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[LEAD RESEARCHER]
Susana Barreto

Beginning with the end in mind:
These were two wonderful years,
full of memories, life stories
and visual imagery.

In 2018 we started this project of recording testemonies of a generation of Artists,
Designers and Educators who were central to the Porto School of Fine Arts as we know
ittoday. This generation, now retired, hasnot only lived through several changes in so-
cietal, political and cultural terms, but were partly authors of those changes. Changes
that were taking place in a country thatlived a couple of decades in fast forward: from
dictatorship to democracy; revolution, both political and cultural; liberalisation of so-
cietal values; from isolation to openness to the world; European integration...

However, there is an insufficient record and use of the individual knowledge and
unique experience of a generation of artists, professionals and professors who made
and experienced such changesin a critical and at times turbulent environment. A gen-
eration that is still active, still reachable and willing to share all they have to share.

We wanted to contact them, to hear and learn from them - gather their wisdom.

Wisdom that might be irredeemably lost if not legitimised and activated in the pres-
ent. This was our drive coupled with the ambition to welcome and potentiate their
professorial experience and testimony beyond curricular and project-based demands.

The interviews were the point of entry to the research. The first-hand contact with our
interviewees was an engaging and rich experience. The conversations started with
their experience as students, then as lecturers, and went on to their lives and the
inevitable entanglement between life and work, ethics and aesthetics, past and pres-
ent, happiness and hardship. The transfer of wisdom started here in these very mo-
ments, in most cases at their art studios.

The interviews were when we collected data, photographs, audio, video, catalogues
and other source material that became the backbone of the transference that followed.
This wisdom came in all sorts of shapes and sizes: curricular programmes, evaluation
forms, a forgotten note inside a book for someone to find, family photos, a painting
from graduation, a framed letter from a colleague hanging in the dining room... It
was also the unseeable that filled our collection of artefacts. The anecdotal, emotional
moments glued these testimonies together. It was, at the end, a human-centric expe-
rience where scientific research was interwoven with intuition and empathy.

The current study is therefore aimed at establishing the groundwork for a paradigm
shift in the acknowledgment, communication and activation of relevant contribu-
tions to knowledge, culture and the social fabric that art and design academics may
provide in their own name: forms of wisdom that have not necessarily reverted or
translated into scientific knowledge in their careers, that may thus find further con-
texts of resonance and applicability, nationally and abroad.

The book that you are about to enter is a selection of emblematic moments trans-
lated into imagery, testimonies and scientific knowledge gathered throughout this
research. Such knowledge has unveiled other topics that we would like to continue
exploring, and which has laid the groundwork for the next project: “Towards a Plural
Narrative in Graphic Design: Women in Portuguese Design, 1974-2008.", arguing for
the need to bring to light the roles of women in Portuguese Design within a multi-per-
spective narrative, with impact in education and social awareness.

The Covid-19 pandemic tragedy provided renewed purpose to this research, showing
the need to go back to old ways of doing things and therefore legitimising the initial
premise of this project. Our interviewees, a generation that has been through thick
and thin, showed us that resilience can be learned, and that wisdom is the right use
of knowledge.

In this project our team of 15 researchers had outstanding synergy and attunedness.
We were driven, creative and had a smile in the mind.

And so it begins.
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The interviews were the point of entry to the Wisdom Transfer

project. We started with a list of open-ended questions that
became wider as we progressed, a consequence of being af-
fected by the richness of these conversations and their sur-
roundings: surroundings of images, paintings, family photos,
travel souvenirs, and other artefacts.

The interviews occurred most of the time in the artists'’
residence lasting an hour... sometimes two. The conversa-
tions had a pattern, usually starting in the living room
with a focus on their university education, and later, we
would be invited to visit the art studios. In the studios
the exchange was more profound and intimate; they would scan
through their lives and those of other people in their cir-
cle of friends. The art studio was the place where artists
opened up about their private life, their timeline: the en-
thusiasm in this space was magnetic.

Their story telling about their university life often in-
cluded other people: friends who were either already in our
sample or would be (snowball sampling), so that, in a way,
each slice of their lives contributed to a broader angle, an
angle that also encompassed the Portuguese society of those
days. This broader angle included interviewing artitsts that
were essential for building the context of the time but

whose testemonies were outside this publication due to the
geographical scope of the project.

The scope of the research project included the Portuguese
Revolution of 1974, and many other social changes that had
a great impact on the country and in the Porto School of
Fine Arts. Their testimonies are inevitably entangled with
Portuguese life at the time.

When the interview came to an end, the artists often said
that the time went by very quickly - “I said nothing!", they
say. For most of them, those were the finest memories.

There were three of us conducting these interviews: Eliana,
Claudia, and myself, Susana. The discussion between the
three of us that followed the interview was always a rich
exchange of ideas and the first moment of transference of
wisdom. This book is one of the many media aiming at trans-
ferring what happened there, in those moments, and what we
made of them, through seminars, workshops among other forms
of dissemination.e
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Carlos Marques

ESBAP 1967 - 1975

Sculpture

[INTERVIEW]

11th December 2018

@ the artist's studio

Sobreira
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ESBAP 1935 - 1963

Painting

Jorge Pinheiro
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[LEAD RESEARCHER] [RESEARCHER]
Susana Barreto Claudia Lima

Three workshops were held 1n three universities with art and design
courses aiming at promoting the sharing of knowledge between the ESBAP
generation of artists, scholars and researchers and current art and de-
sign students: an i1llustration workshop held at the Faculty of Fine Arts,
University of Porto; a typography workshop held at Universidade Lusdfona
1n Porto; and a Processing workshop held at Polytechnic Institute of
Cavado and Ave. All workshop outputs had the Wisdom Transfer archive
1nterviews and photographic records, as well as interviewees' artworks,
as content source material. The sessions were free and open to design
students at the respective host institution. Proximity between faculty
and students was encouraged and a studio-like environment was creat-
ed to foster greater sharing of i1deas. An extra curricular model was
adopted allowing the junction of a multidisciplinary, i1ntergeneration-
al and informal working group. Students were gathered in groups of 10
to 16 elements of different profiles and backgrounds.




[COORDINATION]
Rui Vitorino Santos

school year 2019-20

@Faculty of Fine Arts Porto

Curricular Events
WORKSHOPS

GRAPHIC NARRATIVES
AND ILLUSTRATION

OPPORTUNITIES WITHIN
TRANS-GENERATIONAL

DIALOGUE

Illustrated Portrait

Portraits of retired FBAUP teachers and research-
ers interviewed in the context of the Wisdom
Transfer project. At an early stage this pedagog-
ical action aimed at familiarising students with
the WT research team and the faces and lives of
a retired generation from the FBAUP. The final
goal was to produce illustrated portraits of the
interviewees featured in the WT archive, an
exercise in which the purpose was not only to
identify the portrayed but also to explore a va-
riety of visual grammars embodying scientific,
pedagogical and artistic experiences or personal
stories from each individual portrayed.

01 Yuri Reis

Licia Matos
02 Helena Luz

Helena Abreu e Lima
03 Joana Pintor

Anténio Mendanha
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04 Aurora Sant'Ana
Rodrigo Cabral
05 Biakosta
Carlos Marques
06 Cheila Mendes
Paula Soares




07 Mariana Sou
Graca Morais

08 Joana Coelho
Puri Fontes
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09 Francisco Ramos
Pedro Rocha
10 Margarida Silva

Zulmiro de Carvalho
11 Rita Mota
Jodo Nunes




12 Fran
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13 Claudia Alves
Ana Campos
14 Yuri Reis

Armando Alves
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15 Ruben Roxo
Jodo Machado
16 Lince Rebelo
José Paiva
17 Amargo

Elvira Leite




[COORDINATION] [CO-COORDINATION]
Rui Vitorino Santos Claudia Lima
Eliana Penedos-Santiago
Susana Barreto

Graphic Novels
Development of graphic novels shaped like a printed
editorial artifact.

Using as a starting point the video interviews of
the WT archive, this pedagogical action aimed at
the exploration of visual repertoires that offer
a critical look by the new generation of students
on the heritage of knowledge and intellectual and
artistic resources of some of the retired members
of FBAUP.

Despite the biographical concern expressed in the
message of each narrative, since each publication
1s dedicated to an individual, the final result
was not intended to be a mere biographical record.
Students were encouraged to explore and produce
narratives for these individual stories, proposing
other ways of thinking, recording and referencing
their 1legacy, thus contributing to the aim of
this project - to anchor 1in graphic narratives,
new imaginative and textual repertoires arising
from the crossover between the experiences of
each interviewee and each student.

[PARTICIPANTS]
Amargo

Aurora Sant'Ana
Biakosta

Cheila Mendes
Cldudia Alves
Fran

Francisco Ramos
Lince Rebelo
Joana Coelho
Joana Pintor
Helena Luz
Margarida Silva
Mariana Sou
Rita Mota
Ruben Roxo
Yuri Reis

[ILLUSTRATION WORKSHOP]

@FBAUP

[RISOGRAPH WORKSHOP]

@ESAD

Diogo Oliveira & Sofia Meira
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- THE WORK OF ANTONIO
-QUADROS FERREIRA

icular Events

Procedural pattern interpretations

:Nuno Martins & Pedro Amado
: October - December 2019
: @Polytechnic Institute of

“Cavado and Ave - Barcelos
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“INTERPRETATIONS OF

“WORKSHOPS
 PROCEDURAL PATTERN

Curr

of the work of Antdonio Quadros Ferreira

[E=Y
[E=Y
Ul

void setting=l)] {

80

81 /! Pedro Amado

82 // Faculdade de Belas Artes

83 // da Universidade do Porto

84

85 // Nuno Martins

86 /] 1nstituto Politécnico

87 I/ do cavado e do Ave

88

89 /*

20 Keywords

91 Processing,

92 Computational Design,
93 Computational Thinking,
94 Creative Coding,

95 Procedural Graphics
96 */

97

98 }

99

100



10l 151

102 152

103 /13 153

104 154

105 155

106 156

107 157

108 158

109 159

110 void setup() { 160

111 introduction(); 161

112 methodologu(); 162 is hard to explore and to properly contextualize their work within the learning activi-
113 } 163 ties. Taking advantage of the surge in interest of the younger generations in develop-
114 164 ’ ing new digital literacy skills, we’ve organized and conducted a workshop that bridges
115 void draw() { 165 the STEAM competencies acquisition with the exploration of the Portuguese graphic
116 string findings = results(); 166 i heritage.

117 println( conclusion( findings ) J; 167 This chapter first presents the methodology and the research design of the
118 } 168 : workshop, the sample of participants, instruments, and programming language
119 169 H employed during the sessions. Then it presents and discusses the results obtained by
120 void introduction() { 170 the participants, evaluating their originality and reference to the original composi-
11 i i fi

122 The XXI century graphic design education curricula in higher education institutions are

123 as diverse as there are different courses (Burgstahler & Cory, 2010). Although several ini-

124 tiatives aim to analyze and propose relevant contemporary curriculums, today, teaching

125 | and learning Graphic Design may address an extremely broad multidisciplinary field, as

126 | the social issues and technological constraints have evolved.

127 5
128 Design processes have been modified over time (...) to respond to systemic changes g
129 i in new cultural, social, environmental, and economic contexts that impact on arti- g
130 facts, theories, meanings, and behaviors. (Raposo et al., 2019, p. v) £
131 f §
132 As John Maeda has put it, it’s is hard for present-day students to develop the nec- :
13 essary computational design skills while trying to master classical visual design skills 2
134 (Ghoshal & Erondu, 2017). Learning basic digital skills from an early age, and learn- :
135 ing how to code has been in the national government STE[A]M development agenda g‘
136 (Diregdo-Geral da Educacao, 2018). Yet, high schools and colleges still struggle to imple- %
137 ment this successfully. In amidst all of these challenges, students must find a way to :
138 develop a visual literacy background to inform their creative process “tak|ing an] active §
139 part in thinking about and discussing ideas with the view to sense-making” as well as Ii
10 i being “expected to think for themselves, pose and solve complex problems and generally g
101 produce knowledge rather than reproduce it.” (Costello, 2020, p. 6) Y
142 Within this context, the Wisdom Transfer research project has been promoting ::
183 | activities that disseminate the rise of the visual heritage of Portuguese Craphic Designers 3
144 and Visual Artists (Penedos-Santiago et al., 2020). These former educators and practi- é’
15 tioners have been very influential for past generations of designers and teachers alike. $
VT They still hold a very important role in the current shape of Graphic Design in Portugal -
147 today. But, due to all the constraints we face today in the Higher Education System, it %.'.
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202 l,llr 5 i
203 : ie sessions = new workshopSession[4];
204 :

205 for(int i = 0; i < 4; i++) {

206

207 update( sessions[i] );
208
209 With this in mind, we’ve designed a workshop that addressed
210 both these issues. The workshop was organized into four sessions, held
211 during an extra-curricular period after lunch, for all interested students
who voluntarily signed up. We’ve started with 23 participants, but only

12 completed the activities. In the first session, participants were intro-

212 ¥
213

214 duced to a specific set of AQF’s work from the early 1970’s such as “com-

posicao 2/3”, “composicdo pr 3”, or “sequéncia de base” (fig. 1).
These works denote a very intellectual and algorithmic approach

to the development of compositions. Work that was very well rooted in

215
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217

Figure 2 - Icon Viewer (adapted from detail), Karel Martens, 2017
‘Figure 4 - lWlorkshop room settings and participants during sessions

218 its time, and found resonance in computational artworks of computa-
219
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221

222

223

224

225 ' void methodology() { %3 & i :

The workshop was conducted with a sample of voluntary student participants from
the graphic design degree at the School of Design of the Polytechnic Institute of
Cavado and Ave (IPCA), in four two-hour weekly sessions from 16 of October to 6 of

226

227
228
229 December of 2019. The aims of the workshop were two-fold. On the one hand, to intro-
230 duce students to the fundamental concepts of functional programming for graphic
231 design, with the Processing language. On the other hand, within the scope of the
232 research project, it aimed to introduce and discuss.thg yi 1Y
233 Anténio Quadros Ferreira (AQF).
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Figure 3 - Untitled work in progress (adapted from detail), Ricardo Phillipe Dantas, 2019
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tional artists and designers such as of Manhfred Mohr. Fast forward
to the present time, students were also properly introduced to rele-
vant contemporary designers using this algorithmic approach, such as
Karel Martens (fig. 2). Or current digital international designers such as
Nicholas Felton, Jessica Inn, or the Portuguese Ricardo Phillipe Dantas
(fig. 3) that explore creative coding as a design tool in their process.
Having presented and discussed the algorithmic origin and com-
putational process of the creators’ work, we introduced participants to
the programming language. During the first three sessions, we covered
the programming basics — drawing graphics, functions & parameters,
simple & complex variables, loops, conditions, events and user input,
and file export. And, in the fourth and final session, we supervised the
autonomous development of the visual computational algorithm into a
printed book cover (fig. 4).
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The decision to opt for Processing as an environment and programming language is debatable (Reas
etal., 2010), but it has been proven to be a very successful platform in graphic designers’ curricula.
It has all the processing power and Object-Oriented Programming (OOP) architecture inherited
from theJava language, and it includes an impressive list of extension libraries ranging from phys-
ical computing to Machine Learning which addresses the most basic as well as the most advanced
requirements. While it may present itself as a complex language to learn initially (comparing to
other available languages), maintaining a strict declared nature promotes more comprehensive
learning, and it allows to directly apply the knowledge acquired in Processing in other languages
and environments. Undoubtfully, being able to develop graphical programs under 20 lines of code
within the first hour of using Processing is what makes it a very popular and powerful option for
graphic design. Although Processing inherits an 0OP approach from Java, we’ve used a Functional
Programming (FP) approach to expedite the sessions. We were able to cover the fundamental con-
cepts of a computer program while prototyping a rough program sketch of the “sequéncia de base”.

In the third session, students started translating a personal interpretation of the AQF’s lan
guage in their visual algorithmic process in Processing to design a book cover of their choice. Th
fourth and final session was held to supervise the work in progress and to help solve the technica
issues and debug the code for them to be able to tweak and fine-tune and submit their design
autonomously in the following two weeks.
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404 a54 ; void results() {

405 455

406 456 String[] collected_data = [];

407 457 :

a08 a58 collected_data = join( collected_data, [*
409

410 During the sessions, the students have revealed a total
unfamiliarity with the work of AQF. But we are confident
that we've completed one of the WT objectives. Despite

the group being so small, as future designers and possible

411
412
413
414 instructors, this small workshop might hold a multiplier
effect in the future to help sustain and promote this artist’s

legacy, as they have found it beautiful and contemporary.

415
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417

Figure 5 - NMarta Valente's book cover

418

419

Clim .ﬁnﬁus r._fE Solidae

420 uer

421 in translating, modifying, and appropriating his visual lan
422 guage into a form of their own in the Processing language %
423 Despite being graphic design students, Processing proved
424 to be simple enough to be mastered on a functional level in ‘
425 such a short period. They had some difficulties associated
426 with the lack of practice, such as forgetting to terminate
427 instructions, remember the correct syntax of specific oper-

ations such as loops, or properly declare the variable types
— aspects that may be easier in other languages such a
Python.

On the artistic side, they’ve shown an amazing abil

T i
w'*.%.‘r:‘

ity to master the visual compositions — harder to imple
ment in other popular languages such as Javascript as the
learning curve requires additional concepts or rendering
technologies. Nevertheless, all of these issues will bene-

even shown a deeper interest and developed solutions tha
required more coding concepts than the ones addressed.

Figure 6 - Maria Bet&nia's book cover
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As for the results, we had an almost 50% dropout rate as 11 par-
ticipants stopped showing to the third and final sessions. Although we
have no objective data on this, while informally inquiring the students,
they reported they weren’t able to develop the homework for the third
and final sessions — to choose a book and a visual concept — hence leav-
ing the activity. As for the ones who completed, 11 out of 12 have imple-
mented and customized the learned code.

Using an originality CAT measurement scale (Baer & Kaufman,
2019), we consider this workshop was a success, as all the participants
diverged from the original visual language of the sessions. Even if six of
them kept most of the base code provided. By our analysis, one partici-
pant developed a truly original and direct visual reference to AQF visual
heritage (fig. 5). Two participants developed an original algorithm and
an evoking graphic style to AQF’s language. And still, two other devel-
oped original solutions, that do not reference the visual language as
much as the process or AQF’s algorithmic compositions (fig. 6).
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"] );

return collected_data;

void conclusion( f ) {
for (String r : ) {

We still need time to confirm if the concepts and techniques were properly assimi-
lated by the participants. Yet, considering the lack of technical skills reported, and
the results obtained in such a short period we are confident that this workshop, by
combining a present-day programming language with an influential visual legacy
such as AQF's body of work has helped to stimulate the students to speculatively
develop different creative methods, and expand these participants’ body of knowl-
edge and skills, helping them shape into better humans and professionals.

return r;
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Typographical essays as a contribution
to the transfer of trans-generational
knowledge —

— aimed at achieving knowledge transfer be-
tween two generations (interviewed artists and
current design students) through the creation
of typographical essays, with typography op-
erating as a relayer of quotes from the project
interviews, as a means of emphasizing content
and expressing the interviewees’ personalities,
and as a means of extracting key learnings to
be outlined in a canonical Portuguese Design
History.

The workshop gathered 8 participants, each as-
signed one of the Wisdom Transfer interview-
ees, privileging artists, scholars or researchers
who worked in the field of design and contrib-
uted to the creation and development of the de-
sign course at School of Fine Arts of Porto.
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The rise of the

first Design course
at the School of Fine
Arts of Porto

INTRODUCTION

Degree courses in Design first appeared in Portugal in the period after the Carnation
Revolution of 1974, at a time when design as a profession was already recognized in
the country, and was primarily undertaken by painters, sculptors, and architects,
whose experience had been acquired mainly through practice, and through know-
how exchange with peers and technicians from the graphic arts industry.

Sebastido Rodrigues, Vittor Palla, Daciano da Costa, Maria Keil and Armando Alves are
some of the eminent 20th Century Portuguese artists/designers who exemplify such
early discourses, which are referred to by Maria Keil (cITED IN FRAGOSO, 2012) as “the
great school”, where knowledge was often exchanged “one with another” (p.55) over tertu-
lias (social gatherings) held in cafés that were regularly visited by these artists, among
other meeting occasions.

The paper thereby outlines the history behind the formation of the first Design course
in Porto - the Design (Graphic Art) course at the School of Fine Arts of Porto (ESBAP).
Respectively, an analysis of certain antecedent academic initiatives developed in
Lisbon and Porto, is made. The paper also describes the circumstances under which
Graphic Arts as a subject first appeared in ESBAP’s Painting course at the undergrad-
uate level in 1962, a subject that would eventually lead to the establishment of the
Design course at the school.

METHODOLOGY

The study collected emic data through ethnographic methods including personal in-
terviews that were conducted with distinguished art and design professionals who
attended ESBAP between the 1960s and 1980s as students, and in several cases, served
as professors. Between December 2018 and December 2019, 32 interview sessions were
held, mainly involving individuals who were students of Painting and Sculpture, and
those who attended the first years of the Design (Graphic Art) course at ESBAP (TABLE 1).

The interviews used scripts with open-ended questions (QUIVY & CAMPENHOUDT, 2008)
and were filmed, recorded, and complemented with contextual photographs, towards
creating a bank of resources for further scrutiny (TINKLER, 2013). The participants were
respectively asked for permission to collect the required audiovisual material through
means of an informed consent form (BANKs & ZEITLYN, 2015) provided at the beginning
of each interview.

The corresponding analysis was also supported by literature review which allowed
cross-referencing and contextualization of the reported facts, towards determining
the circumstantial background of the development of the Design course.



List of interviewees, course and period in which they

attended ESBAP, date of interview.

TABLE 1.
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A BRIEF HISTORY OF HIGHER EDUCATION IN DESIGN IN PORTUGAL.

In the mid-1900’s, there were a number of initiatives in Lisbon that sought to offer
academic training in the field of Design, but there was an absence of academic prove-
nance in the field, and designers with relevant higher education were rare. There was
also a lack of a clear definition of the concept of design applicable to the Portuguese
context, and the same was reflected in the emergence of wide-ranging programmes
of the various specificities of design without having a formal theoretical base and/or a
clear definition of the practical domains associable to the discipline (BRaNDAO, 2001).
In the early 1960s, Daciano da Costa, a Portuguese architect, painter, and designer,
created a Basic Design course in his studio, which for about two decades, had served
as his atelier for works in architecture, interior design, and industrial design (sEna
DA SILVA, 2001, P. 17). According to Brandao (2001), it was in this studio where da Costa
also developed the first graphic identity manuals for Portuguese companies “in a con-
sistent and systematic way” (p. 32). Following the Bauhausian principles and an aesthetic
of purification of forms, Daciano da Costa had the support of Lagoa Henriques (sculp-
tor), Frederico George (architect and painter) and Roberto Aratijo (painter and design-
er) who collaborated with him in this course (FrRacoso, 2012). Among the students
of this pioneering project were Cristina Reis, Jodo Segurado and José Brandao, de-
signers who would later on acquire higher education degrees in Design in the United
Kingdom. José Brandio, who enrolled in da Costa’s Basic Design course in October
1963 states that:

At the time, the limits of specialization, at least between us, were not very clear. All areas
of the project were addressed, from interior to industrial design, furniture, and graphic de-
sign. Basically, it was about putting into practice the ‘new idea’ of intervening culturally
and functionally in society. (BRANDAO, 2001, P. 31)

Da Costa subsequently developed with his students experimental projects in the areas
of industrial design and graphic design, and as iterated earlier, created the first works
on corporate identity in which Brandio also participated.

At the time, informative resources on design were scarce, and existing publications
such as the British Design magazine, launched in 1963, were awaited with great anx-
iety and expectation, and constituted “the centre of discussions on design” (BRANDAO, 2001,
P. 32).

In the 1960s, a small number of artists supported by scholarships from the Calouste
Gulbenkian Foundation managed to acquire a higher education degree in Design at
the Ravensbourne College of Art and Design in London.

Among them were Alda Rosa, Carlos Rocha, Cristina Reis, Jodao George, José Brandao,
Jorge Pacheco, and Joao Segurado (BARTOLO, 2015; FRAGOSO, 2012).

In this same decade, in Lisbon, a set of initiatives were undertaken that sought to in-
troduce Graphic Arts and Design into academic training. In 1965, the Artistic Training
Course (CFAD) was created, promoted by the National Society of Fine Arts, and cover-
ing the area of Graphic Arts under the tutelage of Sena da Silva, alongside the area of
Design, which was supervised by Manuel Tainha, Concei¢do Silva, and Daciano da
Costa (MANACAS, 2005, P. 223), and included courses on industrial and interior design
(FRAGOSO, 2012, P. 65). In 1969, the establishing of the Institute of Art and Decoration
(IADE) was also a significant milestone in the teaching of design in the country, and
offered courses in Interior and Product Design. In 1973 the Centre for Art and Visual
Communication (AR.CO) was founded, offering a Basic Training Course in design
which included subjects such as Graphic Communication, Two-dimensional and
Three-dimensional Design, and Color Theory, which according to Manuel Costa Cabral
(CITED IN MANAGAS, 2005), were aimed at preparing students for “the future course of Design
(which would effectively open in October 1974, but was immediately abandoned, in the post-revolutionary
heat, for lack of students)” (p. 224).

In Porto, the area of graphic arts in higher education also dates back to the early 1960s,
commencing under the Painting course in 1962, and supervised by Armando Alves,
himself an alumni of the school who had graduated in Painting. Alves had a deep in-
terest in the graphic arts from an early age, having made his first professional graphic
works while still a student, at the behest of Carlos Ramos, the then director of ESBAP.
Around this time, two major exhibitions had been organized at the school, the Magna
Exhibition, an exposition of student works developed in-school that were selected by
professors; and the Extra-School Exhibition, which showcased works by students
made in private/off-campus studios around the city, which were extracurricular in
nature. These exhibitions proved to be of great importance for the school and for the
city of Porto. Armando Alves at the time was given the charge of designing the event
posters and catalogues.

Upon completing the Painting course, Alves continued in ESBAP as a professor, tutor-
ing the subject of “Decorative Painting”, a nomenclature that dated back to the 19th
century. The subject was of little interest to Alves, in light of its antiquity as opposed
to the prevailing artistic reality of the time. A year into his professorate, Alves thus
proposed Graphic Arts as an alternative subject, being an area of his interest and
expertise. This was the beginning of the first ESBAP discipline related to design. In
consideration of the absence of a theoretical background in this area, the pedagogic
approach of the subject had to be thought out and structured on the basis of Alves’s



own practical experience and on work done by other renowned individuals such as
Sebastido Rodrigues. Most references were restricted to the national context, since
there was limited accessibility to information from international sources.

The approach was also highly experimental, based on craftsmanship, and utilized ref-
erence materials such as Marie Claire or Paris Match magazines, which, according to
Armando Alves, were publications “of great importance and great graphic quality” (PERSONAL
COMMUNICATION, DECEMBER 5, 2018). These publications were graphically analyzed
in the classroom and also served as working materials: their graphic content would
be cut out and archived for reuse in new graphic compositions in a “cut and paste”
process. With these materials, which included clippings of letters, titles, texts, and
photographs, projects such as fictional record covers and book covers were composed.

At the end of the year, a selection of the discipline’s outcomes was exhibited at the
Magna Exhibition and was well appreciated. Graphic Arts, initiated as a subject on
an experimental basis, was thus established in the Painting curriculum, maintain-
ing a similar approach in the subsequent years, incorporating the analysis of exist-
ing graphic works and renowned publications - occasionally from abroad and orient-
ed towards design, such as Graphis - and a practiced through experimentation and
manuality.

This approach laid the groundwork for developing further projects at the school which
were similarly experimental in nature, and blurred the boundaries between art and
design. Rodrigo Cabral, for example, recalled a set of posters developed in the Graphic
Arts discipline, that were composed of removable parts, which he called “sculptural ob-
jects” (PERSONAL COMMUNICATION, DECEMBER 28, 2018).

At the turn of the decade, the discipline was split into two years, with Year 1 taught
by Armando Alves and Year 2 by Amandio Silva. Also with a degree in Painting from
ESBAP, Amandio Silva specialized in graphic arts through self-taught learning, and
had experience working as lithographer, designer, and illustrator. Thus, as a conse-
quence of their professional experience outside the school, the two painters were able
to bring more specific concerns related to design into their narratives as professors.
According to students of this time, while Armando Alves” approach was character-
ized by the analysis of graphic works and practical projects in class, Amandio Silva’s
approach occasionally included real proposals to clients and visits to printmaking stu-
dios, bringing real-life perspectives and knowledge to the instruction of Graphic Arts
and printing technologies.

RESULTS
The formation of a higher education course in design at ESBAP:
the Course of Design (Graphic Art).

After the Carnation Revolution of 1974, there were major reformulations brought to
the teaching of arts in higher education in general, and Design courses were formal-
ly introduced. Thus, the year 1975 saw the introduction of the Communication and
Product Design course at the School of Fine Arts of Lisbon (FRaGOs0, 2012), and in the
following year, the Design (Graphic Art) course was created under the tutelage of pro-
fessors such as Amandio Silva, Domingos Pinho, Dario Alves, and Joao Machado who
were professionals in the field but had no formal education specific to design.
Domingos Pinho, who graduated in Painting, had acquired experience in the area of
graphic arts through working in the studio of artist Hernani Tavares (ALMEIDA, 2004),
and took charge of the subject at the school when Armando Alves left, becoming an
essential figure connected to the formation of the Design course. As a professor of
graphic arts in the previous years, Pinho already had relevant pedagogical experience,
such as pertaining to the development of posters, comics, and animation, and the
use of respective techniques and technology. In his personal capacity, Pinho also had
envisaged a curricular structure and course contents for a prospective Design/Graphic
Art program at the school, which consequently became the basis of instruction for all
professors who initiated the Design course in 1976.

Dario Alves, was also graduated in Painting, and began his career in design in 1959,
collaborating with several companies in the graphic arts area such as Estiidio Atenas,
Tipografia Carvalhido and Simao Guimardes Filho. He began his teaching career
at ESBAP in 1976, overseeing various disciplines in graphic arts, including Graphic
Design, Specialized Graphics and Editorial Design.

Joao Machado was hired as a lecturer at ESBAP in 1976, specifically for the course of
Design (Craphic Art). He had always aspired to be in the Design field, but the absence
of a Design specific course led him to graduate in Sculpture instead at ESBAP. Machado
thus had to rely on autonomous learning of graphic arts through the visual analysis
of existing works, and through contact with other designers and technicians work-
ing in the graphics industry. At the beginning of his career, he also acquired design
experience through working for RTP (Portuguese state television), where he created
illustrations for Portuguese and French subjects taught at Tele-Escola (TV School).
It was with this work portfolio that he applied for professorship at ESBAP.

11In the 1980/1981 school year, the name of the course was changed to Communication Design (Graphic Art),
privileging the concept of design and communication. But only on January 22, 1983, these courses - Design
(Graphic Art) and Communication Design (Graphic Art) - were recognized by the Portuguese Government in
Diario da Repiblica.



Among the students of the first year of the Design (Graphic Arts) course were Jodo
Nunes, Ana Campos, Jorge Afonso, Augusto da Eira and Graca Martins. When Joao
Nunes joined ESBAP as a student, he already had professional experience in the area
of Design, having worked at the communication office of the army in Angola. As he
stated,

When I arrived at Fine Arts [School], the design course was just beginning, without much
equipment, and with professors migrating from the areas of painting, sculpture, architec-
ture, as it happened all over the world. The first and second year of the course were com-
mon to the different areas. (NUNES, PERSONAL COMMUNICATION, FEBRUARY 26,
2019)

In particular reference to the course, Anténio Modesto (2016), who would enter the fol-
lowing school year, adds that there was an “awareness of extension, of applying art to everyday
life”, which corresponds with Brandao’s (2001) observation on Daciano da Costa’s Basic
Design course, that “it was a matter of putting into practice the ‘new idea’ of intervening culturally
and functionally in society” (p.31).

In the pre-digital era, the approach to projects remained primarily artisanal, varying
between the techniques of drawing, collage and gouache painting. The most common
instruments were graphite, ruling pen, compass, ruler, and set-square, with only
Jodao Machado as a professor, and Jodo Nunes as a student familiarized with airbrush-
ing, as a result of their professional experiences outside the school.

In these first years of the Design (Graphic Art) course, Calvet de Magalhaes, the di-
rector of ESBAP between 1977 and 1978, played an important role in the formatting of
the course and in instituting the photography and video laboratories. Graduated in
Drawing, Calvet de Magalhaes was dedicated to Graphic Arts since the 1940’s, obtain-
ing several academic degrees in the field from England:. In addition to having done
extensive graphic work in the area of advertising and editorial design, he was also the
technical director of several companies in the graphics sector (among them, Empresa
do Bolhao, Litografia Vasco da Gama, La Artistica and Consodrcio Industrial del Mifo),
and had authored books such as the Manual Profissional de Artes Grdficas (Professional

2 1st year of Master of Arts at Goldsmiths College - London (GB); postgraduate and PhD in Art and Design Educa-
tion at De Montfort University in Leicester (Silva 2017).

Handbook of Graphic Arts)}, TV.P. - Técnica de Vendas e Publicidade (Commercial and
Advertising Technique)* and Técnicas de Impressdo (Print Techniques)s, among others
(Silva, 2017).

Although his period of direction was brief, as reported by students from the time, de
Magalhaes’s contribution to improving the school’s resources was significant.

In addition to the aforementioned institution of the video and photography labo-
ratories, he also acquired facilities and equipment for other laboratories, and bibli-
ographic resources for the library, that offered greater depth and thematic variety.
These resources included a (very limited) number of design publications. According
to Modesto (2016), the only publications in this area that could be consulted were the
Graphis magazines, “in the end, thumbnails’ annuals”, which, although were not bad, could
not be compared to “a scholar’s understanding of an image”.

Anténio Quadros Ferreira, a Painting graduate from 1971, joined the faculty of the
Design (Graphic Art) course in its initial years of its existence, teaching the subject
of Introduction to Visual Arts and Communication Design. According to him, even
though the first professors of the course were from the Fine Arts area, there was a
shared understanding among them that they were in a learning process, wherein
Design was birthing within Fine Arts: “it was a very contaminated design, very conditioned, one
of author’svision” (PERSONAL COMMUNICATION, APRIL 12, 2019). Quadros Ferreira thus ap-
proached the subject, using a dialectic that could determine how design could create
its own space within the arts, leading him to contemplate the affordances of design
and its applicable frameworks.

Looking at the history of ESBAP in the decades before the April 25 Revolution and the
years that followed, José Paiva, the director of the school between 2014 and 2018, also
observed that design brought the awareness to ESBAP that this was not a typical 19th
century art school anymore, but a contemporary institution with social responsibil-
ities, because “design forces us to understand this” (PERSONAL COMMUNICATION, DECEMBER
19, 2018).

At ESBAP, the concept of design emerged as a descendant of the Craphic Arts disci-
pline - the very name of the course was suggestive of it: the Design (Graphic Arts)
course. And, while in Lisbon there was a relatively swift diversification of the subject

3 Manual Profissional de Artes Graficas. Porto: Domingos Barreira Editor, 1956.

4T.V.P. - Técnica de Vendas e Publicidade, work published in collaboration with Fernando Carvalho Costa and
Manuel Calvet de Magalhaes. Porto: Manuel Barreira Editor, 1.2 ed., 1958 and Didactica Editora, 10.? ed., 1982.
5 Técnicas de Impressao. Porto: Edicao da Associagao de Estudantes da 2.2 Secgao da ESBAP, 1964 and 1978.



of design into various sub-disciplines, such as industrial/product design, communi-
cation design, and interior design, at ESBAP, for many years the training remained
limited to communication design.

In terms of the approach to the course and its close relationship with the visual arts,
Quadros Ferreira also observed that only later, when the first generation of design pro-
fessors with higher education in the area began to appear at ESBAP, Design started to
be thought of in a different manner, tending to detach itself from the visual arts. Even
so, the derivations that emerged in design were always connected with the problem of
image, and the concept of design, as Industrial Design or Product Design never really
took hold in Porto.

CONCLUSION

The study, has shown that, although there were a number of initiatives that offered
academic training in the area of graphic arts within the official Portuguese education
system, the creation of design related higher education courses in Portugal only took
place in the post-Revolution period, following the reformulation of the arts teaching
at the Schools of Fine Arts in Lisbon and Porto. In the specific case of Porto, at ESBAP,
the course emerged in the context of Visual Arts, and was marked by the methodolo-
gies and practices applied in the Painting and Sculpture courses. Although not neces-
sarily fortuitous, this relationship between visual arts and communication design can
still be observed in the current faculty. Hence, the Design course assumed a character
that was more related to the graphic image and visual communication, and not as
much on the principles of product or industrial design, unlike at the Faculty of Fine
Arts of the University of Lisbon. The fact that the first professors of the course came
from the Fine Arts area also contributed to the predominance of this design specificity
in Porto’s academic discourse. This group of teachers, whose learning of design was
self-taught through experimental practice and observation of works by other profes-
sionals, defined their pedagogical practices in ESBAP, initially in a highly empirical
manner, that determined a particular orientation of teaching art and design for dec-
ades to follow.
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tion, to prompt a collective recollection and a
shared pool of memories between these speak-
ers, a socially generated common perception of
a moment.

These talks triggered the remembrance of
events, stories and experiences that allowed the
project to bridge several informations collected
so far.
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