chapters in different countries. All the groups worldwide follow the 

same manifesto of the global group which focuses on “drawing on location - capturing from direct 

observation - exercise artistic, educational and historical value of location drawing” (USk 2020; 

Bromwich 2018). During an urban sketching session, something typically becomes the subject of 

drawing which plays a role to the “imageability” of the city (and of any other place). This may 

particularly be applied to the somatic elements (landmarks, nodes, paths etc.) of Lynch’s work but 

his theory was actually between visual and tactile experience. Interestingly, urban sketchers cover 

both. Maria Popczyk (2015) draws upon the perspective of phenomenology (of architecture and 

city) of Norbert‑Schulz and Juhani Pallasmaa to support the idea that perceptual image and genius 

loci of a place are two branches of the same tree. Capturing both branches during in-situ drawing 

is practised across disciplines. 

Drawing is an element regularly featured in the ethnographers’ field work journals and its 

application is deeply rooted in the research practice of anthropologists – as a way for obtaining 

knowledge which is otherwise “inaccessible verbally and photographically“ (Pink 2004, 7; Kuschnir 

2016, 2011). In that sense, drawing is especially valuable for ethnographers. It shows not only the 
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drawn, but reveals the internal world of the informants, their emotions, experiences and interactions 

with the world (Pink 2004, 6 - 7).  

Beyond the realm of observation and visual documentation, much of the drawing is 

underlined by “the intimacy… between the drawer and the drawn” (Taussig 2011, 22). Drawing is, 

invariably, about relatedness, imbued with immersive experience and perpetually evolving through 

time, which also makes it superior, and far more valuable record, to a photograph (Berger 2005, 

70). Bailey (1982) respectively explains the drawer as a phenomenologist and drawing as a specific 

“means an individual finds for ordering and uncovering his perception of the world” (19).  It is an 

artists’ endeavour to tell their special way of “being-in-the world” (Merleau-Ponty 2012) and at the 

same time, to “make visible how the world touches us” (Merleau–Ponty 1969, 283). Drawing, 

hence, emerges as a way of knowing the world, through artists’ complex experience that unfolds 

between the visible and the invisible, the inside and the outside (Merleau-Ponty 1969). Such 

interpretations particularly resonate with philosophical inquiries which make place for consideration 

of drawing as an experiential process, in relation to the “lived experience” (Merleau-Ponty 2012, 

Dewey 1934, Bailey 1982).   

In this relationship, landscape and place stand as an indispensable link. The 

phenomenological explorations of place and space call attention to examining drawing in the 

context of the very “object” or “scene” of drawing, for it is the particularities of the place and space 

that guide our way of thinking, as well as our memories and emotions (Ashton 2014, Bachelard 

1994). Drawing in situ works as an exceptionally effective illustration for this. At the same time, an 

act and an activity, the experience of drawing at one specific place allows the drawer to record, 

elucidate and convey the momentary relational experience of their surroundings. Arising amidst 

profound perceptual absorption in landscape, the experience exceeds the mere gazing to envelope 

mind, body and all the senses (Hawkins 2012) - to the point where the boundaries of the internal 

and the external blend and the person doing the drawing becomes what they are drawing (Merleau-

Ponty 1969, Berger 2005). As a bridge from experiencing to describing the encounter itself, echoing 

in what is seen the past and the future of the present, drawing inexplicably welds the spatiality and 

temporality, “… for drawing is always a process, a process that seeks to hold in this image the 

depth from which it has risen, the tissue of its making and the texture of its continuing possibilities, 

the directional thrust of its meaningfulness, the opening up of that oneiric space which not only 

shapes it but is its shaping.” (Bailey 1982, 223). 

In our own work, and over time, drawing has become an integral element of our 

professional practice, leading one from painting and landscape architecture to study of landscape, 

and guiding another from architecture to urban sketching and mapping studies. Though undeniably 

and fundamentally subjective, such practice also emerged as a special way of relating and a 

medium vital for our research in the fields of landscape and heritage. Led by suchlike interests, 

we’ve envisaged this publication to explore drawing in a joint perspective of these equally important, 

yet somewhat elusive concepts. Two points, however, should be emphasized from the very 
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beginning. First, in addressing “heritage(s)”, we recognize the ambiguous plurality of heritage 

values and their definitions (Smith & Campbell 2018, Smith 2014, Munjeri 2004), opting for the 

approach shared by Smith (2006), “all heritage is intangible, as it is the processes of meaning 

making that occur as heritage places or events are identified, defined, managed, exhibited and 

visited or watched” (as cited in Smith 2014, 140). Second, though they might permeate the pages 

ahead, the purpose of this publication is not to dwell on the ever-present entwining of heritage and 

landscape. The goal is rather to explore the ways in which drawing could be implemented 

methodologically to support and enhance these areas of study. In doing so, we acknowledge 

Ingold’s view of drawing “not just as a means to illustrate an otherwise written text, but as an 

inscriptive practice in its own right, and of the lines of drawing as weaving the very text and texture 

of our work” (Ingold 2011, 2).  

With this purpose, the “Drawing Heritage(s)” is intentionally conceptualized as 

interdisciplinary. To provide an array of perspectives on methodological as well as theoretical 

aspects, we’ve collected contributions from established and emerging academics, as well as artists 

and professionals from different disciplines. The essays from the pen of the invited authors 

constitute the first section of the publication. The second part reveals the works produced in the 

drawing in situ experience, which took place in the setting of the selected landscape of recognised 

heritage status. 

In the opening essay, which derives from his keynote address, Duncan Bullen brings 

together practices of mindful drawing and mindful meditation in a proposal for an “experiential, 

subjective based” methodology. Reflecting on his recent research and practice based on the 

approach of “breath drawings”, he ponders how artistic research can be a form of “embodied, 

situated knowledge”. In a perspective built on the work of phenomenology, and especially John 

Dewey’s, he reiterates that art is in the experience, rather than in artwork as a product. Thereby, 

his work illustrates how in situ drawing can surpass the keen observation and recording of the 

environment and the atmosphere to unveil a qualitative dimension of experience at a visceral level. 

Based on the evolution of his sketching series set in the landscape of Lake Garda, Mário 

Linhares shows drawing as a way of capturing and understanding intrinsic relationship one 

develops with their surroundings. Demonstrating the potential of drawing to frame the experience 

of immense territory, he came to develop his own, “intimate” dialogue with the landscape. In doing 

so, identifying and engaging sensorially with the two sides of the mountain, he found through 

drawing a personal metaphor behind the “inner mountain”, a duality in himself.  

Architects and urban sketchers Pedro Alves and Pedro Loureiro examine drawing through 

the prism of the “fading” practice of hand sketching in architectural and urban design. For them, 

drawing is a two-way process with a capacity to convey the atmosphere and liveability of a designed 

space. Furthermore, with time as a key factor underlining the drawing process, it is a means to 

“observe, interpret and reinvent”, a certain art form that is not merely a universal description of time 
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and place, but also attached with connotation of personalized evaluation and deciphering. As a 

continuous intermingling of the artist and the reality, it also facilitates emotional understanding 

between the sketcher and the viewer and applies to landscape both in macro and micro scale.   

In a departure from the drawing practice as such, Ana María Moya Pellitero builds her 

insights on the phenomenology in an approach to the mapping of somatic urban landscape. 

Presenting results of her community-based heritage project in Lisbon, she works with memories of 

place and sound to explain cartography of emotions, translating sensorial experiences into artistic 

language. As a tool that ultimately captures continuous redefinition of urban identities, both in 

personal and collective perspective, these subjective narratives build up to enact “intangible world 

of sensorial engagements, intimate responses, sensations, emotions, and affects”. 

Making a point on “intergraphicity”, Manuel João Ramos ponders drawing as an “inducer 

of mental imagery” and “a revival and a reshuffling of collective values and shared memories”. 

Discussing complex conceptualizations of heritage and its dualities on the grounds of premeditation 

and selection, his observations fall on the points that could be farther reassessed in approaching 

the research theme. In particular, he questions the relevance of intentionality for “drawing heritage” 

concluding, “the way we go about understanding (and sharing) the heritage value of an observed 

and experienced landscape through drawing it is by, consciously or not, keeping alive in our mind 

such questions as: what in that landscape do we prefer to focus on, and what do we leave out, and 

why”. 

Closing the volume, Filipa Pontes highlights drawing as “a subjective language”, one which 

transcends the realm of visual to encapsulate the sense of place, both through emotional and 

sensorial engagement of the artist. With her practice as a medium between the artist and the public, 

she interprets drawing as a conceptual and self-reflective tool to capture and negotiate ever 

changing meanings and realities of places and cultures she encounters in her life as a nomad. 

Relying on the concept of autoethnography, she interweaves drawing process with “memory, self-

reflection and imagination” to present a personal, reflexive enquiry of place, as “landscape viewed 

from within”. 

Taken together, the featured essays illuminate the intricacies involved in the application of 

drawing in the study of heritage and landscape. At the same time, they highlight a complexity of 

the task set with the “drawing heritage(s)” theme. We must, therefore, acknowledge that there are 

some inevitable absences in this publication. Such gaps demonstrate a need to revise relevant 

research points and questions, in order to ensure more diversified outlooks in the future. Hopefully, 

this volume is the first step in that direction, fostering further debate and collaborative exchange for 

scholars and professionals of different backgrounds, who find in drawing a tool to better grasp the 

relationship with our heritages and with the places and landscapes we inhabit. 
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Being Resident: Gordon House 2018-2019 

Duncan Bullen 

School of Art, University of Brighton 
Grand Parade, Brighton, BN2 0JY. UK 

 

 
Abstract 

This chapter, focuses on a body of practice-based research called Breath Drawings made 

during three residential visits to Gordon House, Margate, UK. These visits took place between May 

2018 and November 2019. Culminating in an exhibition called Returning Now (November-

December 2019).  

 

I will discuss the experience of drawing in situ as being resident. I describe a drawing 

practice which allows an experience of the physicality of place not as something we observe and 

record with a detached eye, but rather something we live in, something we inhabit as developing a 

visceral relationship to the world. By this I mean, how the act of drawing on location, through a non-

representational, repetitive, tactile process allowed me to make manifest specifics of a domestic 

space in the process of transition. In tandem, this investigation enquired into a comparative 

relationship between mediation and mindfully drawing which enabled me to begin to configure, 

make sense and communicate my experience of drawing as an embodied activity.  

 

In doing so an attempt is made to weave together different discourses, through a 

methodology that is essentially phenomenological, yet draws explicitly from the pragmatism of John 

Dewey. Underpinning this, I will situate my artistic research in the context of an embodied and 

phenomenological enquiry, as an experiential, subjective based methodology. I put forward a case 

that artistic research can be a form of knowledge that is situated and embodied (Dewey 1934/2005, 

Johnson 2007, 2010, Shusterman 2000, 2008, Jacob 2018). 

 

Keywords 

 drawing, place, mindfulness, phenomenology, somaethetics 
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The importance of Space and Place 

In May 2015 I began to make a set of drawings as part of a project to document an area close 

to the University of Brighton earmarked for demolition and redevelopment, as part of a plan to cater 

better for future educational needs (Bullen et al 2018, Bullen 2019). This project challenged me in 

ways I wasn't initially expecting and it led directly to an invitation to be an artist-in-residence at 

Gordon House (2018). Gordon House is a Grade II listed Georgian building in Kent, on the south-

east coast of England. It is the home to the artist Dr Lucy Lyons and her family. The property was 

purchased in 2018, after a day trip to this seaside town. Lucy set about to create a domestic space 

which would generously host artists as residents and develop spaces for exhibition, performance, 

film and theatre. Since its purchase, the house has undergone significant and extensive restoration, 

yet is still in a state of flux and transition. Indeed, it is Lucy’s ambition that those who come to stay 

at Gordon House, help shape what it is to become. 

When I visited Lucy's home, I was confronted with an array of surfaces and interior alterations 

that were specific and peculiar to past occupants' choices of decor. Upon arrival I began a set of 

drawings which directly employed an embryonic process begun at Circus Street. This process 

involved making drawings by placing the paper onto the irregular internal surfaces of the house, 

and with the aid of a ruler, I would attempt to draw straight lines, with each line being drawn 

concurrent with my in-breath and realigning for the next line on my out-breath. Accuracy, 

measurement and straightness was an impossibility due to the uneven, irregular, and rough floors 

and walls on which the paper was being placed. This methodology was developed to: 

• make manifest the surface of the specific space and place through non-representational 

drawing  

• enquire into the relationship between the physicality of manual drawing and lived 

experience 

• investigate a simultaneous, comparative relationship between meditation and mindfully 

drawing and what this might tell us about an artists' working process, personally situated 

knowledge and the externalising of new insights. 

 

As an artist-researcher, my approach is experiential, which aims to connect self and the 

location, through embodied making. It is essentially phenomenological with a pragmatic orientation, 

augmented by Zen Buddhism (Kasulis1981) and secular mindfulness (Kabat-Zinn 1990, Langer 

1989). In this case, I ask how the fundamental act of drawing, the action, the movement of the line 

across a surface cannot be separated from the maker and location or to put it another way - the 

doing cannot be detached from the being and the environment. Each element folds into one another 

and blends in such a way as to include all aspects, drawing and drawer, drawing and place, as well 
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as a felt qualitative sense through a continuous interacting with method, materials and 

surroundings.  

 

Making Experience 

Before further discussing the drawings, I would first like to situate this research within a 

framework of an experiential understanding of art articulated by the American pragmatist 

philosopher, behavioural psychologist, and educational reformer John Dewey and contemporary 

writers (Jacob 2018, Johnson, 2008, 2011, 2018, Shusterman 2000, 2008) who interpret Dewey. 

Comparable to the philosophy of Maurice Merleau-Ponty and Martin Heidegger, Dewey's 'argument 

is mostly phenomenological, focusing our attention on our felt encounter with an artwork (Johnson 

2018, p.234). Yet, unlike Merleau-Ponty and Heidegger, I suggest, that Dewey has been 

overlooked in writing on contemporary drawing practices which position drawing as 

phenomenology. Building on my previous account of practising presence (Bullen 2019) I outline 

here why Dewey provides this practice-based researcher a way of doing research, which puts 

embodied, experiential and qualitative dimension at the heart of the enquiry.  

At the very beginning of ‘Art as Experience’, Dewey makes clear that for him art is not 

something set ‘apart from human experience’ rather, ‘the actual work of art is what the product 

does with and in experience’ (Dewey, 1934/2005, p.1). By positing art as experience, Dewey is not 

suggesting a rarefied, disinterested form of aesthetic experience, which stems from Kant and 

permutates much of Western theorizing on art. Dewey’s argument rather proposes that once 

bestowed a particular status, art ‘becomes isolated from the human condition under which it was 

brought into being and from the human consequences it engenders in actual life-experience 

(Dewey, 1934/2005, p.1). Dewey’s philosophical orientation can be read as ‘a sustained argument 

against a larger Western tradition that viewed the intellectual and spiritual dimensions of human 

nature as metaphysically separate from, and elevated above, the historical world of physical 

causation and contingency’ (Haskins, 2004, p.103). Dewey's philosophical outlook rejected the 

dualisms and separating of experience into disconnected types that have characterised Western 

thinking, such as; subject and object, mind and body, thought and sensory perception, vision and 

touch, etc.  Dewey 'never divided theory from practice' (Jacob 2018, p. 2), and reasonably, he 

advocated that artists do their thinking with the media in which they work in which 'the terms lie 

close to the object that he is producing that they merge directly into it' (Dewey 1934/2005, p.14-

15). This view can be read as good news for artists who are engaged in artistic research. Building 

on and construing Dewey, Johnson makes a persuasive case for embodied knowing as it offers a 

route to research through art. According to Johnson, this necessitates us to reconsider our 

traditional view of 'knowledge as propositional' (Johnson, 2011, p.145) suggesting that 'we must 
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emphasise the process of knowing, as contrasted with knowledge as a body of true statements 

(Johnson, 2011, p.145). Johnson goes on to qualify this view by suggesting that 'the locus of 

knowledge, according to Dewey, is experience, interpreted in the broadest sense to include both 

physical objects and states of affairs, but also everything that is thought, felt, hoped for, willed, 

desired, encountered, and done (Johnson, 2011, p.146).  

Significantly, for this text the emphasis Dewey placed on the ways in which the self, 

advances in and through bodily engagement with its surroundings is crucial to understanding.  

Dewey proposes that ‘Life goes on in an environment; not merely in it but because of it, through 

interaction with it. No creature lives merely under its skin; its subcutaneous organs are means of 

connection with what lies beyond its bodily frame, and to which, in order to live, it must adjust 

itself...and at every moment, it must draw upon something in its surroundings to satisfy its needs. 

The career and destiny of a living being are bound up with its interchanges with its environment, 

not externally but in the most intimate way’ (Dewey 1934/2005, p.12).  

Richard Shusterman, another interpreter of Dewey, writes that 'all art is the interaction 

between the living organism and its environment, an undergoing and a doing which involves a 

reorganisation of energies, actions and materials (Shusterman, 2000, p.6). According to Mary Jane 

Jacob, 'Dewey's revolution was to value the making' of art and experience. For Dewey making 'was 

far more than bringing something into existence and giving it concrete form. We carry an interest 

through a process of inquiry. Care is invested … Making is vitalising… because it feels vitally 

important and can only be understood by carrying it out … (Jacob, 2018. P.13).  

 

The Drawings: Making Experience 

It is to the making of the drawings that I now wish to turn. For this body of work the drawing 

process is systematic and matter-of-fact, in that it merely involves the drawing of lines on paper 

with a guide. This was the action no matter what surface I placed the paper over. I cut the paper to 

the same size 30x30cm and by the time of the second visit, I had decided to use the same pencil 

to keep the process as regulated as possible. To keep myself focused and the drawn line as even 

as possible, I drew each line on my in-breath, repositioning the ruler on my out-breath. The process 

of aligning drawing to a kind of mindfulness meditation or drawing mindfully is crucial to the making 

of these drawings, and aspects of the research have already been reflected upon (Bullen 2019). 

Nevertheless, I would like to elaborate on this important characteristic of my working methodology.  
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Figure 1: Drawings in sitiu at Gordon House, Margate November 2019 

I would contend that the drawings engage with East Asian practices which see mind-body 

unity as an achievement, a realisation through practice rather than a given or as something innate. 

In the foreword to ‘The Body: Toward an Eastern Mind-Body Theory’, a book edited by T.P. Kasulis 

of the writings of Yuasa Yasuo (1987) states that 'mediation and philosophical insight are integral 

in the Eastern traditions: wisdom must be physically as well as intellectually developed. Truth is not 

only a way of thinking about the world; it is a mode of being in the world, part of which includes 

one's bodily existence. Thus, meditation and thinking are not to be separated (Kasulis,1987, p.2). 

Further, I would position that the making of these drawings engage in what Richard Shusterman 

has termed 'Somaethetics' (2000), which he succinctly describes 'as concerned with the critical 
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study and meliorative cultivation of how we experience and use the living body (or soma) as a site 

of sensory appreciation (aesthesis) and creative self-fashioning. (Shusterman, 2008, p. 1).  

At this juncture, it is worth qualifying that each drawing is made through a repetitious 

process. Here the experience of drawing mindfully is not about reaching an exalted or higher state 

or transcendence, nor is it mindless, it is not stopping thinking, but rather an inquiry to what is 

happening every moment. Through the drawing process and its reflection upon it one comes to 

value the subjective experience, and one recognises how this experience is both constructed and 

embodied.  

I would also like to add that these drawings are not an attempt to represent or picture breath through 

pencil on paper. In these drawings, breath is not being structured through image-making or a visual 

representation. Instead, it is a practice that is predicated on touch in which I explore the relationship 

between hand, breath and surface. In these drawings, breathing as a kind of mindfulness is part of 

the drawing process. The Inhalation and exhalation of each successive breath has a share in the 

methodology. I would claim that it is as crucial to the making of the drawing, as the tools and 

materials used, and as in mindfulness meditation, counting the breath is not a goal to be achieved. 

Still, rather it is meant to an awareness of present moment experience. In this instance to be present 

to the process of the drawing as it unfolds; one line after the another in successions. As Shusterman 

asserts 'one cannot feel oneself sitting or standing without feeling that part of the environment upon 

which one sits or stands. Nor can one feel oneself breathing without feeling the surrounding air we 

inhale' (Shusterman, 2008, p. 8). 'Experiencing like breathing’ suggests Dewey ‘is a rhythm of in 

takings and outgivings' (Dewey, 1934/2005 p.58).  

So, for me, it is not a case of trying to capture and visualise the immaterially of breath but 

utilises techniques which breathing is brought to awareness that enables one to inhabit spaces and 

set up a situation for agency and latency in the co-emergence of image. Hence the titling the series 

Breath Drawings, to indicate that the drawings were made in full consciousness of the in-breath 

and out-breath. A wittier title of Drawing Breath could have been used, but this would have implied 

something different; an attempt to capture in visual terms something wholly intangible and would 

have involved the use pictorial forms as analogues to breath. Whereas, these drawings are not 

about finding a structure to picture breath, but a means to aid a drawing process which allows the 

particulars of place to be manifest.  

As previously mentioned, Breath Drawings were made by drawing lines with a guiding ruler 

onto paper, which has been placed over uneven surfaces of a domestic interior in a state of 

transition. In his seminal book 'Lines: A Brief History, (2008), Tim Ingold, devotes a whole chapter 

to the straightness of lines, and contends that straight lines exemplify 'rational thought and 

disputation, but also the values of civility and moral rectitude' (Ingold, 2008, p.4). Ingold observes 
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'that there is no reason, intrinsic to the line itself, why it should be straight' (Ingold, 2008, p.153). 

He suggests that in 'Western societies, straight lines are ubiquitous' and correlate 'straightness with 

mind as against matter, with rational thought as against sensory perception, with intellect as against 

traditional knowledge, with male as against female, with civilisation as against primitiveness…with 

culture as against nature (Ingold, 2008, p.153).  

Ingold also discusses using a ruler as the tool for 'drawing straight lines' and makes the 

connection to a ruler being 'a sovereign who controls and governs a territory' (Ingold, 2008, p.160). 

These drawings could be interpreted as an attempt to destabilise the idea of control and mastery 

through the very tool that is about measurement, exactness and straightness. Ingold also claims 

rightly, that 'the act of drawing a line with a ruler is ostensibly quite different from that of drawing it 

freehand'. Undeniably, making the Breath Drawings would have been a very different activity drawn 

freehand. Each drawn line would be about the variability of my hand as the pencil moves from one 

edge of the paper to the other and fundamentally less about the emergence of the underlying tactile 

surface of the interior. My intention with these drawings was to cultivate a relationship with the 

physicality of the setting, to be resident and inhabit the space in such a way that the process 

enabled the tactility of the interior of Gordon House to surface and manifest on paper through a 

careful handling of materials. The paradox here, and one drawn from Asian philosophy and my own 

meditational practice is a facility to be detached in order to be actually present. The method I 

devised to do this was a simple rule-based and ruler guided drawing process which could hold a 

'balance between agency and surrender' to be present and make present. (Bullen et al. 2017, P. 

130).  

Crucially, exhibiting these drawings in the space in which they were made is a rare 

opportunity. So, for the exhibition I selected a group of drawings that could be collectively displayed 

in the space of the house which now functions as a contemporary white walled gallery space. Other 

drawings were placed in situ where they were originally made, either in spaces where the interior 

surface had undergone refurbishment and no longer exists or where the original features were still 

intact.  
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Figure 2 :  Exhibition at Gordon House, Margate November 2019 

 

Concluding Remarks 

Making these drawings has challenged me to rethink my relationship with the materials 

and tools I work with, it has made me reconsider what is happening during the making of a drawing, 

the connection to the broader environment and how we might begin to understand this as a 

meaningful experience. Through a process of restriction and repeating the same action, I can testify 

to a quality of experience that arises from the process in which each line is new, never the same 

and surprising in what it reveals of the underlying surface. Equally, each drawing not only holds 

information of interiors that been modified or no longer exist through the refurbishment but have 
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their own pictorial presence as surfaces with their own materiality and topography. The drawings 

may appear visually as seismographs or cardiographs, in which the pulse of the house seems to 

poetically align with the internalised rhythm of the drawing process.  

 

  Figure 3 : Breath Drawing 11 May 2018 
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Shusterman advocates that we need to pay' acute attention to the body and its nonverbal 

messages, by the practice of body disciplines which heighten somatic awareness and transform 

how one feels and functions, one discovers and expands self-knowledge and self-transformation 

can constitute a philosophical life of increasing embodied enrichment… (Shusterman, 2000 , p.143-

144). For Dewey, according to Jacob, 'the maker undertakes an inquiry. It need not be 

revolutionary, a "first," but nonetheless it must be a discovery for you in the moment. No matter 

how many times you have been there, you do it anew. To do this, the maker has to be present in 

the moment, fully conscious. You live it. And this making is vital each and every time (Jacob, 2018, 

p.16).  

Correspondingly, my research 

through practice is inherently experiential. It 

seeks to explore through mindfully drawing 

and surveying somatic experience as an 

embodied process of investigation.  The 

research has acknowledged a specific non-

representational repetitive drawing practice 

that engages deeply and mindfully with 

particular spaces and places using breath and 

the sense of touch.  Accordingly, this 

research has identified, through systematic 

investigation, that in bringing together 

practices of mindful meditation and mindful 

drawing within a carefully selected location, a 

contemplative state can be achieved in which 

there is no separation of self, other and the 

lived environment. The theoretical and 

methodological framework established by this 

research enables this specific mindful drawing 

practice to be applied by the researcher in 

different locations, such as the recent field-trip 

to the megalithic site of Almendres Cromlech 

in the Iberian Peninsula, Portugal  as part of 

the Drawing Heritages conference and, 

potentially, to be applied and further extended 

by other researchers.  

 

Figure 4 : Drawing at Almendres Cromlech  28 
September 2019 
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Abstract 

The inner mountain is an expression of Athanasius of Alexandria - 4th century - concerning St. 

Anthony and his ascetic life. Although the specific religious context it frames is an apparent 

ambiguity (mountain grandeur vs. human being's interior), it can broaden artistic reflection around 

the solitary act of drawing. With this common ground, an observation drawing exercise based on 

the intersection of biblical texts addressing the mountain theme with some works by Peter Markgraf, 

Paul Cézanne and Leonardo da Vinci was created and developed. A mountain that inspires the 

mystics and attracts the artists is therefore explored in drawing through using a travel sketchbook 

while trying to capture the revealing territory (by the longest view it can reach), the pure sense (by 

the air it offers) and the smashing feeling (by the scale). In this case The inner mountain is located 

in Limone sul Garda, northern Italy, where all the author's drawings were made. 

Keywords 

 Mountain, Drawing, Fine-Arts, Theology, Travel Sketchbook 
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The appealing mountain 

 Hikers, mountaineers, and climbers explore the heights to see from the top what can’t be 

deciphered from the plains. Whether seeking pure adrenaline or just the desire to walk on the 

fascinating world of heights, the mountain has always awakened the depth and spirituality of human 

beings, which is why the expression “inner mountain” works so well. But it brings with itself a 

paradox: how can a mountain fit in our interior? When we think about it as a whole, our eyes and 

mind light up. Its top is related to the clouds, touching places that have always fed the imagination 

of various religious cultures throughout the ages. In the biblical texts there are countless references 

to the mountain, but always with the perspective of an elevated geographical place that allows you 

to rise to a closer relationship with the divine. 

 

The inner mountain 1.0 

 The expression raises questions with no objective answers and it is important to clarify just 

that fact from the beginning. Interestingly, it is known who used it for the first time: Saint Athanasius 

of Alexandria, in the middle of the 4th century, in his book Life of St. Anthony, the Great. He wrote 

the following: “Anthony installed himself on the top of Mount Colzum, also called the inner mountain, 

considering it his home.” In other words, the top of the hill coincides with the inner mountain place. 

This ambiguity that the innermost part of a mountain is also its top strongly shakes the structures 

of our reasoning. It's an inexplicable incompatibility. Perhaps only the climbers (what's their real 

reason for climbing the mountain?), understand the fullness of the expression. To reach the top is 

to dive into the mountain. Amazing… 

 Going back to Athanasius words when he refers to St. Anthony eagerness for solitude, he 

writes “fearing to be proud of himself because of what the Lord did through him”, one concludes 

he's always searching for an isolated place, his inner mountain. 

 The goal is not to find the origin of the mountain fascination, which would lead us to dive 

into the texts of the ancient Middle East. But we can and should highlight Anthony's main reference 

for his ascetic life: Jesus of Nazareth: “After sending the crowds away he went up into the hills by 

himself to pray. When evening came, he was there alone. ”(Mt 14, 23). 
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The others' mountain 

 Peter and Traudl Markgraf, German born in the mid-twenties of the last century and later 

emigrated to Canada after the Second World War. After some years, they moved from Montreal to 

the Sunshine Coast, British Columbia, where they stayed for ten years at the mountain and lake 

areas. Inspired by the landscape, they've produced several series of silk prints. 

 Although this artist couple has not yet acquired a place in the history of art (nor even a 

Wikipedia entry), the series produced at that time had tremendous success, allowing them to live 

from the profits for some decades. 

 Their work presents perfect atmospheric perspectives: the foreground more defined and 

contrasted vs. a more blurred and mysterious background. In between, colors, reflections, nuances 

helps to understand the contrast between foreground and background.  

 In accordance to Saint Anthony's desire, the summit we can see in the Markgraf's work is 

a quiet, isolated place, achievable only by few, the place of the inner mountain. The atmospheric 

perspective is an invitation to start walking, trying to unravel the mystery and focus on the horizon 

that reveals and hides simultaneously. How to draw the mountain experience? It is not just a matter 

of drawing / painting a mountain, but how to bring to a piece of paper in an intimate and interior 

way the large volume of minerals, rocks, and vegetation, the overwhelming scale. 

 In looking for an answer it is essential to look at paintings of other artists and their 

relationship with the mountain. We highlight two very well known ones: Paul Cézanne and 

Leonardo da Vinci. 

 Paul Cézanne left a legacy of twenty-nine canvases depicting the Mount Sainte-Victoire, 

over a span of almost forty years (1867-1906). This shows how he was seduced by the attraction 

of the mountain. 



Drawing Heritage(s) | 30  
 

 

Figure 1 : Paul Cézanne, Mont Sainte-Victoire, 1867 (oil, canvas) 
Location: Private collection 
[Source: https://www.wikiart.org/pt/paul-cezanne/mont-sainte-victoire-1867] 

 

 
Figure 2 : Paul Cézanne, Sainte-Victoire vue de la colline des Lauves, 1902-1906 (oil, canvas - 
unfinished) 
Location: Private collection 
[Source: http://www.pileface.com/sollers/spip.php?article1974] 
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The debate on Cézanne's persistence around the same theme is extensive and it will not 

be addressed here, but it stands out in these two examples separated by almost forty years (Figures 

1 and 2), that his concern was not technical or mimetic, but rather a search for the essence of the 

mountain. We see how his relationship with the mountain has changed (the technique helps to 

show it), but it is his way of looking and synthesizing the forms that have changed. 

 If Cézanne repeatedly painted the same topic in search of its essence, by contrast we have 

in Leonardo da Vinci's example (Figure 3) a quick and unique sketch of the Renaissance master. 

His intention was clear: to see and draw a storm seen from afar, that is, from outside, as a spectator. 

He climbed the Milanese Alps at the age of 54 for that purpose, but he was not indifferent to what 

the mountain was showing him while he was climbing it. On the pages of his notebook, he drew 

shells and other maritime remains, making it clear that reaching the top was important in order to 

see the storm, but also the process of rising had become valuable, awakening his gaze to 

something he had not imagined: the sea level has been there. 

  

 

 

 

 

 

 

 

 

 

Fig. 3 Leonardo da Vinci, Tempestade sobre o 
vale, 1506 (red chalk, paper) 
Location: Royal Collection Trust 
Source: https://www.rct.uk/collection/912409/a-
storm-over-a-valley 
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The mountain of Garda 

 With all that background in mind, would it be possible to feel the mountain through drawing? 

I set out on my search, heading for northern Italy, more specifically the mountains located by the 

lake of Garda. I stayed and let myself disconnect from Portugal, my language, culture, food, 

landscape. Depart has that strength of detachment from the roots. 

 And then I started to draw. First on a lower level, at sea level. The impact of the mountain 

was monstrous (Figure 4). The scale was absolutely giant. It smashed with all its grandeur and 

made me feel small, tiny. Too much I must say... 

 

  

Fig. 4 :  Mário Linhares, Montanha em Garda, 2019 (pen, watercolor, travel sketchbook) 
Location: Private collection 
Source: author 
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 The exercise I wanted to do was to climb the mountain as high as I could and, from there, 

look at the horizon to interpret what the blurred area was able to communicate. The metaphor was 

exactly that: to focus on what is difficult to see. It exists and we can see it, but it's too far, almost 

unattainable, but at the same time asking for focus, concretization. 

 

  

Fig. 5 : Mário Linhares, Aspirai às coisas do alto, 2019 (acrylic, pen, travel sketchbook) 
Location: Private collection 
Source: author 
 

 I ended up not going to the highest summit. The view was already amazing and there was 

no reason not to start drawing right away. The drawing process is so slow that I noticed something 

that had not been possible to see before: the two sides of the mountain have completely different 

textures (Figure 5). The one on the left is more textured, rough, rocky, while the one on the right is 

smooth and slender. Suddenly, this contrast showed itself as the perfect metaphor for my present 

life. The right and smooth side represented the sabbatical period of doctoral studies, while the left 

represented the previous moment. Looking ahead, the unfocused horizon seemed to want to tell 
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me that what awaits me in the future will be a mixture of these two moments: not being possible to 

remain on sabbatical forever, life will not be as it was before. 

The inner mountain v. 2 

 After climbing the mountain and looking straight at it, the feeling changed. The giant scale 

that overwhelms us has disappeared. There was no place for discomfort, but rather for an equal 

dialogue, with the same language, with understanding, without impositions or submissions. 

 

  
Fig. 6 : Mário Linhares, Estudos, 2019 (pen, travel sketchbook) 
Location: Private collection 
Source: author 
 

 Having started a dialogue established through the previous drawing (Figure 5), it was 

necessary to continue exploring this new form of expression and understanding, so I started to 

make small studies of the summits (Figure 6). I tried to understand them and their nuances through 

graphic expression. With every look and line drawn on the paper, the mountain became closer, 

more friendly, more intimate, more conversational. Isolation from the outside sounds creates 
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through a silence that is more of an active listening or a silent wait for another type of 

communication, an inner plunge into an intimate dialogue with the landscape. 

 Coming back to Saint Anthony's expression, I think this would be his inner mountain. It's 

not the exterior that we have to fit inside, rather it awakens the sleeping mountain in us, waking it 

up to make unexplored areas tremble, to speak with unknown words, to communicate in 

unimaginable ways, to transcend ourselves not because being is a higher level than touch the 

clouds, but because the elevated interior rose, rose to intimate yet unexplored territories. 
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Abstract 

Hand sketching is an undeniably powerful tool in architecture. Early in the design process, fast 

sketches allow the team to visualise, understand and communicate ideas and solutions. Tighter 

illustrations convey the atmosphere and liveability. The main effort of an architecture illustrator is 

telling the right story to all stakeholders through hand drawn sketches, a process that emotionally 

bonds everyone involved to the project and helps the client feel part of the design team. 

Urban Sketching is a practice that we, as architects, strongly believe that revives the roots of the 

practice by inviting us to go back to paper and ink as a means to capture the world as it revolves 

around us. By doing this, we “force” ourselves to look in a different way, while constantly exploring 

new techniques and new forms of communication, keeping us in constant evolution. In a way, it’s 

channeling the essence of what an architecture illustrator needs to be. 
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As with most industries and services of the information age, the decade old introduction of 

computers into architects’ studios ushered an era of perceived automation, optimization and 

process improvement. The architecture business went global, as communication of increasingly 

complex information was easily sent across continents, and across several companies and 

partners, clients and suppliers. Immense structures and urban plans, based on innovative building 

systems and highly mobile and specialized teams, were erected in different parts of the world, 

virtually as they were being built next door to the designer’s studio. As long as the information 

systems, the processes and workflows, and the business structure was in place, deviations and 

mistakes started to be perceived as human errors and flaws. Failure is a glitch to be on the lookout 

for. Trial and error is an archaic time-(and-money)-consuming process. Likewise, personality 

features in architectural designs were only possible after a long and accomplished career. 

The architect’s traditional tools - such as pens, pencils, his own hand - seem relics of a 

past when computers weren’t controlling quality and process. These flawed tools and techniques 

were reserved for the enlightened veteran, who would then pass his flawed and personal design or 

idea to be processed by the information age systems. Yet, these tools, which can be summed up 

in the word sketching, were used widely and casually across the architecture business. Sketching 

was a way of thinking about the design. It was also a way of spending time over the strengths and 

weaknesses of the design, testing it over and over again. More importantly to our point perhaps, 

sketching was arguably the best way of communicating an idea, a design, a solution. 
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Figure1 : Mann Island Concept by Matt Brook - B Malyan.jpg 

Despite its value, the act of sketching is fading across the industry under the pressures of 

economic and corporate interests, while other elements of architecture that were once called art – 

like aesthetics, urban/environment integration and the use of lighting – are often seen as techniques 

rather than the artistic disciplines they are, and broken apart into highly specialized realms, only 

briefly touching each other. The gap between those who sketch and those who don’t, widened to a 

point where the notion of artistic talent arose - as something that one is born into, rather than skilled 

at - an uncrossable gap in the information age mindset. Sketching is perceived as something unable 

to be learned. 

Yet, fringes of the industry take advantage of this particular mindset, especially when 

becoming aware that clients also share it. As architecture studios pump out photorealistic 3D 

renderings and videos simulating a hyper reality, clients become disconnected and numbed with 

the process of architecture. It stands to common sense that, with the right computer and information 

systems in place, the process of designing a building complex becomes almost standard. Studios 

that cultivate the habit of hand sketching among their designer teams will stand out from the crowd. 

They will be able to captivate the client’s attention the same way as a great work of art in a museum 

overwhelms a crowd of visitors,  or as a child is able to when doodling a surreal story that popped 

into their mind. 
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Hand sketching is an undeniably powerful tool in the practice of architecture. As with most 

tools, sketching is adjustable to different phases of the design, and to different circumstances. A 

fast sketch solves a problem in an early meeting with the client, and allows everyone in the team 

to visualise, understand and communicate the ideas and solutions behind the design. An accurate 

and precise sketch allows the engineering team to move forward in the development of a given 

technical issue. Tighter and more detailed illustrations help convey the atmosphere and liveability 

of the design, while also providing vibrant imagery for the client’s benefit. 

 

Figure 2:  Final presentation Sketch - Broadway Malyan 2019.jpg 

As outputs of an ongoing design process, each sketch may have elements of speculation. 

elements of a single sketch may not be entirely accurate. Parts of the design might be slightly off 

or missing altogether, and provocative options might be added to take the dialogue to the edge of 

possibility. The effort of the illustrator goes not into getting a precise image of the design, but into 

getting an impression of what may be going through the designer’s mind and drawing board, and 

especially into telling the right story to the team and the client through hand drawn sketches alone. 

Eye-level perspectives are incredibly effective in this respect, as they aim to place the observer 

(i.e. the client, the team member) in the very design, as if role-playing a future visitor of their project. 
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The immersion process of the observer begins with this placement. Aerial perspectives cause less 

impact, as they are more analytical and less likely to resonate as an actual human experience. Still, 

they serve the purpose a hand sketched illustration aims for. 

As the illustrations are presented, the real power of hand sketching unfolds. The lack of 

detail, the inaccuracies and omissions, even the mistakes, are all taken as artistic licensing on a 

design that is in progress. Suddenly, the observer feels the urge to think, consider and complete 

the missing details. As soon as they pick up a pen or pencil to sketch over the illustration, they 

become part of the process and an emotional connection arises. It’s a process that other elements 

and tools of communication don’t quite accomplish as effectively. From then on, everyone involved 

feels the design is also their doing. This emphasis on pathos that sketching has might origin from 

a common experience most people have as children. Before one learns how to write, one sketches, 

and most importantly, one is not afraid of making mistakes. Another possibility is that sketching, as 

a communication tool is the fastest path between one’s mind (inside of oneself) and the paper 

(outside of oneself). In that sense, sketches and illustrations maintain the focus of everyone 

involved on the architectural discussion, rather than just being fixed exposition elements. 

In our experience as architecture illustration, with an architecture background, the 

development of this technique and this method was less than academic. The joy of sketching is 

something we both possess and maintain throughout professional ups and downs. A great 

stabilizing force of this development is the Urban Sketchers (USk), a global community that gathers 

people from all walks of life around observational sketching, empowering them to embrace 

freehand sketching as a way of observing life around them. In the USk, no skills are required, only 

will and art materials. The aim is to make sketching unbounded again, much like it was during 

childhood, with the condition that one must sketch what is present, or what is happening in one’s 

vicinity. 
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Figure 3 : Urban Sketch - Bouro Sta Marta - P Alves 2019.jpg 

An urban sketcher’s materials should be portable and simple. We usually stick to black ink 

pens and a small watercolor kit. As in the architecture illustrations, detail and accuracy are not as 

important as atmosphere and impression. For this aim, simple materials usually suffice. 

There are many aspects an artist can explore urban sketching: one can focus on sketching 

sensations, like sights, textures and colors. One can do investigative and interpretative work, such 

as an anthropologist or a geologist collecting sketched notes in the field. One can focus on the 

physiognomy of surrounding people. Each urban sketcher is different on their approach, and 

persists on sketching for individual reasons, whether personal curiosity or professional interest. For 

us, as architecture illustrators, we are of course interested in practicing perspective, urban 

environments, scale and aesthetics of a place. But we are also heavily invested in researching the 

storytelling power that a sketch can unleash. The story of a particular place or people, and the 

archetypes that characterize them. 
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Figure 4 : Urban Sketch - Meia Praia - P Loureiro 2018.jpg 

Sketching is a tool for observing, interpreting and reinventing reality. Much like a blind 

person reads texts, shapes and textures with the tips of the fingers, we read reality with the tips of 

our pens and brushes. By dedicating time to our object of attention, tracing every contour and inset, 

every surface and shade, we learn about it, we learn from it, and we incorporate it into our visual 

library. In a way, when we choose to sketch the little day-to-day things and events as urban 

sketchers, we are paying small homages to what makes part of our lives. It only feels natural that 

we become able to transport that education and research to our profession. The same way one 

notices details, colors, textures and shapes in an object of a sketch, so does the architect and the 

illustrator notice atmospheres, stories and a sense of wonder in a design if they actively sketch it, 

either directly from their mind’s eye or based on existing design elements. 
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Abstract 

This text deals with intentionality in in situ drawing, on two dimensions: that of its actual practice 

and that of its public sharing. Taking as example a brief and constrained situational observational 

group sketching experiment in a landscape with elements of recognisable heritage status, it 

discusses the means through which these dimensions become intertwined, and reflects on the 

limited worth of ideologically-framed categorisations – such as the divide between tangibility and 

intangibility of cultural values – to elucidate how drawing is a knowledge-driven endeavour. 
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 In the final stretch of the Interdisciplinary Workshop Drawing Heritage(s) that took place on 

the 28 September 2019 (a Saturday), at the University of Évora, the participants travelled in a 

special bus some 12 km north to an archaeological site in the parish of Nossa Senhora de 

Guadalupe, amidst the rolling landscape of ploughed wheat fields interspersed with age-old olive 

trees. The general idea of the workshop organisers was for the participants to experience, absorb 

and sketch the views of the megalithic double ring that forms the renowned Cromlech of Almendres, 

a classified national monument. The last part of the journey, through a dirt road, took a long while 

so the stay at the site itself was cut short, as the autumnal sun was already setting. 

This had not been my first visit to the Almendres site. But unlike before, the site was now 

visibly popular with tourists, national and international. The access was still trying and the touristic 

infrastructures minimal, consisting of a roughly terraced parking lot, a portable cabin toilet, an 

unimposing wire fence and a signboard with a few general indications about the double ring of 95 

ovoid diorite and granite stones.1 Few “site-interpretation” initiatives have been taken besides herb 

clearing, the scenographic quality of the site having been assured in the ninety eighties, when the 

previously fallen stones were lifted to their present upright position. 

As we left the place, the compact long shadows of the phallic grey eggs were about to be 

drowned by the flickering shades projected by the surrounding canopies of the trees to the West. 

I managed to draw four quick sketches in my notebook while in the place: 

 

 
1 A smaller ring of concentric circles built towards the end of the fifth millennium BC, attached to a larger 
newer elliptical ring, that was used until the early third millennium BC (Varela Gomes, 1997: 25). 
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I will take these sketches and that brief experience as the pretext for a perambulation 

around the two questions that set the tone of the Workshop:  

- How do we get to know one landscape by drawing it? 

- How can we use that experience to better understand and articulate its heritage values, 

especially intangible ones?  

Let us recognise from the outset that both questions imply a rather technical approach – they refer 

to method – that seems to take for granted a number of others: the ifs, whens, whats and whys. 

And yet, without having previously dealt with the latter, the former risk remaining unanswered. 

Indeed, how can we get to know something by drawing it, and how can we use drawing to 

understand, without asking ourselves if we can actually get to know, when can we get to know, 

what we get to know, and why? To complicate things further, there is reason to tackle the 

complementary question of who is “we”: while the first question assumes an exclusive pronominal 

collective – us without them; i.e. we, the individuals who draw (individually) –, the second is 

inclusive (us and them), in the sense that it points to a shareable experience bridging the individual 

act of drawing and the collective communication through drawing. 

Let me be clear: I don’t pretend to be presumptuous to the point of considering that I would 

be able to answer all or any of these questions in the following paragraphs. But we shouldn’t 

nevertheless shy away from keeping them in mind – in the background, so to speak – when dealing 

with the value of drawing to relive (for ourselves) and to transmit (to others) an impressing 

phenomenological experience. All the ensuing remarks offer is but a preliminary approach to those 

“hows”, in the special case of knowing a particular landscape and relate it to a common set of 
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heritage values by using a sketching-sketched notebook – i.e., an immediate and unassuming 

graphic craft honed to capture phenomenological experiences in situ. 

Albeit all its statutory limitations, the sketchbook drawing offers itself as an interesting 

counterpart to “higher” artistic media, inasmuch as through it the mimetic drive of the trompe-l’oeil 

clearly gives way to what we could call the trompe-l’esprit. Its communicative efficacy derives 

neither from the stylistic quality of the mimetic process nor for the conceptualising fabrication, but 

from stancing its testimonial powers. More than inducing the spectators’ perception into conferring 

reality to the image as re-presentation of an object or scape from “real life”, or indeed replying to 

his/hers fruitive and intellectual expectations, its foremost appeal lies in the accepted wisdom that 

it can act as the recipient of the viewers’ trust in the reality of a lived (and mostly untransmissible) 

experience of the sketcher. 

The present text draws from two rather separate sets of previous ones that, on the one 

hand, discuss the implications and drawbacks of the notion of “intangible heritage” (Ramos, 2004; 

2005; 2010) and, on the other, look into the part of fieldwork sketching in social sciences research 

(Afonso&Ramos, 2004; Ramos, 2015; Azevedo & Ramos, 2016; Ramos, 2019). I don’t claim this 

to be but a brief reflection on how to frame the general challenge of the workshop, anchored in my 

tentative views on the practice of fieldwork sketching in anthropology and on the ideological traps 

of a somewhat recently hyped concept. In that first set of texts, partly based on my regional field of 

research – the Monophysite Christian populations of Northern Ethiopia –, I came to conclude that 

arguing for the study and protection of cultural values by juxtaposing their tangibility to their 

intangibility risks being fallacious, since it is based on an arbitrary divide that leads to self-

contradictory prepositions. Because that divide is inextricably linked to a succession of negotiated 

disciplinary arguments that took place within the framework of UNESCO’s international law 

initiatives, its aims are political in essence and serve little or no scientifically valid purpose. The 

outcome of having promulgated the protection of cultural diversity via the establishment of an 

international legal instrument (the International Convention for the Safeguarding of the Intangible 

Cultural Heritage) that is itself shaped by an imminently biased divide – one that originated from 

the culturally specific Dyophysite Christian worldview –, is a self-defeating paradox, at best. The 

field and concept of “intangible heritage” came into public being in the early 2000s as a remedial 

after-thought, because that of “tangible heritage” had been previously constructed in the 1970s 

without any regard to what “intangibility” was supposed to be. Hence, while “intangibility” is a 

heuristic abnormality, it is worth inquiring into who refers to it, with which purpose, and in which 

contexts and circumstances. 

Regarding the second set, my concern has been to disentangle the practice of resorting to 

graphic means during fieldwork research from the disciplinary subfield of “visual anthropology” by 
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relating it rather to in-the-field writing practices since both are mediated and interpretative 

expressions of mental imaginary rather than device-operated forms of audio-visual capture. 

Additionally, I have argued for concentrating on the sensory and cognitive aspects of the act of 

sketching in situ, as independent from claiming an authority grounded on technical prowess and 

aesthetic recognition. Drawing happens in the mind, in an extended sense – in what Andy Clark 

(1997: 53) refers to as “the embodied mind” –, and its material outcome – the drawn image that is 

shareable with others – is but a disposable leftover of an intricate experiential process. Although 

drawing is a non-verbal form of cognition, it relates to and interacts with verbally based thinking, 

bestowing upon the resulting knowledge stream an important measure of testability, in the 

Popperian sense. 

The central theme of the Évora workshop – drawing heritage(s)2 – happens to intersect 

these two quite different sets of arguments. Given that, adding to a reflexive quest on the 

phenomenology of observational drawing (the first question) there is a slightly prescriptive side to 

the proposed topic (the second question), it is fair to bring into the discussion the very fact of having 

placed four sketches and a memorial description of the visit to the Almendres’ cromlech at the 

opening of this text. They stand as public witnesses to my having been there, and so they 

unavoidably participate in a reification process – that of delving into a touristified landscape through 

the graphic embellishment of its collectively recognised cultural heritage. There is very little chance 

that we will ever be able to reconstitute the culture(s) that endeavoured to carve the ovoid stones 

and place them in a double ring near the top of that gentle slope or to understand their intended 

meaning and actual function. So, the impulse to draw them derives from their ingrained 

impressiveness and their enigmatic status but also from the value that is presently attributable to 

them as a listed national monument and part of Évora’s historical heritage.3 If one arrives there 

prepared to draw, with a pen and sketchbook in hand, “drawing the stones” is the expected thing 

to do – particularly if the resulting images are meant to be shared in a publication, as the organisers 

duly announced before the visit began. The style, the media, the perspective and the detail may 

differ from sketcher to sketcher, but the subject will tend to remain constant. The ovoid stones will 

necessarily figure as the central piece of the sketched landscape, the human figures and the 

shadow they project in the late afternoon may come as a framing bonus and the sky, the trees, 

 
2 As is easily presumable, the complementary plural contained in the noun refers to the split between 
“tangibility” and “intangibility”. 
3 Interestingly, even though the Almendres’ cromlech stands among the most extensive and well-preserved 
megalithic ensembles in Europe, the Portuguese National Commission for UNESCO hasn’t ever considered 
including it in the indicative list of sites expecting nomination as world heritage site. 
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shrubs, the cows, the birds, the cars, the plastic residues, the cigarette butts, etc., will retreat to the 

background or won’t even be considered as possible drawing topics. 

Drawing, like writing (in situ or otherwise), is not simply a tangible outcome of the creative 

intangible mind. To create partakeable imagery, the paper is worked to impress the mind or, to put 

it differently, the mind seeks to be made tangible (that is, be embodied) through the act of drawing, 

so that what is observed and felt may be mentally assimilated and memorialised by the very process 

of impressing the paper. Seen through this prism, writing is a specialised form of drawing inasmuch 

as both are inducers of mental imagery. Where the difference between them lies is in that drawing 

works beneath and beyond the kind of conceptualisation required by verbal thinking. 

Being, unlike writing, a non-verbal mental imagery procedure it aptly brings into question 

the relevance of objectifying a particular heritage by submitting it to a conceptual divide. Hence, 

the act of drawing effectively does away with the temptation to distinguish tangibility and intangibility 

as opposable categories to understand and articulate the value of any common heritage. That 

temptation comes from confiding all explanatory value to a specific kind of verbalisation, that where 

the semantics of a categorial tangible-intangible divide is melded within the confines of a particular 

etymology and ideology. If we are confined within it because our (Indo-European) language 

structures and our (Christian-based) ideological background don’t allow an alternative 

understanding, then drawing offers us a way out. 

So, because every particular cultural heritage – i.e., any human endeavour considered 

worth cherishing collectively – combines in some degree “tangibility” with “intangibility”, drawing it 

is not an aleatory sequence of neutral scratches on a given surface but a revival and a reshuffling 

of collective values and shared memories. To draw heritage implies a certain kind of intentionality: 

the selection of topic is an amalgam of what is perceptively appealing, of what is unconsciously 

conducive to memorial registration, and of what sits in well with the sharing function of the drawing 

in terms of style, medium, etc. 

Going back to the questions asked upfront, we ought to recognise in the present context 

that the second question posed may as well take centre-stage and be prioritised over the first: it’s 

because we look for the experience of drawing as revelatory – or as reifying – of heritage values 

that we set out to draw; our knowledge of a landscape is thus made partial – i.e., is made possible 

through selection of what is knowable. So, it is befitting to note that the way we go about 

understanding (and sharing) the heritage value of an observed and experienced landscape through 

drawing it is by, consciously or not, keeping alive in our mind such questions as: what in that 

landscape do we prefer to focus on, and what do we leave out, and why. 
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Indeed, what would I have drawn there in Almendres, had the topic not been induced on the 

sketchers by the organisers of the workshop? A cigarette butt, perhaps… 
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Abstract 

The somatic urban landscape is grounded on the concept of the resonance between the body and 
the urban space. Therefore this landscape becomes an intangible heritage created on embodied 
social practices, which constitutes an expression of the creation and construction of individual and 
collective sensorial urban space identities. The representation of this landscape presents the 
enacting intangible world of sensorial engagements, intimate responses, sensations, emotions, and 
affects. During three years, from 2017 to 2019, we worked on Mouraria’s historical neighbourhood 
in Lisbon, with the collaboration of local cultural associations. We elaborated a community-based 
research using artistic laboratories addressed to its residents. Our objective was the translation of 
the participant’s embodied affects and experiences into a language of artistic singularity that 
expressed subjective narratives, using different modes of artistic expression (plastic, audio-visual 
and performative). The result was the representation of a somatic urban landscape as a social 
participative construct under multicultural conviviality.  
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1. The Somatic Urban Landscape and its intangible heritage. 

The contents presented in this essay belong to a broader post-doctoral research at the Centre 

of Art History and Artistic Research (CHAIA), at Évora University, with the title The Somatic 

Landscape of Urban Multiculturalism. Identities, Heritage and Cultural Tourism in Immigrant 

Communities in the Historical Centres of Lisbon and Barcelona, funded by the Foundation for 

Science and Technology (FCT), Portugal and the Social European Funds 

(SFRH/BPD/101156/2014). This research involves the theoretical development of a thesis on the 

somatic and emotional dimension of the urban landscape that distances from symbolic and pre-

defined visual representations, and languages, focusing on its multisensory nature. The human 

body, immersed in the environment, experiences and resonates with the urban space without the 

need of naming it or representing it (Latour, 2004). Therefore, it is this body that communicates and 

expresses the qualitative nature of the landscape in a “reversibility of touch” or “intercorporeality” 

with an overlapping and simultaneous physical body-world relationship (Merleau-Ponty, 

1964/1968, p.123). 

In one hand, the human body is performative and it has a communicative role using a nonverbal 

language. (Thrift, 2008; Anderson & Harrison, 2010). This non-verbal body language is built on 

processes and relationships between choreographies, environmental sensations (being-feeling 

space), thoughts and affective responses translated into movements, gestures and emotions 

(Whitehead, 1927/1929; Manning, 2009). In the other hand, spatial phenomena takes place in a 

complex relational space-time world. In this research we consider the relational-experienced space 

of the senses, and the relational-lived space of the mental subjective experiences happening 

through time (Lefebvre, 1974/1991; Harvey, 2006). The urban landscape is a social construct, both, 

in its physical nature as in its intangible values. The residents themselves are responsible for the 

constant reformulation and reinvention of those space identities and intangible heritage linked to 

specific geographical locations (Castells, 1997).The qualitative world and the intangible heritage is 

sustained on a human cosmology that goes beyond the "individual body" into a "social body". It is 

this survival of body-world cosmological structures, which determine a social affective and spiritual 

relationship with space, the environment, and the territory over time (Berque, 2001). The urban 

landscape and its intangible heritage, is filtered by cultural cosmologies, but it is also created on 

embodied social practices, individual expressions, and collective sensorial identities. A multicultural 

space represents a situation of social complexity, with the cohabitation of different cultural 

discourses, experiences and sensorial exchanges. As a result, the evolution of a somatic urban 

landscape in these social complexity conditions will depend on factors such as the existence of 
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spatial multiplicities, and the cohabitation and interdependence of multicultural identity autonomies 

in space (DeLanda, 2006).  

 

2. Three community laboratories and the performative body in urban space. 

In our case study in Mouraria’s neighbourhood in Lisbon, we developed three artistic 

laboratories addressed to its residents, with the close collaboration of local socio-cultural 

associations and public institutions. In these laboratories, we developed exercises in order to help 

the participants to communicate and create personal experiences and sensorial narratives about 

the urban space through the non-verbal language of their bodies. We also adapted the activities 

and outputs of each laboratory according to the different requirements of each generational group 

(senior, teenagers and children). We also counted with the collaboration of invited plastic, and 

audio-visual artists that helped us to create a transdisciplinary artistic material centred on the body, 

where personal and collective identities were articulated. Our methodology, in each of the 

laboratories, encompassed three distinct yet interrelated movements on the study of the somatic 

urban landscape. A first movement was addressed to the development of awareness on the 

perception and experience of urban space through itineraries and urban explorations (physical or 

virtual) in the urban space. A second movement was addressed to the development of awareness 

about the body sensations and environmental body responses to space. We observed the body 

senses and the inner subjective world of the participants. A third movement, guided them in the 

communication of their emotional experiences and mental associations with space, which was 

interpreted and mapped.  
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Figure 1 : The communication of an emotional experience in the urban space with a shadow play 

and a storytelling narrative. First Laboratory with children at Renovate Mouraria Association. 

Source: Ana Moya. 
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Our objective in this research was to map Mouraria´s somatic urban landscape, translating the 

participants’ sensorial experiences into an artistic language. The mapping helped us to document 

and register a sensorial intangible heritage built on places of body participation, types of relations 

and performative actions, and ephemeral somatic discourses. All this sensorial and emotional 

material was translated into a language of aesthetic and artistic singularity.  

 

3. An intangible heritage: translating embodied experiences into artistic language 

The first laboratory was held at Renovate Mouraria Association in the course of five days, in 

April and May of 2017. It was attended by sixteen children between 6 and 11 years old - half of 

them Nepalese and the other half Portuguese. We counted with the participation of the plastic artist 

and graphic designer Leonor Brilha. Our task was to inquire the sense of belonging to the urban 

spaces of Mouraria by creating a fairy-tale story. With itineraries in the neighbourhood, the 

participants sensed, experienced, and chose those elements from the environment that could be 

transformed into story characters and parts of the scenography of their fairy-tale stories. We also 

explored their inner subjective world, giving voice, behaviour and personality to all those characters. 

Hence, discovering which inner emotions were attached to certain elements of the urban space. In 

a final stage, where a communication of emotional experiences took place, we asked them to create 

and perform a storytelling narrative using a shadow play with cardboard cut-out figures. This activity 

allowed us to observe the choreography of the children’s bodies, and the interaction of their 

characters in the urban spaces projected on the screen (Figure 1). In this performative storytelling 

game, the children interacted with each other discovering relations between characters, affinities, 

and emotional relationships with their bodies and the urban environment. In another exercise, we 

also designed costumes and masks and the children embodied and performed the characters of 

their stories. The collection of fairy-tale plays, imaginary characters and performative body 

narratives, became a valuable mapping of the intangible heritage that defines the qualitative nature 

of the somatic urban landscape for these children.  
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Figure 2 : The inner subjective world of sensorial and emotional memories in the neighbourhood 

with the geographical exploration using a board game. Source: Ana Moya  
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The second laboratory, was held at the Republican School Centre, within the collaboration 

of the Senior University “Saber Maior” during nine days, in November 2017. It was attended by a 

senior group of eleven people between the ages of 60 to 80 years old. With virtual itineraries in the 

neighbourhood, using photographs, we explored the historical evolution of space, traveling through 

time and activating conversations in group. We also explored their inner subjective world, asking 

them to take part and play in two board games that we designed for this project: a «Game of 

Memory» and a «Game of the Neighbourhood». The first game was designed to facilitate the 

dialogue in a cumulative storytelling of synesthetic sensory memories. The second game was 

designed to enable a geographical sensorial and emotional exploration of Mouraria (Figure 2). In a 

final stage, where the communication of a somatic landscape took place, the participants chose 

and represented their sensorial memories into plastic collage compositions. Each composition 

situated characters, actions, sensations and feelings into specific time-space coordinates in the 

neighbourhood. The collection of collages, audio-visual recordings and board games, were the 

artistic material that delineates the intangible heritage of the somatic urban landscape for these 

senior residents.  
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Figure 3 : Itineraries in the neighbourhood and urban explorations recording environmental 

sounds. Third Laboratory at Gil Vicente Secondary School. Source: Ana Moya. 
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 The third laboratory was held at Gil Vicente Secondary School, during nine days, in May 

and December 2018 and January 2019. It was attended by forty teenagers between 12 to 19 years 

old, of ten different nationalities. The team was formed by the musician and sound artist Fernando 

Ramalho, the illustrator and graphic designer Bruno Santos (Mantraste) and the researcher. With 

itineraries in the neighbourhood participants discovered the rhythms of space and the relationship 

of sound with their own bodies. We recorded environmental sounds as well as the sounds created 

in the active gestural body movements in space (Figure 3). We also explored their inner subjective 

world, learning about those cultural memory sounds of their countries of origin, which are part of 

an emotional heritage that roots them to their past and to distant geographical territories. We were 

also interested in their musical tastes, trying to understand to what extent music intervenes in the 

construction of their cultural identity.  
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Figure 4 : Interrumores sound project installation at Alameda Metro Station, Lisbon, in Nextstop 

Festival. Source: Interrumores. 
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 In a final stage, where a somatic landscape is communicated, we created a website of 

interactive sound creation (www.interrumores.pt) where visitors can interact with these 

soundscapes transformed into a universe of tactile (clickable) sound illustrations. In the website 

four musical sound pieces, produced using the sound palette of the students’ recordings, takes us 

in a journey that begins in language, continues through memory and music and ends in their daily 

life. All these data sound recordings, musical creations, artistic illustrations and sound mapping 

define the intangible heritage of the somatic urban landscape for these young migrant residents. 

This project was selected for the NextStop Festival, Multicultural Art in the Metropolitan of Lisbon, 

which took place in March 2019. This Festival was promoted and organized by Largo Residências 

Association, and counted with the collaboration of Lisbon City Council, Arroios Council, and Aga 

Khan Foundation.  

 

4. Conclusions 

The somatic urban landscape is created in the present, and it is not sustained by the simple 

observation of preconceived reference images that filter our perception of the world. The bodily, 

multisensory, and emotional experience of the sixty-seven participants in these three laboratories 

generated an intangible heritage for Mouraria’s neighbourhood. All the participants were not 

passive spectators or mere observers of their environment, but co-creators of the landscape, using 

their body as the main means of perception, experimentation, dialogue and construction of a 

somatic urban space. The body itself also was an expressive means of communication that united 

different languages, identities and cultures that cohabit in Mouraria’s multicultural space. Therefore 

the common nonverbal language of their bodies became a platform for socio-cultural exchange and 

intercultural dialogue. 
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Abstract 

The artist book, DicionáriosDeArtista:Alentejo, will be used as a starting point to present a 

visual investigation that incorporates a complex and ambiguous connection between elements of 

the real world and my personal experience and imagination. Drawing is reclaimed as a subjective 

language, thought process and visual interpretation from the personal universe, rejecting fixed 

suggestions of description or detailed representation of the surrounding reality. From this 

perspective, the senses are used to capture the feeling of a place, combined with a visual reflection 

of local culture and society. Thus, drawing largely transcends what is observed visually. 

 

Keywords 

 drawing; autoethnography; art practice  

 

 

 



Drawing Heritage(s) | 68  
 

 

 

Figure 1 : Cover of DicionáriosDeArtista:Alentejo artist book 
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DicionáriosDeArtista:Alentejo, work produced between 2017 and 2019, is part of the 

DicionáriosDeArtista (artist dictionaries), a site-specific project that consists of a collection of artist’s 

books drawn in various places I’ve lived around the world. I take a personal, and admittedly self-

referential, investigation into certain aspects of culture and society within this work.  Using memory, 

self-reflection and imagination I create a visual translation of my own connection with a specific 

place and its local culture. It then is interpreted as a "landscape viewed from within," quoting Lucy 

Lippard (1997), and is observed and lived but also viewed as object for reflexive inquiry. Dicionários 

De Artista is likewise part of the art-based research I'm currently working on at Faculty of Fine Arts 

of Lisbon, where I'm researching the relation between drawing practice and ethnographic 

appropriation through autoethnography, problematizing the field of art and anthropology exchange. 

My approach to autoethnography is based on the use of subjectivity, autoreferentiality and creativity 

in the process of researching cultural and social contexts to produce visual reflections about the 

complexities of the global contemporary. 

Drawing is, for more than a decade, my main form of expression, to create installations, 

performances and artist books connecting my personal experience with the social experience 

where time, space and the specificity of the places are highlighted dimensions. In my artistic work, 

drawing is always a way to reflect. It is a self-reflective and conceptual tool, a language to translate 

my unfinished and sometimes undefined ideas about specific issues. I embrace ambiguity, 

metaphor and the ambivalence between the tangible world and personal fiction. Because I love 

drawing I observe intensely and with care in order to understand deeply. Notwithstanding, my 

practice does not focus on vision only, rather, I use all my senses to expand the perception of what 

surrounds me. I never do on-location drawing and when figurative, my drawings are always picked 

from memory, this helps me to unleash my imagination and gives me space for reflection and to 

engage in a personal critical view. My artworks and projects are always more connected to the 

conceptual and discursive and less to documental or descriptive. I explore the “projective potential 

of drawing” (Rattemeyer, 2013), which means that drawings are imagined and are present in the 

mind of the artist before its depiction, in this sense, drawing is also a form of reflection. I'm 

concerned with the idea of a shared construction of meaning, in the sense that the meaning of the 

work is not defined only by the artist, but also by the public as they encounter the work, establishing 

their own interpretations. I want my drawings to create space for it all and then to disrupt the 

established meanings and interpretations by posing new questions and ideas. 

I currently live in Berlin, but I have lived in various countries in Europe and beyond. I define 

myself as a nomad. I relish in the idea of experiencing myself living in different places with different 

cultural traditions. I'm interested in doing research about how my beliefs, habits and knowledge, of 

myself and the world, continually change, expand and morph. This is what fuels my art practice. 
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In DicionáriosDeArtista project I dive deeply into this idea of connecting drawing practice with 

personal research on cultural difference and social life representations. DicionáriosDeArtista has 

been developed so far in Maputo in Mozambique, Caldas da Rainha and Aljustrel in Portugal, 

Shanghai in China and Ålvik in Norway. Some previous experiences were also made in Salvador 

de Bahia and Rio de Janeiro in Brazil and Bilbao in Spain. The main goal is to create a compilation 

of graphic reflections (through drawing) on the specificities of the places experienced during my 

nomadic life journey, mixing freely the practice of drawing with autoethnography. I focus on the 

direct relationship between the metamorphoses and reconfigurations of my daily routine, the 

relationship with others and the construction of a critical view of contemporary society, in a process 

of discovery, self-knowledge and adaptation to new environments. I work with markers, felt and gel 

ink pens. The first thing I do when I arrive in a new location is to purchase a notebook in a local 

store, in A5 format more or less. These notebooks are the basis for the artist book. All the materials 

are lightweight, affordable and easy to find, very suitable for my nomadic way of living and my 

creative process. In DicionáriosDeArtista series I explore different ways to engage with 

autoethnographic processes of collecting knowledge. According to the anthropologist Deborah 

Reed-Danahay, one of the pioneers theorizing autoethnography in the late 1990's, 

autoethnographies are forms of narrative that places the self within a social context:  

 

"Autoethnography can be done by either an anthropologist who is doing 'home' or 'native' 

ethnography or by a non-anthropologist/ethnographer. It can also be done by an autobiographer 

who places the story of his or her life within a story of the social context in which it occurs" (Reed-

Danahay, 1997, p. 9) 

 

In DicionáriosDeArtista autoethnography is appropriated into art practice, following the Reed-

Danahay perspective.  Mary Louise Pratt’s theory about autoethnography as a cultural mediation 

practice is also influential. As described in her essay "Arts of the contact zones" (Pratt, 1991) where 

autoethnography is shown as a cultural practice made by non-anthropologists in cross-cultural 

contexts. DicionáriosDeArtista:Alentejo is the last artist book of the project, completing the work 

DicionáriosDeArtista series. The work was produced along with the creation of other 

DicionáriosDeArtista artist books. The particularity of this book is that it is directly connected with 

my cultural heritage, with my roots in Alentejo. In this sense, the work explores two dimensions of 

the same place: Aljustrel, the village where I grew up and with which I have a residual connection, 

and Alentejo, a vast national territory that I reconfigure as a specific place, to convey my particular 

experience with the place. The images produced are visual reflections from those experiences. 
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Figure 2 : General view of DicionáriosDeArtista:Alentejo 

 

Aljustrel is a small mining village in the center of the Baixo-Alentejo region. The fact that my 

parents were both foreigners in Aljustrel when they moved there in 1976 is key to my relation to the 

place. My parents' friends were also people from other places, that went to work in Aljustrel, mainly 

teachers, doctors and artists and all with left-wing political affiliations. Consequently, the kids I grew 

up with were neither from Aljustrel nor from Alentejo. Although my father is from Alentejo, my 
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mother is from the Trás-os-Montes region, in the northeastern part of Portugal, and my education 

was very much nurtured by my mother's vision and traditions. And another singularity is the fact 

that I have a twin sister, which means that my identity was based on the construction of a shared 

and negotiated view of the world. We both studied art and design in high school in Beja (the major 

city in Baixo-Alentejo) breaking the connections we had with our school mates from the village. 

Later in 1999 I left Alentejo to study in the west Portugal while my sister went south. Nowadays in 

Aljustrel I no longer have close friendships and connections. I've lost contact with all my grade 

school colleagues but continue to travel to Alentejo to see my parents. 

The relationship to my native village of Aljustrel has transformed due to this estranged 

proximity. I kept alive the particularities that connect me to it: the smells, flavors, and colors of the 

landscape, the silence, the vast blue sky and the prevalence of sunlight. All these sensations are 

powered and mixed with the memories of daily life with my family and familiar spaces and people. 

I have, in a sense, created my own version of Alentejo through my work, the conceptual place that 

congregates all my particular attachments to Alentejo, to my parents' house and my memories from 

childhood. 
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Figure 3 : Page of DicionáriosDeArtista:Alentejo 
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Figure 4 : Page of DicionáriosDeArtista:Alentejo 

 

In DicionáriosDeArtista:Alentejo I reexamine my past experiences in order to question the 

present and the future, reflecting deeply on my identity in connection to the cultural and social 

contexts that shape my way of being in the world, and accepting its benign instability. 

All drawings entail some reflective views of my personal experience and connection with 

Aljustrel and Alentejo. The images transcend the vision and transpose what can be understood and 

perceived by seeing, in a sense that each drawing is a mixture of emotion, critical view and 

imagination in regards to what I saw, experienced, questioned and searched. All these dimensions 

of the drawings are related to my personal history. They speak to the gender issues in Alentejo, 

the social conditions of the mine workers, and the concerns over the native olive trees. They speak 



Drawing Heritage(s) | 75  
 

to the misunderstandings related to colonial past, the origins of Cante Alentejano, the lack of public 

transport in the region, the importance of bread and other cultural traditions. They speak to the 

social and political issues that are pertinent for me and are currently part of a broad contemporary 

global discussion.  

The drawings presented in Dicionários De Artista: Alentejo are dynamic and complex, like the 

realities they convey. They represent much more than what one can superficially see. Their 

meaning is unstable and obscure like life itself. You are free to find new meanings, you are welcome 

to pose your own personal questions. 
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Drawing Almendres Cromlech 

 

 

 

Workshop “Drawing Heritage(s)” consisted of two parts. Following the presentations of the 

invited speakers, the debate shifted outdoors in the afternoon when the participants had an 

opportunity to take part in the drawing in situ experience. Towards that end, a field trip took place 

as a visit to the archaeological site of Almendres Cromlech, some 12 km outside of the city of 

Évora. Almendres Cromlech is considered the largest megalithic monument in the Iberian 

Peninsula, popularly known as "Portuguese Stonehenge". The complex dates to the Early Neolithic 

era. Set in a clearing enveloped by cork trees, a circular assembly of almost one hundred granite 

monoliths is the focal point of the site. The stones are organized in small groups or standing solitary, 

and their orientation links to the solstice and equinox rituals and celebrations. Together with other 

archaeological remains scaterred in the surrounding region of Alentejo, the complex makes part of 

the so-called "megalithic universe of Évora".1  

  

The long history and archeological value add to the heritage status of the site, which is 

further imbued with the sense of quiet and mysticism that seemingly pervades the whole setting. 

Yet, in reality the site is often crowded with hustling groups of visitors, a result of its increasing 

popularity as a tourist attraction. Indeed, upon arrival the workshop participants encountered the 

place busy with a number of tourists, though the landscape still seemed soaking in serene 

atmosphere and the warm hues of the late summer afternoon. During the one hour that was the 

duration of the exercise, all the participants worked to develop some drawings at the location, per 

their own choice, with the questions and themes discussed earlier in the day still resounding in their 

mind. 

The following pages exhibit some drawings developed by the workshop participants. 

 

 

 

 

 

https://drawingstillplaces.wixsite.com/dsp1/venue


Drawing Heritage(s) | 77  
 

 

 

 

 

 

 

 

 

 

 

DRAWINGS 

 

 

 

 

 

 

 

 

 



Drawing Heritage(s) | 78  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Pedro Loureiro 

 



Drawing Heritage(s) | 79  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Pedro Alves 



Drawing Heritage(s) | 80  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Duncan Bullen 



Drawing Heritage(s) | 81  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Eduardo Duarte 



Drawing Heritage(s) | 82  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Nevena Tatovic 

 



Drawing Heritage(s) | 83  
 

 

 

 

 

 

 

 

  
    Mário Linhares 

 



Drawing Heritage(s) | 84  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Guida Casella 

 



Drawing Heritage(s) | 85  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Eduardo Duarte 



Drawing Heritage(s) | 86  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Eduardo José Calle Vélez 



Drawing Heritage(s) | 87  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Magda Batiashvili 

 



Drawing Heritage(s) | 88  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Duncan Bullen 



Drawing Heritage(s) | 89  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Shajjad Hossain 

 



Drawing Heritage(s) | 90  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Eduardo Duarte 

 



Drawing Heritage(s) | 91  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Tanzil Ahmmed 

 



Drawing Heritage(s) | 92  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Paula Esteves Pinto 

 



Drawing Heritage(s) | 93  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Eduardo Duarte 



Drawing Heritage(s) | 94  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Shajjad Hossain 



Drawing Heritage(s) | 95  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Pedro Alves 



Drawing Heritage(s) | 96  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Duncan Bullen 



Drawing Heritage(s) | 97  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Nevena Tatovic 



Drawing Heritage(s) | 98  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Guida Casella 

 



Drawing Heritage(s) | 99  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Ana María Moya Pellitero 

 



Drawing Heritage(s) | 100  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Filipa Pontes 



Drawing Heritage(s) | 101  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Ana María Moya Pellitero 



Drawing Heritage(s) | 102  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Tanzil Ahmmed 



Drawing Heritage(s) | 103  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Manuel João Ramos 



Drawing Heritage(s) | 104  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Manuel João Ramos 



Drawing Heritage(s) | 105  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Pedro Alves 



Drawing Heritage(s) | 106  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Pedro Loureiro 



Drawing Heritage(s) | 107  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Pedro Loureiro 



Drawing Heritage(s) | 108  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Pedro Loureiro 



Drawing Heritage(s) | 109  
 

 

 

 

 

 

 

 

 

 

 

AUTHORS 

 
 

 

 

 

 

 

 

 

 

 



Drawing Heritage(s) | 110  
 

Duncan Bullen  

Duncan Bullen is Deputy Head of School, in the School of Art at the University of Brighton, where he has 
responsibility for leading Research and Enterprise. 
Duncan's research interests are grounded in the materiality of manual drawing. He is concerned with tactile, 
repetitive, reductive, non-representational drawing strategies which he aligns with the practice of mindfulness 
meditation. Duncan is interested in how drawing mindfully may communicate spatially and physically as a 
means to trace the immediacy of lived experience, through tactile, sensory and contemplative engagement 
with the world. With this comes an interest in arts-health and the interchange between well-being and well-
doing in which the lived body, mind and environment are part of the same process of phenomenologically 
enacting one's world at a transactional, integrated and visceral level. Duncan's research aims to contribute 
and build upon discussions that position drawing as phenomenology, and he situates his research within a 
comparative context that draws on a convergence of thinking from Eastern and Western philosophies. Duncan 
places particular value on practice-based research, which situates drawing within a first person, experience-
based methodology. 
Duncan trained in Fine Art at Leeds Polytechnic, graduating in 1988. He then completed an MA in Printmaking 
at the Royal College of Art in 1991 after which he was the recipient of a Prix d' Rome Scholarship, spending 
1991-92 at the British School at Rome. Duncan has had several solo exhibitions and has participated in many 
internationally recognised shows, as well as contributing writing to academic journals and published book 
chapters.   
 
 

 

Mário Linhares 

Mário Linhares (Lisbon, Portugal) studied at the Artistic School António Arroio. Having two Graduations - 
Landscape Design, and in Industrial Design - he also holds a Master Degree in Visual Arts Education, and he 
is currently doing research for his Ph.D. on Fine-Arts, concerning The Spiritual in Drawing. Draws compulsively 
and idealizes artistic and humanitarian projects since ‘97. Is married, have one son, and draws on the 
sketchbooks his wife makes. Enjoys walking, taking public transportation and discussing ideas with friends. 
He founded Urban Sketchers Portugal in 2009, joined the International Executive Board in 2011 and he is the 
current Education Director of Urban Sketchers since 2013. Co-author of the awarded travel book: Carnet de 
Voyage | Côte d’Ivoire, he contributes to different books about drawing, organizes exhibitions and contributes 
with lectures worldwide. Travel and sketching are what like the most to do. 
 

 

Manuel João Ramos 

Manuel João Ramos, born 1960 in Lisbon, Portugal, is Associate Professor with tenure at the Dept. of 
Anthropology and Senior Researcher of the Centre of International Studies, at ISCTE - University Institute of 
Lisbon. He is presently the head of the Central Library of African Studies. In 1982 he completed a BA in 
Anthropology (at FCSH-UNL) with honours, presenting a monographic essay about a fishing community in 
South Portugal. In 1987 he completed a MsC in Comparative Literary Studies (at FCSH-UNL), with a 
dissertation on travel literature. In 1995, he successfully presented his PhD thesis in Symbolic Anthropology 
(at ISCTE-IUL), with honours, on Christian mythology and visions of the East. He pursues a parallel graphic 
arts carrier and is involved in NGO militancy. He is the president of ACA-M, the delegate f FEVR (European 
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Federation of Road Traffic Victims) to the UN Road Safety Collaboration, and is a member of the directors' 
board of the Global Alliance of NGOs for Road Safety. He's also the representative of the Hakluyt Society in 
Portugal. http://www.mjr.link/ 
 

 

Pedro Loureiro 

Born on the southwestern-most tip of Europe, in Lagos, Portugal. A childhood of legos and sand castles led 
him to architecture school, but an adolescence of doodling drove him to illustration. Works halfway between 
the two professions, as an architecture illustrator. Likes to sketch, to travel and to chop vegetables into tiny 
bits. Teaches sketching workshops regularly and tells his stories in the blog Storysketching and in Urban 
Sketchers Portugal. He is also a regular writer for Drawing Attention and is an illustrator for The Wedding 
Sketchers, alongside two other fellow sketchers. 
 

 

Pedro Alves 

Pedro Alves is an architect and illustrator living in Torres Vedras. Drawing has always been a constant passion 
and the medium he used from early on to express ideas or to represent animated characters he liked. In 
college, in 2001 he started his contact with the sketchbook to record urban environments and has never 
stopped since. He is part of the drawing group CCC Sketchcrawl Torres Vedras and is one of the coordinators 
of the Urban Sketchers Oeste. The fact that he works in Lisbon allows him to document various situations of 
the capital's busy life, interspersed with relaxed family lunch sketches in Torres Vedras during the weekends. 
Drawing is always present in his life and work, and according to him, this process of daily drawings does not 
have a specific purpose, serving for its constant evolution and search for new ways of being and 
communicating. 
 
 

Ana María Moya Pellitero 

Ana Moya is a postdoc researcher with an FCT grant at CHAIA, University of Évora. She holds a post-
graduation in Intervention and Management of the Landscape Heritage by UA Barcelona (2009). PhD in Urban 
Landscape Theory and Urban Culture from the Department of Architectural History and Theory, TU Eindhoven 
(2007). She has been Assistant Professor at ISMAT, Lusophone University (2010-15) and lecturer at TU 
Eindhoven (2000-2007). Her PhD dissertation developed a trans-disciplinary and intercultural research in the 
field of urban landscape perception with a phenomenological enquiry involving topics related with landscape 
theory, urban culture, psychology of perception, visual media and representation, both for the European and 
Chinese urban context. Her postdoc research develops a theory on the somatic multicultural urban landscape, 
which studies the dynamic identity and immaterial landscape heritage in two historical neighbourhoods in 
Lisbon and Barcelona, involving the body, its choreography and the multisensorial perception and mapping of 
the urban space. She published the book “The Perception of the Urban Landscape” Ed. Biblioteca Nueva 
(2011), and she was contributor in the collective work “Exploring the Visual Landscape”, IOS, Delft University 
Press (2011). 
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Filipa Pontes 

Filipa Pontes (Beja – Portugal, 1978), holds a degree in Graphic Design in Portugal (ESAD, Caldas da Rainha) 
and a postgraduate degree in Creative Illustration in Spain (EINA, Barcelona). Since 2004 participates in 
projects, exhibitions and artistic residencies in Portugal, Brazil, Spain, Mozambique, China and Norway. Using 
drawing as a way to research and reflect on the human relations in the contemporary society, creates site-
specific projects through installation, performance and artist’s books, exploring the connections between 
place, time and space. 
Filipa collaborated internationally with institutions in projects related to contemporary art, education and 
culture. She has also organized workshops and programs in the fields of drawing and illustration, developed 
curatorial projects and worked as a teacher. Currently living in Berlin, Filipa is studying at the Faculty of Fine 
Arts in Lisbon (PhD program) investigating the relationships between drawing practice and autoethnography. 

 

 

Filipe Themudo Barata 

Filipe Themudo Barata, UNESCO Chair holder and founder entitled "Intangible Heritage and Traditional Know 
– How: Linking Heritage" and full Professor at the University of Évora since 2004, has retired at the end of 
2020. He taught several disciplines and seminars connected with History (especially linked to the 
Mediterranean), Heritage and Museology. He was former member of the Steering Committee of the Master of 
Museology, member of the Scientific and Pedagogic Committee of the Erasmus Mundus Master TPTI 
(“Techniques, Patrimoine, Territoires de l’Industrie”), member of the Steering Committee of HERIMED 
Association (Palermo), member and Vice-Director of the CIDEHUS Research Centre at the University of 
Évora, Visiting Professor at Cape Verde University and associated member of the Centre d'Histoire des 
Techniques (Paris Sorbonne - Panthéon), Pro bono manager of the Fondation Orient-Occident (Rabat - 
Morocco). He has led several project teams concerning heritage, including the intangible heritage: Portuguese 
Heritage around the World, Architecture and Urbanism (a project financed by the Calouste Gulbenkian 
Foundation), HPIP and was member and team leader of both European and National projects. He authored 
many papers, books and book chapters, lectures as well as has been conferences speaker around the world. 

 
 

Nevena Tatovic 

Nevena Tatovic is currently pursuing her PhD between the University of Évora and Faculty of Fine Arts of the 
University of Lisbon, as a HERITAS fellow of the Portuguese Foundation for Science and Technology 

(PD/BD/150442/2019). She is integrated member of CIDEHUS - Interdisciplinary Centre for History, 
Cultures and Societies of the University of Évora, and member collaborator at CHAIA - Centre for Art History 
and Artistic Research of the University of Évora and CIEBA - Centre for Research and Studies in Fine Arts of 
the Faculty of Fine Arts, University of Lisbon. Set at the crossroads of heritage, arts and landscape studies, 
her doctoral project ponders concept of intangible heritage in nature – culture context, exploring the notion of 
silence in a comparative analysis of the selected landscapes of religious and natural heritage. She holds a 
master in heritage studies from the University Paris 1 Panthéon – Sorbonne, with a joint diploma from the 
University of Évora and University of Padua. With a background in landscape architecture (University of 
Belgrade), her research interests revolve around intangible heritage, silence and spirit of place, 
phenomenology of landscape and drawing, and environmental history. 
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Md Shajjad Hossain 

Md Shajjad Hossain is an architect and senior lecturer in the Department of Architecture, BRAC University, 
Bangladesh. He is currently doing his research under a joint PhD program called HERITAS (heritage studies 

PD/BD/143001/2018), organised by the UNESCO CHAIR-University of Évora and the University of Lisbon, 
Portugal. His research interests lie in cultural heritage, human settlement, urbanism and mapping while his 
current work focuses on a methodology that foresees the use of interpretative mapping to combine 
chronological information on the history, landscape, monuments and cultures of a historic site. He has been 
research associate in a recently completed collection on The Islamic Heritage of Bangladesh, a collaborative 
project between BRAC University, Archnet and the Aga Khan Trust of Culture. Shajjad Hossain got his 
bachelor’s degree in Architecture from Bangladesh University of Engineering and Technology (BUET) in 2007 
and his Master of Human Settlements (MaHS) from the Katholieke Universiteit Leuven, Belgium, in 2012.  He 
is integrated member of CIDEHUS (Interdisciplinary Centres for History, Cultures and Societies), University 
of Évora and collaborator at CHAIA (Centre for Art History and Artistic Research), University of Évora and 
CIEBA (Centre for Research and Studies in Fine Arts of the Faculty of Fine Arts), University of Lisbon. 
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