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Drawing and Neighborhood is an art creation-research laboratory proposal that questions the notion of neighborhood in its different interpretations through drawing.
It was developed at the Bogotá Museum facilities, which provided three areas for the different activities: a room open for meetings with the participants (March 14 to April 6); a room for a conference with three expert panelists on illustration (March 23); and an exhibition room, where the participants displayed the results of their experience in the laboratory (April 3 to 8).
Thirty people registered and participated; more than 3,000 others visited the museum and contributed to the space with drawings and comments.
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Drawing and Neighborhood, A Creation-Research Laboratory is the winning project of the 2017 Red Galería Santa Fe call for proposals. This project, implemented at the Bogotá Museum, aims to understand the essence of Bogotá’s neighborhoods through drawing.
The laboratory proposal sparks reflection about “daily life in Bogota’s neighborhoods” using illustration as the main artistic grammar and shared language. It is a meeting place for the Bogotá’s residents who, through dialogue, reflection, review, dissent, and consensus, bring together expertise, disciplines, and daily experiences to encourage experimentation through collective drawing. 
On the subject of illustration with respect to neighborhoods, the first problem to address is the need to establish drawing as a thinking device and, consequently, recognize, activate, and question the components of said device: aesthetic, formal, and conceptual components, in terms of their possibilities to describe, illustrate, express, etc.
 To achieve this, the workbench was opened as a place for the mechanism of illustration, which acts as a meeting place for the diversity of knowledge and experiences to come together. It is a place for memory, where footprints and maps are left, which cross the apparent, navigating between fantasy and real life; between history, maps of sensations, the insignificant particle, legends, myths and mysteries, architectures, and ways of living.
The workbench also serves as a research platform and bridge for dialogue with those who visit the Bogotá Museum and are active viewers, despite not being registered with the laboratory. Visitors who enter the laboratory are immediately engaged. The workbench questions the visitors, inviting them to participate, to contribute their voice, to look, and definitively, to recognize themselves in it. Almost like secret voices, a network of stories, loving desires, and ways of living—censurable by law or morals—appears among the drawings provided by the participants. Sometimes, like a nimble puppet, the drawing embodies a character, object, or situation that is raised and reclaims its importance in the events of Bogota’s neighborhoods, which would otherwise go unnoticed. An example of this is the street dweller, who follows a dog, or sings or dances for it.
The workbench operates as a living organism in constant transformation. It is nourished with drawings daily. With regard to its aesthetics, it involves everything from virtuous graphic design to a simple gesture, forging relationships or establishing limits that, in turn, constitute another kind of drawing, symbolic images, invisible borders, or areas of silence and nothingness.
A significant aspect of the exercise of drawing on the workbench lies in not being restricted to traditional formats. In other words, if one imagines a sheet of paper as the container for a drawing, a closed and excessively limited space appears, cut off from the ecosystem that surrounds it. However, if the format is extended, so that it is not limited to the page, but to the workbench, every comment or layer redefines what happens on the paper. Therefore, the page evolves into a neighborhood, or a house that is part of a modus vivendi, with roots connected like a map that has its own dynamics. From the possibilities of the map appears the figure of the cartographers. As part of their work, they explore the place with the aim to provide a solid document that permits an understanding of the nature of the space and the possible ways to visit or inhabit it.
The type of maps that the workbench facilitates are not only spatial, but also make a symbolic, historical, or other type of journey possible.
There are certain paradigms about the right way of drawing. However, some participants enter the laboratory with the need to learn how to “draw well.” In the event that they move away from the original shapes of a “good drawing” or they follow an alternative path, they become distressed. This hypothetical “right” way of drawing only serves to hide another kind of image that could offer a wider horizon of meaning.
The set of sensations that come up in a state of distress are the strongest power behind a creating artist. One of the biggest problems that artists have faced throughout the ages is the anxiety of facing a blank page. This situation is distressing because it limits the powers hidden behind that flawless image, which rather than a canvas, poses as an abyss. Once immersed in the challenge of diving into the abyss or building a bridge to cross it, the distress becomes a driver for creation and immersion into chaos and different personal shapes. Distress enables the creator to enter into chaos—from there, taking an image that emerges from this vital momentum, without the need to be tied to the restrictions of the norm—and emerge victorious. Therefore, there is no other way but to accept the vital momentum of creation, and that is when the possibilities of beginning a drawing come within reach.
The participant approaches, nervous, with great expectations, looking for knowledge, techniques, or even an escape from routine—and perhaps, to experience some leisure. However, despite thinking they lack tools, the participants find that they themselves carry their own home, neighborhood, city, and world with them. To be aware of this involves looking inward and examining one’s heritage and the most essential details of one’s universe: the transubstantiation of daily rituals and habits that are now elevated to the poetic realm.
It is certain that drawing enables immediate reflection on a canvas, but it is not only immediacy; it is also a journey. Like any journey, it requires an authentic time; it requires a fragment of life from a moving point. The point is transitive and becomes a line; then, the time and point are part of their immanence. However, the line is a footprint and memory at the same time. It is what is left behind by an event; the evidence that something existed. The line, like a footprint, demands that it be read as part of a point that entered into the fourth dimension.
Every participant is a point that evolves into a line. When the participants draw their memories on the workbench, they express the remains of their memories and organize them. They also find that the act of drawing is a retrospective action that forces you to remember during the journey. It is also a desperate act to capture an image that is escaping, disappearing, or hidden. Therefore, the act of walking inside yourself is a way of drawing with respect to the event. When you walk, a line is drawn, dividing the space and completely transforming it.
Traveling also involves energy consumption. Since the line is a footprint, the remainder of the journey, it is also an expression of the energy that moves the point. The energy that drives the point and makes it into a line is the same energy that inspires the illustrator to draw. This momentum is life itself.




