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a. PREFACE 

 
A product of peoples’ perception 

 

The I International Seminar on Art and Landscape took place in the Landscape 

Laboratory, a novel institution installed in the Meadow of Creixomil, near the 

banks of Rio Selho. Recognizing the importance of contributing to an integrated 

approach for environmental policies and Sustainable Development, Guimarães 

recovered an abandoned industrial unit to create the Association for 

Sustainable Development – Guimarães Landscape Laboratory, in partnership 

with two higher education institutions, aiming at promoting knowledge and 

innovation, research and scientific dissemination. The Landscape Laboratory is 

also a centre of excellence in the field of environmental education, also being 

the coordinator of the municipal program for education for sustainability. 

Since 2014, through a multidisciplinary approach Landscape Laboratory is 

developing several scientific projects aimed to study and disseminate 

methodologies and processes, as a driver for ecological, sustainable, inclusive 

and resilient cities, finding solutions for eco-efficient urban systems, protection 

and promotion of biodiversity and monitoring of urban waterlines’ quality.  

For the construction of a more sustainable territory, the Landscape Laboratory 

also recognizes the importance of thinking landscape and its dynamics, 

intending to be a place of reflexion and discussion about the landscape 

concept.  

And Landscape is not another word for environment – it is created in the eyes, 

minds and hearts of people when the material “real” components of our 

environment and (in)material elements is seen, touched, smelled, listened, 

savoured over the filters of memory and through association, understanding and 

interpretation.  

The relation between all types of Art and Landscape has a long history and play 

a significant role in shaping modern thought and practices. Early “primitive” 

examples of environmental art stem from landscape painting and 

representation. Later in middle ages, landscape referred to the land controlled 

by a lord or uninhabited by a particular group of people. Literary landscape - in 
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representation and description - was also emerged and by the early 

seventeenth century, painters coined the term landscape in regard to the 

appearance of an area, more particularly to the representation of scenery.  

The basis for the contemporary definition of landscape by the late nineteenth 

century, took shape in many instances maintaining important connections to the 

folder tradition, but also it was explicitly applied social and cultural theory to 

landscape interpretation showing concerns about socio-cultural and political 

processes that “shape” landscapes. We saw an increase in the politics’ studies 

and arts of landscapes. Some focus on monuments and heritage, some rise 

interest in feminist, others in critical approaches to landscapes, and others 

focused in representations through art. 

This transdisciplinary field of Landscape studies had fracturing effects and 

explored environment and landscape embracing ideas from environmental 

sciences to philosophy and art. Nowadays, several people are engaged in 

exploring the entanglement between those fields. The practice encompasses 

traditional art forms, new and critical social-environmental art forms of 

production. The produced work embraces a full range of landscape and 

environmental conditions from the rural, to the suburban and urban as well 

industrial and post-industrial settings. 

In the last decades, a deep epistemological and ontological surrounding 

landscape meaning has been done by a group of researchers, artists, 

technicians, not only re-theorizing the concept, but showing how it forms an 

important part of social, cultural, economic, environmental and political systems. 

This first international meeting aimed to invite contributions, that presents and 

discuss these emergent approaches between the forms of art and landscape, 

strongly believing onto this as a contribute for assuring alternative webs of 

knowledge and practices. 

 

Organizing Committee, 

Carlos Ribeiro 

Ricardo Nogueira Martins 
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b. INTRODUCTORY TEXTS1
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 Keynote speakers speech. 
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EMOTION, PLACE AND LANDSCAPE 

Joan Nogué 

University of Girona; Landscape Observatory of Catalonia 
Spain 

joan.nogue@udg.edu 
 

I would like to thank the organisers of this interesting International Seminar on 

‘Art and Landscape’ – Ricardo Nogueira Martins in particular – for inviting me to 

be here with you today. It’s a real pleasure. 

As you may already know, the Landscape Observatory of Catalonia does not 

really deal with questions of art and landscape. Nevertheless, and strange as it 

may seem, we find ourselves increasingly closer to the world of art. We feel 

closer to it, and it comes closer to us, almost imperceptibly. And that’s the 

reason why we maintain links with initiatives like the Art and Nature Centre 

(CAN) of Farrera in the High Pyrenees, and with others that have sadly fallen by 

the wayside after several years of extraordinary work, such as the Art and 

Nature Centre (CDAN) in Huesca, that is no longer what it used to be. In fact, 

the demand in this area is so high that our general website will soon have a 

section specifically dedicated to art and landscape. The website - which will be 

much more than a website - will be jointly managed by ourselves and different 

art foundations interested in the theme, who we will be pleased to present in a 

Seminar to be held in a few weeks’ time.  

Having said that, we were very interested in Laboratório da Paisagem’s 

proposal right from the outset for another reason: because it is not framed 

within the academic and professional compartmentalised logic in which we live 

and in which we have developed: a logic which has its roots in the nineteenth 

century, but which is still dominant in today’s classrooms well into the twenty-

first century - at least in Spain. As a matter of fact, I have never felt comfortable 

with such tight compartments and I have always sympathised with initiatives 

that try to work outside them. I have always thought that the most attractive and 

suggestive ideas arise precisely from the points of convergence between 

different disciplines, from those hybrid territories and frontiers of knowledge. It is 

in these borderlands of knowledge, made up of different coats of protean 

figures, where languages that once appeared to be incompatible, when viewed 
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from their corresponding centres, no longer seem to be so. This is the magic of 

the peripheries and, incidentally, the landscape happens to be full of them, of 

unexplored nooks and crannies where the convergence and interchange of 

different yet complimentary gazes is possible.  

It is for this reason that, when trying to decide on the most suitable subject to 

talk about today, I opted for a cross-cutting, border topic that, although not 

artistic in the strictest sense of the word, is intrinsically related to the central 

theme of this Seminar. Here, I am referring to the threefold relation between 

emotion-place-landscape: something that is being addressed more and more 

frequently within the framework of emotional geographies, which I am 

particularly interested in.  

Let's get started then. In April 2010, an international and interdisciplinary 

congress on emotional geographies was held in Adelaide, Australia. The 

sessions of this congress covered themes such as affective spaces and 

globalisation, rooted versus de-rooted, emotional architectures and emotional 

landscapes, the semiotics and poetics of affect, public space and emotion, and 

many others. In June 2015, the fifth edition of this congress was held at the 

University of Edinburgh in the United Kingdom and enjoyed a high level of 

attendance. In Italy, on the other hand, FAI (the Italian National Trust) has 

promoted a kind of national competition known as I Luoghi del Cuore, aimed at 

all Italian schools, under the slogan “The real journey of exploration does not lie 

in discovering new lands, but in being able to look at things in a different way” 

(“Il vero viaggio di scoperta non consiste nel cercare nuove terre, ma nell’avere 

nuovi occhi”). The success of this competition exceeded all expectations. It was 

all about doing something as simple as encouraging students to send 

photographs and texts about places they connected with in a special way, that 

evoked images or memories, that awoke their emotions; in short, and quoting 

directly from the website, “places that speak directly to our heart”. Also in Italy, 

the Fondazione Benetton Studi Ricerche has just finished a macro research 

project including citizen participation on very similar lines, under the title Luoghi 

di valore, which will shortly be available in book form. This project also 

highlighted the importance of the emotions in approaching landscapes and in 

the multisensorial experience that this entails. This involved identifying and 
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locating places that held particular value for people and finding out the reasons 

behind this. Hundreds of anonymous people, normal citizens who did not 

represent anyone or anything apart from themselves, actively participated in the 

experience, identifying and describing their favourite places and telling the 

experts about their choices; choices which took them to very different places: a 

house, a school, a streetcorner, a road, a square, a wasteland, a tree, a forest, 

ruins, a field, an open space, a section of a river, a space with no apparent 

interest, etc. In contrast to what we might expect, their choices were not 

determined by heritage, historical, artistic or ecological values, but, rather, by 

personal memories, lived experiences, links with past generations, and so on. 

We could continue with many more examples similar to those I have just 

mentioned and which Ana Francisca de Azevedo and Ricardo Nogueira Martins 

are well aware of. And in this regard, the master thesis presented recently by 

Ricardo includes an interesting exploration of the spatiality of feelings, of the 

geographic dimension of the emotions through the body and place. But I am 

sure you are already well aware of all this and so I would now like to pose a 

question: 

What is going on? Why all this interest in emotions, understood not just as 

personal attributes but, above all, as social constructs? Why is it that more and 

more people, both in and outside academia, are arguing for the need to take 

into account once and for all the link between emotions and places, emotions 

and landscapes, and, in general, the management of public spaces, without fear 

of being disparaged as frivolous or irresponsible (as was the case some years 

ago). Why are people now becoming so interested in the spatiality of emotions, 

feelings and affect; which is to say in the emotional interaction between people 

and places? It is well known that psychology has always been interested in the 

world of emotions. However, at least until now, its contributions have been 

mainly limited to its own sphere of professional interest and have paid little 

attention to the public, social and spatial dimension of emotions. What, then, is 

the reason for this renewed interest? An interest which is clearly evident in the 

constant publication of works of unquestionable value and interest, such as the 

book Emotional Geographies. 
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In my opinion, the fundamental reason is that we are witnessing a paradigmatic 

shift in the widest possible sense of the term. The classic material and 

ideological structures that we believed to be infallible are crumbling away and 

losing their aura of solidity and consistency. The pillars of the system of 

production and hegemonic consumption are showing cracks, with the model of 

growth, the prevailing social values, and the ruling trends of competition and 

individualism being questioned by new attitudes to work, to natural resources, 

and to the spaces of daily human life. Calls are being made for a more 

meaningful life in which individuals control their own destinies and their own 

time, eat more healthily and are generally happier. On the other hand, the 

increasing environmental awareness produced over the last thirty years has 

resulted not only in a worldwide response to the climate change produced by 

global warming, but also in more respectful attitudes towards natural 

ecosystems and the biodiversity of the planet. On top of this, it is also worth 

noting how civil society has learned to organise itself and to challenge a rigid 

and stagnant regime and a political class that sometimes seems to be living on 

another planet. In a general sense, and in our most immediate context, 

alongside other factors which we won’t go into right now, all this has been 

exacerbated by an economic crisis that has highlighted the effrontery and lack 

of control of a financial system that has benefitted from the shameless 

exploitation of its clients, which is to say, of everyday citizens.     

Something is happening. Something is happening in the cultural, social and 

even ethical sphere. And it is this “something”, this paradigmatic shift I referred 

to earlier, which goes a good way towards explaining the “return” of the 

emotions to the public sphere. It is worth remembering, however, that political 

action understood in its fullest sense is, in effect, related to emotional 

governance, even though the populist temptation to exploit such emotions is 

always a threat. The modern myth that maintains a division between politics and 

feelings must be re-examined and we must recognise that the depoliticisation of 

feelings has impoverished our public life when the truth is that feelings could - 

or should - be put at the service of any renewal of democracy. Public space is 

not regenerated by de-emotionalising it, but rather by re-politicising and 

democratising feelings. It is no coincidence that books are appearing in the field 
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of philosophy at this very moment, such as The New Public Space by Daniel 

Innerarity or El gobierno de las emociones by Victoria Camps, among others... 

and this without searching further afield.  

It is precisely within this context that emotional geographies acquire their full 

relevance and meaningfulness. Life is essentially both spatial and emotional. 

We interact emotionally and on a constant basis with spaces which we imbue 

with meanings that are then returned to us through the emotions they awaken in 

us. Individual and collective memories are spatial rather than temporal, as is the 

imagination. The basic geographical categories learned at school, or those we 

use in our daily lives, carry emotional associations with them. We experience 

specific emotions in different geographical contexts and we “live” landscapes 

emotionally since they are not only tangible materialities, but rather social and 

cultural constructs impregnated with dense intangible content which is 

sometimes only accessible through the universe of the emotions.  

I’m a geographer, and I have always thought that, deep down, geography as a 

discipline can never really cast off its emotional dimension, despite the efforts 

made by some schools throughout its long history. Emotions and feelings are 

far too pervasive in the topographies of our daily lives, and our geographical 

conventions remain, in effect, a kind of personal and social psychogeography. 

According to these conventions, places appear to be immobile when they are in 

fact not: because they do indeed travel with us through the emotions, which is 

why we can talk of an emotional cartography which is occluded by dominant 

Cartesian cartography. Maybe - without having realised it - maybe our maps 

rest less on a topographical base and more on an autobiographical base; which 

is to say on a network supported by nodes that structure our individual and 

collective memory. Maybe the situationists of the middle of the last century were 

right when they claimed that the real distance between two places on a map 

was not geographical in nature but, rather, emotional and affective. Situationist 

maps, operating outside the golden rules of official cartography, aspire quite 

simply to describe the emotional dimension of geographical space rather than 

its topography or geometry: the latter is fundamental for survival, while the 

former is essential for living. Such maps present us with a new cartography that 
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questions the implicit certainties of a geographical description which is 

exclusively visual.  

If geography (or at least part of it) has reached this point, it has been thanks to 

over half a century of deliberations on the subjective element involved in 

perceiving and experiencing space and, more specifically, the landscape. 

Already in the 1950s, individuals such as David Lowenthal and Eric Dardel, 

among others, opened the way for the subsequent exploration of personal 

geographies within the context of behavioural geography. By considering that 

human perception plays a decisive role in the process of forming images in the 

real world (which ends up having an effect on individual and group behaviour), 

an enormous step forward is made which paves the way for a multitude of 

different lines of research, also in Francophone, Spanish and Italian contexts. 

From the 1970s onwards, humanistic geography emphasises once again the 

role of the subject as the centre of the geographic construct. This time, 

however, it goes further than the question of pure perception. Now we begin to 

see a geography of the lived world based on values and the concept of space 

as the centre of meaning, personal identification, and the focus of emotional 

links. Knowledge of places is sought which aspires to be holistic, lived, 

empathetic and multisensory through immersion in such places; generally 

following the basic premises of phenomenology. Place and landscape are to 

become the two key concepts within this approach. They were key to the 

humanistic geography of years gone by, and they will continue to be in 

contemporary emotional geographies.  

It is within places that we live a specific time and a specific space; we dwell, in 

the Heideggerian sense of the term, in portions of the earth's surface which are 

highly varied in scale and dimension. Some are truly miniscule and apparently 

insignificant in terms of their size and common-placeness: our home, a café, a 

square, a streetcorner between two streets. The nooks and crannies of the city, 

like so many other insipid little corners of the city, can easily become places 

imbued with meaning which embody people’s experiences and aspirations, 

evoke memories, and express thoughts, ideas and all kinds of emotions. 

Geographical spaces, and even urban areas, are not geometrical, topological 

spaces but, above all, existential spaces made up of places whose tangible 



 

16 
I International Seminar on Art and Landscape 

materiality is tinted and impregnated with immaterial and intangible elements 

that turn each specific place into something unique and non-transferable. 

Places are those points that structure our geographic space, that bind it 

together, that give it meaning. Places are not just locations which are easily 

identifiable on our maps on the basis of a system of coordinates that tell us their 

latitude and longitude. Places offer us the main means by which we invest the 

world with meaning and through which we act within the world.  Human beings 

create places within space, we live them and we imbue them with meaning. We 

take root in them and we feel part of them. Places, on any scale, are essential 

for our emotional stability, since they act as a bond, as a point of contact and 

interaction between global phenomena and individual experiences. 

Geographical space is, in essence, an existential space; an immense and 

dense network of ‘lived’ places, all of which are different. A significant part of 

contemporary human geography continues to be as interested as ever in finding 

out how human beings create places, imbue geographical space with meaning, 

and how a sense of place is generated.    

This is by no means an insignificant question, nor is it in any way easy to 

answer, in fact, it is just the opposite: it is full of contradictions and paradoxes. 

Maybe influenced excessively by Marc Augé’s concept of "non-place", which is 

without doubt attractive albeit slightly dubious, we have tended to assume that 

dense and intense social relations cannot be formed in such non-places that 

would turn them into "places" of reference and identification, at least for certain 

groups of people, able to stimulate imaginations and cultural representations, to 

become centres of experience and meaning; to become, in short, places in the 

existential and phenomenological sense of the term. The North American 

geographer of Chinese origin, Yi-Fu Tuan, who talked about non-places almost 

twenty years before Marc Augé, already warned at that time of the risks of 

applying an excessively morphological, architectural, visual and aesthetic 

conception of the concept. And although it is often forgotten, John Brinckerhoff 

Jackson, the founder of the North American journal Landscape, also used 

similar terms. Jackson believed that the sense of place held by the average 

American does not depend so much on architecture or on any specific physical 

or urban structure, but that it depended more on the sense of time, on the 
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recurrence of certain events and celebrations that give continuity and security to 

a community, however banal the physical surroundings may be. This 

perspective links well with the approaches presented recently by authors such 

as David Kolb, in the sense of understanding places as places-where-we-do-

something, rather than places-where-something-is. Furthermore, it may be that 

a sense of place does not emanate only from prolonged and stable relations 

with physical locations but, rather, that it may emerge through mobile, transitory 

and even ephemeral experiences. If this is the case, the Canadian geographer, 

Edward Relph, would have been entirely right when he claimed years ago that 

locations remain the same, but that places change. Something along these lines 

can be perceived in 27 Years Later, the excellent cinematographic production of 

James Benning, one of the great directors of North American independent film-

making of the last thirty years. Benning explores so-called non-places and 

manages to capture their poetry like no-one else.  

Beyond these highly specific and extremely miniscule places, other places exist, 

other sites of the geographic space, which are on a larger scale and which we 

also feel part of. The range of different places is immense: the town, the 

neighbourhood, the city, a valley, a district, an entire region. These places are 

fundamental because they act as links, as points of contact and interaction 

between global phenomena and individual experiences. It is within these places 

that the main social categories emerge and where the interactions that generate 

certain responses to specific social phenomena take ‘place’ (this is worth 

repeating).  It is surprising to find that, rather than diminishing the role of places, 

internationalisation and globalisation have increased its actual importance. We 

are witnessing a clear re-evaluation of the role of places in the context of full-on 

globalisation, as well as a renewed interest in new ways of understanding 

territory which are able to connect that which is particular with that which is 

general and global. In short, although space and time has been compressed, 

distances relativised, and spatial barriers blurred - just as David Harvey already 

predicted - places have not only managed to maintain their importance, but 

have also managed to increase their influence and their specific importance in 

economic, political, social and cultural spheres. And within these spheres, 

landscapes are increasingly acquiring a key role for different and varied 
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reasons; one of these being the fact that they act as containers and transmitters 

of emotions.  

It is in this sense that art – art in public spaces, art in the landscape - acquires 

an incredibly relevant social function, from my point of view. Why is it that some 

artefacts (buildings, all kinds of constructions, and also artistic interventions) 

enter into an easy dialogue with the landscape in which they have been inserted 

while others don’t? One does not need to be an expert to realise that, 

effectively, some interventions fit perfectly well in a certain place while others 

don’t. I think that we do not need to turn to the concept of integration to find the 

answer to this question, which is to say the extent to which certain artefacts 

integrate into the landscape; integration in the sense of camouflage, of mimicry, 

of trying to cover up or disguise an intervention by using the same colours, 

materials and textures as those of the landscape into which it is inserted. This 

strategy of integration has worked well in many cases, without any doubt 

whatsoever. But I think that, per se, it is no guarantee of success. In fact, we 

can find many examples in which this alleged integration screams out, just does 

not work, while, on the contrary, some objects, some constructions which 

contrast entirely with the pre-existing landscape, enter into dialogue more 

effectively. 

It is for this reason that I believe the answer to the dilemma presented is much 

more complex and that we need to search for alternative responses; to be 

precise, in terms of being capable - or not - of capturing the essence of the 

place in which one constructs or inserts one's object, artefact or work. And this 

is not as easy as it sounds, because it involves much more than a simple study 

of shapes, colours and textures. And we can find proof of this in the fact that 

only a few architects, engineers and constructors manage to achieve this. 

Similarly, only a few artists who work in public spaces and landscapes manage 

to excel at it. They are often betrayed by their obsession with leaving a mark, 

with being noticed. There is no need to give examples here: they can be found 

left, right and centre.  

To capture the sense of place of a particular location means to enter into an 

intense and profound dialogue, without haste, in all seasons of the year, in all 

weather conditions, during the day and at night. It means smelling its odours, 
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treading on its different areas, listening to its sounds, and capturing its 

atmosphere. It means understanding the past which is imprinted on the present; 

understanding that the landscape, like all landscapes, is a palimpsest, an 

accumulation of layers and structures from different times and different epochs.  

It means comprehending the long and complex historical process of the territory 

and the territorialisation of history. It means, in short, capturing its aura, as 

Walter Benjamin would say. That is exactly what Dani Karavan managed to do 

twenty years ago with his work ‘Landscapes’ in Portbou, dedicated to the 

memory of Walter Benjamin. The artist understood the sense of the place 

perfectly, the essence of the Mediterranean landscape of the extraordinary Bay 

of Portbou and, precisely because of this, he was able to use it to honour the 

memory of the illustrious philosopher who was pursued by the Nazis and buried 

in the cemetery there. With an extraordinary sensitivity, avoiding any kind of 

disglossia or cacophony, Karavan created a work that enters into constant 

dialogue with the landscape that surrounds it and also with ourselves.   

On a small scale, and from the world of art, Dani Karavan reveals a great truth 

that we could and should be capable of extrapolating to any other level: when 

intervening in the landscape, the challenge does not lie in transforming it but, 

rather, in the nature and intensity of this transformation. The artist, the architect, 

the constructor, must learn to act on the landscape without breaking with its 

essential character, without eliminating those features that represent its 

historical continuity, without destroying it, in short.  Sometimes it seems that we 

cannot alter, modify or intervene without destroying. And when a landscape is 

destroyed, the identity of the place is also destroyed. And destroying the identity 

of a place – particularly when we are unable to replace it by a new one of equal 

value – is ethically reprehensible, as reprehensible as diminishing the 

biodiversity of the planet. The distinction - which is in fact ethical – between the 

evolution and destruction of a landscape is not a mere nuance: it is a 

fundamental distinction that was already being considered at the beginning of 

the 20th century by leading geographers such as Elisée Reclus and Carl Sauer.  

Yes, I am absolutely convinced of the relevant social function that art has– art in 

public spaces and art in the landscape. And I would actually say that I am more 

convinced today than ever before. Let me explain... Despite the warnings that 
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many of us advanced, we can now see how phenomena such as the dispersion 

of constructed space, urban sprawl, architectural and aesthetic banalisation, 

and urban growth which is disconnected from traditional urban settlements, 

have generated intense territorial fragmentation in just a short space of time, 

and a radical transformation of the landscape that has seriously questioned the 

identity of many places; a process which is worsened, by the way, by the blatant 

homogenisation evident in urban planning, particularly in suburban and 

peripheral areas where an element of squalor, disorder and confusion is 

inevitable. That is without even mentioning the catastrophic social and 

economic effects of the property boom that underlies the crisis we are still 

suffering from. Over the last thirty years we have witnessed, in short, the 

emergence of territories without discourse and landscapes without 

imagination... and it is now time to recover such discourses and such 

imaginations. Art can help us do this. The moment of sensitivity and quality has 

arrived; aspects that ought to impregnate individual trajectories and collective 

projects.  

To dignify, or better put, to re-dignify the landscape, is a good way of starting 

this process and of being consistent with this new paradigm that embraces 

everything. In this sense, it is not at all surprising that the European Landscape 

Convention asserts so strongly that “landscape is an important part of the 

quality of life for people everywhere: in urban areas and in the countryside, in 

degraded areas as well as in areas of high quality, in areas recognised as being 

of outstanding beauty as well as everyday areas”. The landscape is, without 

doubt, an excellent indicator for assessing the level of culture, civility and 

urbanity of an area on any scale. What’s more, it is also a perfect indicator to 

capture the extent to which the society holds its territory in esteem and to what 

extent the people identify with it.  

Appropriate planning, suitable regulation, and, above all, considerable social 

awareness and territorial and landscape culture is needed to achieve this.  And 

it is here where art, or artistic interventions in public spaces and landscapes, 

takes on particular relevance, given its exemplifying and educational function, 

among other reasons. Art can help bring back the sense of a place or reinvent it 
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in cases where it has been irremediably lost. It can help, quite simply, to make 

life more aesthetically and symbolically pleasing. 

Many artistic initiatives have pursued objectives similar to these, starting with 

the land art of the last century. But given the special and critical moment in 

which we find ourselves, we cannot merely reproduce in a mimetic and 

mechanical way the artistic proposals that emerged from a historical moment 

which was so different from our own. In this sense, art – landscape art – must 

also be reinvented. And it must be reinvented, I think, by linking creative acts to 

territorial projects, to city projects, while simultaneously recovering or 

reinventing the sense of the place and ensuring that all aspects complement 

each other and do not fall into – in aesthetic terms and in territorial discourse – 

disglossia and cacophony. 

Art must help us to re-emotionalise ourselves in relation to places and 

landscapes. However, no emotion is possible without previous immersion, 

seduction and contemplation. In a world governed by speed, by instant and 

often programmed obsolescence, by the ephemerality of the latest trends, 

tastes and experiences; in the society of induced visualisation in which we are 

destined to live, of the mental saturation of landscape images; in the society of 

the omnipaysage, to use Michael Jakob's term, it would be wise to remember 

that contemplating is not the same as looking. Contemplating involves looking 

with attention; not in a forced, dutiful or constrained way, but in a relaxed, easy 

way, which does not mean any less attentively. More than this, contemplation 

goes beyond the mere visual, entering also into the multisensorial dimension.  

The stimuli that reach us through our hearing, our sense of taste, of smell, of 

touch, turn contemplation into a multidimensional experience that also contains 

aesthetic, intellectual and emotional components, among other aspects.   

Contemplation has often been associated with a transcendental dimension of 

life; to a state far removed from the din of the everyday. Throughout human 

history, all religions have taken special care of this conception of contemplation, 

as have the spiritual approaches – not necessarily religious – found in all kinds 

of cultures. The history of art provides us with an infinite range of examples of 

this transcendental dimension of contemplation, from the minimalistic Zen 

gardens of Kyoto, to the sublime romantic paintings of Caspar David Friedrich.  
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It is true that contemplation requires a certain level of concentration that does 

not tend to be present when we find ourselves in the usual environment in 

which we move during the monotony of our daily routines. However, this does 

not mean that the act of contemplating must be necessarily limited to the sphere 

of all things transcendental. Contemplation, as a geographical experience, has 

been particularly linked to the consecration of space and thus to landscapes 

with a high symbolic value. But this should not prevent us from recognising that 

we can feel this same experience in everyday and common-place spaces. In 

the same way, while it is true that some "settings" may predispose us to 

contemplation and help generate it more easily, it is also true that it is not about 

what we see, but about how we see it. In other words, to a great extent, 

contemplation is an internal, personal process which is promoted and 

encouraged by the characteristics of what we are contemplating, but not 

determined entirely by these. This is what John Cage referred to when he 

claimed that: “The music never stops, we just stop listening”. An interaction is 

produced between the observer and the observed in which it is difficult to 

determine the precise limits of both sides of the pole. What is clear is that both 

of them are present, that the setting predisposes and that contemplation is an 

existential experience different from the act of simply looking.  

I will conclude here or otherwise I could go on forever!  However, if you will 

permit me, I will make one last observation. The word "emotion" comes from the 

Latin verb emovere, made up of the root terms e, for outside, and movere, for to 

move, to move oneself. Etymologically, therefore, the meaning of "emotion" is 

closely knit to words such as move, travel, and transfer from one place to 

another. Thus, what emotional geographies do is to merely close a circle that 

had already been opened up long ago. On the other hand, they suggest to us 

once again the need to question the certainties which are implicit in 

geographical descriptions of an exclusively visual nature, which are based on 

empirical and Cartesian logic, and which have been developed over prolonged 

periods of time. This hegemonic view of the world, that privileges sight over and 

above the other senses, the durable over the instantaneous, the tangible over 

the intangible, and the sedentary over the nomadic, can render it extremely 

difficult to "discover" new places and new landscapes that emerge in a 
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fluctuating space that is constantly moving between different spatiotemporal 

configurations. If we let ourselves be guided by the emotions, maybe we will 

manage not to get lost in this transfer.  
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It is an important event the one the Landscape Laboratory of Guimarães has 

decided to organize in April 2016. The seminar Art & Landscape has 

established the basis for a fruitful year of discussion, which has provided great 

arguments towards linking green thinking and artistic expression. Parks, 

occasionally, are places that accommodate such movements. They become 

concepts of and for the societies, with which they evolve and to which they tend 

to adjust. There’s where park design reveals models, meanings and patterns of 

use. 

An urban park is a green space with clear limits, designed and intended for 

public use, dominated by the presence of vegetation, that integrates open 

space and areas covered by trees, under such organization that results from the 

implementation of a landscape model. This reveals a set of aesthetic, ecologic 

and social principles. Its size can vary from the small neighbourhood park to the 

metropolitan. There are however many representations and historical times that 

emphasize the long process since the original conception of the park. It seems, 

though, people share a common need to look for the contact with green in such 

places.  

This assumption, that the park is a place tending to an extensive green nature, 

seems to be etymologically rooted, along with the idea of the reserve. 

Moreover, the memories from a rural past urged people to find comfortable and 

spiritual places outdoor - the temples of Nature – which led to the creation of 

gardens and sacred forests, or the look for the paradise on earth, the 

transcendent and the places of healing. 

We take this meaning for granted, but in order to find a concept, a place, and 

call it park, society had to find proper reasons and time for its sedimentation. It 
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seems as though the term is related with a 700’s rule, called ‘Lex Ripuaria’, 

where the word ‘parricus’ was used to describe a green reserve of commons, 

along the Rhine valley. Many etymologists believe that this word is the actual 

forerunner of the current park in most of the European languages.  

The medieval Monastery’s enclosures, as an example, seem to reveal very well 

what was one of the original meaning of a park: a self-sufficient place, with a 

diversity of habitats, with forests, agricultural land and recreation sites, walled, 

extensive and reserved. Its use was rather kept from the outside wold, just as 

the aristocratic private parks, yet to come. 

A new formality and manners were definitely shown by the garden art of the 

Renaissance, revealing clear compartments and terraces and the look for 

beauty and style. It was André Le Nôtre who really reached an overwhelming 

design with nature, by revolutionizing the baroque garden design of the 17th 

century, as celebrated today in the park of Versailles. This style has spread all 

over Europe: from the Schönbrunn gardens to Hampton Court, Het Loo, San 

Ildefonso, and, at a smaller scale, the Queluz gardens, in Lisbon. It was the 

ultimate and intense delight… 

When, the ostentation and geometricism has reached a point of no return and 

became no longer accepted as novelty, minds seem to be set towards looking 

for a new Arcadia – the imaginary place of peace, where shepherds and sheep 

live of the land. A new romantic view of garden art had arrived, through which 

every landscape was to be seen as a painting. Examples such as Claremont, 

Rousham, Castle Howard, Stowe and Blenheim, and designers such as 

Vanbrugh, Bridgeman, Kent and “Capability” Brown, very much represented the 

emerging of the naturalistic style of the English 18th century landscape 

gardening paradigm.  

The pastoral model, of large open meadows, biomorphic lakes and forest 

hedges, was therefore of great influence for the first public park designs. Those 

were to be consider places of pleasure. Paxton in Britain, Lenné in Germany 

and Alphand in France where three of its European masters. They have created 

the pleasure grounds in places such as the Prince’s Park, the Tiergarten Park 

and the Parc Buttes-Chaumont.  
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The 19th century reaction to the heavy industrialized and fast growing cities was 

key for the becoming of landscape architecture, with Fredrick Law Olmsted 

playing the leading role. Olmsted, greatly influenced by Paxton’s work in Britain, 

was the great pioneer of the American park design, with projects such as 

Prospect Park, Central Park and the Boston “Emerald Necklace”. Sheep were 

still the best lawn mowers! 

But towards the end of the 19th century this model for the public park gave way 

to a reform. The new layouts became again symmetrical and geometric. This 

style is typified by the Beaux-arts Grant Park in Chicago, the Champs-de-Mars 

in Paris and the axial Stadtpark in Hamburg, forerunner of the Public Park 

Movement in Germany. Parque Eduardo VII also fits in such style. 

Along with the World Wars and financial crisis of the 20th century, cities were 

facing new problems such as social conflict, massive migrations, and the need 

to control diseases. The recreation facility was the new functionalist model of 

the park, typified by the function-led design of the Amsterdamse Bos. 

Management efficiency was one of its principles. Parks were then the places to 

promote education and happiness. 

After the 60’s many smaller parks have been done in North America, while, in 

Europe, there was also a great boom of post-industrial parks. At this stage, 

cities also had to deal with a variety of green and public spaces, inherited from 

past movements. Greatly influenced by the ecological thinking, the main 

concern turned to making sense of such systems of open spaces. 

Now, parks, as well as other urban open spaces, are seen as objects of urban 

regeneration and are also tangible entities, publicly lived and owned by 

everyone. The globalization of design and the discussion about design models 

has been increasingly frequent. There are many views about the contemporary 

park design, but two emerge rather opposing. 

On one hand, the park as a metaphor of the city, a cultural architectural art as 

means to indulge our insistent need to discover community life, extending urban 

forms. The place for an experimental garden design and the horticulture of 

beauty, rather than a naturalistic urban vision. On the other hand, the park is 

seen as the representation of nature, as if contrasting with the “dark side”. The 
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sustainable park is well integrated in the urban fabric, yet evokes a more 

ecological aesthetic. It reclaims the natural systems for the city, connects the 

outdoor space, promotes well-being, ecological integrity, construction and 

maintenance cost adaptation, and the mitigation of a wide range of negative 

impacts on city’s life and environment. It also accentuates the need for a 

biodiversity-based strategy, able to deal with a creative and sensitive 

management of parks as green urban spaces. Ultimately, the park is the place 

designed by nature and time, the “loose-fit” environment where the absence of 

formal design keeps the space available to a dynamic allocation of various 

uses. 

These two conceptions of parks puts on one hand the park as an “unroofed 

building”, and on the other the sub-urban park, where there is more space 

available, and so the opportunity to present a more naturalized vision. If the first 

is constrained by the architecture and the city form, the second brings up the 

challenge to adapt nature to the needs of a dense urban life.  

Parks are landscapes and these are dynamic, therefore change is one of their 

qualities. If parks are being designed, managed and used by people at a certain 

time, political reality can also be one the causes of the transformation. 

Catharine Ward Thompson discusses park design by looking at it from two 

democratic perspectives: Firstly, the park as “melting pot” which tends to absorb 

cultural differences and seek multifunctional design solutions, becoming an 

informal space that accommodates free use. Alternatively the park can be seen 

as a “salad bowl”, where cultural differences can find their individual expression, 

attending to everyone’s needs, becoming perhaps more intensively designed, 

but safeguarding sociological differences and cultural interchange. Despite that, 

it seems that the idea of a “plug-in park” is rejected, i.e., a place that aggregates 

specific functions for everybody and anything, with no integrity. It  is a problem 

to be solved by design, which should then recognize “the need of all individuals 

to distinguish themselves as well as be surprised and amused by others and, 

not least, by the design of the place itself”, just like stressed by Hans Ophuis.  

From the enclosures and deer parks, to the Arcadian and pastoral landscapes 

styles, moved to the aristocratic formality of beauty, thence to park systems and 

recreation planning, and to the contemporary divergent views. Whether aligned 
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with the city form or seeking nature as inspiration, functionally homogeneous or 

individually inclusive, the park should perhaps be the beautiful place of freedom, 

recreation and restoration, grounded in local realities, cultural and ecologically-

oriented, open to the city and to everyone. 
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Abstract 

This text accounts the experience of the workshops "inhabited landscapes" that 
aim to generate a creative approach to the understanding of landscapes. 

Between October 2015 and June 2016, a serie of activities on landscape 
directed to a variable group of families were performed, in which the content 
was worked up through dialogue with various invited artists.  

The workshops attempted to invent forms of representation the idea of a 
concrete, local and inhabited landscape; better than a photographed image of a 
view, we looked for some vague approximation to the abstract essence of its 
identity.We started from a studied screenplay which served as reference and 
which broke down into chapters a possible approach to the knowledge of the 
territory and its perception. The chapters previously defined were: elements, 
properties, cosmology, function, perception, and identifying features. The 
workspace was focused on the Galician hinterland, characterized by a 
labyrinthine topography, an ancient and thorough molded of places and a high 
fragmentation and diversity of plant cover.  

The arts and techniques of expression which addressed the exploration and 
representation of this territory were: painting, drawing, photography, cinema, 
theater, music, poetry, stage design, modeling and models making.Each guest 
artist suggested from his language an exercise to work with a particular 
landscape issue. Thereby, participating children assumed the attitude and 
means of expression proposed to generate invented signs that spoke of own 
landscapes. They drew a red string that ran through the mountain, stamped 
vacuum’s footprint held between the walls of a way, characterized themselves 
as inhabitants of a hut or as aquatic beings submerged underwater. With 
cardboards cuttings and plant residues they created a postcard photographed 
and transformed on the light, they invented images to certain smells, created a 
model of a parish with places which then named, and interpreted the time of 
impressionist compositions. With watercolors stains represented thresholds as 
transitional spaces, with painted trees on boxes symbolized and dramatized a 
forest. They recorded scenes on the extensive edge of a village, created votive 
offerings with modeling clay and analyzed the mysteries of poetry that then 
danced. 

In summary, the training module raised two objectives: to activate in participants 
an observer attitude towards the environment, and to show various forms of 
expression to represent unexplored places, using flexible teaching methods that 
would allow learning from spontaneity and singularity. 

 

Keywords: landscape, representation, children's education, artistic expression. 
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1. The search for expression 

Between October 2015 and June 2016, workshops on landscape were carried 

out in collaboration with various artists and professionals, in which a varying 

group of families with children between two and ten years old were involved.  

The workspace is centered on the Galician hinterland, characterized by a 

labyrinthine topography, a thorough molded places and a high fragmentation 

and diversity of plant cover. It is a territory of difficult understanding, without a 

clear image to symbolize it, although on a small scale generates a myriad of 

easily apprehended and welcoming places. 

The challenge has been to propose, with the help of professionals who work 

with space from several experimental fields, modes to represent specific 

aspects of this territory, from the abstraction of ideas that make them intelligible 

and the use of different techniques of expression: photography, drawing, 

painting, cinema, theater, music, poetry, stage design, modeling clay and 

making models. 

So, the proposed activities work the exploration of the territory and its 

representation. Each workshop develops a spatial meaning or concept, and 

invites to refer the imagination that the idea produce using different artistic 

languages. 

The course is divided into six chapters: 1. Elements 2. Properties, 3. 

Cosmology, 4. Function 5. Perception and 6. Identifying features. 

2. Chapters 

2.1- Elements and properties 

The first block work signs that lead to the morphological representation of a 

place. The second one try out intangible traits that approach us to the 

environment definition of the site. 

- Nodes, nets, weaves: abstracts components of the territory in points, lines and 

surfaces, that are combined to create a personal site mapping, referring to 
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scalable objects of the explored territory, which are filtered by the selective 

memory of each, and the experiences lived during the route. 

- Full and empty: it promotes a way to observe the territory in which attention is 

directed to perceive the space as an own entity, with form and quality, molded 

intentionally and with precise limits. 

- Beings and processes: introduces dynamic components of the place: plants, 

animals and natural phenomena phases which relate mainly to climatic and 

seasonal variations. 

- Cartographies: explains the formation of a site from the sum of the 

components, and the introduction of elapsed time as a variable that completes 

the integral view of the place. 

- Environmental and emotional qualities that are discovered from recreations of 

invented landscapes in which qualities of the next territory are emphasized, 

intensifying them above the real with the idea of underlining its possible 

presence in everyday places. In this series of imaginations, three notable 

qualities of these Galician landscapes have been highlighted: the domain of 

landscapes formed by intertwined enclosures in which predominates visibility of 

short distances; the “lar” idea as multiple gravitational center of the spatial 

conception of the inhabited region; and the constant presence of water in the 

territory constructed forms, characterized by a fluid plasticity of space and a 

marked concavity of its volumes. 

2.2- Cosmology and function 

In the proposed activities for these chapters we study how man organizes 

colonized space based on the relationship with the rest of the universe (square 

vs. circle contrast vs. harmony). We work also what are the uses that the 

community practice on the territory. 

Thus, the order generated in the origins of the construction of the territory has a 

deep relationship with the environment, forming the basis of a global system in 

which the vital rhythms of every little being is connected with lunar and solar 

cycles. The rounded shapes of the alveolar network that was slowly building 

over the region, refers to a form of original and inclusive thinking. The plasticity 
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of its forms refers to the fluidity of water, the receiving concavity and the 

functional multiplicity. 

Currently the link of modern man with the environment is based on a 

relationship of domain from which exercise a exhaustive control over things and 

beings. The implementation of the square, the alteration of the ecosystem 

balance, the indifference to astronomical conditions, …,  are the basis of the 

actions exerted on the earth: orthogonal grids, large-scale implantations, abrupt 

cuts of topography, use of processed materials, alterations of watercourses, 

deconfiguration of full habitats ... We live a stage of alteration and contrast. 

The next chapter, which analyzes the functions assumed by the territory, is 

focused on understanding the footprint of the traditional agricultural system and, 

on another level, on the exploration of the relationship between the individual 

and their environment, especially in regard to the introspective capacity of the 

person to find comforting in the natural world. 

2.3- Individual and collective perception.  Identifying features 

The final part of the module is devoted to the study of perceptions as a way of 

approach to the knowledge of the essential characteristics of each landscape. 

For that, a number of analytical tools referred to are defined: time, atmosphere, 

emptiness and threshold; from their combination will emerge different and 

overlapping classifications. 

In the subject of the collective imagination, we work microtopography and place 

names as a way of the collectivity to appropriate spaces that are interwoven in 

the territory and also the sacred space, on which the group refers certain 

transcendent meaning. 

Finally, three singular features of the Galician hinterland landscape are 

developed: the diffuse boundary, which refers to the imprecision of limits; the 

constant circularity in alveolar networks that are unfolded on the land and the 

foggy perception of the half-hidden spaces inside the molded labyrinthine on the 

region. 
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3. Workshops 

3.1- Elements 

3.1.1. Threads. Proposal for an abstract grammar of the territory, with 
Pablo Otero, artist and illustrator 

Content: The representation of the territory is based on the abstraction of its 

components in surfaces, lines and points, shaping a plane that compresses and 

gathers the most significant information. The surfaces are shaded areas with 

smell and texture; they represent plants and materials covering the soil: crops, 

forests, rocks, meadows. The lines are threads running through the grounds. 

Together they form networks that overlap and fragment coverages. They are 

paths, streams, wires, roads ... Points are enclaves where are concentrated 

events or important elements such as crossroads, bridges, unique trees, 

sources. They are nodes where lines converge, or isolated objects that 

characterize the surfaces on which they are based. Normally its presence 

creates a place, understood as a concrete, singular and recognizable space. 

The assimilation of the territory we perceive as a combination of fabrics, 

networks and nodes allows us to draw the skeleton (structure) of the shapes 

that compose the landscape. 

Pablo proposes understand walked space as a blank canvas that it is 

transformed with our experience, where the game is understood as a tool of 

knowledge. 

Activity: The first part of the workshop consists on exploring a mountain 

following a red string that draws a discontinuous trace that relies on roads, runs 

through fields and tangles in rocks and trees. Participants observe the 

environment and intervene in it symbolically: they draw lines in the sand, 

reorder stones, stamp their footprints on the road, locate plant remains on 

selected sites ... The second part of the workshop is dedicated to "pour all this 

experience in a plastic and communicative format, elaborating a conceptual 

synthesis of the experience. A map or some abstract grammar of space."(Otero, 

2015). 
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Figure 1. Threads 

 

Figure 2. Threads. Xiana, 5 years old 

3.1.2. Bats, with Marta Somoza, architect 

Content: The worked microtopography of these territories generates rich 

landscapes as regards volumetric diversity, which becomes a heightened 

prominence of empty space, that is observed as sculpted material. The 

workshop part of a classification of matter in two types of entities: full and 

empty, directing attention to the free space between objects: its volume, 

continuity and limits. The exercise emphasizes the presence of this air and aims 

to make it material. We observe bulges, slimmings and nooks that give solidity 
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and texture to the main space. Something similar to look like bats, which trace 

their mental map giving dimension to vacuum. 

Activity: Consists in make a model of a fragment of a parish. The volumes of air-

filled plastic bags represent the mountains, cardboard boxes refer houses and 

villages, and paper mache built walls delimiting paths. Over a brown paper 

covering the entire floor, alveolar way network is drawn. The paths generate in 

its route, widenings that refers to its intense and daily use, and to the desire to 

provide specificity to each location. At the end, with a cardboard placed on the 

walls that form the junctions of the roads that have previously been marked with 

paint, we checked with the printed footprint, the void encloses between borders, 

paying attention to the trisquel figures that appear in the meetings paths. 

3.1.3. Bugs and other creatures, with Marga Becerra, biologist 

Content: The territory that we perceive is a living and changing environment. 

The beings that inhabit, form a set in constant evolution and build the stage in 

which the observer acts. Trees, plants, animals, insects and ourselves are and 

form landscape. Also the passing clouds, the clear sky, the rain and the wind..  

Activity: The workshop wants to produce in children an observer attitude of their 

environment. It consists of three parts: a. The tree: 1. trace the bark of a tree 2. 

collect leaves, 3. crush them with alcohol in a hackberry and register chlorophyll 

and pigments, 4. embrace a tree and listen, 5. draw its silhouette assembling a 

small tree the bark transfer. We talk about photosynthesis. 

b. Living things: 1. search molluscs, bivalves, insects, or any life in the water, 

and then choose from a series of cards those that refers to which they have 

seen, 2. build a bird feeder with honey and seeds. We talk about the water 

cycle. 

c. The senses: 1. look at the environment through a small mirror, walking, 2. 

look at the clouds and decipher its forms, 3. collect fallen leaves and make a 

collage comparing the different tones of green, yellow and brown; 4. crush 

these plants remains and manufacture a perfume; 5. listen and play the sounds 

we hear; 6. taste almonds and hazelnuts, 7. touch trees, soil and plants. We 

end playing tag game where trees are shelters. 
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3.1.4. Cartographies, with Ricard Pié, architect, cathedratic professor at 
UPC 

Content: The story of a forest becomes cartography. The forest is made of small 

and large pieces grouped. A tree does not make the forest, but the sum of many 

of them. Depending on where we see, perception changes: from close, we see 

many nuances, if we get a way a bit, we still distinguish colors, and if we move 

away a lot, we only see the profiles. Mapping draws the territory as a group of 

minimum elements. The stop-motion technique introduces time as a dimension 

of measurement, description and project. "If our thinking is language, if we can 

talk only about what can be given as language, cartography ceases to be a 

mechanical transcription exercise of the spatial thinking to become the 

expression of how it is constructed. Therefore, the learning about the 

cartographic knowledge is no longer an instrumental task, it becomes a 

reflection on the shape of the space and its project. A representation that 

transcends the sign and looks for beauty, because it believes that beyond his 

powers of representation, the space is more than an objective fact, is a creative 

act that can be beautiful ". (R. Pié) 

Activity: The group builds a wall with empty boxes in which the front elevation of 

a forest is represented, distinguishing three layers: soil, trunks and treetops. We 

employ paintings, color cardboards, pebbles and plant debris. 

Then we invent and represent a story that takes place in that forest, recording 

the action with successive photos that are assembled in a brief stop-motion film. 
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Figure 3. Bats 
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Figure 4. Bats. Uxia, 6 years old 

 

Figure 5. Cartographies 

3.2- Properties. Invented places 

3.2.1 The fire in the landscape, with Roberto Gonzalez, architect, and 
Elena Torreiro, educator 
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Content: The series of invented landscapes intended to emphasize qualities of 

the next territory, intensifying them above the real with the idea of underlining its 

possible presence in everyday places.  

The fire landscape refers to home. Dry ground, rustling leaves, welcoming 

trees, make a living space, moldable and with defined limits. Warm colors 

(ochers, yellows, browns and oranges) accentuate hospital capacity of the 

place, like the rounded shapes, temperature, atmosphere, the graspable scale 

of the elements and of the space itself, ... The perception is experienced 

through the skin and some emotional sensitivity that has to do with harmony, 

light, matter, the sound of space. 

Activity: Children listen to a story in which the protagonist travels to an island 

where monsters live, becoming their king and living with them until he misses 

home and want to return (Where the wild things are, by Maurice Sendak). 

Participants draw a character of a tale and then they themselves are 

characterized with makeup, becoming actors in a story dominated by a 

construction made with willow sticks strung as a shelter.  

3.2.3. Limits. Underground landscapes, with Marta Somoza, architect 

Content: The land is assimilated to a mother, the balance, the fertility and the 

roots. The underground landscape reinvents a territory of cavities, labyrinthine 

galleries and burrows protected from outside. The route along the chained 

enclosures creates visual sequences where visibility includes the foreground, 

which refers to the short distance at which the details of the objects are 

perceived, not being visible neither the second nor the third visual field related 

to the middle and far distances. The presence of limit is intense. 

Activity: The exercise consist on building shelters from the home center, and 

also its exploration, its occupation and its representation. We deep on the 

connectivity between galleries, the focused light of the lanterns and on the 

possible visibility of the third visual field (the horizon). 

3.2.3. Submerged landscapes, with Lele, Uxía and Tegra, theater actresses 

Content: To Imagine an underwater landscape reflects on the constant 

presence of water in this territory. Thus, the alleged absence of boundaries in 
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the world invented recreates the infinitude of a dense fog; the necessary 

slowness of transit through a liquid space recalls the slow walk on the muddy 

places; the brightness in the water reproduces the diffused light of a drizzly day; 

liquid matter explains the concave shapes of the boats, the straw coverings, the 

rounded walls in chamfers to lead the runoff water. Water is present in green 

colors covering the territory, in dew white spots, on the ambient humidity, in the 

rainbow, in the hollow sound of the fountains, in the ponds salamanders. 

Wherever we look, our landscape is made of water and that leads to a certain 

complementarity of our movements with the environment, a precise balance, a 

liquid flow of the vacuum between the concavities of the built territory. 

Activity: The monitors guide children to imagine themselves progressively 

submerged in water. Once the ambience is assumed as own environment, 

participants create characters that inhabit and go over it. 

 

Figure 6. The fire in the landscape 
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Figure 7. Underground landscapes 

 

 

Figure 8. Submerged landscapes 
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Figure 9. Underground landscapes. Antela, 9 years old 

3.3- Cosmology 

3.3.1. Hot water as the source of a city, with Eugenia Muñoz, historian 

Content: In the evolution of the landscape we differentiate two decisive stages 

in the construction of the territory: the time when the inhabitants display their 

habitat subordinate to the cosmos, generating alveolar networks, globular 

shapes and rounded traces; and the time in which man becomes the center of 

the world, marked by the introduction of the straight line, reticular meshes and 

prismatic shapes. 

Activity: The workshop explains the origin of the city that is located in a natural 

source of hot water to where the inhabitants of forts and open villages came to 

pay homage to the god Revve. Later, the Romans, built in the place public 

baths and sense of abode of gods was slowly replaced by the public good. The 

narration is told as a sume of stories and tales, and children glue pictures, write 

words and paint characters about them. They also model with clay a votive 

offering to the god of the water. 

3.3.2. Landscapes of light, with Mark Ritchie, photographer 

Content: The workshop reflects on the contrast between artificial and natural 

forms using three concepts: figure-ground, visual fields and limit. It also works 

with color, texture and complexity of plant forms in which the structures are 

reproduced from the micro to the macro scale as a matryoshka. Besides, we 

use the translucency of different materials and objects for its reproduction.  

Figure-ground: refers to the eye of the beholder highlighting certain objects on a 

backplane that serves as background. The three fields: Difference the first plane 

in which the drawing of things and the detail of the forms is distinguished (up to 
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300 m), the second plane in which accuracy is lost, but still colors and textures 

are recognized ( up to 6 km) and the third plane in which only silhouettes and 

contours of the large volumes (6 km to the horizon) are perceived (Barba, 

1986). The limit: Understood as a variable strip that visually defines places, 

forming enclosures of certain formal homogeneity that we perceive as chained 

spaces. 

Activity: The workshop consists in the representation of a landscape which is 

invented from its abstraction as overlapping contours, in order to observe 

rounded and organic lines of the natural world as opposed to objects with 

corners and orthogonal geometries man-made. 

The activity is divided into three parts: projection of photographs of landscapes, 

with comments that fall into certain aspects which then will be worked. 

Composition of a panoramic with cutted papers profiles of different 

translucency, plant debris and small toys or miniatures. Registration of the work 

with photos made on a backlit box. Finally, the invented landscapes are 

projected and commented. 

3.4. Uses 

3.4.1. Land uses, with Susana Alberte and Marta Somoza, architects 

Content: Rural areas function as self-sufficient bodies, where each part 

depends on the good behavior of the rest: the underbrush produces 

undergrowth that mixed with livestock excrements form manure to fertilize the 

fields; from meadows is cut grass to feed cattle in winter; summer crops are 

irrigated with water collected in ponds in winter, from the orchards vegetables 

are obtained, from their trees, fruit; and from oakwoods, acorns and wood. All is 

useful and each part is essential for others. 

Parcel fragmentation responds to the use the cropping system demand, 

allowing: the alternation of summer and winter crops, rotation and fallow; 

specialization according to the qualities of each land; the adequate dimension to 

ensure the needed production of each type; the regulation of conditions of 

sunlight and watering; the regeneration of humus; the control erosion by 

leaching, and a basic food supply for the entire community. 
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The traditional system of exploitation of the environment has also favored the 

maintenance of a rich biodiversity of flora and fauna. Popular culture recognizes 

the positive influence of certain species of grasses, shrubs and trees emplaced 

at the edges of crops, as well as curative properties of plants found in the 

understory and in the underbush (rosemary, thyme, mallow, ...). It has also 

been enhanced diversity of plants, animals and insects to ensure the production 

of products that complement the peasant diet: honey, small game (rabbits, 

hares, partridges), mushrooms and berries. 

To conclude, in the traditional agricultural system, conservation of soil fertility 

and maintenance of some biodiversity are directly related to the shape of the 

built territory that serves them as support. Stone structures mold alveolar 

shapes on curved terraces and winding paths, with nodal points with “Y” form, 

and a network of water from streams, and man-made pools. 

Activity: Three scales of territory are worked: The one which cover the three 

planes of vision, including the horizon, by drawing profiles and main lines of the 

valley on a photograph; the scale of the parish, distinguishing the necessary soil 

types within the traditional agricultural system for being self-sufficient: orchard, 

farmland, grassland, scrubland and forest; and the forthcoming level, making 

contact with the ground in the act of planting some seeds. 

 

Figure 10. Landscapes of light. Mireia, 7 years old 
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Figure 11. Land uses. Lois, 5 years old 

3.5 Individual and collective perception 

3.5.1. Sounds in the landscape. Time as a tool for analyzing landscapes, 
with Emilio Alvarez Cid, pianist 

Content: Time is the duration of things subject to change (dictionary of the 

Spanish language, rae). You can refer to the experience that occurs according 

to pautable scheme or to the own becoming of the territory. The perception 

happens in present, following the natural course of action, but the mind 

combines past and future projections. It is time stopped which expands in the 

landscapes of memory. The time available to the territory understood as 

changeth being, is a biography unresolved, with past, present and future. The 

analysis of time produces rhythms, cadences, beats, silences. Landscapes 

where time is dominant over other analytical instruments are read along routes 

or from memory. 

Intertwined landscapes. The perception of this territory, where the irregularity of 

the topography and the presence of trees generate continuously screens, is 

directed to small containers where the areas covered with the eyes often 

include only the foreground. As opposed to this proximity of the perceived arise 

sauteed and distant visual references that locate the place in a larger area and 
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provide orientation to the viewer. This perception of the landscape of chained 

enclosures underlines the intensity of the textures and the diversity and 

variability of colors. These territories present value as landscapes of liquid 

plasticity, attractive to the senses, and with a strong ability to stay in memory, 

becoming a sign of identity and referent of the community. 

Landscapes of memory. This issue comes to repetition, to the amount of 

images that unconsciously the viewer superimposed in his gaze on a traveled 

and lived space, where not only sees what looks but in this vision are integrated 

all glances made to the object throughout his life. It has to do with the 

experience of the perception of the place and the intimate landscape formed 

from daily life and events. 

The workshop explores time as a tool to analyze the characteristics of the 

landscape. The pianist breaks down various fragments of works by Debussy 

and Falla so that children can understand them. They are pieces that evoke 

different territories using certain musical resources. 

Activity: An introduction to the first issue is made, in which a submerged 

cathedral emerges from water. The basic elements of the composition are 

explained: bells, chanting monks and swirling water, and the score is interpreted 

carefully, paying attention to the rhythm at which these elements appear. In the 

second composition a man walks through a snow landscape and participants 

imitate the regretful walk, the sadness and melancholy character. In the third 

composition we place spatially a church in the valley and two others distant in 

the mountains, and the position of the group fluctuates between one and 

another corner, according to the origin of the sound of bells. 

The music themes are: Claude Debussy, 1910. Prelude X, "La cathédrale 

engloutie" and Prelude VI, "Des pas sur la neige." Manuel de Falla, 1908: 

"Montañesa". 

3.5.2. Smells, with Eva Freire, ceramist, and Nuria Celli, graphic designer 

Content: The sense of smell is the only one that is directly connected to the 

brain (amygdala and hypothalamus), and is the reason why odors are recorded 

in the memory in associated with emotional moments of the past. The smell 
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also always accompanies the taste, because the tongue has no capacity to 

distinguish more than four flavors: bitter, sweet, sour and salty. 

Odors are elements that complete the images with which landscapes are 

identified: the ozone formed in the atmosphere when it is going to rain, the wet 

ground, the flowering plants, the dry hay, the rosemary in the scrubland ... and it 

is necessary to have experienced it before to imagine the feelings that the 

image contains. 

Activity: The workshop proposes to devise an image to represent certain smells 

that are presented isolated, building a sequence of successive fragments of five 

odors with collage, drawing, color and words. After that, children combine 

ingredients, knead the dough, made soaps and design their packaging. 

 

Figure 12. Sound in the landscapes 

 



 

50 
I International Seminar on Art and Landscape 

 

Figure 13. Smells. Xiana, 5 years old 

3.5.3. Soundscapes, with Xavi Font, composer of film music 

Content: The place is experienced with senses:  sight, ear, smell and skin 

sensitivity, involving the entire body of the viewer, functioning as a whole that 

recognizes the space around. It also has to do with light, shadows, water, 

orientation, the mystery that gives off a space, causing a particular disposal of 

the observer. This is the Klima concept (Sloterdijk, Zumthor), also translated as 

atmosphere, covering both the concrete sense of atmospheric variability from 

one place, as the perception the ambience using the senses and the effect it 

produces in the state of mood of the observer. 

Activity: The workshop explores the loudness of space, and experiment the 

relationships that sounds can established with images. The workshop invites us 

to a round trip: from the sounds to the images and from the images to the 

sounds. The first activity poses an itinerary that travels through the periphery. 

We will record the sounds that occur spontaneously on the way and then back 

to the classroom, we will hear the conscious and unconscious sounds. The 

second activity is to display a shortfilm and propose what kinds of music can be 

associated with those images. Finally, they will listen to the music with which 

the author accompanied the film. 

3.5.4. The empty space, with Marta Somoza, architect 

Content: This workshop works with two ideas: the empty as volumes 

configurator, which refers to the gaps enclosed by solids built that are 

considered relevant in the configuration of typologies and morphologies of the 
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rural areas; and the alveolar geometry, that generates globulose plots, rounded 

walls, crossroads of three-way paths, and terraces with variable height. 

This body mass of emptiness fills the Galician territories, either through the 

morning mist that floods the places and subtly clears them to the eyes, or 

because of the detailed volume profile that mold the spaces of each enclosure, 

building, as if it was a negative, interwoven places. We call them inverse 

landscapes. In them the light becomes an object, captured in the viscosity of the 

gaseous mass and intensified by the veiling of the surrounding color spectrum. 

Activity: The activity has three parts: understand, from the free disposition of 

circular shapes in a plane, the space intercalated between solids; create empty 

spaces by using structures of mobile elements (balloons); represent and 

construct new empty places. 

3.5.5. Thresholds, with Cruz López Viso, architect 

Content: Every container has an edge that limits it and a hole through which 

man can access inside. However, in the perception of a territory, both elements 

are not always part of the same entity and although the edge is that more or 

less variable strip, the threshold becomes an entry included in this or in space 

itself, indefinitely and immaterial. 

It has to do with the moment you feel you are in a certain place, lefting behind 

some formal chaos and entering into a harmonious environment where there is 

a liminal order in which volumes and voids form a consonant polyphony. 

Thresholds in the landscape are areas that anticipate and open a place where 

we experience phenomena. The limit becomes nature in landscape. (López 

Viso, 2016) 

Activity: The watercolor is an expression technique that dissolves in water the 

color as a pigment. The presence of water vanishes the limits, thus color 

becomes space and light. The color gets rid of its primary quality to acquire a 

gradient of intensities which it is defined as the water disappears. The 

watercolor is a fast, nervous, very fragile art and does not allow the correction. 

The movement arises from the chest to the hand and from the hand, the force is 

emited radiant as if the fingers were wings, losing their material consistency. 
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From the epicenter of the brush, the color carried by the water is conquering 

space capriciously and uneven. There are areas where color is coagulated and 

others where it expands and draws geographies, vertices, places, wounds, 

paths ... The paper support is essential. It is a living tissue that is deformed. The 

line sets a cartography in the vacuum of paper, very subtle footprints not to 

miss. The painting is linked to the skin. It arises from the approach of our body 

with the world. The movement is always trembling because every step is born 

from within. This palpitation contained in body fiber is consciously discharged 

on painting, from the unknown that we are and when it expressed itself, it 

deciphers us, routes and tames. (López Viso, 2016) 

3.5.6. Place names. Everyday landscapes, with Mª Jesús Gómez, 
philologist 

Content: The perception of places is accompanied by life experience we have of 

them; So the everyday space is apprehended as a map of cells through which 

one goes, and to which one refers with a name that the community recognizes, 

a succession of chained enclosures, named concretely, where specificity is 

given by the variability of the relief, diversity of coverage and the intensity of 

past stories. These places are not perceived by one who looks, if not for one 

who knows, because do not have a clear perception of its boundaries, although 

they are mentally recognized by the group with a certain forcefulness. To this 

specificity of the places, is joined the imaginary of more general elements that 

function as permanent reference of orientation, although they were not always 

visible. This is the case of rivers and streams, the tower of the church, and the 

hills that emplaced in the vicinity, act as localizers. All them distinguished and 

individually called by the peasants, and form a protective edge that covers the 

background of the observer. 

The name given to each place can refer to the presence of certain trees, to the 

crop types, to the existence of water, to agricultural morphologies, to 

geographical characteristics, to constructions, and also to local historical 

circumstances. 
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Activity: This workshop is about place names and the formation of words. We 

will try that children discover the mechanism of creation of words and be 

interested in the origin of place names. 

 

Figure 14. Thresholds 
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Figure 15. Thresholds. Sabela, 4 years old 

 

Figure 16. Place names 
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3.5.7. Sacred landscapes, with Ánxeles Cuña, theater director 

Content: The workshop addresses the issue inside the chapter on collective 

perception of the sacred landscape, which refers to those areas on which the 

community has conferred certain transcendents meanings. Initially would be 

forests, lands of the medium, ancient trees, water courses or significants rocks. 

Many of them later christianized with the location of chapels, churches, shrines. 

This veneration of the elements are located in unique enclaves, where the 

grandeur of its forms is revealed even to the uninitiated. 

Activity: The workshop works the technique of improvisation. Children are seeds 

from which sprouts a special forest. 

3.6- Local landscape identity traits 

3.6.1. The floating edge, with Hector Dominguez-Viguera, film director 

Content: The spaces have an edge that delimits them, identifying a content of 

certain homogeneity, but are diffuse boundaries, not translatable to a line, with 

thickness and some variability. They are limits that are not necessarily 

materialize with a physical element, but are recognized by the community 

clearly: from the ambit contouring the house, the worked places that provide 

subsistence economy, to the upper region to which the group feels to belong. 

Activity: The concept that explores this workshop is the floating edge, 

understood as one of the characteristics of the Ourense hinterland landscapes. 

The activity will consist on the narration of the edge of the village of Seixalbo, 

from the discovery of the territory and the registration of those spaces that 

surround and separate it from other realities. 

We will use small video cameras or mobile phones and a notebook, to tell what 

the children see. We will work how to express the emotions that landscape 

produces on us. 

Resources: general plane, detail plane, sequence shot, moving plane; camera 

movement; emotions that relate to the dark (fear) and light (hope); foreground; 

the gesture (eyes-body); to frame a view; zoom; approach scale; layers, the 

uncontrolled character of nature (storm). 
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The activity will have three parts: Envisioning the script and knowledge of 

possible resources to create a story with pictures. Recording of the sequences. 

Viewing the work. each team will tell what they wanted to describe and will 

assess whether they got it or not. 

 

Figure 17. The floating edge 

 

 

Figure 18. Sacred landscapes  
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3.6.2. The circle, with Miguel Robledo, illustrator 

Content: The following essential property of this territory is the circularity. 

Curvilinear paths manifest where the observer directs the gaze: winding paths, 

terraces curved walls, first foundations with oval contours, almond villages, 

rounded plant constructions. The circle is revealed with dogged persistence and 

refers to a way of thinking the organization of the territory outside reticular 

morphologies, from which fascinates the formalization of an alveolar and 

organic network of parcels of an original rationality. 

Activity: The workshop explores the figure of the circle as an object and an 

empty, and experiments the relationship that these items can establish among 

themselves: inclusion, overlap, juxtaposition, intersection. 

3.6.3 Secret Landscapes, with Magin Blanco, composer, musician and 
singer 

Content: The third aspect that affects these landscapes is the foggy perception. 

In these territories, nothing is clear, one gets lost easily, the seasonal changes 

transform their appearance, rain makes them impassable and fog erases them 

subtly. The view look for distant guidance elements, stops on the nuances of 

textures and colors. Hear the ground you walk, a nearby animal, you feel the 

water of the air and the moss. Time stops. 

The workshop is an approach to the landscape that the author describes on his 

work. The analysis of the lyrics allows us to work the situation of hazy 

perception that characterizes the territories of Ourense hinterland, where the 

contrasting and changing terrain, and the absence of distant horizons 

references generate, referring to a global scale, confusing and labyrinthine 

landscapes, difficult to apprehend and represent. In the local dimension are, 

however, welcoming and everyday landscapes. The dominant concave shapes, 

the references hills over short distances, and the chromatic composition of 

coverage very fragmented, produce common and familiar places, where its 

great ability to stay in memory becomes them in signs of identity. 

Activity: The first group of songs speak of the medium, observed from different 

approaches: the universe seen from the beach, the territory travel on a journey, 

the garden and the house. They introduce cyclical time, the course of the 
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seasons, repetition. Children make a collage of the four scales of the place, with 

figures representing the most significant in each area, completing the 

composition with pencil drawings. The second group of lyrics speak of the 

elements in the middle: people, animals, insects, plants. and how these beings 

inhabit those places. In these songs the children move around the stage 

following choreographies that refer to that is expressed in the lyrics. We stage 

gestures, movements, dances involving the gradual colonization of space, as a 

journey into the unknown and its recognition by force of walking. 

 

Figure 19. The circle 

 

Figure 20. Secret landscapes. Xúa, 6 years old 



 

59 
I International Seminar on Art and Landscape 

References 

Barba, R. (1987). L’abstracció Del Territori. Doctoral thesis. Barcelona: 

Polytechnic University of Catalunya. 

Berger, J., Mohr, J. (2007). Otra Manera De Contar. Barcelona: Gustavo Gili.  

Goula, M. (2006). Los Otros Paisajes; Lecturas De La Imagen Variable. 

Doctoral thesis. Barcelona: Polytechnic University of Catalunya. 

Pallasma, J. (2006). Los Ojos De La Piel. Barcelona: Gustavo Gili. 

Pié, R. (2005). Memoria para el concurso a cátedra. Barcelona: Polytechnic 
University of Catalunya. 

Pié, R. (2010). El proyecto lel lugar. En R. Pié (dir.), Rosa Barba Casanovas 
1970-2000. Obras y escritos. (pp.97-99). Barcelona: Asflor Ediciones. 

Maderuelo, J. (2005). El paisaje. Génesis de un concepto. Madrid: Abada 
editores. 

Roger, A. (2007). Breve tratado del paisaje. Madrid: Biblioteca Nueva. 

López Viso, C. (2012). Luis Barragán. En su casa de Tacubaya. Naturalezas 
del límite. A Coruña: Edicións Espontáneas. 

Watsuji, T. (2006). Antropología del paisaje. Climas, culturas y religiones. 
Salamanca: Ediciones Sígueme. 

Yi-Fu Tuan. (2007). Topofilia. Santa Cruz de Tenerife: Melusina. 

 

Notes: 

Photographs of figures 1,3,5,6,9,14,16,19 have been taken by the author. 

Photographs of figures 7, 12, 17 and 18 have been taken by Juan A. Aragones; 

The rest of images are works of the children participating in the workshops, 

collected and scanned by the author. 
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has organized conferences, courses and exhibitions, in addition to lecturing in 

summer courses at the universities of Santiago, Vigo and A Coruña. Awards: 

Mention award Enrique Peña in 2008 by the project of paving of the village 
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Abstract 

This paper will propose the Apollo 8 mission as part of a set of changing factors 
in the way some artists began to perceive landscape and the territory in the end 
of 1960s, since ‘Earthrise’ — the picture taken during this mission, in December 
1968, by the astronaut William Anders — showed for the first time the overall 
appearance of the planet Earth. The works ‘Double Negative’ (1969-70) by 
Michael Heizer, ‘Lightning Field’ (1974-77) by Walter De Maria and ‘Sun 
Tunnels’ (1973-76) by Nancy Holt will be analysed in this context. They all show 
an awareness and need to get back to the earth and to use materials and 
conditions present in the specific sites where they are constructed. 

In the Modern Western Art History, Landscape emerged through contemplative 
mechanisms. The Landscape was originally considered to be something static 
and tight, passively perceived by the viewer. From mid-twentieth century, in the 
post-war time, and specifically in the 1960s and 1970s, a new way of perceiving 
Landscape arose with new types of actions and reflections associated to it. The 
artists began to act physically on the Landscape, leaving behind this passively-
contemplative way of creation. What motivated this transformation? 

The 1960s and 1970s were some of the most intriguing and plural times of our 
History, since during this period new social sciences arose, many new art forms 
were established, along with great contributions from music and cinema, as well 
as technological findings and geographic accomplishments. During these 
decades some ‘spatial practices’, both in natural and urban settings, began to 
rise as autonomous artistic practices. Performance art, happenings, ephemeral 
works, public manifestos and other politically engaged art forms, all settled as 
independent disciplines. The Landscape, and Landscape art itself was also 
redefined, becoming more global, plural, transdisciplinary and active.  

In 1969, humankind landed on the Moon and conquered an extra-terrestrial 
setting for the first time, but images such as Earthrise recorded by Apollo 8 
mission triggered a new perception of our territory, and would have strong 
implications on the contemporary artistic proposals. As the artist Anthony Caro 
stated, “The 1960s were the time of the dreams and going to the moon. The 
1970s were about putting our feet on the ground.” Some artists focused on 
experiments in natural settings, and started to work in a large scale, outside the 
urban areas and directly on the Landscape. From mid-1968 Robert Smithson 
introduced the term ‘Earthworks’ to describe these experiments.  

This paper will show the emergence of the ‘Earthworks’ as an active relation 
between artists and the territory, and where the artists will behave as ‘geological 
agents’. The period between 1968 until the end of 1970s, therefore, conveyed a 
wide range of conditions — from technology to politics and culture — making 
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this a unique period on Art History and setting a new way on perceiving and 
dealing with the territory. 

 

Keywords: Landscape, ‘Earthrise’, Land Art, ‘Earthworks’, Robert Smithson. 
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1. Introduction 

Landscape in the Modern Western History is traditionally associated with 

contemplative mechanisms. It is something static and tight, passively perceived 

by the viewer. In Art History, the invention of Landscape, according to Anne 

Cauquelin (1989), is contemporary with the invention of Perspective. Both were 

phenomena of the Renaissance, and Perspective introduced a notion of visual 

hierarchy on formal and pictorial compositions. The Landscape painting would 

then have its own rules: a vanishing point, a horizon line and, consequently, 

what was above and bellow this. Landscape obeyed a setting of rules which 

were associated with contemplation. Both the painter and the viewer were mere 

observers. They couldn’t enter the subject of the painting which was the 

territory.  

Traditional Landscape painting is considered a Modern and Western invention. 

It was originated in the 16th century in Netherlands and had its acme in the 19th 

century in England. Mostly due to technological findings and news ways of 

visual perception arising at that time, along with political and economical 

changes (Mitchell, 2002).  

Nowadays, Landscape still exists as a motif of Painting itself (alongside Portrait 

and Still Life).  But from mid-20th century, in post war time, and specifically in 

the 1960s and 1970s, a new way of perceiving landscape arose, with new types 

of actions and reflections associated to it. The artists were no longer passive or 

contemplative. They began to act physically on the Landscape. What motivated 

this? 

2. Context 

The 1960s and 1970s were some of the most intriguing and plural times of our 

History. In terms of political and cultural aspects, deep changes happened. 

As Europe was being reconstructed after the Second World War, many of its 

the great minds and thinkers fled to the United States of America. As such, New 

York quickly became the new art capital, leaving behind Paris after its 

devastation with the war. And while Europe was recovering from the war 

traumas, the United States of America were thriving economically. Yet, in the 
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American society social differences were emerging. Vietnam War was 

happening, leading to public protests against the participation of United States. 

There were also many civil movements appearing due to the enormous social 

division caused by racial and gender fights. The United States as a society were 

divided. The year of 1968 was considered the “The Year that Rocked the World” 

(Kurlansky, 2010), summarizing all these contrasts. It was the year of the 

politicized student revolutions in Prague and Paris, the year with more 

casualties caused by the Vietnam war, the year in which Senator Robert 

Kennedy was assassinated during his race for US presidential elections (five 

years after the death of his brother and president of the United States, John F. 

Kennedy) and also the year of Martin Luther King Jr.’s murder. These events, in 

different geographies, pointed a sense of discontent and rebellion on a global 

scale. “What was unique about 1968 was that people were rebelling over 

disparate issues and had in common only that desire to rebel, ideas about how 

to do it, a sense of alienation from the established order, and a profound 

distaste for authoritarianism in any form.” (Kurlansky, 2010: xv) In addition, the 

Cold War with Russia was getting more tense, being the spatial race the 

epitome of this conflict. Both countries were hurrying up to get to the moon and 

trying to conquer an extra-terrestrial setting to make a political and power 

statement. That race ended up having strong implications, not only due to the 

conquest of that new setting, the Moon, but specially in the way we began to 

perceive our own planet. The year of 1968 eventually ended up in a beautiful 

and hopefully way. A new image was disclosed, populating our imaginary. That 

specific picture was ahead all assassinations, riots and wars of that year. 

3. Moon-Earth 

There has always been a fascination by humankind towards Space. What exists 

outside the physical limits of our planet. Astronomical findings are part of our 

Ancient and Modern history. In Ancient Greece man has anthropomorphize the 

sky, drawing constellations. During times he has found new planets besides our 

own, has sought for several explanations for how we and our planet are set up 

in Space. Part of this spatial fascination, in humankind history, has been the 

Moon. A satellite which has always been there. Not only humankind has been 

staring for some time at the Moon (Whipple, 1856-60) [Figure 1], but during the 
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1960s man started to prepare its conquest. In technological means both Russia 

and the United States were fully prepared in equipment and in human 

resources. In the United States, politically speaking, it was the type of missions 

that needed long-term preparation. It was necessary to convince the public, and 

consequently the taxpayers, along with the Congress, that mankind’s future lay 

in space, and that future was arriving.  

 

Figure 1. WHIPPLE, John Adams (1856-60) The Moon 

 

In 1968, after some preparatory missions, the satellite Apollo 8 is launched. An 

alteration is set when the first valuable and visual data arrived from that 

mission. There was a shift in what to look at.  
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Humankind has imagined what the lunar surface would be like, and how the 

Planet Earth would appeared to be. This fact is likely to be perceived in the 

records of science fiction movies such as 2001 Space Odyssey, directed by 

Stanley Kubrik earlier in 1968. Actually Kubrik was in touch with the 

preparations of the lunar missions by NASA, being able to create movie sets 

alike. The film shows a general idea of how rocky the lunar surface seemed to 

be and had a diffuse notion around Earth’s morphology [Figure 2] [Figure 3]. 

 

Figure 2. KUBRIK, Stanley (1968) 2001 Space Odyssey 
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Figure 3. KUBRIK, Stanley (1968) 2001 Space Odyssey 

 

By the end of 1968, only some months after Kubrik’s film release, in December 

24, a new image began to populate our imaginary. Earthrise was the picture 

taken to the planet Earth by the astronaut William Anders, during the Apollo 8 

mission [Figure 4]. It shows for the very first time the overall appearance of our 

planet.  
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Figure 4. ANDERS, William (1968) Earthrise 

 

The Apollo 8 mission was a Moon oriented mission. It was supposed to be a 

pre-preparatory training for mankind getting to the Moon. That happened in the 

year after, in 1969, when Apollo 9 mission led by the astronaut Neil Armstrong 

finally landed on the Moon and set foot on what was the first territory outside the 

Planet Earth being conquered by humankind. But, as the writer Norman 

Cousins told in the 1975 Congressional hearings on the future of space 

programme: “What as the most significant about the lunar voyage was not that 

men set foot on the Moon, but that they set eye on the Earth.” (Poole, 2008: 3) 

The images recorded by Apollo 8 mission triggered a new perception of our 

territory. It was the first time we saw our planet, and it wasn’t even the Apollo 8 

mission core. 2 

                                                 
2
 In the book Earthrise — How Man First Saw the Earth, Robert Poole shows many audio transcriptions of 

the Apollo 8 mission’s astronauts, and how they decided at the last minute to take some pictures with 
colour film, as this example:  
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As the astronaut William Anders later reported: “We’d spent all our time on 

Earth training about how to study the Moon, how to go to the Moon; it was very 

lunar orientated. And yet when I looked up and saw the Earth coming up on this 

very stark, beat up lunar horizon, an Earth that was the only color that we could 

see, a very fragile looking Earth, a very delicate looking Earth, I was 

immediately almost overcome by the thought that here we came all this way to 

the Moon, and yet the most significant thing we’re seeing is our home planet, 

the Earth.” (Poole, 2008: 2) Earthrise showed accurately the overall appearance 

of the planet and how space actually was. The Planet Earth, for Apollo 8’s 

astronaut Frank Borman, “was the only thing in space that had any color to it. 

Everything else was either black or white, but not the Earth.” (Poole, 2008: 2) It 

was a beautiful way to end the controversial year of 1968. This picture changed 

the way we visualise our world forever. In the following month it became the 

cover of Life magazine (January 1969’s issue) followed by the title “1968 - The 

Incredible Year” [Figure 5]. 

                                                                                                                                               
“On the fourth orbit, as they began to emerge from the far side of the Moon, something happened. They 

were still out of radio contact with the Earth, but the onboard recorder captured their excitement.  
Borman: Oh my God! Look at that picture over there! Here’s the Earth coming up. Wow, that is pretty!  
Anders: Hey, don’t take that, it’s not scheduled. 
Borman: (Laughter). You got a colour film, Jim? 

Anders: Hand me that roll of colour quick, will you – 
Lovell: Oh man, that’s great! 
Anders: Hurry. Quick... 
Lovell: Take several of them! Here, give it to me... 

Borman: Calm down, Lovell. 
The crew of Apollo had seen the Earth rise.” (Poole, 2008: 1) 
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Figure 5. LIFE MAGAZINE (1969) Cover. Life Magazine, January 1969 

 

Earthrise also had a strong importance in a time where the growth and 

sedimentation of television as medium began to matter. Television was not only 

the medium that communicated events, but specially the medium that shaped 

the way we perceived the events. In 1969, by the time Neil Armstrong set foot 

on the Moon, the entire planet was watching it on television. Earthrise, the 

coloured picture, had a key-importance in the way we perceived that next 

mission in 1969. It disclosed the appearance, in colors, of a planet that was 

later shown live on black and white televisions worldwide. From that moment on 

everyone knew how the Earth and the Moon looked like. 

The following years, consequently, showed a deeper understanding of our 

planet. With the notion of how the planet looked as a whole, also notions around 

environment and saving our resources began. Is no wonder that Friends of the 

Earth (1969) or Greenpeace (1976) appeared the following years.  
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4. Earthrise and Earthworks 

But Earthrise would also have strong implications on contemporary artistic 

proposals. As the artist Anthony Caro stated: “The 1960s were the time of the 

dreams and going to the moon. The 1970s were about putting our feet on the 

ground.” 

In the art scene, the 1960s and 1970s were troubled and established new 

contributions on the setting of the artistic object. During this period new social 

sciences arose, many new art forms were established, along with great 

contributions from music and cinema, accompanied by technological findings 

and these geographic accomplishments. Those were the times when new 

‘spatial practices’, both in natural and urban settings, began to rise as 

autonomous artistic practices. Performance art, happenings, ephemeral works, 

public manifestos and other politically engaged art forms, all settled as 

independent disciplines. “The era of Conceptual art — which was also the era of 

the Civil Rights Movement, Vietnam, the Women’s Liberation Movement and 

the counter-culture — was a real free-for-all, and the democratic implications of 

that phrase are fully appropriate, if never realized.” (Lippard, 1997: vii).  

Many artists were not politically or socially satisfied during this period, and while 

economy was thriving, the art market was erupting. By the end of 1960s, art 

was turning into a commodity. Artists were becoming socially and politically 

more committed, having different approaches on how and where to exhibit art, 

stepping away from the institutional framing. It is in this period that the 

“dematerialization” of the artwork is established, being conceptual art an 

approach with two main directions: art as an idea and art as an action (Lippard, 

1997).  

Artists such as Michael Heizer or Walter De Maria, in the beginning of 1968 

were starting to go to dry lakes in the Mojave Desert, where they could 

experiment and act freely, in large scale, some of their ideas and projects 

[Figure 6]. 
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Figure 6. HEIZER, Michael (1968) Circular Surface Planar Displacement 
Drawing 

 

Later that year Michael Heizer would even state: “I think earth is the material 

with the most potential because is the original source material.” 

Robert Smithson, another American artist and writer, also wrote in 1968 an 

essay for Artforum Magazine entitled A Sedimentation of the Mind: 

Earthprojects (Smithson, 1996). He advocated that artistic proposals should 

consider the pre and post historical time. This way, art can be focused on 

matter, instead of time. He had based his speech in ideas around Geology and 

geological time.  

This geological time, for Smithson, already existed before the passage of Man 

through the territory. It can be understood in a broader manner, observing 

tectonic plates, minerals and all the elements that constitute earth matter. 

Smithson will go even further, stating that is the role of the artist, not to be just a 

geologist but also a geological agent. To become part of the changing process 

of the geological strata. To be active on the territory. 
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Some works created by American artists of that time are within those premises. 

They use materials and conditions present in specific sites, and the artists are in 

a sense, geological agents as Smithson predicted. These works are commonly 

linked with the concept of Land Art, but more accurately, these projects should 

be called Earthworks, a name firstly evoked by Smithson himself in 1968. They 

are large-scale artworks made in landscape, often remotely located and 

frequently on a huge scale, employing techniques and materials associated with 

mining or construction industries (Kastner, 2005; Tufnell, 2006). The scale of 

these works is typically American. Their historic references seem to have a 

bigger proximity with Native American history and “monuments”, such as the 

lines of Nazca, or Mesoamerican temples. 

Double Negative (1969-1970), by Michael Heizer, for instances, required the 

excavation of 240,000 tons of rock. This work consists in two deep cuts, huge 

trenches, made into the edge of the sandstone escarpment at the Mormon 

Mesa, in Nevada [Figure 7]. The dimension of the work are given as 9 x 15 x 

457 meters. The sandstone was blasted with dynamite and bulldozed to make 

this “sculpture on reverse”. In order to be created, material was removed rather 

than accumulated. It is a void [Figure 8]. For Michael Heizer, what is in cause is 

the formal aspect of the work and its relation with the features of the chosen 

territory. Double Negative resists time, being able to be visited even today. Its 

scale relates directly with the geological sense Smithson advocated as being 

essential to these type of interventions. Being located in the desert, this work 

implies that the spectator would have to travel to see it, in order to have a better 

understanding of the whole work. For Heizer this was a fundamental aspect for 

his creations, since he wanted to get away from the idea of art as commodity, 

placed in a institutional location.  
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Figure 7. HEIZER, Michael (1969-70) Double Negative 

 

 

Figure 8. HEIZER, Michael (1969-70) Double Negative 
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Lightning Field (1977), by Walter De Maria, also covers a desert area, 

intervening in a location with one mile by one kilometre. The work consists of 

400 highly polished, precision-engineered, stainless-steel poles, with pointed 

tips and arranged in a grid [Figure 9]. The poles are set 67 meters apart and are 

4,58 up to 8 meters high — they are installed so that the tips form a level plan. 

Responding to changing conditions, the poles are most visible at dawn and 

dusk, when they are lit by angled light, “disappearing” at midday. De Maria 

chose the remote desert site for its high incidence of lightning. This work would 

potentially be complete on a thunderstorm night, with the poles emphasizing the 

lightning strikes [Figure 10]. De Maria’s work is focused on the strong external 

conditions the territory could add to a work. In 1960 the artist wrote a sort of 

manifesto entitled On the Importance of Natural Disasters where he was 

already perceiving external conditions as a fundamental part to achieve 

plenitude on a artwork. 

 

 

Figure 9. DE MARIA, Walter (1974-77) Lightning Field 
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Figure 10. DE MARIA, Walter (1974-77) Lightning Field 

 
Sun Tunnels (1973-76) by Nancy Holt also changes depending on the external 

conditions. It is also set in a remote desert location, in Utah’s Great Basin 

Desert. The openness and immensity of the landscape offers a vision of the 

insignificance of man. In the desert, one’s sense of scale is stretched — 

alongside practical considerations such as atmospheric clarity and absence of 

light pollution in the night skies. Holt’s Sun Tunnels are four concrete tubes, laid 

in a cross format, their openings oriented to the summer and winter solstices 

[Figure 11]. The views through the tubes frame and focus the surrounding 

landscape. In addition, holes are drilled in the skin of the pipes in the form of 

constellations, so that the bright desert sun projects them as points of light in 

the interior [Figure 12]. The Sun Tunnels are a complete experience. They are 

scaled to accommodate the human body but are set in a vast and empty 

landscape. They engage with annual cycles of time and star constellations that 

are light years distant while at the same time positioning the projected 

constellations within the tunnels, alluding proximity with the viewer. It is a work 

that reflects on the human relation with the spatial conditions and features. 
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Figure 11. HOLT, Nancy (1973-76) Sun Tunnels 

 

 

Figure 12. HOLT, Nancy (1973-76) Sun Tunnels 
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Many other works from these artists and others their contemporaries could have 

been explored here, but these works were shown for being the first examples 

directly related in time and purpose with the subject of this paper: the 

coincidental chronological relations between Earthrise picture and the first 

Earthworks dedicated to the relationship between earth matter and perception 

of territory as a whole. 

5. Conclusion 

All these Earthworks are artistic operations developed in vast territories. They 

are ways for the artists to operate, intervene and reflect while being geological 

agents. These works are planned to be merged in the places they are created 

and to which they belong. The earthwork is quite practical: it should be directly 

connected to the earth, to matter and geology, and not to be attached to 

interpretations and reflection around it. The artist creates with what exists. 

But Earthworks can also be bound with Planet Earth, while many of these works 

were trying to reach a scale and volume worthy of the totally of the planet, now 

finally known.  

Heizer in the following years would admit: “The work I’m doing has to be done, 

and somebody has to do it...We live in an age of 747 aircraft, the moon rocket. 

So we must make a certain type of art.” 

What is appealing in these projects from 1968 onwards is their capacity to 

perceive the territory, to freely create outside the art market, and how a group of 

artists from different places had in common these necessities to create. Land 

Art, or more accurately, Earthworks were further developed. We still have 

examples of living artists who create with this premises and practices created 

around notions of site-specific or earth reclamation.  

I believe this was all possible thanks to that photo, Earthrise, taken 

unpredictably in 1968. 
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Abstract 

The presented chronology seeks to be a macro reading of history, in an open 
system, which allows the inclusion of new data. By searching the relationship 
between different historical perspectives, focusing on different topics, 
interconnected with each other, works as an analysis model. Selected data is 
the result of paradigmatic changes (Kuhn, 1962), chronologically rearranged. 
The problematic resides on the fact that we are living in a cacophonic world 
immersed in information (World Wide Web) and therefore it is more difficult to 
achieve structured analyses and make meaningful syntheses. 

The chronology works as a rhetoric structure about the present, including the 
evolution and mutation of concepts. By understanding architecture as a pattern 
language (Christopher Alexander, 1977) it is important to put into chronological 
order five archetypes that serve as key concepts of the presented projects: 
“dolmen” as triumphal arch; “menhir” as statue; “eye” as a theme; “gear-wheal” 
as machine; and finally “wall” as canvas. The three critical modernist projects 
included in the chronology are theoretical/practical contributions to architecture 
as an artistic expression of its time towards landscape urbanism, within specific 
traditions based on the (re) reading of archetypes. The importance of 
archetypes, as a representation within architecture, is linked to the use of 
unconscious memory in order to achieve communication. The idealistic 
conception of history understands that ideas are the "most resilient 
parasite"(Inception, 2010). This notion is confirmed by the "heroic period of 
modern architecture"(Smithson, 1981). 

From an idealistic point of view based on the classification of architectural styles 
already analyzed by other architectural historians, 2500 years of architectural 
history were chronologically rearranged. To understand architectural evolution it 
is important to understand alongside: architectural styles; evolution of 
knowledge transmission systems; evolution of means and modes of 
productions; armed conflicts (by continent) as the maximum exponent of crisis; 
evolution of social structures; philosophical epochs; and finally, the most 
influential literature through thematic fields ( Politics, Philosophy, Science, 
Religion, Novels, Economics), as an epitome of cultural and civilizational 
manifestations. Knowledge is cumulative by nature, reason why it is important 
to learn from the past in order to understand the present and build the future. 
Accordingly to Michel de Montaigne (1580) it is preferable to have a well-made 
head over a well-filled head. Therefore, true knowledge does not dispense the 
order of historical facts. 

 

Keywords: Chronology, Hypertext, Critical Modernism  
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1. Introduction 

“History aims to organize and narrate the events in order to introduce order and 

sense in the human saga. The outline of the succession of artistic movements, 

analysis of the continuities and ruptures that introduce, is a guarantee of 

civilization. (...) The story deals with finitude, with what was lost. "3 

The etymology of the word history comes from the ancient Greek ἱστορία, 

meaning research (Brian, Joseph & Jada, Richard, 2008). History uses the 

historical method which consists of data collection and analyses in order to 

achieve an ordered synthesis. 

The historical method applied to data analysis has three distinct operations: 

heuristic related to the collection of sources; critique linked to assessment of the 

relevance of data; and finally, hermeneutics related to the theory of 

interpretation that seeks to validate the questions initially raised. 

History in a broader sense studies the actions of man in time and space, in 

order to determine key moments of the past. Therefore, it´s an event log, 

chronologically rearranged in a timeline determining past events that have 

relevance to the present, explaining it (J. Mattoso, 1997). By being an 

information gathering process for analysis and subsequent synthesis, History 

always reflects the historian perspective. There are five different philosophical 

ideologies within the concept of History: historical and dialectical materialism; 

history of mentalities / ideas; cyclical; idealistic; and providentialist.  

Providentialism is associated with religion, theology, making it dogmatic. The 

Bible is one such example. 

The cyclical conception detects patterns in linear history. Linear history 

assumes that the previous events explain the subsequent events. It is 

associated with the theory of cause and effect. Cyclical history with roots in 

mythology and origins in classical antiquity is based on a conception of history 

founded on the analysis of extremes. The division of time in historiography 

eras/epochs presupposes a cyclical conception because it admits the beginning 

and decline of a certain period, to which another succeeds. The cyclical idea of 

rebirth and fall, life and death, has origins in the eternal return concept, also 

                                                 
3
 Figueira, J.(2010). Houston we have a problem – O fim da crítica de arquitectura. Jornal dos Arquitectos 

nº 239, Abril/Maio/Junho, Ser Critico – Being Critical, p.91 
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praised by Nietzsche. The concept of eternal return crosses the Hindu 

civilization, Egyptian and Greek, and extends into classical antiquity. Continues 

throughout the Renaissance and lingers in the nineteenth and twentieth 

century. Giambattista Vico (1668-1744), philosopher and Italian natural 

historian, was one of the main drivers of this social analysis of history. In art 

history one of the historians who excelled in cyclical analysis was Heinrich 

Wolfflin (1864-1945). 

The idealistic conception of history that begins in the enlightenment period, 

analyzes the evolution of the world based on the development of ideas. Hegel, 

author of the Phenomenology of Spirit (1807) was one of the main drivers of 

this philosophical perspective on history. He argued that reality was present in 

the world of ideas, governed by reason. Ideas become reality through man´s 

intrinsic necessity for evolution. Hegel argues that the critical periods in history 

are catalyzers for new ideas willing to change a current reality. In this 

perspective wars serve as major driving forces for society. 

The historical or dialectical materialism has its origins in Karl Marx and 

Friedrich Engels in the mid-nineteenth century and stands as a counterpoint to 

the idealistic conception of history. It is a historical reading based on class 

struggle by the focus given to the economic system as a way of understanding 

the world. Dialectical materialism argues that the evolution of mankind is based 

on society struggle for basic needs such as housing, health, safety, etc. 

According to Walter Benjamin historical materialism seeks the origin of changes 

that further explains the present time. Although, the underlying critique of 

historical materialism has to do with the glorification of winners as a historical 

method. Historical materialism departs from empathy for the winners and 

demands "(...) to brush history against the grain."4 

History of mentalities or ideas has a psychological-social approach towards 

history by the focus given to study of the way of thinking and feeling of society 

at a particular time. Seeks to understand the Volksgeist, the spiritual sense of 

the masses that allows triggering changes. Deviates from the individual actions 

and demand the collective feeling at the economic, social and cultural level, 

searching for a comprehensive explanation of collective problems in a given 

                                                 
4
 Benjamin, W. - Obras escolhidas. Vol. 1. Magia e técnica, arte e política. Ensaios sobre literatura e 

história da cultura.. São Paulo: Brasiliense, 1987, p. 222-232. 
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period. It has its origins in 1929 by a group of French historians who created 

this new line called the Annales School, name of a study magazine. Among its 

precursors it is found Marc Bloch and Lucien Febvre. 

According to André Burguière History is becoming the science of human 

complexity because it integrates different dimensions of analysis, using 

different disciplines which help to explain the observed events.  

Chronology is a time frame where can coexist different time "scales" ordering 

the events and therefore ensuring their scientific analyses. Consequently, it is 

important to analyse chronologically, architectural history, in regard to its styles, 

aesthetic standards previously detected by other historians.  In “hypertext" logic 

it is important to understand alongside with the evolution of architectural styles 

its historical contexts: economic, political, philosophical, social and cultural. 

This perspective allows us to analyse the spirit of each time (zeitgeist) in a 

pragmatic manner from which it can be detected patterns within history (cyclical 

conception). 

2. Chronology 

“When historians look at the past, they typically do so with eyes carefully 

focused on a few canons, and these conceptual glasses can rigidly exclude the 

variety, contradictions, mess, and creative wealth of a period. (…) All history 

writing is selective, and while there is no way around this, I have devised the 

evolutionary tree precisely to compensate for the perspectival distortions.”5 

Etymologically the term chronology comes from the Greek chronos meaning 

time with logos meaning study. Therefore, chronology is the field of study that 

aims to determine the dates and respective order of historically relevant events, 

describing them and grouping them into a logical sequence. 

The chosen events put into a continuous timeline are essentially paradigmatic 

changes, transitions to a new logic. Chronology is unable to detect all events 

because it presupposes a selection, according to historian point of view of 

analyses.  Although the selection ignores parts of the whole, allows an 

evolutionary view of history, because knowledge is a cumulative by nature and 

                                                 
5
 Jencks, C. (2001) Canons in Crossfire – On the importance of Critical Modernism, Harvard Design 

Magazine, Summer 2001, Number 14, MIT Press. 
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sequential in time. Chronology works as a tool for understanding History by 

ordering it and giving it a structure, and by doing so, allowing an evolutionary 

perspective of relevant sequence of events. If the time scale is bigger, greater 

focus will be given to the moments of rupture, Kuhn´s (1962) paradigmatic 

changes, the revolutionary periods.  

The use of chronologies reveals itself as a paradigm, by working as a model. It 

allows the organization of knowledge that leads to the study of a specific 

scientific field. According to Simon Blackburn: "A paradigm is established only in 

periods of revolutionary science, typically emerging in response to an 

accumulation of anomalies and difficulties that cannot be resolved in the current 

paradigm”6. 

Categorization within architecture requires the concentration of multiplicity, 

pluralism, to give way to a classification that can take the risk to become 

reductionist. It requires a distinction between architectural / artistic styles, which 

naturally places constraints by needing to define the differences (Charles 

Jencks, 1973). The notion of pluralism that characterizes the passage of 

historical styles towards apparent “individual styles" of architecture suggests the 

multiplicity of directions, apparently with no clear dependence of "beacons", 

which does not occur in a deeper reading. Pluralism within the Poetic Tectonic 

(1850-…) age presupposes the artistic authenticity rejecting mimesis. Pluralism 

understood as the total absence of restrictions does not clarify ideologies, 

positions and arguments, therefore dodging the need for discussion and real 

criticism (Charles Jencks, 2007). 

Transmissions of knowledge within architecture have undergone numerous 

transformations throughout history: master-apprentice; architectural treaties 

(press); photography; cinema; architectural schools; and finally, the internet. 

Currently is the Internet more than all other Medias, the main vehicle for 

communicating ideas and sharing knowledge. Contaminations of ideas in 

architecture, in a plural and democratic world, are mainly based on images 

rather than on content, in an advertising logic, that seeks the immediate 

assimilation, in order to survive in a cacophonic context. In this context it is 

natural that pluralism in an indirect way, also conditions the practice of 

                                                 
6
 Blackburn, S. (1997). Dicionário de Filosofia. Gradiva Editions, p.313 
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architecture, throughout unconscious mimicry of the status quo: the Star 

System. Star System architecture work as a reference model with visibility, 

validated by the architectural community in a period of imagistic cacophony, 

overthrowing architectural schools in terms of aesthetic influence. 

The will towards categorization implies a separation, sorting, and grouping of 

individual styles with similar stylistic trends. Paradoxically pluralism creates 

architectural styles that are paradigms of their time and therefore with capability 

of also becoming historical. The advantage of categorization facing pluralism 

relates to the expansion of consciousness in the act of designing and top 

clarification of ideas in terms of practice and theory. 

From an idealistic point of view based on the classification of architectural styles 

already sedimented and analyzed by other architectural historians, 2500 years 

of architectural history were chronologically rearranged and put into order 

(figure 1). Time scale is variable in accordance to Classical History 

periodization: Ancient Age (500 years scale); Middle age (50 years scale); 

Modern Age (30 years scale); and finally, Contemporary Age (range 10 years). 

Architectural styles are marked in the timeline in order to be understood in their 

context, as social phenomenons of a certain class of master builders / 

architects. The understandings of different architectural styles within the 

classical periodization of history allow us to understand its genesis, its 

developments, and consecutively, its changes. The idealistic perspective on 

which is based the categorization, transposed into chronology searches the 

understanding of present time, from the reconstruction of historical formation 

processes (figure 1). 
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Figure 1. Chronology as Hypertext; Oliveira, F.X. (2015)
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3. Crisis as catalysers of change: Idealistic conception of History 

 “Both in the political development as in the Scientific field, the feeling of failure 

that can lead to crisis, it is a pre requisite for the Revolution.”7 

 

The notion of crisis economic, political, social, artistic, or of additional genre 

also represents "danger and opportunity" (Chinese proverb). One cannot 

underestimate the role of crises in the evolution of human history and its 

correlation with changes in the field of architecture, understood as a cultural 

manifestation of its time. 

A constant in human history in the scientific, artistic, literary and cultural field is 

the progress that occurs in periods of turbulent history, which require 

clarification in the search for new ways, to problems that have been placed and 

that are not likely to be answered by the previous paradigm. The transition to a 

new paradigm is by definition a scientific revolution that after acceptance by the 

host community will become part of the new tradition of paradigmatic science 

(Thomas Kuhn, 1962). 

The presented chronology seeks to be a macro reading of history in terms of 

artistic overcoming of architecture, in an open system, which allows the 

inclusion of new data. It searches for the relationship between different 

historical perspectives focusing on different themes, interconnected.  In order to 

understand the architectural evolution is important to understand alongside: 

architectural styles within epochs ; evolution of knowledge transmission 

systems; evolution of transport in understanding the space time relationship; 

means and modes of production that characterize the ruling power; military 

conflicts (by continent) as the maximum exponent of crisis; the evolution of 

social structures; philosophical epochs; and finally, the most influential literature 

by thematic areas as a cultural manifestation of civilization ( Architecture, 

Politics, Philosophy, Science, Religion, Romances; Economy ; History). 

                                                 
7
 Kuhn, T. S. (1962), A Estrutura das Revoluções Cientificas. São Paulo: Perspectiva, 2011 – (Debates; 

115), p.126 
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Only a global vision based on facts translated and ordered in the timeline will 

allow a higher understanding of history and consecutively, of our present time 

throughout analogies (cyclical conception of history). The presented chronology 

works as a "hypertext" of structured relevant information properly organized, 

which seeks to be a (re) collective construction of knowledge relevant to 

architecture, rearranged linearly in time and vertically on the themes: a 

"historical reading machine."  

4. Critical Modernism 

“Chaos is order yet undeciphered”8 (José Saramago, 2002) 

In 2007 Jencks argued about the zeitgeist acknowledging that we are living in a 

global village due to the implosion of space-time condition where everything is 

immediate, with consequences in terms of culture, producing non intentional 

eclecticism and heterogeneity. Pluralism is understood as a by-product of 

globalization, capitalism and communication, since the current societies tend to 

move from a traditional paradigm to a more hybrid and multicultural one. The 

current period is portrayed as a post-Fordist world, economically characterized 

by targeted production prone to rapid changes in terms of products production, 

clearly dependent on market volatility and capital flows. At the cultural level 

societies tend to a greater hybridization by creating a subculture mosaic due to 

revolution of information, especially from the Internet. Politically, nations tend to 

become dependent on strategic decisions taken in a peripheral context, as we 

can see in the case of the European Union. Therefore there is a double 

identification of people in their relationship with the world, with a national and 

global consciousness, tending to greater pluralism. 

Jencks (2007) manifest comes out in a period of economic crisis (Subprime 

Crisis) that lead to social and political crisis with worldwide echoes. The 

presented chronology of economic crisis, wars and border barriers works as a 

time reading machine of the last 30 years (figure 2). Therefore, the zeitgeist that 

Jencks portraits reflect a democratic crisis with progressive loss of hope in 

politicians increasingly privatized and cynical. 

                                                 
8
 Saramago, J. (2002) O Homem Duplicado. São Paulo: Companhia das Letras, p. back cover 
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Figure 2. Crisis Chronology (1980-2015); Oliveira, F.X. (2016) 
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Jencks´s critical modernism proclaims the commitment to pluralism and 

democratic process that are at the foundations of the modern movement and 

post modernism. Criticism of architectural predecessors is considered an 

invariant of history, a way of renewal and progress, with awareness of being the 

periods of crisis, those responsible for institutional change - the return of order 

from chaos.  

Jencks´s critical modernism is based on an implicit tradition taken from 

modernism and postmodernism: the social and progressive character of 

architecture. The author considers urgent to a new architectural paradigm the 

rebirth of a new iconography that celebrates the achievements of our time, with 

narrative and image, being able to captivate the audience. Alerts to the urgency 

of creativity, romance, chaos, challenge and overcome into a critical duality 

between modernism and critique. While criticism evokes skepticism in change, 

modernism represents the overcome, linked to progress.  

It is through culture and acknowledgment of history that we become aware that 

time is cyclical in art in its relationship with new movements requiring critical 

thinking, to allow the analysis and evaluation of the past in order to achieve 

progress. The concept of stylistic period applied to art history consciously takes 

shape with Joham Winckelman Joachim (1717-1768). It continuous with the 

biological structural model of Vasari (1511-1574) applied to style, also 

associated with natural growth. He found that each style is developed according 

to three stages: birth, maturity and decline (Payne, 2001). This cyclical 

conception of history was taken into the philosophical field by Nietzsche in the 

nineteenth century when he referred to the principle of "Eternal Return". Alois 

Riegl developed formal theory, the critical model used in the twentieth century in 

order to distinct between styles. The ethics of Riegl´s formal theory removes the 

subjectivity in the analysis of modern art, considered a byproduct of artistic 

subjectivity. Riegl accepted the artistic notion of subjectivity in the 

reinterpretation of the zeitgeist as a constant variable. Therefore, artwork is 

evaluated by its artistic capacity for producing stylistic trends (Payne, 1994).  
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Critical modernism integrates the complex science tradition due to the very own 

nature of architecture that relies on political, economic, social, cultural, technical 

and artistic contexts. Architecture must celebrate its time through relationships 

and interrelationships between any phenomenon and its context. The complex 

thinking implies the knowledge of the parties in order to obtain a correct vision 

of the whole. Jencks´s critical modernism relies on design thinking and must 

have an unshakeable belief in the future, although skeptical. The author 

considers a challenge for designers to be poetic without being banal. The 

narrative is essential because we have to communicate our time, from its own 

iconography. Jencks believes that this new iconography must communicate the 

achievements of our time, expressing them as symbols, with an altruistic 

attitude, using metaphors, fundamental role of architecture as art. Thus 

explains:”(…) the challenge of art is to find the right joints, the key units, the 

lasting iconic ideas and then transform them into a lasting iconography” (Jenks, 

2007, p.187). The author therefore concludes that by becoming a conscious 

movement should be based on abstract principles and never in a unique style. 

Jenks´s observation leads him to consider five clear intention of generic order: 

External Issues; Relevant Iconography; Multivalence; Usage Change; and 

Honoring by Critique. 

 “External Issues”, is related to complexity theory, taking into account a critical 

perspective of architecture towards its Zeitgeist.  “Foreign affairs” are essential 

in order to have a bigger picture of our time, going far beyond from architect´s 

provenance area. “Relevant iconography” relates to the fact that the external 

aspects of architectural practice aim to fight for human condition, exploring the 

questioning, and the content of architecture as a useful art. “Multivalence” 

relates to the increasing awareness of different narratives which can be taken 

into account by using post modernism double cross code, forcing to question 

the content. Being critical to Jencks, means to achieve a level of complexity 

between order and chaos, a symbolical reading of our times.  “Usage Change” 

is linked to cumulative knowledge of architecture, making the new in an already 

known way that shows originality in interpretation, with the intention of a 

dialogue that seeks the mainstream. For this to succeed, it is inevitable to 
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“Honour by critique” as a creative force triggering a hyperconsciousness of the 

process of making architecture through counterculture. 

Based on the theory of Charles Jencks three competition projects are presented 

as examples of a critical reflection and on theory put into practice: “Grândola 

Vila Morena”(2013), “Je Suis Charlie - Modern Times Square “(2015): and, “The 

Wall- Ich Bien ein Berliner” (2015). While the first represents the continues 

struggle for Freedom, the second represents the right to work and leisure as a 

social achievement in the Industrial age; finally, the third represents, the Berlin 

Wall (1961-1990) as a tribute for no more walls dividing people in a global 

world.   

 

5. Grândola Vila Morena | José Afonso Square (2013) – Setúbal, 
Portugal 

“Em cada esquina, um amigo | Em cada rosto, igualdade” (José Afonso, 1971) 

The presented Municipal Library project (Bastos, Freitas & Oliveira, 2013) is an 

example of metaphysical thought of architecture according to current times and 

it is a conscious manifest of theory put into practice, championed by Jencks. 

This project represents the zeitgeist at a period of deep economic and social 

crisis in Portugal. With a strong national identity, the volksgeist is here 

represented, by the symbolic capacity of architecture, extolling a historical and 

symbolical figure of the Portuguese Revolution of 1974: the freedom singer, 

José Afonso (1914-1987). He was a major figure in Portuguese culture in the 

20th century as an activist against dictatorship. As a composer he conceived 

popular music with traditional themes, as protest songs. A critical reflexion 

turned up due to the square name: “José Afonso”, giving it context and 

meaning. The Portuguese Revolution of 1974 started at midnight on 25th April 

with its most famous song -“Grândola Vila Morena”- as the code signal. It ended 

with 48 years of dictatorship and oppression. Nowadays, José Afonso still 

represents the willing of the people, democracy and unity, and it is a symbol of 

liberty. “Grândola Vila Morena” became a symbolical song of protest under 

oppression (SIC, 2013). 
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The submitted project focuses on ´External Issues` to Architecture, looking for a 

critique of the present time, with a subversive vision, extolling a prominent figure 

in Portuguese democracy history, acting as a form of screen reflecting basic 

political values: “Liberté, Egalité, Fraternité”. In that sense, it is pioneer. This 

´Relevant Iconography` linked to human condition, is achieved by drawing the 

figure of José Afonso throughout a millenarian building technique in a new logic, 

made possible by the application of brick, the unity, as a pixel. Our goal was to 

create a building that was simultaneously a monument towards freedom and 

knowledge, with a strong empathy with the population, and also a functional 

project by rationality. The ´Usage Change`, transforming the library into a 

memorial aims to fight for the human condition in a particular context and at a 

specific location, in accordance with its toponymy (figure3). 

The ´Multivalence` is achieved by the scenic effect created by the dialogue 

between the pre-existence and the submitted proposal, framing the figure 

intended to honour. This puts two codes in opposition to each other: the glories 

and achievements of the past versus the present condition of economic 

oppression. The use of collective memory is linked to democratic values to 

which it is added a social critique by framing the past. This complex logic 

between Order and Chaos seeks a synthesis which depicts the complexity of 

the society in which we live. The project looks for the popular dialogue, the 

mainstream, an approximation of people to bigger goals, in a humanistic logic. 

From the double cross-code with the intention of confronting the present with 

the past, one seeks to subvert the dominant culture in order to represent the 

irony of complex contemporary life, based on the message content, whose 

vehicle, in this case, is architecture as a non-linear Science of complexity. It 

´Honors by Critique` so that social progress can be achieved.  

The existing “José Afonso” auditorium (Risco, 2005) is presented in the 

proposed project as an urban archetype, a Triumphal Arch toward freedom, by 

framing the figure intended to honor. 

Goethe defined Architecture as ´petrified music` (Goethe, Eckerman & Fuller, 

1839, p.282). Architecture, in this case, should be petrified music of freedom - 

“Grândola Vila Morena” by José Afonso - which embodies within itself a critical 

perspective. In that sense, it is much more than “another brick in the wall”. 
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Figure 3. Grândola Vila Morena | José Afonso Square; Bastos, A.; Freitas, N.; 

Oliveira, F.X. 2013) 
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6. Je Suis Charlie | Modern Times Square (2015) – Lancashire, 
England 

 

“Sometimes we think too much and feel too little” (Charlie Chaplin, 1940) 

 

Man is a symbolic animal that express himself through language (Ernst 

Cassirer, 1944). The Preston Bus Station competition (Figure2) for a youth 

center was an opportunity to create a new plaza that would honour the public 

realm of Lancashire. One of the oldest traditions in architecture is the honoring 

of the dead using collective memory: toponymy. The concept of the presented 

proposal results of a critical reflection on the absence of a theme to the existing 

site. It was proposed a new volume instead of creating a non-building, in a 

positive attitude, with the same height defining the public space by architectural 

dialogue. By creating public and symbolical scenery the iconic impact of 

Preston Bus Station is enlighten and preserved as part of a bigger all.   

Charlot, the iconic tramp reflects the poet in the machine age. He is a symbol of 

humanity, hope and British culture worldwide. This “relevant iconography” is 

achieved using bricks, in a new way (pixels) achieving the poetic of space in a 

Pop attitude (Reyner Banham). By being faithful to the social progress that was 

the spirit of Brutalist architecture, the project reflects the lessons learned from 

modernism (rational) and post-modernism (symbolic). The “usage change” 

transforms the youth center into a memorial that arises from the synthase of 

British cinema, photography, and painting in a holistic manner. The social 

encounter of body and soul gives the site its toponymy: “Modern Times 

Square”. 

The formal concept explores the analogy to a vintage photo camera. The brick 

cube represents the body dividing architectural function in a hierarchical manner 

(public-restrict) through height. The folder is represented by the vertical precast 

blades that hide a metrical solution with similar rhythmic structure to Preston 

Bus Station. The last frame, facing north, uses brick, as a decorative motive. 

The truth to materials, standardization, rationality and economy which was a 

paradigm of modern architecture is “honoured through critique”. The public 
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space stands on a podium. The fountain represents the third industrial 

revolution: technology. The origami bird represents the divine and freedom. The 

wheels of the machine are places for activities and relax. The architectural 

promenade (Le Corbusier) is achieved through the sinuous route. The chess 

garden works as stairs and takes advantage of monumental scale.  

“Multivalence” is achieved through symbolic architecture that represents the 

right to work and leisure as a social achievement in the Industrial age, sign of 

civilizational progress for the 21st century. The symbolic elements of the 

machine work as a double cross code: the gear-wheel, command buttons, and 

information technology, work as subtle critique to apathy linked to human 

leisure. “External Issues” arise from the awareness of freedom of speech and 

critique, and what symbolizes in the present: "Je Suis Charlie"(2015).  

The Gear-Wheel emerges as an archetype linked to mechanics and industry, 

critically used as a place for relax representing the right to work and leisure as a 

sign of progress, a social promise of the industrial age. 

Jean Anouilh once said that “the object of art it is to give life a shape” (The 

Rehearsel, 1950). Architecture in this case is petrified poetry representing 

progress through culture, a social and democratic value that inspires people. It 

honors architecture social role through a subtle criticality that has universal 

meaning, while trying to do more with less. 
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Figure 4. Je Suis Charlie | Modern Times Square: Preston Bus Station 

International Competition; Oliveira, F.X. (2015 
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7. The Wall – Ich Bin ein Berliner (2015) – Berlin, Germany  

The project for “The Museum of the 20th century and its urban integration” 

(Figure5) results from a critical reflection on the “spirit of place” (Genius Loci), 

the spirit of time, program, spatial structure and the urban context in which 

operates: the Berlin Kulturforum. The Berlin Kulturforum planned by Hans 

Sharoun as a cultural center in the 60s emerges as a response to the Berlin 

Wall (1961-1989). It is a political symbol of growth, vitality and individual 

freedom of West Berlin. 

The analogy to the Berlin Wall, an iconic element of 20th century world history, 

respects the desired functionality for the new art museum, spatially delimited, 

and therefore with a more closed façade. The Berlin Wall is reinterpreted on the 

façade through brick, drawing the wall and the “anti-wall”: John F. Kennedy. The 

speech in West Berlin (Schöneberg Rathaus) by John F. Kennedy (1963) 

symbolizes freedom and hope in the future, which can be honored as a 

constituent of collective memory. The monumental drawing of JFK, in a Pop 

Style, works as a statue, a mural, a memorial, the Genius Loci of architecture, 

symbol of a collective catharsis (Cold War) with epicenter in Berlin – “Ich Bin ein 

Berliner!” 

 “Usage change” is achieved by transforming the new museum into an iconic 

emotional memorial to freedom, knowledge and hope in the future by learning 

with past errors, aiming to fight for human condition. “External Issues” are 

reached by working as a complex reading machine of our times through icon 

theology, a tribute for no more walls dividing people in a global world.  The wall 

as a monumental mirrored face works as an ideogram while blinking the eye as 

a sign of social conscious. This “relevant iconography” searches for poetics as a 

symbolical expression linked to content over image in a Yin and Yang 

architectural dialogue. Therefore, while the Neue National Galerie (1963) is 

Tectonic in terms of its spatial structure, the proposed expansion to the 

museum is Stereotomic. While the first works as a Greek temple in terms of its 

urban concept the proposed expansion is a Stoa. One has a podium as 

archetype, the wall responds with a water mirror forcing the poetic analogy to 

the border. Finally, in terms of architectural atmosphere while Mie’s museum is 
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open and light, the “wall” searches for shadows and closure in an allegory to 

Plato´s Cave. “Multivalence” extends collective consciousness, using the double 

cross-code, forcing to question the content, adding anxiety in human 

consciousness, causing restlessness, especially from metaphors. The double 

cross-code uses the wall as a conceptual determinant (stereotomic) to which it 

is added a mural, seen as a symbolical ornament. As Frank Lloyd Wright (1953) 

once said: “Less is only more where more is no good”. It “honors by critique” by 

working as a symbolical time machine, using collective memory in order to 

achieve emotional content. It honors architectural history by having the same 

DNA of its predecessors: “Structure as Architecture”; “Nature of Materials”; 

“Rationality”; “Linguistics”; “Social Tradition”, and “Narrative”.  

The eye appears in the wall as an archetype honoring Louis Kahn´s famous 

architectural quote through critique:  “You say to a brick: What do you want, 

brick? And Brick says to you, I like an arch”. In our case the answer was: I like 

an eye and a mural. The eye is the result of two superposed arches combined 

with their reflection on the water creating a scenic optical illusion. The eye as an 

archetype has appeared in History linked to mysticism, soul, poetics, 

clairvoyance, intellect, but also control and power.  

Goethe defined Architecture as “Petrified music”. Architecture in this case 

should be a petrified speech of freedom and hope in the future. In that sense it 

was much more than “Another brick in the Wall”. It was the only "Berlin Wall" 

(430 entries) in "Phase one" Design Competition (2015). 
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Figure 5. The Wall: Berlin Kulturforum International Competition; Lopes, 

P.;Oliveira, F.X.; Meirinhos, M. (2015) 
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8. Conclusions 

Chronology implies the need for syntheses within the global. The global can be 

understood as a multi-layer compilation of different fields of knowledge an 

hypertext of facts within history. The idealistic conception of history understands 

that ideas are the” most resilient parasite” (Inception, 2010). If we look back at 

history through the lens of a chronology, a tool for understanding complexity, we 

will conclude with historical distance, that at a certain time in history (vertical 

lines) various fields of knowledge become contaminated by each other. 

Contaminations of ideas become, when conscious, the spirit of the epoch, the 

zeitgeist. This is a general pattern that can be sorted out of the chronology 

understood as a “history reading machine”. The “reading machine” was an 

invention by the renaissance Italian engineer Agostino Ramelli (1588) which 

consisted on a wheel of books allowing different readings at the same time. The 

term and object was recovered by Daniel Libeskind at the Venice Biennale 

(1985) expressing a metaphorical vision of architecture understood as a reading 

machine, and therefore being able to be written and read.  

As Michel de Montaigne (1580) once said it is better to have a “well-made head” 

over a “well-filled head”. The presented chronology allows structured order into 

history in an open system which allows the inclusion of more data, working as a 

mental map, and Hypertext. Its intellectual depuration based on facts extolls its 

useful value working as a tool for architects during creation allowing analogies 

in time. Chronology can be a rhetoric command structure about the present, 

including the evolution and mutation of concepts and can be applied to every 

field of knowledge that requires historical perspective within a multi-layer 

system. The three presented projects are included in the chronology as a 

theoretical/practical contribution within specific traditions based on the (re) 

reading of archetypes. Archetypes are primordial ideas, generic concepts that 

are common to various generations, a pattern idea that roots humanity 

throughout time. Nevertheless, archetypes can be reinterpreted diversely thru 

Time, where can be an evolution linked to content. Know how to communicate 

is inherent to architects condition of being creative and various over time, 

because history is a dynamic learning process that feeds itself. Without mental 
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order of historical knowledge there can be no true awareness and therefore 

achieve conscious evolution.  
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Abstract 

This paper will focus on John Muir’s My First Summer in the Sierra (1911) and 

its consequences on American imagination and politics. If, on the one hand, 
Muir’s enthusiasm about Sierra Nevada so impressed President Teddy 
Roosevelt that he began talks about establishing the National Park Service, on 
the other hand, Muir’s descriptions of the Sierra Nevada landscape contributed, 
in a seminal way, to the expansion and consolidation of nature writing, a form of 
creative nonfiction in which the natural environment serves as the dominant 
subject. Through words, Muir recorded the aliveness of his own interacting with 
the vitality of landscape, showing that more than material consumption, the 
Sierra was to fuel men’s spirits and satisfy their hunger for beauty. Along with 
Albert Bierstadt’s paintings, Muir’s description of the summer he spent in what 
would become Yosemite National Park emphasizes the relevance of the visible 
and hidden aspects of landscape, lending it a timeless value and meaning. 

In an era of greedy consumerism, John Muir’s passion for nature and his 
activism remain to this day a sign of hope. Muir’s interaction with landscape 
also demonstrated that he possessed an ecological conscience, a form of 
humanism and democracy that includes the nonhuman. Moreover, my paper 
examines the way narratives function as valuable forms of raising awareness, 
helping to restructure human attitude towards the landscape and teaching how 
to live ecologically. 

 
Keywords: Landscape; John Muir; My First Summer in the Sierra; Literature; 

Wild Places. 
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My reflection is twofold: to attest John Muir’s relevance to the study of 

landscape and to illustrate the way literary texts may function as important 

instruments in the celebration of the landscape. As it is understood here, 

landscape represented through art – be it through the visual arts or literature – 

is nature rearranged with a purpose: to demonstrate nature’s power or delicacy, 

to create shock or wonder, to give contextual meaning to the characters in the 

foreground or/and to help readers to stop, look and listen to the surrounding 

world. In European history there have been some periods in which man’s 

relation with nature went through a phase of greater intimacy as we can see 

with John Constable and William Wordsworth. Both the painter and the poet 

“believed that there was something in trees, flowers, meadows and mountains 

which was so full of the divine that if it were contemplated with sufficient 

devotion it would reveal a moral and spiritual quality of its own” (Clark, 1991, p. 

151). This quotation by Kenneth Clark intends, then, to emphasize the idea that 

the landscape is composed not only by physical elements, but that, ultimately, it 

is a representation of the human spirit: “our tastes, our values, our aspirations 

and even our fears” (Lewis, 1982, p. 1).  

As a starting point, I would like to underline that this reflection considers 

landscape as something relevant to our understanding of the world. Moreover, it 

acknowledges that landscape is a “synthetic space” (Jackson, 1984, p. 8), that 

is, it is composed both by natural and human elements. Or, as Jean-Marc 

Besse points out: “landscape is the combination of natural characteristics — 

geological, morphological, botanical — and a number of human, economic, 

social and cultural realities (Besse, 2000, p. 66).9 In short, my aim is to highlight 

that in My First Summer in the Sierra John Muir acknowledged that the 

landscape of the Sierra Nevada has stories to tell. Recognizing landscapes as 

surface manifestations of earthly materials, geological time, and human 

shaping, Muir’s literary depiction contributed to deepen the idea that landscape 

                                                 
9
 Cf. “a paisagem é o produto das interações, das combinações entre um conjunto de condições e de 

constrições naturais (geológicas, morfológicas, botânicas etc.) e um conjunto de realidades humanas, 
económicas, sociais e culturais”. My translation. 
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is not only a physical place but also a space of feeling; in other words, “the 

original focus of the [human] encounter with the world” (Besse, 2000, p. 80).10  

Moreover, with Leonard Lutwack in The Role of Place in Literature, one can say 

that Earth as a place has been given increased attention, inspired, he affirms, 

by aesthetic as well as ecological values, imaginative as well as functional 

needs (1984, p. 2). In this sense, one would have to agree with Simon Schama: 

“landscape is the work of the mind” (1995, p. 7). According to Schama, despite 

the impact of humanity on the earth’s ecology, “human relationship to nature 

may result not in guilt and sorrow but celebration” (1995, p. 9), for landscapes 

embody human emotional and spiritual experience. They are both matter and 

spirit. Literature, working upon consciousness, assumes a formative role in the 

shaping of selfhood. “[L]ayered with resonance”, as Rita Felksi puts it, literary 

texts are an accumulation of symbols of beliefs and values, standing for 

“something larger than themselves” (2008, p. 32). In this regard, and as Felski 

states: “Literature’s relationship to worldly knowledge is not only negative or 

adversarial: it can also expand, enlarge, or reorder our sense of how things are” 

(2008, p. 83). Hence, literature should be part of what the critic calls “practices 

of knowing” (2008, p. 103). A view corroborated by Joseph Meeker’s words: “If 

the creation of literature is an important characteristic of the human species, it 

should be examined carefully and honestly to discover its influence upon human 

behavior and the natural environment, and to determine what role, if any, it 

plays in the welfare of survival of humanity, and what insight it offers into human 

relationships with other species and with the world around us”. (qtd. Murphy, 

2000, p. 15). Thus, in literary texts it is possible to find intellectual equipment for 

living, also acknowledging that, through narrative, various individuals may have 

learned, or failed to learn, how to live in ecologically sensitive ways. Hence, one 

could say that literature is itself a creator of landscapes. 

John Muir (1838-1914) was born in Dunbar, Scotland and immigrated to 

America when he was 11 years old where he experienced frontier America first 

hand in his father’s homestead in Wisconsin. He worked on the land and, later 

on, botanized in the countryside. After leaving Wisconsin, at the age of twenty-

two, he never stopped travelling or looking for wild places. During his voyages, 

                                                 
10

 Cf. “o foco original de todo o encontro com o mundo”. My translation. 
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he tried to situate his own self alongside the discovered lands, and searched for 

a new language which would translate what he saw. Though he had worked in 

Ontario and Indiana, and had walked from Indiana to Florida, only when he 

arrived in California in 1868 did he come close to a feeling of being home and 

alive with the mountains. Since his first book on the Californian Mountains, Muir 

was committed to showing that the mountains and the wild should not be seen 

as a threat, but a unified order that includes humans. He climbed Mount Ritter in 

the Sierra, and Mount Shasta, and many glaciers, always demonstrating the 

moral dimension of the attack on wild nature.  

His influence on American life was quite effective: his name is associated with 

the creation of Yosemite National Park, he had a direct influence on President 

Theodore Roosevelt in the matter of forest and park preservation and on the 

saving the Hetch Hetchy Valley of Yosemite from dam builders, among other 

legacies.11 Like the large-scale landscape paintings by artists such as 

Frederick Church, Albert Bierstadt, and Thomas Moran, Muir’s depiction of the 

Sierra’s geology, topography and botany seemed to correspond to the myth of a 

bigger, newer America.12 Furthermore, Muir’s literary legacy contributed, side 

by side, with the Hudson River painters to the promotion of American 

landscapes, and theirs was a fundamental role in the formation of the National 

Parks System. In fact, like Muir, Albert Bierstadt (1830-1902), the only one of 

the Hudson River School painters to journey West to explore and map the new 

territory, expressed his passion for nature through superlatives — thus, the 

creation of large-scale canvases. Likewise, Bierstadt rendered human presence 

on the canvas as a small detail, contrasting the nature’s magnificence with 

human vulnerability and frailty, a method that intended to present the western 

landscape as something emotionally moving. 

                                                 
11

 There’s also Mount Muir, California, the Mount Muir in Alaska, the John Muir Wilderness Area, the John 

Muir Trail, and John Muir Highway, among others. Besides, as exposed by Thomas Lyon, "Muir’s role in 
the development of the American nature essay was threefold: “he enlarged it to include wild-country 
adventures while essentially continuing Thoreau’s philosophy of wildness; he deepened its evolutionary 
and ecological content with his emphasis on flow and harmony; and he added a strong new note of 

militancy in response to the dramatic environmental conditions of his time” (2001, p. 81) 
12

 Interesting is to note the similarities between American writers and American painters, both groups using 
a language which responded to the awe-inspiring magnificence of American Landscape. Cf Novak’s 
statement: “The landscape painters, the leaders of the national flock, could remind the nation of divine 

benevolence and of a chosen destiny by keeping before their eyes the mountains, trees, forests, and lakes 
which revealed the Word in each shining image” (Novak, 1995, p. 17). 
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Nonetheless, Muir is one of those artists to whom nature showed the path to 

moral goodness. For Muir, like so many other scientists, artists, and 

philosophers of the age, to see “the mountain ‘as it really is’ meant seeing more 

than what could be measured: seeing granite, but seeing more than granite – 

seeing qualities that demanded reverence” (Worster, 2008, p. 190).13 Donald 

Worster’s biography on Muir identifies the central passion of his life: a passion 

for nature. In fact, his own life and preferences helped to establish a different 

story of American success: during his lifetime he was to testify to America’s 

chosen path, one which measures individual success by the size of one’s 

property and income, not by the quality of moral behavior. As in the poem by 

Frost, he chose the road less traveled for he saw himself “as a pilgrim seeking 

an independent relation to society but dependent on the universe” (Worster, 

2008, p. 120). In 1868 he arrived in California, the only place he would feel at 

home, however much he was to travel for the rest of his life. If California was his 

home, his paradise on earth, Yosemite Valley, was the spiritual center of that 

home. There he found the unique qualities of shelter, light and grandeur, so 

much so that Yosemite Valley became the spiritual root to his meandering soul. 

Reenacting American mythology, Muir found in California territories the pristine 

nature and spiritual freedom his father, as a European immigrant, had been 

looking for when he had left Scotland and settled in the New World two decades 

before. Though the home of Indians for millennia, of Spanish-speaking padres 

and ranchers for a century, and of Anglo-Americans since the gold rush, 

California was still a place of vast wilderness. This was precisely what attracted 

John Muir. From June to September 1869 he found the job he needed: he was 

to help drive 2,050 sheep to the headwaters of the Merced and Tuolumne 

rivers, an area north of Yosemite Valley. Muir’s task was to keep the shepherd, 

leaving him plenty of time to gather plants and climb mountains. During that 

summer excursion he kept a journal, which, nearly twenty years later, he 

revised and published as My First Summer in the Sierra, a work which 

                                                 
13

 When it comes to talking about significant influences on Muir’s thinking, and together with the name of 

Alexander von Humboldt, Worster also adds the names of Robert Burns and William Wordsworth, for 
these poets offered Muir the embrace of liberty, fraternity, and equality, as well as a new vision that made 
nature the source of revelation: “Their [Burns and Wordsworth’s] common search, on the northern margins 
of British civilization and empire, for a Romantic, liberal, democratic view of nature and humanity, and for a 

more harmonious relationship between the two, set up an influential counterforce to Watt, Smith, and 
industrial expansion, which would inspire Muir his whole life” (Worster, 2008, p. 35).  
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embodies his “aesthetic pursuit of nature’s physicality” (Johnson, 2009, p. 

10).14 Moreover, the preservation of the landscape through words and memory 

perform, according to Barry Lopez, an old human practice: “for as long as our 

records go back, we have held these two things dear, landscape and memory” 

(2004, p. 97). For Lopez, it is our responsibility: “to keep landscapes and the 

memory of them, our history in them, alive, seems as imperative a task in 

modern time” (2004, p. 97). 

Divided into eleven chapters, My First Summer in the Sierra is a journal of the 

Sierra Nevada landscape, with an emphasis on the relational world of nature. 

Classified by Thomas Lyon as an example of the literature of nature, a 

combination of “natural history information, personal responses to nature, and 

philosophical interpretation of nature” (2001, p. 20), My First Summer in the 

Sierra (1911) is a book about the meeting between man and wilderness, in the 

mountains of Sierra Nevada, California, in the summer of 1869. In this book 

Muir praises nature with extreme devotion and rendition15. To Muir, everything 

is glorious because everything is related: “When we try to pick out anything by 

itself, we find it hitched to everything else in the universe”16 (MFSS, p. 114). 

Besides, the mountain world is a particular example, for “nature […], becomes 

more and more visible the farther and higher we go; for the mountains are 

fountains — beginning places […]” (MFSS, p. 114). Performing an archetypal 

round voyage, Muir went to the mountains to learn nature’s lessons (MFSS, p. 

185); when he returned to the place where his voyage had started two and a 

half months earlier, he had lived glorious days (MFSS, p. 88), taken glorious 

rambles (MFSS, p. 71), seen glorious landscapes (MFSS, p. 83), glorious 

meadows (MFSS, p. 148) and glorious trees (MFSS, p. 188), seen pure waters 

and breathed glorious exhilarating air (MFSS, p. 171). His experience was 

superlative. When he mentions Mount Dana, he says:  

 

                                                 
14

 Rochelle Johnson maintains that there were two ways of nurturing passion for nature in the nineteenth-
century America, one which renders nature’s meaning abstract (Thomas Cole, Emerson, and Andrew 
Jackson Downing), and a second one which assumed that the value of nature resided in its physicality 

(Susan Fenimore Cooper and Thoreau). In the twentieth-century, Muir’s relationship with nature illustrates 
the second type of passion for nature, one based on his passion for nature’s physicality. 
15

 Robert Macfarlane refers to John Muir not only a mountaineer, but also as the long-distance tramp, the 
geologist, the explorer, the botanist, the activist and the nature writer. In all these identities, he is the 

individual whose soul was tingled by natural landscapes (2007, p. viii). 
16

 From now on, My First Summer in the Sierra will be indicated as MFSS, followed by the page number. 
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“Probably more free sunshine falls on this majestic range than on 

any other in the world I’ve ever seen or heard of. It has the 

brightest weather, brightest glacier-polished rocks, the greatest 

abundance of irises spray from its glorious waterfalls, the brightest 

forests of silver firs and silver pines, more starshine, moonshine, 

and perhaps crystalshine than any other mountain chain, and its 

countless mirror lakes, having more light poured into them, glow 

and spangle most” (MFSS, p. 171-2).  

 

Everything was so extraordinary, that from the first moment Muir was sure to be 

living exceptional experiences: “Glorious days sketching, pressing plants, 

studying the wonderful topography and the wild animals, [man’s] happy fellow 

mortals and neighbours (MFSS, p. 88). On 26 July, he was eleven thousand 

feet high, the highest point in his life’s journey, and he commented: “what 

glorious landscapes are about me, new plants, new animals, new crystals, and 

multitudes of new mountains (…) a new realm of wonders” (MFSS, p. 108).  

The superlatives also served to indicate the uniqueness of the place he was 

visiting: using words, he aimed at changing the world. On June 6, he noted:  

 

“Magnificent white cumuli appeared about noon above the 

Yosemite region – floating fountains refreshing the glorious 

wilderness, - sky mountains in whose pearly hills and dales the 

streams take their rise, - blessing with cooling shadows and rain. 

No rock landscape is more varied in sculpture, none more 

delicately modeled than these landscapes of the sky; domes and 

peaks rising, swelling, white as finest marble and firmly outlined, a 

most impressive manifestation of world building” (MFSS, p. 12)  

 

Not only clouds, but different botanical species, like the white fragrant 

Washington lily, “the finest of all the sierra lilies” (MFSS, p. 73), and animal 

behavior, like the interesting little bird he saw flitting about the falls and rapids, 

that “has the oddest, daintiest mincing manners imaginable” (MFSS, p. 47). Like 

his fellow nineteenth-century American painters, and the early Romanticists, 

Muir believed that beautiful scenery elevated the human spirit. Similarly to the 
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Hudson River painters, he believed in the goodness of nature. On July 2, Muir 

wrote: “Warm, sunny day, thrilling plant and animals and rocks alike, making 

sap and blood flow fast and making every particle of the crystal mountains throb 

and swirl and dance in glad accord like stardust. No dullness anywhere visible 

or thinkable. No stagnation, no death. Everything kept in joyful rhythmic motion 

in the pulses of Nature’s big heart” (MFSS, p. 51). This passage indicates his 

vision of the universe as one based on networks and not on hierarchies, so 

much so that one may affirm that, through landscape, Muir abandoned the 

restricted commandments his father had preached and found a new self, one 

that lived joyfully and freely in nature17. 

His love for the changing landscape flows from a desire for connectedness, for 

oneness with things, therefore exemplifying the power of outer landscapes to 

reshape, to better inner territories (MacFarlane, 2007, p. xxiii). In this sense, it is 

interesting to see Muir’s life as a continuous striving not only for a more positive, 

hopeful view of human nature, but also for a more positive view of nature 

(Worster, 2008, p. 7). By this I want to underline that because Muir understood 

the relationships between all the elements of the landscape, his interior 

landscape, and his self, he responded to those relationships, incorporating them 

and thereby becoming a freer self.18 For Muir, humankind is out of synchrony 

with that power – an alienation that must be healed by direct experience of wild, 

natural beauty (Worster, 2008, pp. 214-5), hoping to instill a benevolent 

conception of the natural world.  

Yet, Muir’s enthusiasm for wild nature emerged through a sense of loss: first in 

the frontier where the axe and the plow would often destroy it ruthlessly, then in 

California where a materialist society would exhaust resources. As a result, he 

transformed himself into a ‘publicizer’ (Nash, 1973, p. 122) of American 

wilderness, repeating as H. D. Thoreau had done before, that wild nature has a 

liberating influence conducive to human happiness. Moreover, ever since 

Transcendentalism, landscape in America was invested with “metaphysical 

                                                 
17

 Worster emphasizes Muir’s father’s severe punishments on him: “Daniel enforced his son’s work regime, 

not through inducements or praise, but through thrashings and sermons. A burning brush pile became a 
reminder that an everlasting hl, was waiting for bad boys who disobeyed God (or withheld their labor)” 
(2008, p. 54) 
18

 In Mcfarlane’s words: “Muir, the monad of the Presbyterian soul has dissolved into the plurality of the 

pantheist’s. (…) He has shucked off the anthropocentrism of Calvinism, and escaped the windless solitude 
of the sealed self” (2007, p. xiii). 
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significance”, it represented the “repository of timeless value and meaning and 

an object of worship” (Marx, 2003, p. 41). So great was Muir’s enthusiasm that 

he came to inspire Americans to believe nature deserved higher consideration. 

He also understood that America should preserve the unique landscapes from 

all sort of commercialisms, and it should keep openness to nature as an 

aesthetic and spiritual resource as well. Through preservation, he proposed a 

path towards cure and healing. Moreover, his firm compromise with American 

nature helped to settle the questions: “what part should mountains, rivers, 

natural meadows, or wild creatures play in American life? […] Would there be 

any room in an acquisitive society for wildness, or for nonmaterial, spiritual 

values?” (Worster, 2008, p. 404).  

However, according to MacFarlane,  My First Summer in the Sierra is a book 

which has its flaws – ethically and stylistically; on the one hand, while Muir 

recognized that Indians did not hurt the landscape (MFSS, p. 38), he frequently 

mentioned their uncleanliness, and, at the same time, ignored that preserving 

Yosemite National Park meant first evicting the Ahwahnee and Miwok Indians; 

on the other hand, and as already mentioned, Muir is often dismissed as an 

over-writer, too joyful, too effusive (MacFarlane, 2007, p. xx). It is also clear that 

Muir was dismissive of those he encountered in the mountains, be they 

Portuguese shepherds who told him sad stories about losses caused by 

Yosemite bears (MFSS, p. 150), or the tourists he could not understand: “Most 

of those I saw yesterday were looking down as if wholly unconscious of 

anything going on about them, while the sublime rocks were trembling with the 

tones of the mighty chanting congregation of waters gathered from all the 

mountains round about, making music that might draw angels out of heaven.” 

(MFSS, pp. 137-8).  

On the whole, however, this is a book which, a century after its publication, 

reminds contemporary readers that in societies overly arranged and controlled, 

wild places present worlds which invoke greater forces, greater expanses of 

time, living by other rhythms and orders of existence, refuting the excessive 

human trust in man-made designs. In My First Summer in the Sierra, the terms 

of living lie in frugality and the source of excitement in the privilege of nature:  
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“On the way back to our Tuolumne camp, I enjoyed the scenery if 

possible more than when it first came to view. Every feature 

already seems familiar as if I had lived here always. […] Bathed in 

such beauty watching the expressions ever varying on the faces of 

the mountains, watching the stars, which here have a glory that 

the lowlander never dreams of, watching the circling seasons, 

listening to the songs of the waters and winds and birds, would be 

endless pleasure. And what glorious cloudlands I should see, 

storms and calms, — a new heaven and a new earth every day, 

aye and new inhabitants. […] And why should this appear 

extravagant? It is only common sense, a sign of health, genuine, 

natural, all awake health. One would be at an endless Godful play, 

and what speeches and music and acting and scenery and lights! 

– sun, moon, stars, auroras. Creation just beginning, the morning 

stars ‘still singing together and all the sons of God shouting for 

joy’” (MFSS, p. 155).  

 

This passage is vintage Muir, a man returning from an encounter with nature 

with a clarified mind and a fresh heart.  

In an era where environmental policies have to protect biodiversity (or it will 

decrease year after year), Muir’s enthusiasm and activism is a sign of hope19. 

In America and elsewhere, forests and wildlife have been lost to logging, wild 

lands to drilling, prairies to overgrazing, wetlands to developers, soil to 

agribusiness, pollinating bees to pesticides and development. This is a society 

of greedy consumerism. However, artists now, as in the past, make us stop, 

look, and listen; they make us see. Artists who redirect our attention towards 

nonhuman nature are making us see it completely anew. Muir’s delight in nature 

has the power to enlighten his readers, then as now, making them see nature 

all anew. One of the poets he influenced is Gary Snyder: both share a love for 

frugality and wilderness, the love for the mountains of the Sierra Nevada, and 

for words which would translate nature’s authenticity and aliveness. Snyder 

inherited part of Muir’s vision, at least, one which refers to the tying of human 

                                                 
19

 Muir’s activism is felt even today; in 1892 he co-founded the Sierra Club, one of the leading US 
mainstream preservationist organizations.  
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and nonhuman: “I would like to think of a new definition of humanism and a new 

definition of democracy that would include the nonhuman, that would have 

representation from those spheres.” “This”, says Snyder, “is what I like to think 

we mean by an ecological conscience” (Snyder, 1974, p. 106). He also adds 

that Western culture has been alienating itself from the very ground of its own 

being – from the wilderness outside and from that other wilderness, the 

wilderness within, and therefore is doomed to self-destructive behavior (Snyder, 

1974, p. 106). Muir tried to avoid that by using words that indicate grandeur and 

ecstasy, and by securing an open self, that is, one which keeps the possibilities 

of communication with the forces of nature free.  

Jay Parini considers My First Summer in the Sierra as one of the one hundred 

books that changed America. According to Parini, it was after Muir’s narrative 

and after camping in the Sierra with Muir, that President Teddy Roosevelt 

began talks about establishing the National Park Service. Hence, a prime text in 

American nature writing, My First Summer in the Sierra set in motion the 

conservation movement (Parini, 2008, p.359). Besides, and also important to 

my argument is that his words did build a landscape in American Literature, 

places where a mixture of actuality and imagination work as a mode of 

preserving realms that progress put in danger. Moreover, he promoted a 

relational view of humans with the physical world at large. Reading Muir’s 

words, now as then, entails an effort of openness with his readers reenacting an 

inward search. If the reading forces us to look anew towards the external world, 

it will, in turn, make us see our own self modified by words and by nature, 

refreshed, structured and better prepared to contribute to the shaping of a better 

world. If readers look back at My First Summer in the Sierra as if it were a 

mountain trail, they should arrive at a more comprehensive view of human 

relations with the earth.  

Worster’s last words on Muir’s life express his achievement: “Muir was a man 

who tried to find the essential goodness of the world, an optimist about people 

and nature, an eloquent prophet of a new world that looked to nature for its 

standard and inspiration. Looking back at the trail he blazed, we must wonder 

how far we have yet to go” (Worster, 2008, p. 466).  
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“From a point about half a mile from our camp we can see into the 

lower end of the famous valley [Yosemite], with its wonderful cliffs 

and groves, a grand page of mountain manuscript that I would 

gladly give my life to be able to read! How vast it seems, how short 

human life when we happen to think of it, and how little we may 

learn, however hard we try! Yet why bewail our poor inevitable 

ignorance? Some of the external beauty is always in sight, enough 

to keep every fibre of us tingling, and this we are able to gloriously 

enjoy though the methods of its creation may lie beyond our ken. 

Sing on, brave Tamarack Creek, fresh from our snowy fountains, 

plash and swirl and dance to your fate in the sea; bathing, cheering 

every living thing along your way” (MFSS, p. 73). 

 

Looking back to Muir’s words, it is possible to see the liveliness of his own self 

interacting with the vitality of the American landscape, a process thereafter 

shaping Americans’ landscapes of self. Muir offered a model not only to 

American readers, but to all who feel attracted to the landscape and see it as 

more than geology, landforms, plants, animals and humans, but as a unit, a 

cosmos, a home. Furthermore, his vision attests that art in general, literature in 

particular, may be understood as a space where the possibility of living within 

sustainable landscapes may thrive, offering contemporary readers reason to 

celebrate living, dynamic landscapes.  

In short, through the example of Muir’s My First Summer in the Sierra, my 

purpose was to emphasize the relevance of understanding human experience 

framed by landscape. Ultimately, I tried to show, as the Portuguese philosopher 

Adriana Veríssimo Serrão states, that ‘Landscape’ is a term for the future, and 

that one should save the rights of the landscape as along with our own right to it 

(2012, p. 332), a perspective that combines with Muir’s own beliefs, for his 

words depicted a world in which landscape might be valuable not in terms of the 

economic or agrarian resources it provides, but in its profound spiritual effect. 
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Abstract 

Landscape cannot be framed in an image. The 17th century landscape-scenario 
contemplated from an unique and static point of view does not reflect the 
present landscape as the reality and context where we move, work, leisure, 
inhabit and live. Instead landscapes are thought today as a place of sensory, 
mental and affective experience thus raising issues as: How do we relate with 
landscapes around us? What do we value in landscapes and why? What 
dimensions are relevant and significant in it? How does landscape influence our 
wellbeing, emotions, behavior and identity? 

From an in situ study carried out in Corgo valley, in Alto Douro Wine Region, an 

approach has been developed on how the sensory body moving through space 
allows perceiving and experiencing landscape material and immaterial 
dimensions. With this framework it was also possible to explore the importance 
of the experience of landscape in motion in creating meanings on the self, the 
others and the world around us.  

Through the implementation of mobile methodologies, specifically walking 
interviews, Portuguese individuals, both male and female, from various age 
groups, with an urban or rural experience, with scholar or common knowledge 
were questioned. The walking interviews methodology was chosen because it 
allows access, in real-time, to people’s experiences, with the generated data 
being deeply informed by the landscapes in which they occur. The walking 
interview took place in two paths that offered distinct landscape features, thus 
allowing to investigate the relationship between sensory stimuli, experienced 
dimensions and landscape features.  

Results obtained suggest that the perception and experience of certain 
landscape dimensions seem to be more decisively linked with specific sensory 
stimuli and are influenced by the specificity of spatial context. It was also 
established that by walking the landscape, and through the body and the 
senses, sensations, thoughts and emotions are prompted, making multisensory 
landscape experience fundamental in how landscapes are or might be 
significant to people. 
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1. Introduction 

This paper was written upon the assumption that landscape cannot be framed 

in an image and that the 17th century landscape-scenario contemplated from an 

unique and static point of view is an outdated concept. Today landscapes are 

the realities and contexts where we move, work, leisure, inhabit and live, and 

thus they are thought as places of sensory, mental and affective experience. 

This perspective raises questions that we, as artists and investigators, want to 

approach and study: How do we (people) relate with landscapes around us? 

What do we value in landscapes and why? What dimensions are relevant and 

significant in them? How does landscape influence our wellbeing, emotions, 

behavior and identity? 

The 20th century brought us new approaches on how we perceive, act and 

interact with the world around us. In this approach the senses and the sensory 

body, our social and cultural identities and the emotions became fundamental 

study issues to understand the experience of landscape. Senses in particular 

have acquired a new visibility and value in areas like psychology or 

neuroscience (with António Damásio for instance), or social sciences leading 

anthropologist David Howes to call it “The sensorial revolution”. Senses are now 

understood as tools that are  shaped by culture and society and that act as 

mediators between mind and body with sensations playing a key role in our 

experience of the world (Rodway, 1994; Howes, 2006; Agapito et al., 2013). 

As consequence the hegemony of the sense of vision as the main vehicle for 

perception was also questioned. As mentioned by Heft (2007) the American 

philosopher John Dewey, in the early  20th century, wrote about what he called 

the “Kodak fixation”, criticizing perceptual theorists for adopting a photographic 

attitude towards the nature of knowing the world around us. Dewey was very 

critical of approaches on perceiving landscape that operates as if the individual 

confronts the world as a spectator, standing passively and detached from what 

is experienced.  

At the same time the idea that locomotion is central in human perception and 

experience of landscape became more and more relevant. Motion, and more 

specifically walking, may act  as a mediator between people and the sensory 
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qualities of spaces (Ingold, 1993 and 2004; Lund, 2005) promotes  connections 

between walkers and spaces shaping a sense of place (Tilley, 1994; Bender, 

2001; Pink, 2007; Degen and Rose, 2012) and influences the sense of the self 

through the memories, emotions and thoughts experienced in the landscape 

(Edensor, 2000; Bender, 2001; Wylie , 2005; Costa et al., 2014b). 

2. Methodology 

Corgo valley in the Alto Douro Wine Region, in the north of Portugal (Figure 1), 

was selected to investigate how people experienced landscape,  and more 

specifically how the sensory body moving through space, influences the 

perception and experience of landscape material and immaterial dimensions 

and the creation of meanings about the self and the world around us. 

 

Figure 1.  Douro Demarcated Region and its three subregions (Lower Corgo, 
Upper Corgo and Upper Douro), the UNESCO Alto Douro Wine Region and the 

study area location. Source: adapted from Andresen et al. (2004) 

 

In Teresa Andresen´s et al. (2004) words, the Alto Douro Wine Region 

landscape, classified as UNESCO World Heritage in 2001, is “a  monumental 

sculpture of wired terraces, where vineyards prevail next to olive and almond 
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groves, amongst a mosaic of plots of Mediterranean coppices. In order for it to 

be possible for people to cultivate vines on the steep, rocky banks of the Douro 

River and its tributaries, soil had to be created and terraces built row upon row 

with retaining walls—the so-called socalcos.” 

In particular, the Corgo valley landscape is a patchwork of vineyards, vegetable 

plots, olive groves, woodland, orchards and bush areas in a schist landscape of 

steep slopes along the Corgo river, where cultural and natural heritage coexist, 

since many centuries. The study area is also part of Natura 2000 network 

(Figure 2).  
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Figure 2. The Corgo Valley landscape along the established paths 

 

In this landscape experience study the methodology that was implemented was 

the walking interview method. In the mobile methodologies mobility is used as a 

way to establish contact with real context environments (Hein et al., 2008; 

Jones et al., 2008; Evans and Jones, 2011) allowing people to express their 
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landscape perceptions and values in a more natural manner (Bergeron et al., 

2014). The walking interview also enables to explore more elusive, dynamic and 

ephemeral aspects of how people understand and experience the world (Jones 

et al., 2008; Büscher and Urry, 2009). 

The walking interview was carried out along two Douro pathways that presented 

distinct landscape features, thus allowing to investigate the relationship 

between sensory stimuli, experienced landscape dimensions and landscape 

features (Figure 3). 

 

 

Figure 3. Pathways #01 and #02 

The participants in the research were Portuguese individuals, both male and 

female, from various age groups, with an urban or rural experience, with scholar 

or common knowledge and that were not from the area/Douro region (Figure 4).  

  

Figure 4. Audio and video recording of the participants’ walking interview along 

the established paths 
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The next phase of the methodology was the definition of sensory and 

dimensions analysis parameters.  

The current number and classification of the human senses is not a consensual 

subject (Grahn and Stigsdotter, 2010; Agapito et al., 2013). For this study it was 

adopted and adapted Jean Ayres’s (2005) senses classification, leading to the 

establishment of seven sensorial stimuli categories: Vision, Hearing, Taste, 

Smell, Touch, Kinesthesia (proprioception) and Body.  

Based in the existing  literature on the subject with focus on the research of 

Grahn et al. (2010) and Costa et al. (2014a ; 2014b) and including some aspects 

of Van Herzele and Wiedemann (2003) and Gobster and Westphal (2004) 

research, 9 categories for material and immaterial landscape dimensions were 

established:  

- Nature (landscape natural elements; sensorial attributes of those elements; 

naturalness: areas perceived or referred by individuals as nature which may 

also comprise areas like vineyards, olive groves, orchards, vegetable plots).  

- Culture (historical legacy and built heritage; history of the site and / or its 

inhabitants and socio-economic aspects; landscape as a product of man 

(cultural landscape); memories (as a product of the cultural experience of the 

individuals); reflections on different subjects. 

- Spatial Relationships (a. Views: landscape overview, prospect; b. Space: 

space perception/experience – open/close space, spatial scale, pressure, 

enclosure and freedom sensations). 

- Diversity (a. Biodiversity: diversity of flora and/or fauna species; b. Landscape 

diversity: land use diversity (vineyards vegetable plots, woods, bush, etc.). 

- Serenity (undisturbed environments, silence, tranquility, peace, organization of 

space; environments perceived as safe or welcoming). 

- Beauty (surrounding or features appearance; sensations of wonder related to 

sensorial attributes). 
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- Leisure (recreational and/or social activities; facilities associated with 

recreational activities). 

- Well-being (relaxation, tranquility or peaceful sensations or mental states; 

safety sensations; energy, invigoration or satisfaction feelings). 

- Emotional Dimension (feelings, emotions and memories/personal stories 

aroused by the experience; feelings/emotions/thoughts that denote attachment 

to place). 

To analyse the data it was adopted a mixed methodology that combines 

qualitative and quantitative approaches. The data obtained in the interviews 

(senses and dimensions referred by the participants along the paths) was 

translated into codes (qualitative phase) that were afterwards quantified. The 

qualitative phase allowed the creation of diagrams to analyse the link between a 

particular sense and the dimension(s) experienced. The links were then 

quantified to establish a ranking. The senses and dimensions referenced by the 

participants were also mapped in order to analyse relationships between 

senses, dimensions and landscape features (Figure 5). 

 

 

Figure 5. Landscape dimensions references mapped along the pathways 
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4. Findings 

The results suggest that the perception and experience of certain landscape 

dimensions seem to be more decisively linked to specific sensory stimuli and 

are influenced by the spatial context specificity.   

A significant difference between vision and the other senses was noticed. Vision 

was linked mainly with the perception of material and exterior dimensions like 

nature, culture, spatial relationships (views) and beauty, and was particularly 

dominant in open and higher spaces that usually offer a view over the 

landscape (Figure 6). The experience of beauty is also almost always referred 

in relation with visual features.  

 

 

Figure 6. Landscape dimensions associated by the participants to the sense of 
vision in Pathway #01 and Pathway #02 

 

The other senses seemed to be linked to more immaterial dimensions. For 

instance, it is by listening to the sounds of nature, by touching and smelling it, 

by listening to the silence of the space that people perceive serenity and 

experience well-being. 

Kinesthesia was particularly relevant in perceiving the different features of 

space and their impact in landscape experience. Participants regarded walking 

as fundamental in how they experienced and got to know the landscape. 

Walking also promoted feelings of well-being and participants were more 

stimulated when walking by spaces that presented different degrees of visual 

and spatial range (Figure 7).  
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Figure 7. Landscape dimensions associated by the participants to the sense of 
kinesthesia in Pathway #01 and Pathway #02 

 

Well-being was one of the most valued dimensions by the participants. This 

dimension was prompted by the existence of multisensory stimuli along with the 

existence of vegetation and water in serene ambiences (Figure 8).  

 

 

Figure 8. Senses and other landscape dimensions associated by the 
participants to the Well-being dimension in Pathway #01 and Pathway #02 

 

Well-being along with Nature were for the majority of the participants the two 

most meaningful dimensions experienced along the paths.  

The multiple references to Nature result from various sensorial stimuli with 

vision and hearing being the more relevant senses.  The patchwork of 

vineyards, vegetable plots, olive groves, woodland, orchard and bush that is the 

landscape of the Corgo Valley was more often perceived as nature than as a 

cultural landscape carved by the work of man. This perception was emphasized 

by the presence of the Corgo river, the terrain (the valley and the mountains 

around), the flora and landscape diversity and biodiversity and the auditory and 

olfactory ambience of the valley resulting in a particular understanding of the 

Corgo valley landscape character.  
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This does not mean that the Corgo Valley landscape is not recognizable or 

representative as a cultural landscape.  The vineyards, the work of man in the 

landscape and the life of the inhabitants are historic landscape layers (past and 

present) that people read and value. But in most cases nature overwhelms 

culture.  

Finally the emotional dimension was equally meaningful in people’s experience. 

Being more diversified, intimate and subjective, it was through the body, the 

smells, the sounds, by walking the landscape, that memories and emotions 

were prompted, bringing deeper meaning and significance to people’s 

experience of the Corgo Valley. Participants referred things like childhood 

memories brought back by smells, being moved after experiencing the 

harshness of climbing uphill and then looking around realising the work and 

endeavour behind the beauty of the landscape or the joy felt at the end of the 

path. 

4. Conclusions 

The experience of landscape is a complex but revealing and enriching research 

subject. The research confirms that the multiple landscape dimensions are 

experienced through the senses and the body and that this multisensorial 

landscape experience shapes people’s sensations, emotions, memories, 

thoughts and meanings.  

The dialogue in situ and in motion that the walking interview enabled was 

fundamental to understand what people valued in the Corgo Valley landscape. 

The key aspects which emerge from this study are the following: 

- The experience of landscape dimensions is linked to specific sensory stimuli 

and is influenced by the spatial context specificity; 

- Vision is a dominant sense in some landscape dimensions whereas other 

dimensions are linked to a multisensorial experience of the landscape; 

- People valued the feeling of naturalness of the Corgo valley landscape;   
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- People also valued the experience of well-being which is linked with walking 

and the existence of multisensory stimuli in natural feeling ambiences;  

- The multisensorial experience of this landscape led people to express 

memories, feelings and emotions.  

In short it is by walking the landscape, and through the body and the senses, 

that sensations, thoughts and emotions are prompted, making multisensory 

landscape experience fundamental in how landscapes are or might be 

significant to people. 
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Abstract 

The aim of this paper is to focus the importance of dialog between outcrops 
morphology and prehistoric motifs engraved or inscribed in them. Altogether, 
these elements form a well-adapted methodology that contributes to 
interpretation of rock art and prehistoric landscapes. 

The theoretical framework was based in the landscape assumptions proposed 
by C. Tilley (2002): “physical” world is not simply made of inert things, but full of 
significant properties that matter to its inhabitants. In this sense, outcrops and 
their forms were not simple surfaces to carve, but acting agents that added 
meanings to these rock art places and stories to tell for posterity. 

The rock engravings of Crastoeiro (Mondim de Bastos) and Lage dos 
Sinais/Monte do Olheiro (Barcelos) form the first and second case studies. In 
both cases there appears to be an inter and deep relationship between the 
topography of the engraved outcrops and the topography where they are 
located. By the arrangement of the motifs in the outcrops, both cases evidence 
intentional will to influence how to look to the slopes and ridges of both hills, 
probably of great symbolism during the past. 

The third case study is Santo Adrião, in the parish of Âncora (Caminha). In this 
case, either the orientation of the slope of the outcrop and the engraved 
weapons indicate a narrative of blind and passive deposition of weapons. 

A fourth case study, which clearly illustrates these assumptions, is Fornelos, in 
the parish of Carreço (Viana do Castelo). In different panels, several equines, 

mailto:manuel.santos@mundo-r.com
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horsemen, a dog, and an anthropomorphic were engraved. The space chosen 
for the carvings of these signs, the orientation of motifs, the topography of the 
outcrop and its coloration create an impressive scenic effect for its audience. At 
the same time, all these elements appear to tell a real or a mythical narrative, 
where horses and horsemen seem to have travelled a certain path - narrowed, 
poorly lighted, and limited – from where only a few would return. 

A fifth case study consists in the different outcrops engraved with footprints 
identified at Monte de São Romão (Guimarães). Here, the orientation of 
footprints, and their dialogue with the outcrops orientations suggest certain 
paths, related to some kind of symbolic interpretation. 

During the difficult task of interpreting past landscape, it is important to think in 
outcrops not as simple carving surfaces, but as active elements in the 
surroundings, already bearers of stories and senses in the landscape, resulting 
from the complex social structures and, at the same time, acting as actors in 
between that structure.  

 
Keywords: Geoforms; Rock Art motifs; Methodology; Prehistoric landscapes. 
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1. Introduction 

The aim of this paper is to focus the importance of dialog between outcrops 

morphology and prehistoric motifs engraved or inscribed in them as a study 

methodology to achive rock art interpretation. Altogether, in the past these 

elements contributed to the construction of prehistoric landscapes. 

The theoretical background of this work was based in the landscape 

assumptions proposed by Christopher Tilley (2002), where “physical” world is 

not simply made of inert things, but full of significant properties that matter to its 

inhabitants. The author mentions how world can be perceived as animated, 

alive, active, depending from the level of interaction established between body 

and surrounding things (Tilley 2004). In this sense, and following the works of 

Richard Bradley (2009), Chris Gosden (2009), or Chris Scarre (2009), inert 

matter can be considered “alive”. As such, things can be seen as, and treated 

like people, as entities that can and make difference (Tilley, 2004). 

Richard Bradley (2000) points out that it is common to relate some natural 

places with supernatural powers. Perhaps that is why some of these natural 

places preserve certain legends and beliefs, like the curative or destructive 

properties of the waters, or the presence of magical or odd creatures living 

inside or within the outcrops. 

As Christopher Tilley (2004) and Julian Thomas (2006) argue, landscape we 

observe is always unique, and reflects our social, cultural and ideological 

background. However, as suggested by Marshall Sahlins (1988), unlike time, 

space can be reconstructed, reinvented, reinterpreted, or even manipulated. In 

this sense, outcrops and their forms were not simple surfaces to carve, but 

acting agents that added meanings to these rock art places, and stories to tell 

for posterity. 

So, and according to several authors, in the “worlds” of many small-scale 

societies or pre-modern societies stones act as anchoring historical and 

mythical events, often linked to actions of specific or generalized ancestors. 

They can hold considerable cosmogony and spiritual significance, and be 

powerful and potent social agents in their own right (Pollard and Gillings, 2009: 

30). 
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Figure 1.A - (Top) Seita, Ristinna (cf. Korpela, 2008); 1.B – (bottom left) Sami 

man praying in front of a Seita stone (cf. Picart 1723-25); 1.C – (bottom right) 

Seita21 

That is the case of the native people from North America, where supernatural, 

so called Manitou, was seen to inhabit rocks and boulders, sometimes referred 

as ‘spirit’ or ‘image’ stones. Some Manitou stones and effigies can be dated 

back many millennia, as documented by Jesuits and French explorers during 

the eighteen and nineteen centuries. In some cases, it was said that the spirit of 

an ancient chief or some other person resided in rocks (Spence, 1994: 87). 

Those rocks were always associated with a special place, e.g., the mouth of a 

river, hilltops, springs, rapids and water falls, creeks, straits, river bends and 

drainage divisions (Bender, 2007, 2008).  



 

141 
I International Seminar on Art and Landscape 

At the Nordic Europe, in the area of the Sámi people, we also have many 

examples of certain natural formations, such as outcrops (Figure 1), stone 

statues, trees or dead trees, where spirits inhabited and where some cults 

where perpetrated, usually named seita (Korpela, 2008). During the seventeen-

century these were destroyed, in order to Christianise these societies. 

 

 

Figure 2. São Martinho de Dume’s representation in Códice Albeldensis, c. 976 
(Library from the Monastery of San Lorenzo de El Escorial, Madrid). 

 

At the North of Iberia, cult to outcrops and their features as a form of primitive 

animism was also a reality prior to Christianity, and much of these practices 

lasted to present day, although with smaller expression. Referring to these rites, 

the bishop from S. Martinho de Dume (Braga) during the sixty century (Figure 

2), in its book entitled De Correctione Rusticorum, considers is mission to fight 

against the cults to nature, such as a watersource, crossroads, outcrops, days 

of the week, and others. He has argued that to consider as divine, something of 

the nature, as a source, a crossroads or day of the week, is a mistake. Even 

considering that S. Martinho de Dume’s statements do not describe accurately 

the cultural ambiance influenced by the region of Braga during the six century in 

the North of Portugal (Meirinhos, 2006), they still are relevant. In fact, they allow 

us to capture the animistic background of NW Iberia during that phase.  
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Curiously, even in the sixteen-century (1563), the Constitutions of Bishopric 

from Lamego refer that “we defend and order that processions do not went to 

hills or outcrops, but only to churches” (Braga, 1885). 

On the other hand, Anthropology works mention Pedras Leitais (stones that 

give milk) at the North of Portugal, as are known examples in the council of Vila 

Nova de Famalicão (Braga), at the parish of Requião, near the chapel of S. 

João da Pedra Leital (Costa, 1712), or in the council of Póvoa de Lanhoso 

(Braga), parish of Frades (in the area close to the chapel of S. Mamede). In 

these outcrops, women sucked in protuberances similar to nipples in order to 

produce or increase milk production during the breast-feeding. At the council of 

Penafiel (Porto) it is known an outcrop where women usually rub their body 

parts in order to become fertile. It is called “Penedo da Barriga”. Respecting to 

this, Santos Júnior (1940: 371) writes that in limits of the parish of Rio de 

Moinhos, council of Penafiel, the priest José Monteiro de Aguiar refers that 

“there is an outcrop [with nothing peculiar], where pregnant women at the eight 

month of gestation rub their belly, in order to have a good child-birth”. “Yet, at 

70 or 80 year,s all or almost all the pregnant women from the parishes of Rio de 

Moinhos, Boêlhe, and even from other neighbouring villages, rubbed their belly 

in the mentioned outcrop”. 

 

Figure 3.A - Painting rocks as S. Bento das Peras, Vizela20; 3.B - Pedra Alta, 
Mondim de Basto21. 

 

At Cruzeiro, Monte da Guia, council of Esposende, there are traces of a cult to 

magical rocks and outcrops that hybridized with the cult to Nossa Senhora da 

Guia, which still endures in the painting made to certain rocks during 

                                                 
20

 Downloaded from http://saobento.blogs.sapo.pt. 
21

 Downloaded from https://pesnostrilhos.files.wordpress.com/2014/05/p1020347.jpg. 

http://saobento.blogs.sapo.pt/
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propitiatory rites (Serén, 2012). In S. Bento das Peras, council of Vizela, is also 

usual to paint the outcrops surrounding the chapel in white (Figure 3.A). The 

same occurred at Pedra Alta (“tall stone”), in Monte da Senhora da Graça, 

council of Mondim de Basto (Dinis, 2009) (Figure 3.B)Taking into account the 

several ethnographic mentioned examples, and the adopted theoretical 

premises, to afford an interpretative methodology concerning the role of rock art 

in the construction of prehistoric landscape, it was our option to study places 

with rock art, valuing both its physical context and the outcrops shapes in 

interaction with the inscribed motifs. For that, 6 case studies were conducted, 

some of which from distinct chronologies, although generically dating back from 

the Neolithic to the Iron Age, that is, between the 5th/4th and the 1st millennia 

A.C.  

2. Case studies 

The first two case studies are the rock engravings of Crastoeiro, in the council 

of Mondim de Bastos, and Lage dos Sinais/Monte do Olheiro, in the council of 

Barcelos. In both cases there appears to be an deep inter relation between the 

topography of the engraved outcrops and the topography where they are 

located.  
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Figure 4. Location of Crastoeiro’s engraved outcrops in the slope of Monte 
Farinha. 

 

In both cases the rock art complexes are located in medium slope platforms, 

easily accessible and reachable from the valley (Figure 4). From these levelled 

platforms slopes become less steep and accessible. Also, the distribution of the 

motifs in the outcrops affects the audience positioning, which will be mainly 

facing the steep slopes and the peaks. In the case of Crastoeiro, the conic peak 

of Monte Farinha or Senhora da Graça, the precise point were the sun rises, 

and in the case of Laje dos Sinais, the plain peak of Monte da Saia. However, 

at Crastoeiro the topography and motifs from some engraved outcrops indicate 

the contrary. That is, an audience facing the valley and the sunset, as some 

kind of complementarity between the several engraved outcrops forming that 

nucleus, relating them either with the physical and “mental” “ascending and 

descending” of Monte Farinha, probably a “sacred path” or maybe solar cycles. 

In this sense, Monte Farinha could be seen as bearing a great symbolic 

importance and, simultaneously, a link with solar cosmogonies.  

Also at Crastoeiro, all outcrops with protuberances saw the engraving of these 

small relieves with a circular motif, as physically representing some kind of 

mnemonic of Monte Farinha (Figure 5) In other words, as the memory of Monte 

Farinha and, eventually, its features and properties were present in this 

outcrops and in this levelled part of the slope, easily accessible to populations 

inhabiting the immediate valleys, were collective celebrations to its “deities” 

could easily occur (Dinis and Bettencourt, 2009).  
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Figure 5. Crastoeiro’s outcrops with protuberances with circular motifs: 5.A - 
(left) rock 21 (cf. Dinis and Bettencourt, 2009); 5.B - (right) rock 16 (cf. Dinis, 

2014). 
 

In the case of Laje dos Sinais/Monte do Olheiro (“olheiro” means “the one that 

sees”), located at an intersection place between pathways accessible from the 

valley to the top of the elevation, their figures are easily lighted from the rising 

sun to sunset. The outcrop, levelled to the ground, also has a protrusion which 

observed from the valley access may symbolize the elevation peak and its 

properties (Figure 6.A). The outcrop includes a simple circular motif with a 

meander appendix, a type of iconography different from the usually present in 

the lower parts of the outcrop (Figure 6.B). 
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Figure 6.A - Location of Laje dos Sinais’ engraved outcrops in the slope of 
Monte da Saia; 6.B – Hand made draw of the engraved motifs marking the 

upper part of the outcrop (red circle). 

 

It is curious to observe that peaks in the Northwest of Portugal and Galicia have 

always less engraved outcrops and motifs with this kind of art, considered as 

Atlantic tradition, when compared to slopes. This lead one of us to consider that 

perhaps peak areas, as “significant” and “powerful” as they can be, were 
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forbidden to some individuals, being only accessible to the ones that 

understood the complete message encoded in the engraved motifs or the 

inherent practiced celebrations (Bettencourt 2009; Dinis and Bettencourt 2009). 

In this sense, different places were altogether interrelated together in a network, 

materializing different physical and spiritual places in the landscape 

(Bettencourt 2009; Dinis and Bettencourt 2009; Cardoso, 2015). 

The third case study is Santo Adrião 1, council of Caminha, an engraved 

outcrop of the Early Bronze Age (end of 3rd to beginning of 2nd millennia BC) 

located in the West slope of Monte do Cúturo. Here, either the outcrop slope 

orientation (with a pending from West to East in Winter) and the engraved 

weapons (probable halberd associated to a sword) indicate blind and passive 

narrative of weaponry deposition, probably related with the peak of Monte do 

Cúturo, in the back of which sun rises (Figure 7) Once again, it looks like there 

is a link between these weaponry engravings and solar circles, although in this 

case the ceremony indicated by the motifs position and the outcrop pending 

may represent the deposition of weapons related to sunrise (Santos Estéves et 

al., 2016). 

 

Figure 7. The outcrop of Santo Adrião with engraved weapons facing the top of 
Monte Cúturo (cf. Santos Estévez et al., 2016). 

 

A fourth case study consists in the different outcrops engraved with footprints 

identified at Monte de São Romão, in the council of Guimarães, belonging to 

the Late Bronze Age and Iron Age (end of 2nd and 1st millennia BC). In this 
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case, the carving of footprints in 3 rocks was always performed on horizontal 

surfaces (Figure 8A). In a general manner, we may say that the footprints 

orientations located at Monte de S. Romão indicate ascending or descending 

paths and movement (Figure 8B). That is, suggesting routes that have 

functioned as part of a wider net of “sacred trails”. In this sense, it is believed 

that each outcrop was imbued with a part of a wider meaning related to mithical 

and phsisical journeys (Cardoso, 2015). 

 

 

 

Figure 8.A - Footprints orientations distributed at Monte de S. Romão; 8B - Its 
location in horizontal surfaces. 

 

A last case study is Fornelos, council of Viana do Castelo, also belonging to 

Late Bronze Age/Iron Age. In different panels, several equines, horsemen, a 

dog, and an anthropomorphic were engraved. The space chosen to carve these 
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signs, the motifs orientation, the outcrop topography, and its coloration, create 

an impressive scenic effect for the audience. At the same time, all these 

elements seem to tell a real or a mythical narrative, where horses and 

horsemen seem to have travelled a certain path – narrowed, poorly lighted, and 

limited – from where only a few would return. The main panel (nº 1) of this 

outcrop (with several horses) is illuminated since sunrise, as action starts at that 

phase of the day. At this precise moment panel 3 is shadowed (were only a few 

horsemen and an anthropomorph with raised arms, a probable prayer, are 

represented). Curiously, this panel is only lightened since the morning end and 

until about 16 p.m., during summer (Figure 9). This may indicate the action time 

being narrated. In this sense, the geomorphology of the outcrop and the game 

of lights and shadows seem to be part of a history perpetrated in this place 

(Bettencourt et al., 2016). 

 

 

Figure 9. Distribution of the engraved motifs of Fornelos, suggesting a narrative 
story dialoguing with the outcrop morphology. 
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3. Final considerations 

Finally, we can say that in distinct expressions of rock art spread in the 

Northwest of Iberia, produced all over the Prehistory, the engraved outcrops 

never were arbitrarily selected, neither in relation to their forms, neither to 

locations.  

Thus, during the difficult task of interpreting past landscape, is extremely 

important to think these places not as simple carving surfaces, but as active 

elements, bearers of stories and senses in the landscape, resulting from the 

complex social structures and, at the same time, acting as actors in between 

that structure.  

So, it looks that rock engravings only amplify these senses and their visibility, 

helping them to contributing to their permanence in the memory of the 

inhabitants and society. 
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Abstract 

One possible suevic building on the peak of Santa Marta das Cortiças Mountain 
might have been the first touch of occupation in the ridge lines that punctuate 
the forest area of the Sanctuaries, followed seven centuries after by the crucis 
that would forever mark the sacred, in Braga and worldwide, and the urban and 
patrimonial landscape of Braga and Guimarães. The Sanctuaries of Bom Jesus 
do Monte and Nossa Senhora do Sameiro (Our Lady of Sameiro) in Braga, the 
Chapel of Santa Maria Madalena, crossed by the border line between Braga 
and Guimarães and the Citânia de Briteiros (hill-fort of Briteiros) are strong 
pieces of touristic leverage, as well as identity and landscape benchmarks of 
great relevance for Braga and Guimarães. “Two territories and one only 
landscape!” is the motto for the development of an Inter-municipal Safeguarding 
Program of the Sacro Montes, based on a high patrimonial and environmental 
value. 

 

Keywords: Urban and patrimonial landscape of Braga; Sacred Mountains; 

Touristic landmarks; preserving the landscape unit. 
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1. Introduction 

Since the 2000 European Landscape Convention, the 1st International Treaty 

exclusively dedicated to it, landscape has had a more and more determining 

role among public policies of territorial planning. The Treaty acknowledges 

landscape’s important function of public interest in the cultural, environmental 

and social fields and how it comprises a beneficial resource to socioeconomic 

activity, given that its appropriate preservation, managing and planning may 

contribute to job creation. Simultaneously, the Treaty legitimizes landscape’s 

contribution to the development of local cultures and it embodies an essential 

piece of cultural and natural European heritage, contributing to human well-

being and to the consolidation of communities’ identity. 

Nowadays, in Europe and Portugal, landscape’s value and role are highly 

regarded among the practices of territorial planning and by the populations with 

great patrimonial and touristic impact. 

The National Policy of Architecture and Landscape, Council of Ministers 

Resolution nº 45/15, underlines landscape’s contribution to environmental, 

economic, social and cultural sustainability and to the fostering of territorial 

competitiveness. Quoting said source, “Architecture and landscape are the 

expression of collective freedom, history and culture, with particular reflection in 

education, social inclusion and citizen participation and strong consequences in 

the country’s development, notably in the innovative and creative fields, as well 

as in environmental sustainability, energy efficiency and combat against climate 

change, adding to a more competitive economy and a more dignified, fair and 

inclusive society.” 

Landscape is also referred to with pertinence in the Cultural Heritage Law, 

namely in following articles: 

 Article 12º - defence of environmental and landscape quality as one of 
the purposes of cultural heritage protection and valuation; 

 Article 13º - landscape Conception as one of the general criteria for 
heritage appraisal; 

 Article 44º - built cultural heritage as an enabler of environmental and 
landscape quality; 

 Article 52º - the landscape framework of landmarks being a subject of 
reinforced tutelage; 
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 Article 53º - strategic guidelines of landscape requalification, which 
should be part of Safeguard Overall Plans; 

 Article 70º - landscape protection and valuation as an element of cultural 
goods valuation system. 

 

These considerations of guiding and legal framework nature strengthen our 

convictions - that promoting and safeguarding the Sacro Montes in an 

integrated manner focuses on the relation between three premises that appear 

crucial by the time of reflection about landscape: the acknowledgement of high 

patrimonial, religious and historic value of architectural and archaeological items 

spread out on the landscape; the fact that landscape is not mirrored in 

administrative boundaries and the cultural, environmental and economic 

importance of finding integrated ways of preserving and promoting the 

landscape surroundings of the Sanctuaries. 

The area of analysis, i.e. the surroundings of the sanctuaries, seem to be 

associated with the concept of Sacred Mount since all time. Consciously or not, 

it has been provided with nearly only activities of religious nature. The 

Sanctuary of Bom Jesus do Monte, the Sanctuary of Nossa Senhora do 

Sameiro and the Chapel of Santa Marta, in Braga, the Chapel of Santa Maria 

Madalena, crossed by the border line between Braga and Guimarães and the 

Citânia de Briteiros, besides being places of worship, are also strong elements 

of touristic and patrimonial stimulation of the territories where they are located. 

Therefore, further than being a scenery itself, this path allows to city to become 

a scenery on its own, which means that it is no longer just a background of a 

“city postcard”, but it constitutes a landscape whole of inter-municipal scope. 

 

Figure 1 and Figure 2. View from Bom Jesus over Braga 
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Nowadays, the value of the landscape that surrounds the sacred mounts is 

much more than just the sum of the existing patrimonial values. The 1964 

Charter of Venice - International Charter on the Conservation and Restoration 

of Monuments and Sites widened the concept of monument, where this came to 

comprise not only isolated architectural creations but also the places where 

evidence is found, establishing the value that the conservation of a monument 

always implies the maintenance of a surrounding area. The Charter also refers 

that the monument is inseparable from the history and from its context. Cultural 

and natural landscape, besides being the frame that backs the location of the 

sanctuaries and its origin, is an ecological and patrimonial factor of touristic 

attraction at the same time, with great qualities. 

Beyond the discussion on the site and position of Bracara Augusta, the original 

city, which was settled on a small plateau in the amplest borderline between 

Cávado and Ave’s river basins, finds on Espinho Mount, located in the latter 

river basin, the natural frame where the sanctuaries came to spring up, turning 

to the city. Effectively, the natural slope conditions, in a softly steep hillside and 

great solar exposition, together with the presence of a perennial, yet easy-to-

cross, harmless water stream, have certainly added to the settlement of the city. 

 

Figure 3. Altitudes Map of Braga Municipality 
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The hillside of the sanctuaries is integrated in southern hillside system of Este 

Valley, this being the most relevant slope in the municipality. This system 

frames the whole Este River Valley, which is particularly expressive to the 

South and East. The range of Santa Marta, Monte Frio and Sameiro mounts, 

and the somewhat lower Bom Jesus, compose the dominant skyline above the 

city’s platform. 

In the recent territorial planning history of the municipality, the exceptionality of 

the area has been consensually accepted. Since the first Municipal Master Plan 

(1994), it has been demarcated and classified as an Operational Management 

Area, making it bound to being included in a Development Plan. 

 

 

Figure 4. Extracted from the 1994 Municipal Master Plan’s Map 
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Accordingly to the strategic mottos of 2015 Braga’s Municipal Master Plan - 

which are mirrored in the Zoning Plan and Touristic Aptitude Plan: Braga, a 

municipality where we want to LIVE and Braga, a municipality which we want to 

VISIT - it is sought to foster quality of life, globally and sustainably, increasing 

the municipality’s attractiveness, building up an inclusive society, enhancing 

collective identity and sense of belonging to the Community, as well as touristic 

dynamisation. On the Touristic Aptitude Plan, the creation of a touristic pathway 

and a Scenery System embracing the sanctuaries was regarded. This will make 

the link to the area of Braga’s Historic Centre, where the presence of the 

Sacred, with great touristic and patrimonial value, also denotes great 

monumental proportions.  However, it is tried to make use of other means in 

order to: highlight the role of natural and built heritage in the sacred and 

religious points of view; strengthen the monumentality of the already referred 

existing elements and their surroundings; and safeguard cultural, symbolic and 

landscape identity of these places through touristic promotion. 

 

 

Figure 5. Touristic Aptitude Map: the relation between the Sanctuaries and the 
Sacred Mounts 

 

In the latest version of this document, among its studies on the definition of the 

Municipal Ecological Structure, the project area was identified as an Area of 

Relevant Interest, making up the Background Forest of the City and, given its 

exceptional nature, as a suited area for the promotion of a forest cover that is 

richer on biodiversity. 
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As such, quoting Braga’s Municipal Plan’s Regulation, “3.3.1.3 City’s 

Background Forest - It occupies the urban area’s surrounding hillsides, 

generally made up of eucalypti and Pinus pinaster. Small areas of hardwoods, 

like the alvarinho oak and the cork oak, especially in the surroundings of Santa 

Marta das Cortiças. The inclusion of this area in the Ecological Structure aims in 

the first place its maintenance as the most important green space of the city, 

however, on a second and more ambitious phase, it will be crucial to promote 

the enhancement of its quality and biodiversity, enforcing new plantations in 

their licensing procedures, to replace the eucalypti and the pines, yet not 

integrally, by the traditional hardwood forest.” 

This classification comprises the whole ridge line linking the peak of Santa 

Marta das Cortiças and Bom Jesus, including Monte Frio and Sameiro, having 

been partially incorporated in the Urban Ecological Structure as Main Green 

Area, strengthened by Article 26º, nº 6, paragraph c) as: “Main Green Structure 

- city’s most significant gardens and green spaces (Central Avenue, Santa 

Bárbara Garden, Campo das Hortas Garden, Liberdade Avenue, Biscainhos 

Garden, Nogueira da Silva Garden, Guadalupe Park, Senhora-a-Branca 

Square, Carlos Amarante Square, surroundings of Braga’s Exhibition Hall, 

spaces linked to Cividade’s and Caravalheiras’s roman remains, the Rodovia 

sports axis, the surroundings of Bom Jesus, Sameiro and Chapel of Santa 

Maria Madalena, Tibães Woods and Gardens)”. 
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Figure 6. Braga’s Master Plan - Zoning Map 

 

Currently, nearly the entire area is occupied by eucalyptus plantations, in which 

the hardwood forest patches are rare, hence, valuable. An occupation of cork 

oak in the surroundings of Santa Marta das Cortiças stands out easily, but other 

than that, some appearances of mixed oak and other hardwoods subsist, along 

with the Bom Jesus Woods, of unavoidable reference, planted with great 

diversity of tree species, reflecting its several intervention periods, enriched by 

various kinds of gardens. 
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Figure 7. Forest Green Area as a form of identification of the cork oak 
occupation in Santa Marta das Cortiças 

 

Santa Marta das Cortiças complex, on the other hand, located on the top of the 

promontory where the mountain bow that draws Este River’s headwaters has its 

southernmost point, reaching a maximum of 561 meters high, holds one of the 

largest cork oak patches in Braga, with vast patrimonial and landscape value. 

2. Patrimonial, religious and historic value of architectural and 

archaeological elements 

Known since 18th century, Santa Marta das Cortiças archaeological place 

(classified as a Public Interest Building in 1955), represents one of the most 

significant examples of the long term and continuous human occupation of 

Braga’s territory. Effectively, the several archaeological interventions to which 

this hill range culmination was ever submitted, have revealed remains of 

settlement that date back to the Bronx Age, spread out through the Iron Age 

and the Roman Era, and further into the High Middle Ages, from which a group 

of rock clusters appears, that probably belonged to a palatium, which might 

have been linked with an Early Christian Basilica. 

Nowadays, besides the small chapel dedicated to Santa Marta, built in the first 

decades of the 16th century, it is possible to find in this outstanding monumental 
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range remains of the wall that surrounded the Early Christian Basilica and the 

very probably existing Suevo-Visigothic Palace, as well as remnants of the 

defensive system and the houses of the Romanized fort.  

A major work of worship of the Holy Cross and Passion of Christ, the Bom 

Jesus do Monte sanctuary, is the stage of an unparalleled relationship of 

Baroque, Rococo and landscape architecture without parallel in the European 

sacred hills, enhanced by the iconography of great allegorical value and 

scenography outlined on the chapels that, step-by-step, mark the pilgrimage 

path to the top of the mountain.  

 

Parts of a landscape that must be preserved and once classified as North 

Cyntra, today compelling touristic landmarks for their real estate value, 

landscape and its symbolic character as lookouts to contemplate Braga urban 

atmosphere, the resort of Bom Jesus do Monte, Santuário do Sameiro and 

Santa Marta das Cortiças (Falperra) punctuate an extensive landscape of 

dense forest enhancing close and inseparable relationships between heritage, 

art and landscape, and contrast with the cosmopolitanism of Braga's urban core 

that extends along the hillside.  

 

 

Figure 8. Sameiro Sanctuary- Braga 
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The sacredness of this important hill overlooking the city of Braga is evidenced 

by the long human occupation, as proved by the archaeological remains 

exhumed in the archaeological site present there and in the small chapel of the 

saint who gave it its name. Next door to the Bom Jesus do Monte and between 

the green of the mountain, we find one of the great ex-libris of Baroque - The 

Sanctuary of Santa Maria Madalena in Falperra. 

 

 

Figure 9. Sanctuary of Santa Maria Madalena in Falperra and the Municipal 
Master Plan’s Map with Braga’s borders 

Preserving the landscape unit composed of the perfect symbiosis between 

human occupation, art, architecture and the natural environment, and although 

not departing from the context that marked the forest rule established in the 

beginning of the twentieth century, with decrees dating back to the years of 

1901, 1903 and 1905, seeking to meet afforestation requirements of large tracts 

of uncultivated areas causing accelerated degradation of forest resources and 

triggering severe erosive phenomena caused by the growing needs of industrial 

development, today the same is evoked and retrieved in the latest version of 

Braga’s Master Plan as a means to preserve the landscape, due to the stubborn 

and unbridled real estate speculation that insists on climbing the mountain.  

On the same mountain range, Falperra, on the side belonging to Guimarães 

Municipality, one of the most studied fortified settlements of the Iron 

Age/Roman Area in the Iberian Peninsula can be found, known as Citânia de 

Briteiros (classified as a National Monument since 1910). 
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Guarded by three rows of ramparts, and reinforced by a fourth one to the North 

side, enclosing an area of 23/24 hectares, the settlement named Citânia de 

Briteiros, one of the most notorious of the kind in the Iberian Peninsula, spreads 

down a set of artificial platforms, whose creation followed a clear urban 

programming, where two particular axes paved with flagstones can be seen, 

and from which small streets derive, sectioning the residential quarters, in which 

squared and circular-shaped structures are settled. 

Away from the residential areas, a large square-shaped building can be found, 

which was probably used for meetings of a Council of Elders. The bath-

dedicated building on the eastern side of the settlement is thought to have been 

another example of communal equipment, although its usage and symbolic 

function are still a matter of debate in current times. 

3. Two territories and one only landscape! 

The Falperra Mountain and its foothill, broadly corresponding to the mountain 

range we have been referring to, has been the natural border between Braga 

and Guimarães Municipalities, but also the natural choice for the 

implementation of several sanctuaries, which have grown in landscape, cultural, 

environmental and pilgrimage importance over the years, not just for neighbour 

areas, but for the whole region, country, being internationally reputed. 

Braga’s Municipal Master Plan had already distinguished this landscape 

subunit, through the creation of an Operational Management Area. However, 

the value of this area goes beyond the borders of the municipalities, for it 

deserves an integrated intervention and maintenance by all the territorial 

agents. 

One of the main convictions we have towards landscape planning and 

enhancement is the one that landscape is not mirrored on administrative 

borderlines. Braga and Guimarães not only share high patrimonial valued 

elements, but they are also blended into one only landscape, which is the basic 

matrix of Minho identity, where we are incorporated. 

Regarding this, the recent General Foundations Law for Land Public Policy, 

Territorial Planning and Urbanism, anchored in the Territorial Management 

Tools Legal Framework (Decree-Law nº 80/15), brings forth a new level: the 
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Inter-municipal one, supporting the conviction we have that landscape cannot 

and should not be demarcated by administrative boundaries, thus allowing us to 

take a large step in the regulation scope of the relation between landscape and 

territorial planning. 

The Article 61º of Decree-Law nº 80/15, nº 1 sets out that “The inter-municipal 

programming is the tool assuring the connection between regional programming 

and the inter-municipal and municipal plans, in cases where territorial areas 

need integrated planning actions, due to structural or functional 

interdependence or to existing homogenous risky areas”. Based on nº2 of the 

same Article, the project areas belonging to two different Inter-municipal 

Communities, which is the case, must be authorized by a member of the 

government, who is responsible for the territorial planning area, after the assent 

of Regional Coordination and Development Commissions. 

4. Inter-municipal Safeguarding Program of the Sacro Montes Landscape 

Regarding the principle of distinctiveness of the Territorial Managing Tools, the 

recent General Foundations Law for Land Public Policy, Territorial Planning and 

Urbanism draws a clear line distinguishing plans and programs. 

Quoting Article 38º - Structure of the territorial managing system, “a) Programs, 

which establish the strategic framework for territorial development and its 

practical guidelines or define the spatial incidence of the national policies taken 

in consideration in every level of planning; b) Plans, which establish options and 

precise actions in territorial planning and ordering, and define the land use”.  

Based on this legal framework, it is understood that the most adequate 

background for the Safeguarding Project of the Braga and Guimarães’s Sacred 

Mounts will be necessarily the definition of an Inter-municipal Program, just like 

referred to in Article 46º - Binding: “1 - The territorial programs bind the public 

entities. 2 - The territorial plans of inter-municipal and municipal scope bind the 

public entities and still private individuals, either directly or indirectly.” 

The desired program will bind public entities, although in what comes to legal 

norms and regulations, it will also bind private individuals directly. In this case, 

nº 3 of said Article also applies to the main goals of the program: “3 - The 

provision of nº1 of the present article does not prejudice the direct and 
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immediate binding of private individuals to legal norms or regulations in forest 

resource matters. 4 - The territorial programs that follow national or regional 

interest goals, whose content must be included in inter-municipal or municipal 

master plans or other territorial plans, establish the deadline for the updating of 

these plans and expressly indicate the legal norms which must be altered under 

the Law, after consulting the involved municipalities or the association of 

municipalities.” 

Concerning the goals of drawing up an Inter-municipal Program, described in 

Decree-Law nº 80/15, article 62º, the inter-municipal programs aim: “a) To 

articulate the inter-municipal strategy of social and economic development, 

natural conservation and environment quality assurance; b) To coordinate the 

inter-municipal scope of the projects of networks, facilities, infrastructure and 

distribution of industrial, touristic and commercial activities and services, which 

are part of the national program of territorial planning policy, the regional 

programs and the sectoral and special applicable programs; c) To establish the 

goals of rationalizing settlement, in medium and long term; d) To define the 

goals on the access to facilities and public services.” This seems to be 

perfected suited in the major goals of the project we propose to carry out. 

As guiding principles for the elaboration of this program, we endorse the 

guidelines set out by 2000 Landscape Convention, which follow: 

1. Consider the territory as a whole 
2. Recognise the fundamental role of knowledge 
3. Promote awareness 
4. Define landscape strategies 
5. Integrate the landscape dimension in territorial policies 
6. Integrate landscape into sectoral policies 
7. Make use of public participation 
8. Achieve landscape quality objectives 
9. Develop mutual assistance and exchange of information 

 

Given that, for the Convention’s purposes: 

 

“a) «Landscape» means an area, as perceived by people, whose character is 

the result of the action and interaction of natural and/or human factors. 

b) «Landscape policy» means an expression by the competent public 

authorities of general principles, strategies and guidelines that permit the taking 



 

168 
I International Seminar on Art and Landscape 

of specific measures aimed at the protection, management and planning of 

landscapes. 

c) «Landscape quality objective» means, for a specific landscape, the 

formulation by the competent public authorities of the aspirations of the public 

with regard to the landscape features of their surroundings. 

d) «Landscape protection» means action to conserve and maintain the 

significant or characteristic features of a landscape, justified by its heritage 

value derived from its natural configuration and/or from human activity. 

e) «Landscape management» means action, from a perspective of sustainable 

development, to ensure the regular upkeep of a landscape, so as to guide and 

harmonise changes which are brought about by social, economic and 

environmental processes. 

f) «Landscape planning» means strong forward-looking action to enhance, 

restore or create landscapes.” 

 

As specific goals for the elaboration of this program, we deem essential: 

a) The valorisation, rehabilitation, restoration and promotion of built heritage; 

b) The protection of the forest that surrounds the sanctuaries; 

c) The definition of action for an active management and valorisation of forest 

landscape; 

d) The integrated promotion of the entire area and all the resources as a whole 

of high patrimonial and touristic value. 

 

Thereby, through the combination of interests between Braga and Guimarães 

Municipalities, and, once the participation of two Inter-municipal Communities is 

at issue, with the previous assent of the State Secretariat for Territorial Planning 

and Nature Conservation, the conditions the elaboration of and Inter-municipal 

Program are met, aiming to safeguard and valorise the landscape of the 

“Sacred Mountains”, which happens to be an unprecedented occurrence, 

making this project a pioneer. 

5. Final Overview 
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Submitting the application of Bom Jesus do Monte to UNESCO National 

Commission for its classification as a World Heritage Site in July 2015, and 

having concluded Braga’s Master Plan’s version in September of the same 

year, were the motivational impetus that launched this project of valorisation of 

the Sacred Mounts. 

On one hand, the structural alterations, resulting of the restitution of the 

Regulation for Protection of Bom Jesus Woods and the declassification of the 

initially desired road on the hillside after its non-acceptance during the Master 

Plan’s Public Consultation Period, ought to be emphasized through the planning 

tools. This alone suggests the articulation with Guimarães Municipality in what 

comes to future mobility projects between the two cities. The classification 

process of the Chapel of Santa Maria Madalena, a masterpiece of Braga’s 

rocaille assigned to architect André Soares, also appears relevant within the 

converging intents of the two Municipalities. The fact that it is situated exactly 

on the ridge line between Braga and Guimarães also represents a union and 

cooperation booster through promotion of cultural heritage. In this sense, the 

Church embodies a key partner for the process of conjugating the common 

goals of landscape promotion. More than a pretext, it is a common element of 

regional development to our common territory. 
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Abstract 

Nowadays, the beneficial role that trees play in the urban landscape is widely 
recognized. However, the potential of trees as part of aesthetic composition has 
been little explored. 

Creating compositions with trees in an urban landscape implies not only 
defining the structure, function, legibility and meaning of that space, but also 
considering the ensuing aesthetic effects. 

In these compositions, we can use different species with different sizes and 
growth rates, which, individually or in tandem, guide views, create visual or 
physical curtains, accentuate perspectives, indicate the changes in the use of 
land, and make a demarcation between diverse areas. The shape, texture, 
fragrance, and color of the branches, leaves, and flowers, the leaf patterns, and 
even the way that the leaves and branches move with the breeze and the wind, 
are attributes that have always been admired by experts and ordinary citizens 
alike, and which offer recreational value. 

But is the evaluation of these attributes always done in the same way, or is it 
different in different regions and cultures, and depending on age, gender, or 
level of education? 

The dynamic nature of trees as living beings makes it so their attributes vary 
during establishment and growth (on a spatial and temporal scale), since they 
develop shapes, colors, fragrances, and textures which depend on the seasons 
and on the specimen’s age. Do these changes during a tree’s life influence the 
assessment of its aesthetic attributes? 

This paper presents literature that focuses on the evaluation of the aesthetic 
attributes of trees, with these questions as a center point. 

Keywords: 

Tree attributes; afforestation; aesthetic value; urban landscape; 
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1. Introduction 

Sometimes, the way we think about trees makes it seem like they are machines 

that produce benefits which must be measured through models and 

parameters. Nowadays, when we consider the benefits of trees, we usually 

think about the physical environmental effects of trees, such as the 

improvement of air quality, carbon capture, climate moderation, storm water 

retention, and social and health benefits, which Schroeder (2011) calls 

‘utilitarian values’. 

Since their beauty was the initial reason that promoted the planting of trees in 

parks, gardens, and streets, we might wonder: why, over time, have aesthetic 

benefits been left behind in the relation/evaluation between Man and the tree? 

Taking into account the aesthetic benefits associated with the presence of the 

tree implies understanding that trees, as living beings, have value that results 

from temporal and spatial scales, lifelong shape development, colors, 

fragrances, and textures, depending on the environment they are in, the 

seasons of the year, and their age. All of these attributes stimulate emotions 

and a perception of beauty. Schroeder (2011: 161) says that there “are two 

basically different ways in which value can arise from people’s contact with the 

urban forest”: a) the experiential values arising from experiencing feelings of 

pleasure, enjoyment, and appreciation by people; b) the utilitarian value as a 

result of the benefits to the environment. The author (2011) also considers that 

both the experiential values and utilitarian values of the urban trees are 

important, and that they are intertwined with each other. 

Firstly, resulting in the pleasure of experiencing enjoyment and appreciation, we 

have experiential values, out of which aesthetic value is "probably the best 

known". But other attributes can also be associated with the experiential value, 

like feelings of peacefulness and serenity, “the feeling of being close to nature, 

a sense of place, and even (for some people) spiritual experiences could also 

be counted” (Schroeder 2011:161). 



 

174 
I International Seminar on Art and Landscape 

When we reflect on the relationship between citizens, nature, trees, and the 

importance of experiential values in the urban landscape, some questions arise. 

 Is the citizen aware of the aesthetic attributes of the trees that share 

the same urban landscape? 

 Will the beauty of the trees, as well as the resulting feelings and 

emotions, be relevant to the citizen? 

 Will the evaluation of the aesthetic values of the trees by citizens 

with different recreational activities, relationships with nature, age, 

gender, culture, and education be distinct in different regions and 

cultures?  

What follows is the presentation of some reflections based on the literature and 

studies that have been conducted in many regions by different authors. 

 

2. Tree aesthetic value as an element experienced by the citizen 

In many countries and regions of the world, the aesthetic value assigned to 

trees is associated with emotions and feelings. But all citizens do not interpret 

beauty in the same way. 

Research that analyzes the preferred attributes of trees has been carried out 

predominantly in North America, but there are also several studies in Europe 

and in countries such as Australia (Sommer 1997; Williams, 2002). The intent of 

this research is to understand how citizens perceive trees while sharing the 

urban landscape. Results of these studies indicate the aesthetic values - 

experiential - as being more important than utilitarian values for the people 

interviewed. 

Authors like Sommer et al. (1990), Schroeder and Ruffolo (1996) and 

Schroeder et al. (2006) refer that the pleasant appearance of street trees 

(aesthetic values) is more important to citizens than utilitarian benefits “such as 

improved air quality, cooling of the home, reduced wind speed, and increased 

property value” and that “people generally have very high levels of satisfaction 

with the trees by their homes, and that the importance of the trees’ benefits 

outweighs any annoyances they create” (Schroeder, 2011:161). 



 

175 
I International Seminar on Art and Landscape 

Results of surveys carried out in Downers Grove, USA, indicate that the most 

important value of street trees is that they are "pleasing to the eye" and that 

their presence "enhances [the] look of [their] yard and house". Other 

experiential values - bringing nature closer – also obtained high results. “The 

least important value averaged over all species was flowers on tree” (Schroeder 

and Ruffolo, 1996:37). 

Gobster and Chenoweth (1990) developed studies on the subject of aesthetic 

experiences in the environment and a sense of place, showing that beauty 

experiences involving natural landscape characteristics have an immediate and 

significant impact on quality of life. 

In Europe, studies developed in South West England revealed that for the trees 

located near neighborhoods, aesthetics and other experimental values of the 

trees are considered very important to the citizens. Also, the sounds and smells 

associated with the street trees give a sense of connection with nature, bringing 

a sense of rural countryside into their urban environment (Schroeder, 2011). 

Hitchmough and Bonugli (1997) developed studies in cities of Scotland and 

found a variety in the analysis of aesthetic attributes. 

Specifically in the case of Portugal, a survey conducted by Ana Luisa Almeida 

(2006) in Lisbon, in 2004, where 1000 people were interviewed about the use of 

public green spaces, found that 23% of respondents go to green spaces 

because of the need for contact with nature. Another study on the use of green 

urban parks directed by Rodrigues Meireles et al. (2013) in five parks located in 

different places in Portugal, during the warm period of the year, concluded that 

more than 40.5% out of the 351 interviewed users prefer sites with trees, 

followed by the preference for areas close to the water (21,0%). 

Among the several quoted authors, it can be understood that there are different 

types of approaches to research studies on the evaluation of the attributes of 

the trees in the landscape, studies that indicate a positive evaluation of the 

aesthetic attributes of trees in urban landscape, and others that are found to be 

inconclusive. 

3. Evaluation of the aesthetic attributes of the trees 
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3.1 Tree size and growth rate 

The trees’ size is one of the attributes that is found to be most appreciated by 

citizens and influence the appreciation of a particular landscape. Based on the 

literature, it seems that tree size is the most important attribute when associated 

with recreational value (Gundersen and Frivold, 2008). 

Referring to the results obtained in the Delphi survey (Edwards et al., 2012; 

2010), the attribute “size of the trees” was classified as the most important 

overall, with small regional differences, and the relationship between size and 

recreational value was considered to be positive, that is, an increase in the size 

of the trees raised the recreational value. The size of the trees appears to be 

the quality with the most important and generalizable link to recreational value, 

with larger trees being preferred (Gundersen, and Frivold, 2008; Ribe, 1989). 

The evaluation of the phases of development of the tree is an indirect way to 

obtain information about tree size, because trees in the establishment or young 

phases correspond to small trees, and trees in adult or aged phases correspond 

to larger trees, even considering the specific characteristics of each species. A 

Delphi survey analyzed that the phase of development of the trees was an 

important attribute, and experts indicated that the highest recreational scores 

are obtained for trees in the adult phase. This report refers to the Iberia panel 

that the phase of development was around three times more important than 

species type (Edwards et al., 2012). 

In Melbourne, Australia, Williams (2002) found higher preference for medium-

sized trees, and the reason for this difference is not clear. It may reflect cultural 

expectations that are unique to the Melbourne population involved in this study, 

possibly related to the predominance of small trees and shrubs in street 

plantings, or to local landscape characteristics, including house sizes, the 

placement of utilities such as power lines, and the width of streets and 

sidewalks. The author found a range of different results in studies conducted in 

Australia. 

Kathryn Williams (2002), Summit and Sommer (1999), and Orlando et al. (1992) 

say that a small number of studies indicates a preference for smaller trees, but 

in general, and in studies mainly developed in the United States of America, 
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large trees are found to be preferred to small trees (Shorensen, 2011; Sommer 

and Summit 1995; Sommer et al., 1993; Kalmbach and Kielbaso, 1979). 

In the suburbs of Downers Grove, Illinois, Chicago, people were less satisfied 

with the size and growth rate of their street trees than with their shape. There 

was generally a high level of satisfaction with existing trees, which is also a 

strong indication that people would like to have larger, more mature-looking, 

and faster growing trees (Schroeder and Ruffolo, 1996). In a comparison 

between respondents in the USA and in England, the aesthetic value of trees 

was important to both groups, although American respondents tended to like 

very large and fast-growing trees in front of their homes, while the residents of 

South West England preferred smaller and slower-growing street trees 

(Schroeder, 2011). Both respondents in studies of Midwestern USA and the 

southwest England consider the aesthetic value of trees important, and 

associate the tree size with growth rate (Schroeder, 2011). 

As evidenced by Delphi research, the size of the tree and the state of 

development is an important attribute in the attractiveness, aesthetic, and 

recreational values of forests for all regions of Europe. 

A study carried out in the North of Portugal with 15 species and 1380 trees in 

the establishment period and young phase found that the rate of growth of 

young trees in urban areas can vary significantly depending on the species and 

the maintenance intensity (Costa 2015; Costa et al., 2013). One of the main 

factors influencing the growth rate of young trees is the modification of canopy 

structure. Trees which maintain their own canopy structure, i.e. the natural 

structure of its species, have higher growth rates than trees whose natural 

structure was notably altered by the application of maintenance. All species with 

changes in their canopy structure have reductions in growth rate, and some 

species have significant reductions in growth rates when the natural structure of 

the canopy is changed (Costa, 2015). 

3.2 Tree species and management intensity 

Gundersen and Frivold (2008) established that citizens’ preferences for species 

composition are dependent on diverse variables such as tree size, openness, 
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visibility, and familiarity with the forest type, indicating that the preferences 

relate to species and management intensity. 

In the analysis of preferences for management intensity, all these findings 

combine to suggest that there is no clear and simple aesthetic dichotomy 

between managed and unmanaged forest except when management creates 

heavy disturbances (Ribe,1989). However, the results obtained in the Delphi 

survey allowed a relationship between management intensity and recreational 

value to be established. For example, the Iberia region - close-to-nature forest - 

had the best evaluation and “[p]erhaps the most important finding concerns the 

relationship between the intensity of management and recreational value, which 

indicates the extent to which forest visitors in different regions of Europe prefer 

forests with a small but significant degree of intervention to “tidy up” the stand 

as opposed to a situation with no management at all” (Edwards et al., 2012:8). 

The tree species type has relatively little importance in all Europe regions. The 

Delphi survey concluded that “this attribute had a minor influence on 

recreational value of forests” (Edwards et. al, 2012). In general, broadleaved 

species are preferable to conifers, while mixed stands are marginally preferable 

to monocultures.  

In Melbourne, Australia, Williams (2002) found higher preferences for trees with 

more coarse foliage (generally broadleaved trees) over trees with fine foliage 

(generally conifers and some Australian native trees). The same author (2002) 

and Williams and Cary (2002) developed studies that indicate visual 

characteristics such as size, form, and foliage as the more important attributes 

of preference. 

In Europe, Delphi conducted studies developed by experts that explore the 

relationship and contribution of 12 key sylvicultural attributes to the recreational 

value of forests in four regional panels: Great Britain, Nordic Region, Central 

Europe and Iberia. As a result of this survey, and in all regional panels, it was 

found that the recreational value for many participants increased with later tree 

development stages, and, to a lesser extent, with the intensity of stand 

management. It was also found that the type of tree species has a relatively 

small impact on scores for any region (Edwards et al., 2012). This Delphi survey 

allows us to know that for all European regions the development phase is the 
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most important attribute in the evaluation of aesthetic preferences of forests for 

recreation, and that the type of species is the least important, but the 

interrelationship with forest management results differ for each region. For the 

Iberia region, the development phase was about three times more important 

than the type of species, and the importance of forest management is nearly 

halfway between that of the development phase and the type of tree species 

(Edwards et. al, 2012). 

4. Relationship between Tree evaluation attributes and citizen 

characteristics 

The establishment of relations between Man and trees creates psychological 

effects that allow the evaluation of the sense of well-being, comfort, and 

throwback to nature. Evaluations, sensations, and emotions felt in each place 

are more or less significant and distinctive to individuals based on their daily 

experiences, and on the affectivity that can be established with each place and 

the trees. Readings taken over trees or landscapes, carried out individually, 

allow us to establish relationships that can be of attraction or repulsion, and 

even to develop feelings that relate to the memory and the imagination of the 

relationships acquired over space (Ribeiro, 1998). 

Kaplan and Kaplan (1989) consider that aesthetic values that are assigned to 

the trees are related to the individual’s characteristics (education, leisure 

activities, relationship with the natural environment, age and gender), and can 

be partly influenced by trends, cultural systems, knowledge available and 

change over time. 

In the book ‘The Symbolism of Habitat’(1990), Appleton argues that the 

relationship with the natural environment is an intrinsic characteristic in humans, 

and that is the reason why citizens are more aware of characteristics that 

improve human survival, such as trunk height and width, and canopy height and 

shape. The characteristics given to the canopy allowed humans to see and 

assess risks or opportunities without being seen by predators. Other studies 

such as surveys developed by Sommer and Summit (1995) and Sommer (1997) 

support this habitat theory. The work of Kaplan and Kaplan (1989) and Grahn 

(1991) found that young people appreciate the wild, dense, and hidden forest 
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more than open forest or cultivated areas. The same authors also add in their 

conclusions that adults and children seem to value the open forest in detriment 

of dense forest. 

Having thought about the evaluation of trees when together - forest - held by 

people of different ages, there are also differences in the perceived value of 

trees when planted individually. Reviews conducted by Sommer et al. (1989) 

indicate that older residents are less receptive to trees than younger residents. 

Williams (2002) noted that retired people attribute less value to street trees than 

employed people. However, they considered that the differences were not 

significant. 

In their studies, Sommer et al. (1989) established a significant relationship 

between the age of the respondents and preferences in street trees. 

Respondents over 60 years of age tend to have lower preference for large trees 

and large conifers. Sommer et al. (1989) and Schroeder et al. (2006) consider 

that the value of the trees is not related to any demographic variable, except for 

age. 

Human preferences for foliage can be found in some studies that have 

concluded that there is a trend to select varieties with deeply lobed leaves and 

which are effectively composed. Williams and Cary (2002) in the research 

development in Australia understand that people prefer native vegetation and 

trees with coarser foliage (Williams, 2011). Williams (2011) explains this 

preference based on habitat or functional theories of environmental 

preferences. 

The Delphi survey indicates the preference for broadleaves in many parts of 

Europe in detriment of conifers. The authors note that this preference might not 

be the choice of tree species itself, but due to the fact that broadleaves provide 

a wide landscape and less intensive management regimes or geometric forest 

designs (Edwards et al., 2012). 

After the presentation of how citizens express their preferences for aesthetic 

attributes of the trees and about the difference of gender on the preference of 

these attributes, according to the interviews developed by Hitchmough and 

Bonugli (1997), male respondents were significantly more in favor of the 
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planting of street trees than female respondents. Other factors investigated, 

such as respondent age and the degree of care and maintenance of structural 

complexity of gardens, showed no statistically significant association with the 

express preference for street trees. 

In surveys conducted with regard to cultural background and education levels, 

Sommer et al. (1993) and Sommer and Cecchettini (1992) found more 

similarities than differences in the answers of people with “different professional 

and educational experiences” (Williams, 2002:162). The preference for native 

trees is explained, according to Williams and Cary (2000), by cultural 

background and education levels. Respondents with higher education levels 

expressed significantly higher preference for large, primarily native trees 

(Williams and Cary 2000). For these authors, “[h]igher education levels may be 

linked to more positive views of the importance of native vegetation in the 

landscape”. Education was also linked to street tree preference (Williams, 

2002:165). 

A study that explores preferences for street trees in Melbourne, Australia, found 

a higher preference for medium-sized trees, but Williams (2002) considers that 

these results are not consistent with most of the existing literature on the theme, 

and indicates cultural issues involved in the survey, including the predominance 

of small trees and shrubs in street plantings, house sizes, and streets and 

sidewalk sizes to justify the differences in the preferences of the population. 

In Canada, Fraser and Kenney (2000) conducted surveys in four ethnic 

backgrounds, and the results obtained revealed a variation in preferences 

regarding urban trees. The authors attribute this variation to the influences of 

the original culture and the cultural landscape. In the United States, studies 

show high levels of preference for trees in urban areas, but recently the studies 

produce a variation in the results that reflect cultural issues (Williams, 2002). 

5. Final considerations 

This paper focused exclusively on publications that indicate the relevance of 

tree aesthetic and preferable attributes for trees in urban landscapes. 



 

182 
I International Seminar on Art and Landscape 

A review of the literature allowed us not only to understand that trees are 

natural and “common” elements, but also that they have an aesthetic value 

when they are perceived and understood as beautiful and emotional, 

configuring themselves as aesthetic elements, and as a key element for the 

aesthetic qualification of the urban landscape, through the ability to 

understand/read the specifics and providing identities of each place. Feelings of 

pleasure, enjoyment and appreciation arising directly from the experimentation 

of the trees, which Schroeder (2011) calls experiential value, integrate the 

aesthetic values, and these aesthetic values are probably the most recognized 

by citizens. 

Schroeder (2011) says that aesthetic values are subjective and difficult to 

describe, and in spite of modern culture preferring to consider those values 

tangible, objective, and measurable, in the realization of projects and plans, the 

aesthetic value of trees cannot be disregarded when they are being used in 

urban landscapes. 

Several studies consider that beauty, size, and growth rates are attributes 

evaluated in terms of preference by the citizens, and it should be of each project 

or plan’s concern to do a preliminary assessment of these preferences, 

because it appears that there are no homogenous responses to these 

attributes. Citizens often have a preference for large trees, and other times for 

small trees, and sometimes prefer fast-growing trees, and other time slow-

growing, depending on the country, culture, age and gender. 

In the future, research on the evaluation of attributes related to the aesthetic 

value of trees in the Portuguese urban landscape should be developed in urban 

landscapes with trees of different sizes, shapes, and growth rates, in order to 

understand where the Portuguese citizens’ preferences lie concerning those 

trees. 
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Abstract 

We would like to start this presentation from the following thesis: if we consider 
the space according to a certain set of concepts different from those considered 
so far, we should also consider that the relations we establish between space 
and image will be canalized to different senses. Then we should ask ourselves 
if the idea of image in general and of landscapes, a type of image to which we 
usually attribute — beyond maps — a direct relation with the space and the 
place, would be modified. It seems fairly easy to agree that the answer to this 
question would be affirmative, although we may and should make some 
additional considerations in order to avoid misconceptions. In philosophy, we 
might say that these co-implications result in the passing from one ontological 
field to another (from real to representation, for instance), and that there is 
always the risk of submitting the categories of one to another, nullifying the 
thinking with incongruous generalizations. Still, given the question above, it 
would rest us a long path to comprehend the co-implications between space 
and image. We will accept the risks and seek to explore in this presentation the 
possibilities of the co-implication between space and image. Thereby, we 
assume the attempt of not making the space a concept, characterized 
according to the logic that defines the concepts from its formal or material, 
sensitive or comprehensible categories.  

We considered, as a starting point, Doreen Massey’s notes on the space as a 
process — as a set of paths so far – such as those of Jacques Derrida on the 
différance and on a philosophy of presence. We will seek to think the space and 
the image as an articulation — and as such, not in possession of determinations 
of properties and of categories. Thereby, thinking space and image means 
additions and invention. Thinking its co-implications would always involve, 
therefore, difference.  

The crossings of senses between image and space would establish the strong 
character of both to create becoming and of being dissemination of senses. If 
Didi-Huberman, by placing image before time — the title of one of his pieces 
that we used as inspiration for the title of this broadcasting — resulted in an 
anachronistic meaning of time that imposed on History other epistemology to 
think images, putting the landscape before the space may perhaps bring other 
senses so that we can think the landscape apart from the idea of 
representation. Since the image may not seem enough for embracing the 
multiplicities of space, neither the Cartesian space concepts of space seem to 
be enough for responding to the challenges the images impose us. 

 
Keywords: différance; space-process; image; landscape; multiplicities. 
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1. Initial Problems 

In this paper, we propose to attempt some solutions for the issue that, in a 

direct way, we could formulate from the following question: how to think image 

before the space? First and foremost, we believe it is important to highlight that 

finding possible solutions does not mean to make the issues from which we 

departed disappear. Maybe problems do not yearn for a solution, but only that 

we reflect upon them. 

Therefore, thinking image before space is to assume the attempt to think how 

images inevitably (re)invent possible ways of thinking a place. How they are 

powerful to make our spatial imagination vary, glide and escape from the 

already established spatial conceptions and, despite our inclinations of thinking 

about them from already defined spatial standards, they push us to think about 

a space that is not limited by definitions. In this paper, we are interested in 

thinking about the relation between image and spatial imagination as a 

speculative exercise, without considering a specific place or landscape. We 

were concretely inspired by Devant le Temps: histoire de l’art et anacronisme 

des images, by Didi-Huberman, 2000, for placing the issue and thinking ways of 

finding solutions. In the first line of this piece, the author said that “always, 

before the image, we are before time,” (p. 9) and only a few lines after, he 

asked “but of which kind of time?” (p. 9). By analogy, we propose putting image 

before space. We do not intend to place the issue in the same amplitude as the 

French art historian and philosopher did, we do not intend to argue if we should 

consider that when we are before image we are always before time, even that 

this thesis seems relevant, though disturbing. For now, we will only bear the 

proposition that before the image we are before space, and that, consequently, 

it would be not only relevant as inevitable to ask: but which kind of space? 

Before going further on the questions about the space, we believe it is important 

to emphasize some brief information on the concept of landscape. It is worth 

noting that the word landscape has only appeared in the beginning of the 

Modern Age, naming a piece of land that the view may cover. Since the 

registration of the word, the term appears inseparable from two fundamental 

ideas: the first, meaning that the landscape is a part of a land captured at a 
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glance — the expression used in different dictionaries from the XVIII century 

emphasize the idea of an extension of land seen by only one point of view —; 

the second, as an autonomous artistic genre. The oldest dictionaries in which 

we found the word in English date from 1756 and 1768, and both point out the 

Dutch origin of the term, as noted by Anne Cauquelin: “reliable authors situate 

its birth [of the landscape] around 1415. The landscape (term and concept) 

would come from the Netherlands” (Cauquelin, 2007, p. 33). In the Dictionary of 

the English language, the definition of the word has been registered in the 

following terms: “1. a region, the prospect of a country; 2. a picture, 

representing an extent of space, with the various objects in it” (1768). Between 

1330 and 1500, the word paysage — etymological of the terms in most 

languages, such as Portuguese — was not listed in the French language, 

according to the dictionary relating to the years 1300 and 1500 of the Centre 

National de Ressources Textuelles et Lexicales22. In 1762, the word is already 

registered in the Dictionnaire de l' Académie Française with the following 

definition: “Étendue de pays que l’on voit d’un seul aspect; Il se dit aussi d'un 

tableau qui représente un paysage” (1762). Thus, the word and the ideas 

associated therewith have been, since the beginning, between Geography and 

Art, between the place (geographic concept) and the visible (in its aesthetical 

manifestation through Art). 

It is equally noteworthy, however, that the emergence of the word paysage, with 

the geographic and artistic concepts integrated in it, has resulted in the 

appearance of other horizons on the way of thinking and other possible images 

on the thought (Cf. Azevedo, 2008; Cauquelin, 2007). Then, the landscape has 

accomplished endless possibilities of saying and showing space through art and 

science. Therefore, at the same time the landscape is a power that plots and 

entangles the real over and above the boundaries of the real, by creating other 

reals, as real as invented. All landscapes, when relating to the real, are also an 

invention of the real. As Anne Cauquelin (p. 110) so well pointed out, since the 

creation of landscape we see the world in the landscape, but we also see in the 

world the fictions that the landscape creates. It is interesting to notice that the 
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 Cf.: <http://www.cnrtl.fr/definition/dmf/paysage> Access on: May 26 2016. 

http://www.cnrtl.fr/definition/dmf/paysage
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landscape keeps a close relation with the visible, with what we see and how we 

see it. What we see and how we see it tells us how we think and therefore, in 

order to think the landscape, it matters how we think about the space and the 

image. 

In the preface of the Brazilian edition of For Space, Doreen Massey (2008) said 

that “the crucial argument of this book is that it matters the way we think about 

the space; the space is an implicit dimension that shapes our structuring 

cosmologies” (p.15). This procedure of the author highlights that the concepts 

have paths not always so visible. But, more than that, she challenges all that we 

believe we know about the space. Her doubts make us also consider the way 

how we think sets the spheres of action of the thought. That is the reason why 

Massey (2008) could not have started her book with a finding different from: “I 

have become convinced both that the implicit assumptions we make about the 

space are important and that, maybe it could be productive to think about the 

space differently” (p. 19). The most entrenched consequence to this conclusion 

is that it will always be necessary to think differently when we repeatedly lose 

“the political arguments because the terms do not fit what is that I am [we are] 

trying to say” (Massey, 2008, p. 19). Along the same line, Didi-Huberman 

(2000) would repeatedly remind us that the epistemological issues do matter 

because as much as knowing what things are matters, it matters to know how 

we think about them. 

We can formulate the issue that we discuss in this text in a more direct, 

complete manner: if we consider the concept of space based on another 

paradigm, which is different from those standardly admitted, we should accept 

another establishment for the relation between image and space. In other 

words, drawing another epistemology for the issue space necessarily leads to 

drawing another episteme for the relation between space and image that takes 

the form of all that we understand by the concept of landscape. We clearly 

undertake as work hypothesis that space and image are co-involved in the 

landscape. Let us begin by trying to think: what kind of space?  
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2. Making space glide: geographies between Massey and Derrida 

We begin by highlighting a series of considerations on the space proposed by 

Massey (2008) through which the geographer tried to think space as a process, 

as a set of multiple paths, as a constellation of stories so far. Such expressions 

aim to indicate the need for and the paths to another spatial imagination, guided 

by heterogeneity, by contemporaneity, by relationality, by multiplicity — words 

also adopted by Massey. The author herself has highlighted that the use of the 

terms heterogeneity and multiplicity evoked the thought of authors as Bergson, 

Deleuze and Guattari. And in fact, throughout her work, several aspects of the 

thesis of these authors appear with the purpose of helping her think on another 

spatial imagination, according to which space is not immobile, nor reduced to a 

representation. According to her, with the adoption of these concepts — which 

inevitably have caused several controversies — she tried to highlight “the 

contemporaneous existence of a plurality of trajectories, a simultaneity of 

stories-so-far.” (Massey, 2008, p.33). 

Concerning to Jacques Derrida’s thought, the geographer has dedicated the 

forth chapter to the deconstruction, the fundamental concept of Derrida’s 

thought. Besides that, other notes on some of his thesis and issues appear 

throughout the book, even developing critical notes on the implications of his 

thought on the spatiality issue. We assume the challenge of thinking about the 

spatial imagination that Massey proposes from the thought of Jacques Derrida 

about the multiplicity and the difference. Thus, we initially propose to go over 

the issues and problems raised and analyzed by Massey about some of the 

philosopher’s concepts. In the referred chapter, Massey pursued to link 

important aspects about the consequences of a spatial thought built from the 

deconstruction — emphasizing the central problems upon which the author 

reflects — discussing fundamentally about the concept of spatialization. For that 

matter, she highlighted the divergence between Derrida and Houdebine, 

because “the elements of this philosophical debate [according to Massey] are 

far too relevant for an alternative imagination of the space”23 (2008, p. 86). The 

                                                 
23

 Massey discusses along most part of this chapter an interview between Derrida, Houdebine and 

Scapetta named “Positions”, title that would later be used for a piece that gathers other two interviews 

(Derrida, 2001, p. 45-114). 
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main difficulty, according to the geographer, is that the notion of deconstruction 

and the concept of spatialization imposed to the spatial imagination resides in 

negativity – this is the content of the productive disagreement between Derrida 

and Houdebine – created by the focus Derrida gave to the rupture, to the 

dislocation, to the fragmentation. 

Massey has acknowledged, in the scope of Derrida’s thought, the need for and 

the consistency of the adoption of dislocation as a fundamental strategy, with 

the purpose of unraveling the closure arised from the concept of structure. 

Therefore, in the case of the spatial thought, she argued that the contemporary 

existence – Massey’s basic approach for thinking the space and the image – 

and the political implications that such spatial imagination enabled by 

considering the space as asset of contemporary trajectories. Massey (2008) 

highlighted that the deconstruction was “incapable of generating a recognition of 

the space as the sphere of coexistent multiplicity” (p. 88). For that matter, the 

author has reasonably identified that, by their “rejection of the negativity, in their 

emphasis on affirmation, that the line of philosophy of Spinoza-Bergson-

Deleuze has more to offer a re-thinking of the space” (2008, p. 85). She would 

quote them later, in order to reinforce this argument: “it is harder to get from 

deconstruction to that understanding of the world as becoming, as the positive 

creation of the new, which is so central to the philosophies of Spinoza-Bergson-

Deleuze” (2008, p. 88). In contrast, the deconstruction and the spatialization 

procedure were associated in an inseparable way – Massey has suggested 

from a Derrida quotation – to the temporalization. It was a deceitful maneuver, 

she emphasized, because: 

“it is particularly hard to shift the imagination from the task that 

aims to disrupt the supposed integrity of spatial structures towards 

an ever-moving generative spatio-temporal choreography when 

the very concept of dislocation of structures has been so 

frequently translated as the dislocation of space by time” (Massey, 

2008, p. 88). 

At the same time, she perceived the risk of a speech capable of annihilating 

space though time, the geographer identified another equally problematic 

threat: the deconstruction had been intensively concerned with the textual and 

the writing – given that Derrida’s concept of difference had been established 
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outside this horizon – and it resulted in the thesis “the world is a text”24. 

Massey’s (2008) conclusion is that it would be possible to get to the issue “from 

another view” from which one could “to argue not that the world (space-time) is 

like a text, but that a text (even in the broadest meaning of the term) is just like 

the rest of the world” (p. 88). This shift of perspective would be particularly 

important, since Massey’s constatation and her struggle for avoiding “the 

tendency that has existed for so long to subject the spatial to the textual” (p. 

88). Unquestionably, the concept of becoming, of positive creation, that what 

changes remains being what is, is instinctively connected to a spatial 

imagination as a process, to the space in continuous movement, understood as 

a choreography of trajectories oriented by chance, made of matches and 

mismatches – what would definetly justify the identification emphasized by 

Massey of this spatial imagination and the thought of Spinoza-Bergson-

Deleuze. 

Still, the criticism evidenced by Massey – very well grounded –, despite being 

relevant, does not cease the questions that Derrida’s thought makes about the 

space. In Massey’s book, there is no mention of a Derrida piece named Khôra 

(1995), that may point out some relevant contributions to the issues raised by 

her, such as to our initial question. We highlight this specific work of Derrida 

because, to a certain extent, we consider it as a reflection devoted to space. 

The philosopher chose not to translate the term khôra due to what we might call 

absence of definition. Without going on a complete description of the text, we 

emphasize that Derrida sought in this work to investigate the term khôra and its 

consequences for the thought from a Platonic text, Timaeus, pointing out that 

the Greek term had the sense of location, positioning, receptacle, place. 

What is interesting for us to point out, however, about this Derrida's text is 

mainly his argument that khôra would appear in the Platonic text as a paradox 

and an indeterminacy: not sensible nor intelligible. We shall not go further on 

                                                 
24

 Derrida, in an interview with Carmen González-Marín, stated: “he tratado de mostrar por qué, 

reestructurar este concepto de texto y generalizar-lo sin límite, hasta el punto e no poder seguir 

oponiendo. Como se hace normalmente, bien el texto a la palabra, o bien el texto a una realidad — eso 

que se denomina ‘realidad no textual’— Creo que esa realidad también tiene la estructura del texto; lo 

cual no quiere decir, como me han hecho decir alguna vez, que todo lo real esté simplemente encerrado 

en un libro” (González-Marín, 1986, p. 166). 
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the ramifications of this perspective throughout Derrida's text, nor in 

developments that the philosopher undertakes within his broader philosophical 

thought; we chose to make an attempt to think what would be the 

consequences of a spatial imagination according to these considerations, what 

would allow us to discard the difficulties shown by Massey about the issues of 

the spatialization and the deconstruction in order to focus on the concepts of 

multiplicity and heterogeneity emphasized by the author in her initial thesis. 

Space, thought like this, does not have any determination, nor sensible nor 

intelligible, nor material nor formal; it receives all determinations, but does not 

have any. It is established as a radical othering, as difference. It is interesting to 

notice that Massey has written a caveat to the term difference, because it could 

“engender assumptions about othering (but that is not what I am getting at)” (p. 

33). The decision for the cautious use of the term difference is undoubtedly 

more than reasonable, because it brings many connotations that point to the 

concept of simple distinction – which dores not correspond to the concept of 

difference, according to the philosophers Bergson, Deleuze, Guattari and 

Derrida. In Derrida, the idea of radical othering appears materialized in the term 

différance (he spells it with an A, taking advantage of the homophony of the 

phonemes written with en and an in the French language) in order to transpose 

to his own word the issues of the difference as radical othering at the same time 

as for differing, diverging. The differing from difference is, for Derrida, the 

refusal of a thought guided by an ontological thought, by categories and by the 

definition of characteristics that would constitute beings. The concept of 

multiplicity is constituted in this manner. This concept is also present in other 

authors such as Bergson, Deleuze and Guattari, as Massey had pointed out. 

Multiplicity is, therefore, from Derrida’s perspective, more than one possibility of 

variety; it’s the understanding that there are only differences. For Derrida, such 

differences result in endless variations that hinder the reference, the 

correspondence between the multiple and the unite, that is to say, they escape 

the thought of the multiple as a phenomenon derived from an ontological 

essence of the unite. Sense then comes from the articulation of differences, and 

not from the correspondence between an original and its empirical occurrence. 

Sense is a process, a divergent redispatch. Thinking a spatial imagination as 
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différance is maybe the possibility of indeterminacy from which space would not 

submit to the categories, and consequently, what we can call space (or place, 

or landscape) would not assume a given set of characteristics, it would not suit 

a certain identity. Ironically, Derrida substantiates the indeterminacy of space 

from a Platonic text. 

Back to Massey’s considerations on spatiality, maybe we could propose a 

relation between the articulations of differences that Derrida proposes and the 

“principle of coexisting heterogeneity” – the expression is recurrent on Massey’s 

piece (2008) –, which would be intrinsic to the space. Massey has accurately 

affirmed the “space as a sphere of a dynamic simultaneity, constantly detached 

by other arrivals, constantly waiting for being determined (and therefore, always 

undetermined) by the building of new relations” (p. 160). It is important to notice 

that Massey adopts expressions such as principles, sphere, spatial imagination, 

instead of undertaking the task of proposing a concept of space, because 

multiplicity predicts articulation, connection, process; it equally predicts 

unexpectedness, variation and becoming. 

In her text, Massey has not spoken accurately on multiplicity and on difference, 

on indeterminacy of space and, specially, on its undecidability, from Jacques 

Derrida’s piece. However, it seems that the choice of the geographer for 

expressions as process and interwoven stories, for instance, in which she 

incessantly points at aspects of their unexpectedness and indeterminacy, brings 

her spatial imagination closer to concepts of Derrida’s thinking, such as 

supplement and restitution. Derrida has affirmed that restitution always adds 

sense, but not a proper sense (the sense of the general nature of things), but a 

phantasmagoric sense, that corresponds only to something that is not there. 

All the thinking, according to this formulation, is a supplement, an increase, a 

restitution of divergent senses. The sense is difference, connection, multiplicity 

of trajectories and, thus it differs, diverges, permanently postponing all definition 

that is not phantasmatic. Maybe those two concepts are a way to avoid the 

predominance of the textual over the spatial that Massey has detected in 

Derrida’s thought. The world is like a text, because the senses we assign to it 

are arrangements and articulations, such as the words articulate the senses in a 
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text. But the text is like everything in the world, because the text is a match and 

mismatch of trajectories. 

3. From space to image and back to space: the issues of landscape 

How, then, think image before space? We have so far sought to establish 

possible answers for which kind of space we are about to consider, describing 

and questioning a spatial imagination in which space is a multiplicity of 

trajectories and an articulation of differences. On this regard, thinking about the 

complications between space and image would mean, therefore, always 

difference, since the space is not defined based on categories, but by its 

potentiality of being always open and of being in determination. 

Thinking conditions of possibilities for the “space as process”, as a 

“constellation of stories so far” would result in carrying to the image the 

impossibility of remitting between an originating and a derived phenomenon. If 

the space is not defined, there is no possible match between it (outside the 

image) and an image that represents it. It is the very idea of representing that 

ceases to make sense. Therefore, the image can not explain or describe space. 

Also, the image cannot be reduced to space. The place in a landscape is not 

capable of giving it full meaning, of limiting the meanings that the image can 

assume. Finally, it is the very idea of explanation that no longer makes sense. 

Images, however, should not be thought of as less powerful in creating 

difference. Benjamim (2012) has called them dialectic, as a means of 

emphasizing the profusion of meanings of images and of our inability to stall the 

process by which they diverge. For him, dialectical images carried ambiguity, 

always being effective in escaping capture by explanation and signification. 

“Ambiguity was the appearance of the dialectic in a dialectic,” he wrote, of a 

dialectic without synthesis, which is closely associated with the idea of the 

image in which heterogeneities in divergence or in difference, if we wish to 

adopt Derrida's expression. 

Aby Warburg (2010), on the other hand, when trying to put the images in Atlas 

mnemosyne side by side, found similar divergent image becoming. In this 

ambiguous destiny, the images assumed, incessantly, senses to which they no 
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longer corresponded to those that we could attribute a priori. Each image 

resulted in a transit of meanings to come. Warburg's first observation 

completely modified what was expected of the images; There was no meaning 

or explanation for an image. But the following observation was blunt: the atlas 

showed that, in the crossing of meanings between the various images, the 

image itself was becoming. Didi-Huberman (2013), writing about this work by 

Warburg, accurately pointed out that Atlas mnemosyne was “[...] a collection of 

images to show how images act, and how, by acting, they even shake language 

itself” (Page 234). And he added that the thought of Warburg's images was: “... 

grounded in a search for truth ... which transgresses the frontiers of knowledge 

and the look, the discourse and the image, the intelligible and the sensible. But, 

for this very reason, it also transgresses the canonical, deterministic models of 

the explanation itself” (Didi-Huberman, 2013, p. 238). 

The passages of meanings between image and space guarantee and reaffirm 

the powerful character of the space and of the image to become, and therefore 

of being the dissemination of meanings. The image before space implies 

addition and invention. To think of space as multiplicity demands to think of the 

image as multiplicity, so the landscape, which is precisely the crossing of space 

in the image, differs, diverges, escaping into undecidability. The epistemology of 

space as a process, as a constellation of stories-so-far, which underlies 

Massey, transports to the landscape the impossibility of remitting between an 

originating and a derived phenomenon. The landscape cannot, therefore, be the 

representation of a space of terrain, nor a point of view of a certain moment of 

this space, since the notions of process and radical alterity do not correspond 

with an understanding of a set of varieties that could enable us to find a whole. 

The multiplicity of trajectories does not establish a part /whole relationship, but a 

principle of becoming of difference. 

Finally, we believe we can affirm, as in the theoretical and political positions 

assumed by Massey and Didi-Huberman, that in the struggle to think of the 

landscape beyond mere representation of a place, of the representation of a 

space of space, space does matter, and to think it differently one must also 

correspond to other ways of thinking the image. Considering such coimplication, 

the possibility of a thought about the landscape is crossed by the theoretical 
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aspects that we consider in those two fields of knowledge – space and image. 

Both, as distinct fields of knowledge, are subjected, rather than to conceptual 

definitions, to an episteme that is concerned with thinking about the possibilities 

of the knowledge of space and image itself. 

Placing image before space is, to a certain extent, a question about the ways in 

which the space may configure image as well as the ways that the image may 

configure a space. Thus we assume that, if the space shifts itself, we should 

shift the image. The way we think about space and image changes the possible 

was of thinking their coimplications, their relations, and, consequently, the 

negotiation of the possibilities of the landscape. Maybe this is a way of returning 

the landscape to its initial place: returning it exactly to that “in-between” image 

and space; to that lost place at the time the disciplinary knowledges of Art (and 

the History of Art) and Geography have been established. Place in dispute. 

Interval when each discipline has sought if not to erase it, to at least pale it. 

Returning it to the place in dispute is a way of returning the landscape to the 

multiplicity, to the difference and to the political. 

In the landscape there is nothing but invention, there are only articulations. The 

landscape drags senses in becoming that make us find strange images and 

places. Writing about landscape might only be possible without being enclosure 

of the image in the place and of the place in the image, without ending it on an 

immobile and sterile meaning. Landscape here was (and will be) the encounter 

of the possible trajectories of space, of image; assumed as spaces of thought. 

For that matter, we boldly assume: the landscape is a way of thinking where 

space and image infinitely and indefinitely swing. 

Notes: 

This paper is part of the ongoing doctoral research named "São Paulo: trans-
figured city", under professor Wenceslao Machado Oliveira Junior orientation, 
sponsored by Fundação de Amparo à Pesquisa do Estado de São Paulo 
(Process FAPESP No. 2013/19556-9). 

References 

Academie Française (1762) Dictionnaire de l’Académie Françoise. Paris: Vve. 
B. Brunet. 



 

198 
I International Seminar on Art and Landscape 

Azevedo, A. F. (2008). A ideia de paisagem. Porto: Fiqueirinhas. 

Benjamin, W. (2012a). Imágenes que piensan. Madrid: Abada. 

Benjamin, W. (2012.b). El París de Baudelaire. Buenos Aires: Eterna Cadencia. 

Cauquelin, A. (2007). A invenção da paisagem. São Paulo: Martins Fontes. 

Derrida, J. (2010). La vérité en peinture. Paris: Flammarion. 

Derrida, J. (2001). Posições. Belo Horizonte: Autêntica. 

Derrida, J. (1995). Khôra. Campinas: Papirus. 

Derrida, J. (1973). Gramatologia. São Paulo: Perspectiva / Editora da 

Universidade de São Paulo. 

Deleuze, G., GUATTARI, F. (2010). O que é a filosofia? 3 ed. São Paulo: 

Editora 34. 

Didi-huberman, G. (1990). Devant l’image: question posée aux fins d’une 
histoire de l’art. Paris: Les Éditions de Minuit. 

Didi-huberman, G. (2000). Devant le temps: histoire de l’art et anachronisme 
des images. Paris: Les Éditions de Minuit.  

Didi-huberman, G. (2002). L’image survivante: histoire de l’art et temps des 
fantômes selon Aby Warburg. Paris: Les Éditions de Minuit. 

Didi-huberman, G. (2003). Images malgré tout. Paris: Les Éditions de Minuit. 

Didi-huberman, G. (2009). Quand les images prennent position. Œil de l'histoire 
1. Paris: Les Édition de Minuit. 

Didi-huberman, G. (2013). Atlas ou a Gaia ciência inquieta. O olho da história 3. 

Lisboa: KKYM. 

González-marín, C. (1986). Jacques Derrida: leer lo ilegible. In Revista de 

Occidente.  62-63. 

Guerreiro, J. S. (2005). Círculos viciosos: en torno al pensamiento de Jacques 
Derrida sobre las artes. Madrid: Biblioteca Nueva. 

Johnson, Samuel.(1768). Dictionary of the English Language. Dublin: W. G. 
Jones. 

Massey, D. (2005). For Space. London: Sage. 

Massey, D. (2008). Pelo Espaço: uma nova política da espacialidade. Rio de 

Janeiro: Bertrand Brasil. 

Massey, D. (2012). Un sentido global del lugar. Barcelona: Icaria. 

Oliveira JR, W. M. (2009). Grafar o espaço, educar os olhos. Rumo a 
geografias menores. In Revista Proposições, Campinas, 60 (3), 17-28. 



 

199 
I International Seminar on Art and Landscape 

Oliveira JR, W. M. (2010). Vídeos, resistências e geografias menores –
linguagens e maneiras contemporâneas de resistir. In: Revista Terra 
Livre, [Online] 34 (1), 161-176. [Accessed 12 September, 2015 

fromhttp://www.agb.org.br/files/TLN34.pdf] 

Warburg, A. (2010). Atlas mnemosyne. Madrid: Akal. 

http://www.agb.org.br/files/TLN34.pdf


 

200 
I International Seminar on Art and Landscape 

Biographical note 

Suianni Cordeiro Macedo: doctoral student in Education, scholar of the 

Research Support Foundation of São Paulo at the Audiovisual Studies 

Laboratory (OLHO Group), of the Faculty of Education of the State University of 

Campinas, Brazil. Her research is named “São Paulo: trans-figured city”, 

conducted under the guidance of professor Wenceslao Machado Oliveira 

Junior. She has a master’s degree in Portuguese Art History from the University 

of Porto. Graduated in History at the Federal University of Ouro Preto and in 

Philosophy at the Federal University of Rio de Janeiro. Attended the group 

study Esthetics, Politics and Arts, at the Department of Philosophy of the 

Faculty of Arts of University of Porto, with a FCT scholarship. Currently, 

participates of the Images, Geographies and Education Project. She has 

published the piece “The portrait of Vieira by Murilo Mendes”. 



 

201 
I International Seminar on Art and Landscape 

USING PHOTOGRAPHY WITH AN ARTISTIC STRATEGY TO REINFORCE 
ITS INQUISITIVE POWERS: THE THIN LINE 

Pedro Leão Neto  

School of Architecture,  Center for Studies in Architecture and Urbanism 

(CEAU) - Center for Communication and Spatial Representation (CCRE) 

University of Porto 

pneto@arq.up.pt 

Maria Neto 

Superior Technical School of Architecture of Madrid - ETSAM, 

 Center for Studies in Architecture and Urbanism (CEAU) - Center for 

Communication and Spatial Representation (CCRE), School of Architecture, 

University of Porto 

maria.f.c.neto@gmail.com  

Abstract 

The Thin Line is a collective project of contemporary photography focused on 
the border between Portugal and Spain that combines a fictional and 
documentary artistic strategy in order to reinforce its political message and 
provoke the public to explore, with a new watchfulness and poetics, the 
multifaceted richness and contradictions that this territory of diverse places and 
cultures embodies, creating a kind of “Penthesea” along our borderline.  

This work of documentary and artistic photography is a significant example of 
applying in photography Jacques Rancières ideas that art should aim to 
produce a new perception of the world. In fact fiction is helping this rich and 
diverse, eclectic body of work to reinforce its inquisitive vantage points focused 
on that territory and how it has been appropriated and is now lived. Thus, in 
between documentary and fiction, this photography project proves that it is 
possible to adopt an artistic strategy to go further away from a straightforward 
adherence to reality or the naive idea of photography as a document. 

The Thin Line adopts, in fact, a post-modern engagement emphasizing abstract 
and optical qualities of the landscape, and man´s conflicting interference within 
these territories and in this process adopting a vision closer to certain formal 
concerns of contemporary landscape photography and art, which can be linked 
further back to the aesthetics called “New Topographics”25.  

Finally, it can be said that The Thin Line is a significant answer towards our 
contemporary media spectacle driven society and culture, where too much 
uncritical Internet, imagery and spectacle sometimes seem to be the organizing 
principles of the everyday life.  

Keywords: photography, documentary, artistic, architecture, territory 
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 “New Topographics” Text by Britt Salvesen, Alison Nordström; 

http://www.photoeye.com/bookstore/citation.cfm?catalog=DQ313&i=9783865218278&i2= [Accessed July 

13, 2106] 

 

http://www.photoeye.com/bookstore/citation.cfm?catalog=DQ313&i=9783865218278&i2=%22%20%5Ct%20%22_blank
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Penthesilea 

“... You advance for hours and it is not clear to you whether you 
are already in the city’s midst or still outside it. Like a lake with low 
shores lost in swamps, so Penthesilea spreads for miles around, a 
soupy city diluted in the plain; pale buildings back to back in 
mangy fields, among plank fences and corrugated iron sheds. 

(...) And so you continue, passing from outskirts to outskirts, and 
the time comes to leave Penthesilea. You ask for the road out of 
the city; you pass again the string of scattered suburbs like a 
freckled pigmentation; night falls; windows come alight, here more 
concentrated, sparser there. 

You have given up trying to understand whether, hidden in some 
sac or wrinkle of these dilapidated surroundings there exists a 
Penthesilea the visitor can recognize and remember, or whether 
Penthesilea is only the outskirts itself...” 

from: The Invisible Cities, (Calvino 1974) 

 

1. Introduction 

The Thin Line is a collective project that allows us to dive in a fascinating 

journey of multiple meanings and places that exist on the border between 

Portugal and Spain. Within the photography universe and through a non-linear 

narrative, the authors invite the public to explore, with a new watchfulness and 

poetics, the multifaceted richness and contradictions that this territory of diverse 

places and cultures embodies, creating a kind of “Penthesea” along our 

borderline. 

This collective work of documentary and artistic photography done by four 

authors is thematically close, rich and diverse, it is an eclectic body of work 

united by a shared set of inquisitive and subjective vantage points, which cover 

the territory along our border with Spain, and create a series capable of 

enhancing both the specificity that differentiates each author and the proximity 

that unites them. Thus, The Thin Line becomes a holistic body of conceptual 

visual narratives, in between documentary and fiction, as there is an artistic 

strategy to go further away from a straightforward adherence to reality or the 

naive idea of photography as a document. To a certain extent, this project 
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stands for what Jacques Rancière26 argues that fiction is elementary to the 

understanding of the real and also, to a certain degree, epitomizes what Susan 

Sontag wrote in On Photography ― "The powers of photography have in effect 

deplatonized our understanding of reality, making it less and less plausible to 

reflect upon our experience according to the distinction between images and 

things, between copies and originals" (Sontag 1997) ― since it has united the 

previously opposing ends of photography: objectivity and subjectivity as referred 

by Burgin (Burgin 1996).   

The Thin Line invites the viewer to read and decipher the images and, with 

them, to make sense of what he or she is observing, to build a personal vision 

and question those territories and go beyond the simple recognition of 

circumstances. Therefore, in someway also relating to what Walter Benjamin 

(Benjamin 1969) wrote in “The Work of Art in the Age of Mechanical Production” 

about the artist as a revolutionary, utilizing visual modes of inquiry to render 

visual culture more legible.  

2. Artistic strategy and formal structures 

Using photography with an artistic strategy to reinforce its inquisitive powers the 

collective of The Thin Line adopts, for this purpose, a post-modern 

engagement, which results, on the one hand, on emphasizing the abstract and 

optical qualities of the landscape, and man´s destruction, desertion or 

conflicting interference within these border territories and in this process 

adopting a vision closer to certain formal concerns of contemporary landscape 

photography and art, which can be linked further back to the aesthetics called 

“New Topographics”27 and some of its photographers as Robert Adams, 

Stephen Shore and Lewis Baltz.  

The documental side in The Thin Line that is enhanced by its aestheticization 

strategy, as it translates the aspects of cultural, social, economical and political 

aspects of these border territories in a way that empowers situations, people 

and non-places_ that normally are ignored or taken as contingent to daily life. By 

                                                 
26

 Rancière, J. (2010). Estética e Política. A partilha do Sensível. Porto: Dafne Editora. 

27
 “New Topographics” Text by Britt Salvesen, Alison Nordström; 

http://www.photoeye.com/bookstore/citation.cfm?catalog=DQ313&i=9783865218278&i2= [Accessed July 
13, 2106] 

http://www.photoeye.com/bookstore/citation.cfm?catalog=DQ313&i=9783865218278&i2=%22%20%5Ct%20%22_blank
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doing this, it encourages viewers to question those worlds and find a meaning 

for photographs that, for example, image landscapes where human presence is 

implied rather than directly pictured, or that records with extreme rigor and 

sometimes visual detail these rich, complex and chaotic territories. Like in a 

work of fiction, it makes us sense an alien genius loci coming from these 

territories of non-spaces28 made up of confused constructions, abandoned 

places and anonymous buildings, which are revealed to us against sometimes 

detached horizons and skies, or as odd sculptural forms. The following images 

are a selection where this aestheticization and abstract / optical qualities of the 

landscape can be observed, just to mention some instances.29 

Then we can also detect in certain images a pursuit for an innovative formal 

structure or a search for new ways to visually record these border territories as 

unmediated experiences relating in these cases to the works of authors as 

Stephen Shore 30, or Joachim Brohm31 and other younger photographers in 

some way influenced by the formers and representative of the contemporary 

metaphoric documentalism. It must be said that even though this unmediated 

experience vantage points may be understood as trying not to project a 

predetermined formal structure or idea over those places, it is still the mental 

model32 of the photographer at work and an artistic strategy for calling the 

attention to those spaces. The following images are a selection of some 

instances where this unmediated experience can be observed.33 

All of this is no invention, but the result of the Collective´s vantage point, which 

means their choice of moment, light and position, which offers a novel 

perspective and experience of those territories and encourages viewers to enter 

inside the frame and to experience those sites differently, giving an interesting 

                                                 
28

 Augé, M. (1995). Non-places: Introduction to an Antropology of Supermodernity. London: Verso 

"Des Espace Autres,", published by the French journal Architecture /Mouvement/ Continuité in October, 
1984, was the basis of a lecture given by Michel Foucault in March 1967. Although not reviewed for 

publication by the author and thus not part of the official corpus of his work, the manuscript was released 
into the public domain for an exhibition in Berlin shortly before Michel Foucault's death. Translated from 
the French by Jay Miskowiec. 
29

 See figures 1.1 to 1.4 
30

 “uncommon Places” photographs by Stephen Shore Essay by Stephen Schmidt-Wulffen Interview by 
Lynne Tillma. See more at: http://www.artbook.com/9781597113038.html [Accessed July 22, 2106] 
31

 Joachim Brohm: Ohio. See more at: http://joachimbrohm.com/projects/ohio-1/ [Accessed July 22, 2106] 
32

 See concepts of mental level and mental modeling of the photographer in Shore, S. (2007). The Nature 

of Photographs. New York: Phaidon Press Inc. 

33
 See figures 2.1 to 2.14 
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awareness and phenomenological effect to this process: an aesthetic capable 

of empowering those commonplaces.  

3. Social critique 

We can also detect in this project, especially looking at how people are imaged, 

a significant social critique and the influence of other contemporary work and 

authors as Paul Graham34 in the way he combines urban landscape and 

people, an author who himself was influenced by others as Eggleston and 

Robert Adams.  The Thin Line also seems to be an intertwining set of visual 

narratives about life as it passes by, or as it occurred upon the collective´s 

cameras, a story with no real beginning or end.  Diverse people and situations 

are captured: on the street, on derelict places, in work, in private gatherings and 

popular feasts, sex workers, youngsters playing, full figures, close-up portraits, 

diverse expressions; then abandoned places, cars, conflicting or contradictory 

architectural buildings, conflicting landscapes, all signs of these border 

territories and of how they are appropriated by different people and diverse 

economical, social, political and cultural interests. At this point we can also refer 

that The Thin Line project as a whole resembles the idea of the great American 

road voyage – a journey that simultaneously opens our outward experience with 

new territories, people and situations and within allows for a new consciousness 

to surface, all of which has been epitomized with the “The Americans” by Robert 

Frank, now a classic photography book also representative of the Beat 

generation and its spirit. The Collective also wants to follow their own intuition 

and do it their way, and not to make any or many concession, thus their non-

linear narrative does not want to be a story “with a beginning and an end”, but 

instead a body of work formed by segments of time and life taken from an 

eclectic territory, which in truth is an unanswered question about human life and 

its contradictions and nature. 

The following images are a selection where diverse people and situations are 

captured.35 

                                                 
34

 http://www.paulgrahamarchive.com/writings_by.html [Accessed July 13, 2016] 
35

 See figures 3.1 to 3.3 
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4. Open visual narrative 

There is also in the open visual narrative of The Thin Line a rhythm, flow, 

atmosphere and certain narrative structures that makes people want to have a 

second look, to re-visit the images and live again the conceptual and emotional 

experience of diving into these border line territories between Portugal and 

Spain. Certain narrative structures can be perceived as, for example, certain 

leitmotiv recurring images, concepts and emotions – solitude/people, 

desolation/rural, rural-urban fringe architecture - along the whole series or 

certain images that function as strong openings or endings. All of this also 

allows, in some way, the relation with their work with Alec Soth’s dreamlike 

Sleeping by Mississippi36, a photographer who with his imagination recreated 

his own contemporary universe and another understanding about America and 

its people, and in a way is also motivated by authors as Stephen Shore and 

Joel Sternfeld.  

The following images are a selection where this aestheticization leitmotivs can 

be observed, just to mention some instances.37 

No doubt that The Thin Line, with its united set of critical gazes, constitutes an 

interesting contemporary photography series revealing the contradictions and 

the immense multifaceted richness that this present border between Portugal 

and Spain embodies, since these limits are a complex universe of physical, 

symbolic and human ambiguity and contradictions, where the political 

significance is much emptied. As the authors say “(…) The border becomes 

thus a space emptied of its political significance, but not for this reason void, a 

no-man’s-land that everyone can (re)inhabit, an affective and a transitional 

place, a demarcation point of differences and encounters, configuring itself like 

a common and contradictory territory shaped by its edges. The visual travel 

that document the frontier, questions the past and the present of a space that is 

liquid and at the same time immovable, visual fragments that renew the way of 

questioning the relationship between space and humanity in the time of the 

global citizenship.”  

                                                 
36

 “Sleeping by the Mississippi", An Interview with Alec Soth, by Aaron Schuman: 

http://www.seesawmagazine.com/soth_pages/soth_interview.html [Accessed July 13, 2106] 
37

 See figures 4.1 to 4.8 
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5. Anthropocene and further development 

The Thin Line is a work that reflects well our present Anthropocene38 interval or 

age, going beyond what is just contingent and giving to the public a reason to 

see and question the world through a second look. It is worth mentioning that 

there is also this conceptual strategy, the interplay and surprise between the 

immediate recognition that viewers can have of the referent and meaning of 

images and their sub-text or hidden story, which in fact creates a puzzlement, 

interest and frisson that empowers these images. Just to make a case in point, 

the eccentric photograph that leads the viewer´s eyes into a first plane depicting 

what seems at first to be an underprivileged cemetery in the middle of the fields, 

marked by a matrix of lines made up of black wooden crosses with painted 

white written names on them is straightway intriguing. The hidden story is that 

this false cemetery is an installation made by the people that live in this region 

to protest against high power electrical towers that are being placed there, 

meaning that they will all be dead as a result of the radiation. 

Finally, it is important to explain that this is the first stage of a photography 

documentary project that will extend throughout other countries in Europe, and 

that has as objective to evolve into a more comprehensive work. A dialectical 

documentary project integrating diverse medium and supports, combining 

documentary and aesthetics, actively integrating the voice and opinion of 

people and capable of engendering debate, not just in relation to the conditions 

of these present border territories, but also on how it is possible to change 

these conditions. This means, besides other things, to avoid what Allan 

Sekula39 called the Cretan paradox, which signifies maintaining the artistic 

experimental space, but without losing the possibility for creating synergies with 

the social and territorial issues of those borders, avoiding a documentary 

aesthetics that is not involved into its context.  

Thus, The Thin Line wants to simultaneously be legitimised by its professional 

documentary photography and the privileged authority of the artistic / subjective 

                                                 
38

 The 'Anthropocene' is a term widely used since its coining by Paul Crutzen and Eugene Stoermer in 

2000 to denote the present time interval, in which many geologically significant conditions and processes 
are profoundly altered by human activities. 
39

 Breitwieser, S. (Ed.). (2003). Alan Sekula: Performance under Working Conditions. Berlin: Hatje Cantz. 
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vantage point of its authors. A significant antidote in relation to contemporary 

image-saturated, mediated times and some documentary photography 

nourished through the various media and networks, which interact with the 

collective imaginary and where sensationalism, fashion, advertising and other 

similar factors are the weight of artifacts and human behavior. 

 

 

 

Figure1.1 to 1.4 “New topographic, landscape, aestheticization”, from the 

project “The Thin Line” by Colectivo Photo 
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Figure 2.1 to 2.7 “Unmedia ted spaces - mental model photographer - Stephan 

Shore”, from the project “The Thin Line” by Colectivo Photo 
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Figure 2.8 to 2.14 “People - social critique, life, contradictions, emotions, 

cultural”, from the project “The Thin Line” by Colectivo Photo 
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Figure 3.1 to 3.3 “Leitmotiv - people - social critique”,from the project “The Thin 

Line” by Colectivo Photo 
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Figure 4.1 to 4.4 “Beginning and end”, from the project “The Thin Line” by 

Colectivo Photo 
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Figure 4.5 to 4.8 “Leitmotiv - people - social critique”, from the project “The Thin 

Line” by Colectivo Photo 
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Abstract 

Despite the renewed interest and growing concern for issues related to the 
landscapes (particularly since the European Landscape Convention, its scope 
and fields of action), the landscape project is often dependent on slow 
bureaucratic procedures and still lacks the need for a greater inclusion of 
citizens in its protection and construction processes as well as a greater 
transparency and clarity of the consequences and results of their active 
participation.  

This article aims to reflect on the production processes of urban landscapes, on 
its completion runtime and on its relationship with the citizens by introducing 
temporary projects as a fieldwork methodology, as well as using the contribution 
of different professional practices and knowledge for its monitoring, execution 
and implementation. These strategies address a more interdisciplinary, 
transdisciplinary and performative approach, not only from the ephemeral 
experience of objects and actions but also from the processes and the dynamic 
events that are organized from these objects and actions over the landscape. 
The goal is to discuss the results of these approaches on its different 
dimensions: critical (as they express alternatives and possibilities from the 
questioning of the various contexts, its rules and established conventions); 
experimental and strategic (through the formulation and introduction of 
tests/prototypes from temporary, reversible and low cost experiments); 
pedagogical (where the direct participation of citizens over the territory has an 
active influence on formation of attitudes towards future relationship with that 
territory); political and cultural (interventions on the landscape also works as an 
active instrument in the social, political and cultural shaping).  

 
Keywords: landscape fieldwork, interdisciplinarity, public inclusion, public 

participation, temporary projects 
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1.Introduction 

"Time" has always contributed to characterize the landscape as a dynamic and 

performative process but its execution and completion is also often dependent 

on external factors, i.e., the slow bureaucratic procedures required to implement 

a project. In the urban areas of the city, these conditions are even more present 

— some landscape projects are articulated with the architectural/urban design, 

transporting itself long, expensive and inflexible processes related with the 

constant transformations of contemporary urban culture (Waldheim, 2006), 

where the needs and expectations could change before the project is finished. 

Nevertheless, we continue to see a renewed interest and growing concern for 

issues related to landscapes, both socially, intellectually, economically and 

culturally, repositioning it as a model for contemporary urbanism (Waldheim, 

2006; Corner, 2006; Corner, 1999a/2014). The city can no longer be seen as a 

neglect of the nature but as a territory of social, material, ecological processes. 

The European Landscape Convention (Council of Europe, 2000a) and its 

consequent Explanatory Report (Council of Europe, 2000b) and Implementation 

Guidelines (Council of Europe, 2008) have introduced some key points in the 

definition, scope and fields of action relating to landscapes approaches. For 

example, its scope is extended to all the landscapes and not just the selected 

ones; it has a great concern about the places where people live; the public 

should have an active role and responsibility through participation actions; cross 

disciplinary approaches are asked/needed, it underlines that landscape should 

not be an exclusive field for specialists but the concern of everybody. 

Given the above context, this text seeks to bring attention to other ways of 

understanding the landscape and also on other ways to operate in their various 

contexts, following the complexities and changes of urban culture. The aim is to 

contribute to the discussion and create knowledge relating to the urban 

landscapes. 
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2. Remapping the "performative" 

In "The Agency of Mapping: Speculation, Critique and Invention", the landscape 

architect James Corner (1999b/2014) reflects on the complexities of "space" 

and its consequences in territorial, political and psychological social processes 

from different points of view already expressed by planners, anthropologists and 

philosophers: "(t)he experiences of space cannot be separated from the events 

that happen in it; space is situated, contingent, and differentiated. It is remade 

continuously every time it is encountered by different people, every time it is 

represented through another medium, every time its surroundings change, 

every time new affiliations are forged" (p.211). 

Indeed, the seminal writings of the French philosopher Henri Lefebvre 

(1974/1991) from "The Production of Space" relocated space as a social 

product as opposed to the idea that space exists even before it was occupied or 

filled. Thus, taking into account that "(social) space is a (social) product" (p.26), 

its production is not entirely in the hands of experts but dependent on social 

processes (the space as a socially constructed product and in constantly 

mutation, that is, produced performatively). To understand its production 

Lefebvre refers to the interconnection of three fundamental aspects: the triad 

perceived-conceived-lived, or in spatial terms, spatial practice, representation of 

space and representational spaces: they "contribute in different ways to the 

production of space according to their qualities and attributes, according to the 

society or mode of production in question, and according to the historical 

period" even if the "(...) relations between the three moments of the perceived, 

the conceived and the lived are never simple or stable (...)" (p.46). 

It is in this dynamic and fluid environment of relationships, interactions and 

tensions that we find the idea of "temporary" associated with the insertion of 

processes and projects adaptable to different contexts of observation and 

landscape production. 

This idea of "temporary" itself contains a wide range of open and unpredictable 

possibilities, which can generate different opportunities for development or 

regeneration of the urban landscape as well as leading to new activation and 

ownership place dynamics. 
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These temporary strategies can be used to produce changes in the urban 

space from the maximization of available resources and also from a new 

interdisciplinary re-positioning between professional practices, often distant 

from their usual operating fields (science, sociology, anthropology, etc). The 

"temporary project" acquires a position of critical tool, "performative", applied to 

the fieldwork linking up with the existing context, working from and with different 

fields of knowledge. 

The term "performative" starts to gain a new expression: it no longer relates to 

the dynamics produced from the various elements that make up the landscape; 

it relates, not only from the ephemeral experience of objects and actions but 

also from the processes and the dynamic events that are organized from these 

objects and actions over the landscape. These experiences have the ability to 

produce and reproduce new situations and realities of engagement and 

transformation due to its transformative and transformational abilities, and they 

can take the form of individual actions over the territory, collective engagement 

processes, or built installations that enables and induce new modes of 

appropriation and action. The term "installation" was borrowed from the artistic 

practices (installation art) and the art historian and critic Claire Bishop (2005) 

refers to it as an expanded term describing the arrangement of objects in any 

given space and as an embodiment of the viewer/spectator through the 

experience: a spectatorship activation that can be regarded as emancipatory, 

related to the viewer's engagement in the world, that is, to his active 

engagement in the social political arena (pp.6-13). This performative 

relationship between "engagement-activation-consequence", enabled by a 

temporary (or permanent) built object, also goes further in its ability to act within 

the social network. The French anthropologist and social scientist Bruno Latour 

(2005) argues that the objects also participate in collective (social) processes as 

actors or actants: "any thing that does modify a state of affairs by making a 

difference is an actor—or, if it has no figuration yet, an actant" (p.71). The 

argument is not the ability of objects doing things instead of human actors. The 

argument is that they participate in the action as non-human actants because 

the continuity of any course of action is not just made by human-to-human 

connections or just object-object connections but as a shared connection from 
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one to the other, making it essential to produce and understand the social 

connections.  

Thus, the mentioned temporary approaches, as well as flexible and adaptable 

to social and urban changes, their material form is also part of the social 

network as actants actively engaged in an action, moving it from aesthetic and 

technique issues to issues that engage others. 

3. Practicing the urban landscape 

To support this idea, three temporary projects will be presented here with 

different strategic action topics (social processes, authorship transfer, program, 

visibility, transformation, reconfiguration):  

The Instant Gardens project, developed between 2013 and 2015 by "Micro 

Atelier de Arquitectura e Arte" [miguel costa + meireles de pinho], was part of 

the "County's Educational Project" (in collaboration with the Education Division 

of Santa Maria da Feira's Town Hall, Portugal) and involved all the 

kindergartens in the region. 

The project tried to recover some childhood's educational experiences and 

carrying it to the public space: a set of activities and workshops developed with 

the children triggered beans plantation collective process that were later moved 

to a public space installation in the city — an ephemeral low cost structure 

assembled from pots and stakes (this installation was integrated into the 

programming of Imaginarius — International Festival of Street Theatre, 23-24 

May 2014) but remained active in public space until July 2015). 

Between June 2014 and July 2015 the project was evolving into other forms. 

The beans were replaced by other species and its authorship begun diluting into 

different ownership programs. From "Instant Gardens" the installation was 

named "Shared Gardens" reinforcing a sense of autonomy and belonging. 

After the dismantling of the structure the motivations remained and leaded to 

the "Pedagogical Farm Gardens" created from a set of land plots allocated to 

the population and that work today as Training Centre in organic farming for 

children: the object (installation) was no longer relevant and needed because it 

started to produce effects outside itself. 
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This project has enabled a sequence of social processes not only on issues 

related to pedagogy and ecological awareness but also around the idea of city 

garden, urban agriculture, ownership and activation of vacant places in the city. 

The continuity of these processes remains today in actions that continue to be 

developed by the local community with its own autonomy and ownership.  

 

 

Figures 1 to 3. Instant Gardens (2014) and Pedagogical Farm Gardens (2016) 

 
The Stop.Live project made by the office "Still Urban Design", and held under 

the "Locomotive" cultural event in Porto, Portugal (December 2014 - June 

2015), was a temporary garden (or ephemeral square) with different possibilities 

of thermal adaptation. However, more than a temporary project it also takes 

advantage of this temporary condition in the event log to test deferential 

bioclimatic concerns. The combination of different modular elements 

(bio.model) with "different spatial configurations based on bioclimatic premises 
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where people may ‘perceive’ some climatic amenities. The modules can be 

configured in many different ways together with variable urban furniture" (Still 

Urban Design, 2015).  

The apparent precariousness of the used materials expands the experience of 

the exposed elements and resume several topics to its basics: exposure or 

protection to solar and wind elements; a close relationship between the body 

and a built "nature", that is portable and transformable. That not only 

reconfigures the cityscape but also reconfigures daily routines and ownership 

behaviors as well as different perceptions about the image and meaning of the 

city garden. It works like a city scale model, a fieldwork tool, imperfect 

(precarious); incomplete but containing within itself a wide range of variations 

and the subsequent possible discussions and interpretations for each one of 

these potentials. 

 

Figures 4 to 6. Stop.Live project (2014) Courtesy of Still Urban Design 

 
 
The Soft Monuments: A Tree is never only a Tree (exhibition and public space 

works by students from the Master in Art and Design for the Public Space 2013-

2014, Faculty of Fine Arts, Porto University, Coordination: Gabriela Vaz 

Pinheiro, Miguel Costa, Norberto Jorge), triggered a series of actions in 

Carregal Garden (also known as Carrilho Videira Garden), Porto, Portugal, from 

the need to cut down a dead giant sequoia tree (Sequoiadendrom giganteum). 

The invitation made by the Porto's Town Hall to the Faculty of Fine Arts of Porto 

(Master of Art and Design for the Public Space) for re-use of wood of the dead 

tree resulted in a continuous timetable of events that had place between March 

and July 2014: 1.Workshop and Lectures; 2.Public space performances; 

3.Temporary projects; 4.Exhibition and round tables. 
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Despite the different material and immaterial outputs, it will be underlined here 

two interconnected major processes: "program" and "cross-disciplinary learning 

processes". 

Program: Given the possible use of wood from an uncommon and symbolic tree 

in the city, the "program" emerges, not as a list of points to comply with a 

commission but as a critical and reflective exercise for a precise moment of the 

city life, which outcomes extend in time to amplify the visibility and the debate 

on the urban landscape. Each implemented and performed moment proposes a 

new understanding and perception of the place, which goes beyond its 

permanent state by giving meaning to a gesture: the cutting down of a 

Sequoiadendrom giganteum. 

Cross-disciplinary learning processes: The work was conducted in conjunction 

with several disciplines represented in this MA (landscape architecture, urban 

design, product design, architecture, fine arts), which moves it away from the 

one-dimensional disciplinary direction. This disciplinary juxtaposition and 

exchanges allowed a broader and more open discussion about the city and this 

particular place that led to results that transposed the boundaries between the 

different disciplines: walking, mapping, diagrams, models, observations, talks, 

tests, prototypes, performances and installations immersed the students in the 

social, cultural and spatial particularities of the place uncovering its invisibilities, 

patterns and routines. 
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Figures 7-10. Soft Monuments: A Tree is never only a Tree (2014) workshop; 

removing the branches of the dead sequoia tree; public exhibition (2nd 
moment); public space installations 

 

4. Expanding the outcomes  

These approaches, although widely discussed from the disciplines of 

architecture and art still remain on the sidelines, too disjointed of urban planning 

processes (Brown, 2005; Havemann & Schild, 2007) and with little framework 

within the practice of landscape architecture.  
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Despite some weaknesses and threats (arising from the fact that these projects 

have become a common theme, especially in cultural events and city festivals 

where some projects are more pretty to look than to produce other kind of 

outcomes) the three selected projects seek, from different backgrounds and 

different motivations, to engage with local communities around common 

concerns. Its outcomes can be described from their critical, experimental and 

strategic, educational, political and cultural dimensions: 

 

Critical dimension: they express alternatives and possibilities from the 

questioning of the various contexts, its rules and established conventions. As 

James Corner (1999a) stated, "(t)o consider landscape in solely visual, formal, 

ecological, or economic terms fails to embrace the complex richness of 

association and social structures that are inherent to it" (p.116). By moving 

away from conservative positions on the landscape professional practice and on 

the idea of nature, these approaches underline the critical positioning already 

expressed by several authors as James Corner, Ian H. Thompson or Anne W. 

Spirn where some landscape architects "see themselves as the guardians of 

high-quality rural landscapes" (Thompson, 2000, p.39), "have embraced 

ecology as the primary authority for determining the 'natural' (and therefore 

correct) way to design landscapes" (Spirn, 1997, p.250) or believes that 

"landscape concerns ought to be directed solely toward the stewardship of the 

natural world" (Corner, 1999a, p.113).  

In fact, these approaches do not seek an aesthetic positioning or to work under 

the "authority of nature". Instead, they seek to trigger situations, collective 

processes and/or to question contexts and specific situations. Using the 

expression of Prof. Jeffrey Hou (2010), they are producing insurgent spaces, no 

longer confined to the archetypal categories of the city, but challenging the 

conventional and the codified notion of public. (p.2). 

Experimental and strategic dimension: through the formulation and introduction 

of tests/prototypes from temporary, reversible and low cost experiments that not 

only reveal their own autonomy in the contexts in which they operate, but also 

contribute strategically to the analysis and execution of more permanent 

projects. The landscape architect Markus Gnuchtel (2008), in his text "We focus 
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on people", grounded on two completed projects from his office, reflects on the 

"open" and flexible project from which are activated processes of creative 

appropriation from its users. According to Gnuchtel, with a minimum of planning 

it is possible to create conditions for a wide variety of functional options, which 

can be seen by how people spontaneously appropriate available spaces and 

also can help to inform other (future) projects.  

Therefore, due to the slowness of bureaucratic procedures required for the 

implementation of a project, its delays and disputes, these temporary solutions 

provides a wide range of action and testing opportunities. 

Pedagogical dimension: where the direct participation of citizens over the 

territory has an active influence on formation of attitudes towards future 

relationship with that territory. The idea of "experience" appears associated with 

the activation and/or building of social attitudes. The philosopher and 

educational psychologist John Dewey (1938/1997) refers to "experience" from 

two fundamental principles which allow interpreting the experience in its 

educational function and force: continuity and interaction: "(...) the principle of 

continuity of experience means that every experience both takes up something 

from those which have gone before and modifies in some way the quality of 

those which come after" (p.35). Dewey refers to continuity as a form of "habit", 

which covers the formation of emotional and intellectual attitudes; the principle 

of interaction which "(...) assigns equal rights to both factors in experience - 

objective and internal conditions. Any normal experience is an interplay of these 

two sets of conditions. Taken together, or in their interaction, they form what we 

call a situation" (p.42). So, interaction characterizes a permanent relationship 

(or transaction) between individuals and/or objects that take place in a given 

context. That way, "(c)ontinuity and interaction in their active union with each 

other provide the measure of the educative significance and value of an 

experience" (p.44).  

The experiences that have been conducted have produced new social 

dynamics in some urban areas through temporary interventions. Those 

interventions introduced new forms of public engagement, enabled a user-

participant relationship, added a new playful and creative dimension to the 

urban space and, in many cases, they carried a clear pedagogical sense for the 
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future by working simultaneously as a means of environmental awareness and 

sustainable practices. 

Political and cultural dimension: the landscapes as social spaces are also 

political spaces supported by dynamic and power relations, interactions, control, 

etc.; therefore, interventions on the landscape also function as an active 

instrument in the social, political and cultural shaping. Landscape as a "Cultural 

Practice" has been formulated by authors as W.J.T. Mitchell (2002) or James 

Corner (1999a) in order to move it away from its mere meaning or 

representation. More than its renewed aesthetics style, it’s more important to 

think in what it does and how it works as a cultural practice (Mitchell, 2002, p.1; 

Corner, 1999a, p.114). Thus, for Prof. W. J. T Mitchell, the concern is not only 

about the power relations symbolically established in the production of 

landscapes, but their ability to assert themselves as instruments of cultural 

power. Consequently, intervening and recovering landscapes should not be just 

a design operation but also a more expanded strategic operation. James Corner 

refers that "recovering landscape requires focus on projects that serve as 

means to critically intervene in cultural habit and convention. The emphasis 

shifts from landscape as a product of culture to landscape as an agent 

producing and enriching culture" (p.114). In this sense, although distant of the 

wide scale landscapes and more confined to the urban landscapes, these 

micro-experiments represent other modes of fieldwork, other ways of looking at 

the site/place and other ways of producing social, political and cultural 

consequences from the "experience" and the "temporary". Themes such as 

sustainability, ecology and even the very idea of nature do not have their origins 

in architecture, landscape architecture or art but in social, political and cultural 

processes. Therefore, it's about (critical) positioning within each professional 

practice. A positioning which makes visible what is invisible; that exposes and 

discusses weaknesses; that questions rules and conventions; which contributes 

to the production of culture. 

 

Notes: 

This paper is part of an ongoing PhD research on Landscape Architecture and 
Urban Ecology, Instituto Superior de Agronomia (ISA) School of 
Agriculture, Lisbon University. 
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